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I.
In Lieu of an Introduction. Reflections
on Myths, Nature, and Identity

Irina Marchesini

1. The Nature of Myths

Since ancient times, narratives' have always helped civilizations
make sense of their existence. This was, in fact, the original
meaning of the word, which the English language borrowed partly
from French, partly from Latin (OED 2024: online). Narro?, the
Latin verb from which the English noun is derived, comes from

1

Scholarship has described this notion in a plethora of different ways, often
using it interchangeably with the similar concept of “story”. This, in Scholes’
words, is “a narrative with a certain very specific syntactic shape (beginning-
middle-end or situation-transformation-situation)” (1980: 210). More
recently, narratology has linked narratives to experientiality because, as
Fludernik observes, “there can [...] be narratives without plot, but there cannot
be narratives without a human experience of some sort at some narrative level”
(1996: 13). Throughout this article, I use the term “narrative” with elasticity,
embracing Marie-Laure Ryan’s position on the boundaries of its definition
(2007: 32). From a methodological point of view, the choice of a broader
understanding of the concept makes it possible to include in the discussion
creative expressions that are not in written form, such as music, art, cinema,
performance.

2 Literal meaning: “to tell someone about something” (IL 1996: 819).
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gnarus, an adjective that means “the person who knows™ (IL 1996:
540). Contemporary narratology frames the discussion in very
similar terms, describing narratives as “a distinctive and powerful
mode for explaining experience and organizing knowledge”
(Scholes, Phelan, Kellogg, 2006: 286)*. Narrative, posits Louis
Mink, is “a primary and irreducible form of human
comprehension” (1978: 132).

As a distinct type of narrative, the concept of “myth” is likewise
often used interchangeably with other notions, such as “traditional
story”, “belief”, even “allegory”, “legend”, “misconception” (OED
2024: online). Its etymology, though, interestingly shares eloquent
similarities with the core idea of “narrative”. Etymons of “myth”
are both the Latin mythus, mythos and the Greek uoog, or “story”
(OED 2024: online), and this was its original sense, as Scholes,
Phelan, and Kellogg observed (2006: 12). On the basis of this
preliminary, and very rudimentary, digression in the field of
historical linguistics, one might be tempted to conclude, with
Roland Barthes, that “everything can be a myth provided it is
conveyed by a discourse” (1986: 109). Yet, myths display an array
of distinctive features that differentiate them from other narrative
forms.

In Myth and Reality, Mircea Eliade foregrounds the “sacred,
exemplary, significant” value that these stories possessed amongst
archaic societies (1975: 1). Only later in ancient history, as a result
of a process of “demythologization”, this word acquired the second
meaning now generally associated to it, that is “what cannot really
exist” (1975: 3). In a similar vein, Lauri Honko provides a

3 Hayden White linked the Latin etymons to the Sanskrit root gna or jni (1987
215, note 2).

4 Likewise, David Herman claims that narratives function as “a basic human
strategy for sense making” (2003: 3).
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comprehensive definition that highlights both the features and the
functions of the myth:

astory of the gods, a religious account of the beginning of
the world, the creation, fundamental events, the exemplary
deeds of the gods as a result of which the world, nature and
culture were created together with all the parts thereof and
given their order, which still obtains. A myth expresses and
confirms society’s religious values and norms, it provides
patterns of behaviour to be imitated, testifies to the efficacy
of ritual with its practical ends and establishes the sanctity
of cult. The true milieu of myth is to be found in religious
rites and ceremonial. The ritual acting out of myth implies
the defence of the world order; by imitating sacred
exemplars the world is prevented from being brought to
chaos. The reenactment of a creative event, for example,
the healing wrought by a god in the beginning of time, is
the common aim of myth and ritual. In this way the event
is transferred to the present and its result, i.e. the healing
of asick person, can be achieved once more here and now.
In this way, too, the world order, which was created in the
primeval era and which is reflected in myths, preserves its
value as an exemplar and model for the people of today.
(Honko, 1972: 15-16)

Not only Honko’s extensive characterization of myth pinpoints
many of its structural aspects, but also links them to the idea of
“value” that it produced in a given community. Myths can be
indeed considered as value-laden narratives that possess a very
strong, systematizing power, as also Mark Schorer recognized. In
his view, myths are

the instruments by which we continually struggle to make
our experience intelligible to ourselves. A myth is a large,
controlling image that gives philosophical meaning to the
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facts of ordinary life; that is, which has organizing value
[emphasis mine] for experience. A mythology is a more or
less articulated body of such images, a pantheon. Without
such images, experience is chaotic, fragmentary and merely
phenomenal. (1968: 355)

It seems evident that myths display a very strong connection to
the societies that produced them. However, their sphere of
influence is not limited to the original community but extends to
all the social groups where it has considerable relevance.
Consequently, myths not only generate exemplary stories® for
populations to look up to, but it is at the same time expression of
the context that conceived them. Henry A. Murray underlines this
peculiar trait of myths, that acts both as a regulatory force and
major model for future societies:

myths are simple or compound narrative units, many of
which, carried in the mind, have had extraordinary
permanence and potency, inasmuch as generations of
people have been disposed to live — feel, think, and act -
to a considerable extent in these terms, and hence that
knowledge of the myths of any given society should enable
us [...] to explain many of the otherwise unintelligible
conceptions, emotional reactions, and modes of behavior
of its members. (1968: 305-306)

In a similar vein, Claude Lévi-Strauss maintains that human
societies “express, through their mythology, fundamental feelings
common to the whole of mankind, such as love, hate, or revenge
or that they try to provide some kind of explanations for

S For further insights on the exemplary function of narrative, see MacIntyre
(1984); Ricoeur (1983), (1990); Taylor (1989).

10
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phenomena which they cannot otherwise understand -
astronomical, meteorological, and the like” (1962: 207). Over the
course of several decades, many scholars from different research
fields focused their attention on the strategic, ordering function
that myth exercises over societies. For example, to the Polish
anthropologist Bronislav Malinowski, it “expresses, enhances, and
codifies belief; it safeguards and enforces morality; it vouches for
the efficiency of ritual and contains practical rules for the guidance
of man” (1926: 19). Moreover, according to Eliade, myth “supplies
models for human behavior and, by that very fact, gives meaning
and value to life” (1975: 3). Wherever they are present, they “still
establish and justify all human conduct and activity” (1975: 5).
If, as also Schorer observed, myths regulate “how things are and
must be” (1968: 149), it is then important to discuss how old and
new myths function in contemporary societies and what values®
they (still) generate. Of course, the necessary theoretical premise is
the idea that “myths are narrative, and that narrativity plays a
crucial role for identity formation individually and collectively™
(Feldt 2013: 22). Narratives, as briefly discussed, are “a primary
cognitive instrument” (Mink 1978: 131) and “one of the primary
means of creating continuity between past, present and imagined
worlds, [...] a fundamental mediating link between individual and
collective selves” (Feldt 2013: 22). Stories, after all, “are our major
moral teachers” (Booth 1988: 20) and they “crucially [shape] what

6 For further reference on the study of “value” from a narratological perspective,
see Alber (2017); Berning (2013); especially Korthals Altes (2014).

7 For further reference on the contiguity of myth and narrative, see Geertz,
Jensen (2011) and Jensen (2009). On narratological approaches that
specifically target myth as a narrative form, see Segal (2004: 79-90); Zgoll
(2019); Zgoll, Zgoll (2020); Zgoll, Cuperly, Coster-Gilbert, (2023). Zgoll et
al., in particular, introduced the term “hylistic narratology”, a field of research
that focuses in particular on the narratological study of written myths.

11
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we value” (Meretoja 2018: 128). In keeping with Algirdas J.
Greimas, who understands narrative as a form of organization of
values (1973: 35), a focus on the value that narratives generate
would be helpful to identify the ethical stance of the text.

Taking these basic definitions scholarship gave of myth and
narrative as a starting point, it is already possible to see some ideas
that are consciously or unconsciously injected in society. Let us
consider, for example, Joseph Campbell’s description of the
monomyth: “[t]he hero ventures forth from the world of common
day into a realm of supernatural wonder; fabulous forces are there
encountered and a decisive victory is won; the hero comes back
from this mysterious adventure with the power to bestow boons
on his fellow man [emphasis mine]” (2004: 28). This, as well as
previous appraisals of myth, clearly show a gender-biased focus
oriented towards a man’s figure.

The scope of the present study is to investigate how, through
the rewriting of myths, such established gendered paradigms, that
have been dominating societies for centuries, can be challenged or
even reversed. Particular attention is devoted to the discussion of
the role of Nature in catalyzing this shift. Taking as its focus the
representation or narrativization of rnyths in literature, visual
culture, music, and performance, this collection of articles
emphasizes the necessity of repositioning of the feminine element
on the broader map of Literary, Cultural, and Myth Studies.

In this respect, the past research experience carried out by some
of the authors featured in this book for the National Research
Project PRIN n. 2015KAZ284, entitled “Myth (De)costruction
in Contemporary Women’s Literature in Russia and Poland. A
Comparative Study” (2015) proved to be invaluable. As published
results show, this line of inquiry proved to be particularly fertile
and helped identifying the crucial role played by Nature in the
context of myth rewriting. As a matter of fact, it is in stories that
engage with the complexities and ambiguities of the relationship

12
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between humankind and other forces that values and ideas about
them are challenged. This, in essence, is the core of the National
Research Project PRIN “From Post-Trauma to Ecology:
Contemporary Gender Narratives in Slavic Cultural Texts”
(protocol n. 202253XZ75, 2023), as well as of this publication.

Space too is widely recognized as a fundamental narrative
category® that shapes, directly or indirectly, characters and events
that belong to a specific fictional world. Over time, several literary
critics attempted at describing this dynamic relationship, thus
providing a solid theoretical ground to explore its diverse
functions, other than that of the mere setting. This is the case, for
instance, of Mikhail M. Bakhtin and his polysemic notion of
“chronotope” ([1938] 1975)°, of Gerard Genette’s “diégese”
([1972] 1980), and, more recently, of David Herman’s term
“storyworld” (2005). Although “there is no established
terminology to distinguish the laminations of narrative space”, as
Marie-Laure Ryan maintains (2014: online), it is nonetheless
pivotal to acknowledge the complexity of this concept, as well as
its inherently abstract nature. However, in the context of the
present research, space serves as a helpful standpoint to assess the
values and ideas that a given individual or collective societies hold
as true. The interaction of space and nature in the rewriting of
myth, as some of the contributions specifically highlight, produces
new values, new openings, new models for a more inclusive
society.

The impact of these discourses on society is no less important
for the participants of this volume, especially in view of the

8 For further reference on the definition of space in classic narratology, see
Chatman (1978), Friedman (1993), Werth (1999), Zoran (1984).

9 It should be mentioned that this term was first introduced in the field of
physiology by Aleksei A. Ukhtomskii (1875-1942).

13
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uncertainty which permeates contemporaneity. According to
Liesbeth Korthals Altes and Sjoerd-Jeroen Moenandar “there is a
real need for the intellectual and social capacity to handle diversity.
The understanding of how narratives can be at the center of clashes
of interpretations and valuations is an important asset if we want to
make our societies more sustainable” (2024: 11). Such
understanding becomes even more urgent if considering the
geographic area under scrutiny in this collection, which comprises
two post-Soviet countries: Poland and Russia. In this particular
context, myth rewriting serves as an instrument to overcome the
trauma caused by the dissolution of the Soviet Union (1991). This
catastrophic event elicited the need to regroup values to build a new
identity. To this end, myths (as a narrative model) and their rewriting
(asa fundamental strategy) aim at discarding dysfunctional elements
in favor of a new order.

2. Myths and Identity

The contributions gathered in this volume analyze a wide range of
creative works produced by women authors and artists in Poland
and Russia between the 20™ and the 21* centuries. Notably, they
investigate some facet of myth in a variety of media and genres,
tracking the mechanisms of their rewriting and studying their
functions in the creation of a new identity, without forgetting the
role of nature in this regard. Born as powerful responses to
catastrophic events, whose long-term, wide-ranging consequences
are still tangible to these Eastern European societies, these
rewritings of myths demonstrate the incredible vitality of the
practice, as well as the significance of this specific type of narration.
The proliferation of rewritten myths, a selection of which is
thoroughly discussed throughout this collection, allows us to
overcome the idea that myth ceased to perform any function in

14
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modern societies, as in Joseph Campbell’s opinion'® (2004: 338).
The choice to compare contemporary female-authored works from
diverse cultural contexts, such as the Western — Poland, and Eastern
- Russian - Slavic cultures, will hopefully encourage the
development of fresh, cross-cultural perspectives.

Helena Goscilo’s fascinating article about the portraying of
womanhood in contemporary Polish culture opens this collection.
In dialogue with French Feminism, Marxism, and Postmodernist
Theory, the author offers a vivid fresco of the revolution that
characterized Polish women’s cultural production after the
dissolution of the Eastern bloc. Understanding myth as a social
stereotype, Goscilo poignantly discusses the ways in which artists
as Ewa Juszkiewicz, Manuela Gretkowska, Olga Tokarczuk,
Agnieszka Smoczyniska, Malgorzata Szumowka, Olga Chajdas
overturned a centuries-long myth of womanhood. The
contribution is enriched with parallels and contrasts with Russian
artists, including Tania Antoshina, Viktoriia Lamashko, and
Liudmila Ulitskaia.

Katarzyna Siska too devotes her attention to art, and namely to
theatre. Her article provides especially interesting insights on how
the patriarchal discourse that dominates Russian society has been
challenged by such artists like Svetlana Petriichuk. Her thorough
analysis of the play Finist iasnyi sokol, staged by director Evgeniia
Berkovich, explores the psychological and sociological reasons that
induced young Russian women to join Isis fighters in Syria to

10 “[TThe democratic ideal of the self-determining individual, the invention of
the power-driven machine, and the development of the scientific method of
research, have so transformed human life that the long-inherited, timeless
universe of symbols has collapsed”. Cfr. Schorer “[e]ven when, as in modern
civilization, myths multiply and separate and tend to become abstract so that
the images themselves recede and fade, even then they are still the essential
substructure of all human activity” (1968: 356-357).

15



Irina Marchesini

marry them. Special attention is devoted to the function of myths
from mass culture, as well as to the elements derived from folkloric
discourse, like the name Mariushka.

Kristina Vorontsova’s contribution remains in the field of
folkore analysis, as she reads Elena Shvarts’ autobiographical short
stories entitled Miraculous Incidents and Mysterious Dreams
(1996), interpreting them as an evolution of the Russian genre of
scary stories, the so-called bylichkas. Moreover, the author examines
how the Leningrad poet deconstructs and reconstructs myths from
a wealth of traditions, like the Ancient Greek, the Roman, and the
Egyptian, to create the portrayal of her own identity.

Piotr Sobolczyk’s comparison of two Polish novels from 1993
takes the reader even further from the shadowy, otherworldly
atmospheres of Elena Shvarts. Manuela Gretkowska’s Parisian
Tarot and Olga Tokarczuk’s The Journey of the People of the Book
both deal with esoterism and unnatural landscapes. Here, the
female presence is investigated with reference to the Tarot and its
22 Major Arcana. Although the analysis shows a difference in the
use these writers make of such imagery, the author finds a common
ground by focusing on the representation of archetypes, thus
applying a Jungian and post-Jungian approach.

Elena Petrushanskaya’s research revolves around the notion of
“clusters”, a term pertaining to the musical sphere, but connected
to the idea of archetype. In her understanding, this concept
highlights the agglomerations of mythological traces used in
narratives of different kinds, including musical, literary, and
cinematic ones. In her article, the author focuses on contemporary
Russian artists, such as composer Iraida Tusupova, writers like
Ekaterina Ru, Olga Shamborant, Viktoria Platova, and director
Kira Muratova. This technique gives their compositions an
unprecedented density and complexity that fuse elements from
different myths, classical, folklore, and to today’s icons of popular
culture. Moreover, the notion of “clusters” seems particularly

16
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useful to disclose the complexity of the cultural and intertextual
references contained in their works. Ultimately, this erudite analysis
foregrounds a trend of narrative construction that consistently
characterizes the women authors of the last couple of decades,
regardless of the media they use.

Monika Swierkosz describes the subversive use of dolls,
puppets, monsters, saints-freaks, and goddesses in Olga
Tokarczuk’s work, commenting on her mythmaking strategy
against the framework of posthuman ethics and the politics of
storytelling. In keeping with Donna Haraway and Rosi Braidotti,
the author interprets this technique as a way to deconstruct “grand
narratives” and monolithic identities through a posthuman
figuration of the subject. Consequently, Swierkosz’s contribution
puts a feminist approach in dialogue with the ecocritical one.

Alessandro Ajres devotes his attention to the figure of the Great
Goddess, which, in his view, has recently been particularly
popularized in culture and mass media. Therefore, he retraces the
presence of this figure in contemporary Polish literature, from the
poem A Paleolithic Fertility Fetish by Wistawa Szymborska (1967),
to the most recent works by Nobel laureate Olga Tokarczuk.
Interestingly, the author also includes Szczepan Twardoch’s novel
The King of Warsaw (2016), to problematize how the image of
Great Goddess is presented.

Gloria Politi too proposes a discussion on the construction of
the feminine identity, shifting the focus back to the Russian
context. Through an attentive analysis of female characters in
Elena Chizhova’s novel In The Time of Women (2009), Politi
shows how the writer deconstructs and rewrites ancient and
modern myths to convey the traumatic memories experienced and
shared by mothers, daughters, and grandmothers.

Iryna Shylnikova’s contribution continues the line of inquiry
related to trauma and history, but turning her attention to the
post-apocalyptic, supernatural world presented in Tatyana

17
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Tolstaya’s Kys’. The author describes the mythological images
contained in the novel, which, in her reading, function as signifiers
for the philosophical ideas underpinning the novel.

Gabriella Imposti’s research on 2017, a novel by Ol'ga
Slavnikova (2005), is centred on myth rewriting and the so-called
“Urals’ text” (as opposed to the S. Petersburg text). Throughout
her research, Imposti demonstrates how the radical act of myth
deconstruction is closely related to the ecocritical approach.

This volume is aimed at scholars in literary and Cultural
Studies, Gender Studies, Ecocriticism, and Environmental Studies,
since it offers up-to-date readings of a wide range of fictional and
cultural works from the most prominent names in the Polish and
Russian literary fields. However, the present book can also be of
interest to both general readers and students, insofar as it explores
the ways in which growing concerns related to gender, identity,
and environmental issues are reflected in artistic texts.
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I1.
Toppling the Myth of Saintly Polish
Womanhood, with a Glance
at Russia’s Current Gender Culture”

Helena Goscilo

“All the mythic versions of women, from the myth of the redeeming
purity of the virgin to that of the healing, reconciliatory mother, are
consolatory nonsenses; and consolatory nonsense seems to me a fair
definition of myth, anyway. [...] If a revival of the myths gives women
emotional satisfaction, it does so at the price of obscuring the real
conditions of life. This is why they were invented in the first place”.
Angela Carter, The Sadeian Woman: And the Ideology of Pornography

»

“Don’t call me a saint. I don’t want to be dismissed so easily

Dorothy Day!

Myth, according to Roland Barthes, constitutes a social stereotype
that has become naturalized in a process that converts ideological
imposition into a perceived truth or reality that may be taken for

I am most grateful to Ewa Juszkiewicz, Victoria Lomasko, and Aleksandra
Waliszewska for granting me permission to reproduce their works as well as
sending me high-definition versions of them. My thanks also to Ronald Meyer
and Lisa Small for facilitating contacts, and, as ever, to Bozenna Goscilo for
responding to an earlier version of my text.

1 A devoted Catholic political activist and the founder of the Catholic Worker
movement, Day reportedly repeated this sentiment multiple times (See Martin
2012).
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granted and therefore requires no commentary or explanation.
Since cultures generate myths to present their norms as facts of
nature, myth is a form of communication creating a system of
second-order meaning (Culler 1983: 33-40). For centuries Polish
culture aligned with Europe’s myth of womanhood, identified by
Hélene Cixous and other French theorists as institutionalizing a
binarism anchored in polarized complementarity. That
misogynistic binary predicated womanhood as the secondary
category, defined as the polar opposite of the purported primary
category — manhood (Cixous, Clément 1986). Accordingly, the
quintessence of womanhood cemented into Western thought
comprised passivity, subservience, nurture, materiality,
irrationality, and so forth. Born to support men (the Adam’s rib
scenario), women as the weaker sex were the pale moon (menses,
after all), drawing light from the sun, which was equated with
manhood. Recall the edict of the male-authored Bible: “For a man
ought not to cover his head, since he is the image and glory of God,
but woman is the glory of man” (Corinthians 11: 7). Or, as the
French feminist Luce Irigaray phrased it, “woman serves as
reflection, as image of and for man” (1985: 187). Such a paradigm
of womanhood governed assumptions about gender until the late-
twentieth century’s international women’s movement, which
eventually led to feminist revisionism and undermined centuries-
long unexamined clichés.

Those timeworn paradigms were strongly entrenched in Poland
owing to the cultural dominance of the Catholic Church, whereby
the Polish woman historically was conflated with the Virgin Mary
and abstracted into an allegory of the long-suffering nation (Matka
Polka) (Goscilo, Holmgren 2021). One of the most egregious
instances of such an ontological legerdemain occurs in Andrzej
Wajda’s WWII film Holy Week ( Wielki Tydzier 1995), contrasting
the male protagonist Jan’s pregnant, blonde, blue-eyed wife, Anna,
to Irena — the aggressive, unmarried, sexualized, Jewish brunette
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who finds refuge in the couple’s home and indirectly causes Jan’s
death® In one sequence the sun streaming through a window
haloes the loving, compassionate Anna, symbolically confirming
her sacred status as Matka Polka/Matka Boska, in value-freighted
contrast to the fatal “dark” forces personified by Irena.
Transforming woman into allegory in this way eliminates her from
sociopolitical terrain, as copiously documented in Marina Warner’s
superb Monuments and Maidens (1996). This suppressive
strategy, which creates the illusion of pedestaling “the second sex,”
instrumentalizes women: they represent instead of being
represented (Goscilo 2004: 19-37).

With the dissolution of the Eastern bloc and Poland’s recovered
independence, an extraordinary revolution in Polish women’s
cultural production by feminist Ku/turarbeiter has overturned this
hardy but improbable icon of femininity, to reclaim a dramatically
different and differentiated womanhood. That reclamation has
occurred in multiple cultural domains.

Art

“That’s my last Duchess painted on the wall,
Looking as if she were alive.”
Robert Browning, My Last Duchess (1842)

Perhaps the foremost and certainly the most original female artist
to expose the sexist erasure of women as individuals in male art of
previous eras is Ewa Juszkiewicz (b. 1984). Tom Folland, Linda
Hutcheon, and other theorists of postmodernism have identified
citation of existent representations in a new, ironic context as a

2 Thatstereotype colludes with an unexamined ethnic cliché - that of the dark-
haired and, more importantly, Jewish woman as highly-sexed alterity.
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mode of postmodern critique (Hutcheon 2002). Since gynocentric
critique is precisely Juszkiewicz’s goal as a self-declared feminist,
revised quotations ideally serve her purposes. She recasts familiar
portraits of women on canvas, palpably violating their identities
through a dehumanizing technique that amplifies their initial
“cosmetic” dehumanization, exposing it in the process — what the
Formalists labeled obnazhenie priema. Working in oils, she revises
museum’ed portraits of women on canvas, blatantly infracting
conventions through an ironic, discrediting dialogue that exposes
male artists’ unconsidered perception of their female subjects in
generic terms, as beautiful, passive beings, ornaments on display
rendered famous, if at all, by their male portraitists — though the
fame usually accrued to the artists or the men commissioning the
artwork. Such portraits exemplify the Marxist John Berger’s
contention that traditional portraits of female nudes in art serve
the purpose of edifying or titillating the male viewer and buyer,
inasmuch as “the ‘ideal’ spectator is presumed to be male” (Berger
1972: 64). As Juszkiewicz told an interviewer, “I noticed that most
of the women are portrayed with the exact same pose and gesture.
There’s a feeling that they were trapped in their corsets and
crinolines with no room for individuality or emotion” (Rees 2019).
They are xeroxes of one and the same essentialized image, and
Juszkiewicz’s motivation to unmask that fact has led a
commentator on her works to note, quite accurately, that she
favors “a style that is at once classical in technique, yet subversive
and rebellious in content” (Almine Rech 2019).

Juszkiewicz’s fundamental device in such reworkings is the
absence of a recognizable face, which indicates the deletion of an
individual identity. What replaces that physiognomic projector of
subjectivity is an assortment of organic matter — plants, flowers,
etc. — relegating womanhood to a uniform realm of nature, yet
grotesquely clad in culture’s socially prescribed finery, to radically
jarring effect. Upper-class women wearing formal gowns
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appropriate for a ball or a soirée at a salon sit or stand in
contemplative poses, but lack faces, which have been replaced by
leaves, grasses, or fungi (Fig. 1). Misogynistic traditions, of course,
cast nature as women’s domain, in contrast to the male domain of
culture (physical vs. intellectual), and Juszkiewicz renders explicit
the polarization of nature and culture, perceived female and male,
by topping women’s bodies with organic matter.

S | . 5

Fig. 1. Ewa Juszkiewicz, Untitled (2019). After Charles Howard Hodges.
Oil on canvas, 115 x 90 cm. Aesthetically harmonious, the portrait
eliminates the sitter as an individual

If natural elements expose the immemorial dichotomous
concept of gender that exiles women from culture, Juszkiewicz
resorts to a kindred device consisting of highly disturbing images
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that bind women’s heads in cloth resembling ribbons or bandages
that entirely envelop their faces (Fig. 2).

Fig. 2. Ewa Juszkiewicz, Untitled (2017). After Aleksandr Roslin. Oil on
canvas, 81 x 65 cm. The strips of cloth evoke the Victorian practice of
winding bandages around the corpse’s head to hide the dead's final facial
expression

In addition to effacing individual identity, these visuals evoke
war victims or, one might say, female warriors wounded in the
often cited “battle of the sexes”. Moreover, these swathed heads
illustrate how women occupy the space between the human and
the inhuman, a liminal area to which conventional thinking
through the ages consigned the so-called second sex — La deuxiéme
sexe, as Simone de Beauvoir aptly named it more than 70 years ago
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(1949) (de Beauvoir 1989). The label of “Untitled” accompanying
the majority of these “refurbished” portraits underscores the sitters’
lack of identity and is a more accurate designation than the original
names that especially for contemporary viewers have no meaning,
providing no reference points whatsoever (Fig. 3). With their
identity visibly eliminated, Juszkiewicz’s women become overtly
rather than covertly neither fully human nor inanimate matter
(male possessions?), demoted to the interstices — the locus of

horror, as Noel Carroll, and other film theorists maintain (Carroll
1990).

Fig. 3. Ewa Juszkiewicz, Girl in Blue (2013). Response to Girl in a Blue
Dress (1641) by Johannes Cornelisz Verspronck. Acrylic and oil on
canvas, 200 x 160cm. A plethora of fungi substitute for the face
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Juszkiewicz’s approach to her gendered challenge is founded on
her dialogue with artists of the past. In an interview she declared,
“[w]hen my work is based on reproduction, I deconstruct certain
fragments of the painting, trying at the same time to recreate the
other fragments faithfully”. “In this process”, she elucidated,
“following [...] the strokes of the original author’s paintbrush is an
important element, which enables me to meet, metaphorically, the
original author” (Longhi). (Fig. 4)

Fig. 4. Ewa ]uszklewmz Untztled (2017). After Elisabeth Louise Vigée Le
Brun. Oil on canvas, 150 x 115 cm. While credited with efforts to individualize
her female subjects, Le Brun basically accepted the conventions of portraiture
codified by the male artistic establishment
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Quite apart from these encounters with her historical sources,
Juszkiewicz’s works evoke the sui generis portraits of the 16™-
century Mannerist Giuseppe Arcimboldo (1526-1593) and above
all the works of the Belgian Surrealist René Magritte (1898-1967).
Unlike them, however, she focuses on overturning the immemorial
gender disposition that has denigrated women and simultaneously
elevated them into ideal abstractions safely removed from
sociopolitical activity.

“Terror made me cruel.”
Emily Bronte, Wauthering Heights (1847)

A contemporary compatriot likewise shattering essentialist
concepts of girlhood and womanhood is the bold,
unaccommodating Aleksandra Waliszewska (b. 1976), whose
untitled mixed-media works are the stuff of provocative nightmare.
To a considerable extent Waliszewska demolishes the notion of girls
and young women as vulnerable innocents prone to compliance
and guided by tender emotions. If, as de Beauvoir and other
feminists have argued, aggression and power seem to inhere in men,
Waliszewska’s art depicts cruelty as not only inflicted upon but also
practiced by sadistic pubescent girls in a world of brutal violence
and alienation, singularly devoid of adults. Bleeding bodies, faceless
heads, goats, arachnids, insects, mouths disgorging liquids,
repellent bugs, humunculi, hybrid beings that are part-human and
part-arachnid or inanimate matter, intimated intercourse between
humans and animals, and the sexualization of almost everything
in sight constitute the elements of this surreal universe, which
appears to be “post-everything”. That space evokes Hieronymus
Bosch (1450-1516) crossed with the Canadian film director David
Cronenberg (b. 1943). Men rarely appear in this realm and the icon
of Polish womanhood could hardly be more remote from it.
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Instead, a girl cold-bloodedly watches a goat drowning; elsewhere
three schoolgirls seem to be busy with gymnastics, but wear S/M
restraints and one of them bares her vagina to viewers; a man
decked out in armor and brandishing a spear stabs a horrified
mermaid whose fishtail is at least twice his size’; female bodies
expose their innards; a grinning dog walking on its hind legs brings
a tray with cup and teapot to a naked, bleeding girl manacled to a
wall on which crawl three spiders; and blank space or blood
substitutes for various girls’ faces — not unlike the eerie
translocations in Juszkiewicz’s portraits. Few if any norms remain
unviolated in this bleak, sinister environment of universal abuse
and dislocation that seems suspended in a terrifying matter-of-
factness.

Waliszewska is the supreme mistress of dispassionate dread,
which presides over a relentlessly minatory universe that uproots
traditional boundaries and viewers’ expectations. What reigns is the
elimination of borders, as theorized by Julia Kristeva about
abjection (Kristeva 1980) and Noel Carroll about cinematic horror
(Carroll 1990). That boundarylessness or absence of fixity
undermines the conceptual categories that order our world. It
creates what appear to be impossible, grisly hybrids and
incapacitates our ability to make sense of what we see. The New
York art curator Lauren Cornell cogently characterizes this
environment in the following terms: “Waliszewska revels in
lawlessness and depravity. Her works seem to be set in the aftermath
of catastrophe, in a time and place where civilization has been
leveled, and all of its repressed fears and desires animated” (2016:

3 Mermaids recur regularly in Waliszewska’s work, and she designed the opening
credits for Agnieszka Smoczyriska’s debut feature, The Lure (Corki dancingu
2015), a radical revision of Hans Christian Andersen’s misogynistic fairy tale
The Little Mermaid (1837).
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9). And the omnipresence of goats symbolizes the animalistic
lasciviousness pervading this sphere, in which females consort with
them as well as with cats, dogs, snakes, bears, or the devil.

A brief glance at three works in a single collection from 2008-
2011 conveys the original perspective of Waliszewska’s
sadistic/sadomasochistic, postapocalyptic world. In an untitled
visual eight girls with identical faces dressed in school uniforms,
upright bows in their hair, and squeezed into the frame, stare
outward (Waliszewska 2016: 37). (Fig. 5)

Fig. 5. Aleksandra Waliszewska, Untitled (2008-2011). Mixed media on
cardboard, 25 x 35 cm. Challenging idealized notions of proper schoolgirls
in uniform, Waliszewska’s uniform vampiric coven menaces the viewer

Their eyes fixed, teeth bared, and their expressions predatory,
they evoke nothing less than a collective vampirism or what Cornell
calls a readiness for “an impending attack on a viewer whose lurid
fantasy — that good girls are bad — has come true, but to a violent
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end” (Cornell 2016: 7). They are the antipodes of sweet or
hypothetically average schoolgirls. Another untitled work from the
same period features an upright guitar, with a female head topping
it at the end directly above where the player would grasp the
instrument (51). (Fig. 6)

Fig. 6. Aleksandra Waliszewska, Untitled (2008-2011). Mixed media on
cardboard, 35 x 25 cm. The dismembered female head as part of the
instrument to be fingered by the guitarist offers an ironic variation on the
concept of pornography as focusing on women’s body parts

Yet again transgressing boundaries between human and
inanimate matter, the image may be viewed as a comment on
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women’s playfulness or their adjusting themselves metaphorically
to others’ tunes, but the immediate impression is of dehumanizing
fragmentation. Probably the most disconcerting visual recurs in
several variations and depicts a spider with the head of a female
(27) — a ghastly culmination of other works such as that of a naked
supine female in a forest approached by a bear or of a naked woman
sprawled on her back, her mouth open in a scream, with spiders,
centipedes, lobsters, and other creatures descending upon her
“with intent” (81). (Fig. 7)

Fig. 7. Aleksandra Waliszewska, Untitled (2011-2012). Mixed media on
cardboard, 35 x 25 cm. This chilling advance by the group - all pink and
red — toward the naked female redefines the slang expression “gang
bang”

This strongly implied miscegenation or bestiality recurs
frequently in Wasilewska’s other collections, such as the hefty
album Problem: Solution 4 (2019).

Throughout her oeuvre, the body is the painter’s favorite site

35



Helena Goscilo

of vulnerability and articulation of the unthinkable, and the overt
or implied scenarios of her works recall such films by Cronenberg
as Shivers (1975), Videodrome (1981), and The Fly (1986). The
cinematic Spider Man may crawl up and down walls, but
Waliszewska’s female analogue is, quite literally, part spider —
trapped as well as trapping victims — just as Cronenberg’s Seth
Brundle metamorphoses into a human-sized fly. (Fig. 8)

Fig. 8. Aleksandra Waliszewska, Untitled (2012-2014). Gouache, 25 x 35
cm. As both seductive girl and spider, the horrific hybrid simultaneously
catches and is caught in her web

Nothing benign exists in this dark universe, in which some
viewers occasionally may detect humor, though the majority likely
would find that humor inaccessible. Just how beguiling some find
Waliszewska’s art may be deduced from sundry current adoption
of her images: “[h]er work emblazons the album covers of
musicians in disparate genres, from Cleveland noise rock to Polish
hardcore”, in addition to being converted into tattoos and
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inspiring a film by the Greek filmmaker Athina Rachel Tsangari,
The Capsule (2012) (Cornell 2016: 8). Those indentured to the
timeworn concept of Polish womanhood doubtless would be
bewildered and possibly appalled at her popularity today, for
Waliszewska takes no prisoners. And the absence of titles permits
viewers to indulge their imaginations unhampered by pointers
from the artist.

Literature

“Why are women so much more interesting
to men than men are to women?”
Virginia Woolf

Writing several years after the end of WWII, de Beauvoir lamented
that “insurgent females who have challenged this unjust society”
in a “literature of protest”, such as George Eliot, Jane Austen, and
the Bronté sisters, “have had to expend so much energy negatively
in order to free themselves from outward restraints that they arrive
somewhat out of breath at the stage from which masculine [sic]
writers of great scope take their departure”. What they lack, she
claims, is Stendhalian irony and calm sincerity, Tolstoyan and
Dostoevskian richness of experience, and the sweep of 7he Brothers
Karamazov (Bratia Karamazovy) (de Beauvoir 1989: 709). One
could (and I would) argue that irony is one of Austen’s chief
devices and that Thomas Hardy, Charles Dickens, George
Meredith, and numerous other British male prosaists also lack
elegant irony as well as the extraordinary breadth of the two major
Russian nineteenth-century novelists. So do Poland’s foremost
male representatives of the genre, such as Bolestaw Prus and
Henryk Sienkiewicz, though Ignacy Krasicki’s earlier Adventures
of Mr. Nicholas Wisdom (Mikotaja Doswiadczyniskiego praypadki
1776) contains sufficient Voltairean irony for several works.
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Nonetheless, the features typically ascribed to female texts dictate
narrowness of purview — a prejudice abetted by Austen’s own
remark in an 1816 letter penned to her nephew, where she
metaphorically refers to his “strong, manly, spirited sketches, full
of variety and glow”, by contrast to her “little bit (two inches wide)
of ivory on which I work with so fine a brush, as produces little
effect after much labour” (Austen 2001: 280)% “Little”, in fact,
was the dismissive scale of women’s supposed contribution to
culture, instanced in the noxious phrase “the little woman?,
invoked as a synonym for wife, which diminished women’s
(uxorial) standing into a man’s small possession safely confined to
the hearth and home.

Contemporary Polish literature boasts a dramatically different
landscape, with its female representatives enjoying international
acclaim and prestigious awards, including two Nobel Prizes,
received by Wistawa Szymborska (1923-2012) in 1996 and Olga
Tokarczuk (b. 1962) in 2018. A philosophical poet with a gift for
irony and paradox, Szymborska in her verses engaged history and
universal dilemmas that belied the hoary dismissal of women’s
writing as circumscribed in scope. Like Szymborska in poetry, so
in prose, Tokarczuk and Manuela Gretkowska (b. 1964) are two
female fictionists who likewise have subverted the myth of Marian
Polish womanhood in appreciably different ways in works that
reflect their peripatetic lives and careers. A native of L4dz,
Gretkowska spent the early nineties in Paris, in 1997 moved to
Sweden, but now resides outside of Warsaw. Her political
credentials include founding a feminist initiative, Partia Kobiet, in
2007, which agitated for women’s, LGBTQ), and other rights until
it dissolved in 2020. Ranging from her Metaphysical Cabaret

4 Thave replaced contemporary spelling for Austen’s capitalization of nouns, a
practice now outdated.
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(Kabaret metafizyczny 1994) to her rather self-indulgent
ruminations on her pregnancy, Polish Woman (Polka 2001), and
Europejka (2004), she focuses on the sexual body and its
prohibitions in a manner at complete odds with musty gendered
assumptions. Her lurid, oversexed script for Andrzej Zutawski’s
film Female Shaman (Szamanka 1996) resulted in what many
considered a scandalous film with countless scenes of copulation
and a young woman’s devouring the brain of the male professor
with whom she has an affair and then kills. In general, Gretkowska
depicts willful, sexual women more inclined to control men than
submit to them. Importantly for undercutting the repressive myth
of obligatory maternity, she advocates the autonomy of the female
body, on which, however, she can dwell far too long, her feminism
occasionally — as in Female Shaman — barely skirting fatuity. And
though one may question her taste, her gender politics has been
irreproachable.

At the other end of the spectrum and far weightier is the
fearlessly individualistic Tokarczuk (b. 1962) — a controversial writer
among political conservatives in her native Poland. Universality,
life’s significance, ethical values, and the metaphysical reverberations
of the dynamic chronotope — movement through space and time
— constitute the philosophical framework of her prose, which shows
the influence of the Swiss psychoanalyst Carl Jung (1875-1961) and
particularly his concept of individuation, whereby an individual
attains fulfillment through realizing fully the potential of her
conscious and unconscious. Her Flights (Bieguni 2007)°, which
won the Booker award in 2018 (trans. 2017), and Drive Your Plow
over the Bones of the Dead (Prowadz swdj ptug przez kosci umartych
2009)¢, which Agnieszka Holland (b. 1948) adapted into the film

S The original Polish version appeared in 2007.
6 The original Polish version appeared in 2009.
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Spoor (Pokot 2017), are two of her richest meditations on humanity
writ large. As one critic put it, Tokarczuk is “the dreadlocked
feminist winner the Nobel needed” (Armistead 2019). And,
tellingly, the Nobel Committee commended her “for a narrative
imagination that with encyclopedic passion represents the crossing
of boundaries as a form of life”. They insightfully elaborated, “[s]he
circles the poles of nature-culture, reason-madness, male-female,
and scoots like a sprinter across socially and culturally fabricated
borders” (“The Nobel Prize” 2018). Breadth and depth, in other
words, are her forte.

A vegetarian atheist with a degree in psychology, she is
outspoken, openly critical of the current ruling political party in
Poland, and self-assured in all situations. Her feminism manifests
itself in bold political engagement, including support of LGBTQ
and animal rights, the comprehensive philosophical sweep of her
vision, and a confrontation of gender imbalance. Drive Your Plow
pits the first-person female narrator, also a vegetarian and an
environmentalist, against a clutch of powerful, aggressive men in
a remote Polish village who enjoy killing animals, including the
beloved dogs of the signally named narrator, Janina Duszejko
(dusza = soul). Advanced age and gender notwithstanding,
Duszejko exacts vigilante justice by eliminating the killers and
skillfully hiding her tracks; at novel’s conclusion, she remains
unpunished and, with friends’ aid, simply crosses the border to the
Czech Republic’. Doubtless, that is why Holland in an
internationally broadcast interview called her “a Tarantinian
character” (“Live Discussion” 2021). A thoughtful protagonist,
receptive to diverse and new experience, Duszejko reflects

7 Tokarczuk uses the device rendered famous in Agatha Christie’s Murder of
Roger Ackroyd (1926) of the first-person narrator as the killer — a fact revealed
toward the end of both works.
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Tokarczuk’s stance on manifold issues, encompassing ethics,
gender inequities, and encounters with novel phenomena: “[i]t
occurred to me that every unjustly inflicted death deserved public
exposure” (2020: 158); “I had never heard one woman referring to
another one as ‘my wife’. But I liked it” (2020: 152); “[w]ith age,
many men come down with testosterone autism, the symptoms of
which are a gradual decline in social intelligence and capacity for
interpersonal communication, as well as a reduced ability to
formulate thoughts” (2020: 33).

Flights, which unfolds a dizzying assortment of locations across
the globe in dramatically different eras, ruminates on death and
human relationships — most pertinently for my discussion here,
gender relations. Meditations on temporality, its losses and gains,
suffuse the itineraries of men and women throughout centuries.
In one of the longer sections, titled “Godzone”, a female biological
environmentalist living in New Zealand spends endless hours
flying to Poland to administer a merciful death to her terminally
ill, suffering high school sweetheart, whom she has not seen for
three decades. A brief autobiographical piece, “Cabinet of
Curiosities”, discusses the female first-person narrator’s fascination
with “freaks of nature” and habit of writing wherever she finds
herself. She observes, “[w]ith the years, time has become my ally,
as it does for every woman — I’ve become invisible, see-through”
(2017: 19). That awareness is repeated in “Godzone”: “[i]n the last
few years she has realized that all you have to do to become invisible
is be a woman of a certain age, without any outstanding features:
it’s automatic. Not only invisible to men, but also to women, who
no longer treat her as competition in anything” (2017: 300). Such
a development is but one of countless disparities between men and
women, for, with age, the former are viewed as “distinguished”,
while the latter supposedly become “extinguished”.

The same discrepancy obtains in marriage, whereby, especially
during their midlife crises, men cling to the illusion of youth by
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marrying women decades younger than they. Accordingly,
Tokarczuk says of a professor who is becoming senile, “[h]e was
eighty-one years old, with a wife twenty years his junior, a woman
he had married prudently, as the air was leaking out of his first
marriage, his adult children having left the nest. And it was a good
thing, because that other wife now needed to be cared for herself”
(2017: 366). Later, when the ruminations on her own life of the
woman, Karen, expand into a summary of women’s lot in general,
she concludes, “[t]he truth was simple: men needed women more
than women needed men. In fact, [...] women could get along
perfectly fine without men altogether”. Why? Because “they
tolerated solitude well, took care of their health and cultivated
friendships, lasted longer” (2017: 371). In general, Tokarczuk’s
female personae are thoughtful, deductive, and forthright; they
frequently work in professions typically deemed masculine
(Duszejko is a bridge-construction engineer), have no qualms about
berating authorities, and kill in the name of ethics and justice or to
relieve suffering. As cerebral, creative, decisive, and self-confident
beings, they are a far cry from the sacrosanct Matka Polka.
Furthermore, Tokarczuk is a mistress of the irony that de
Beauvoir found lacking in some British female authors and directs
it at a multitude of absurdities in contemporary life. For instance,
in the miniscule segment titled “Mobility Is Reality,” she writes:

At the airport, a big ad on a glass wall all-knowingly asserts:
MOBIL'NOST’ STANOVITSIA REAL'NOST’TU
[in Russian]

Mobility is becoming reality.

Let us stress that it is merely an ad for mobile phones®. (226)

8 Ihave adjusted the translation of the Russian for the sake of accuracy, because
the translator has rendered it as “Mobility is reality,” whereas the verb

W@ »

(“stanovitsia”) means “is becoming,” not “is.
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Advertising’s hyperbolic claims likewise serve as a target of her
irony in an even shorter fragment, titled “Even”: “[d]riving, I pass
billboards that announce in black and white, in English, Jesus
loves even you’. I feel uplifted by the unexpected encouragement;
I’'m only slightly alarmed by that ‘even’ (2017: 329)°. Various
other examples illustrate Tokarczuk’s ironic perception of the
delusional posturing rampant in today’s society and its contentious
modes of self-promotion. She has no hesitation about passing
judgment on those aspects of social, political, and individual life
that flout logic and humane values, for her concern is with
universal categories, not Austen’s “little bit of ivory”, and her bold
“imperialism” contributes immeasurably to an altered, expansive
vision of women’s intellectual/aesthetic province.

Not only literature for the highly educated, but also popular
prose genres have subverted the notion of solicitous maternity or
conciliatory, stoic passivity as the ideal of Polish womanhood. For
instance, Kaja Malanowska (b. 1974) in her hefty crime novel
Mgla (Fog 2015) features a strong, rational, professionally
successful woman who outclasses her male counterparts and offers
incisive insights into the insecurities that motivate male aggression
and dismissal of women as colleagues on an equal footing in the
workplace.' Transferred from Wroctaw to a new police unit in
Warsaw, Adela Rochniewicz encounters belittling ridicule and
animosity from the all-male group, including Commissar Marcin
Sawicki, who is designated her investigative partner in the murder
of a young woman. Her crude coworkers nickname her Mimoza
(frail hothouse plant) even before she arrives, ignore her, and

bl

9 Asimilarly skeptical view of the billboards inundating American society find
expression in F. Scott Fitzgerald’s The Great Gatsby (1925) and Vladimir
Nabokov’s Lolita (1955).

10 All translations from the novel into English are mine.
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discount the significance of her well-reasoned input into the
complex case — a male attitude to which her many years of service
have habituated her. Malanowska reverses age-old gender
prejudices by contrasting Ada’s logic, calm, and steadfastness with
Sawicki’s emotional volatility, dearth of social skills, self-
indulgent, sloppy habits, and near-hysteria when confronted with
difficulties or challenges'!. His instinctively prejudicial reaction
to the news that she has been assigned as his case partner is to
protest in vulgar terms that he has no intention of “babysitting
the cunt” (pipg nianczyc) (2015: 29).

Both have problems with families, but Ada leaves hers at home,
whereas Sawicki cannot control his moods anywhere. Diligent and
balanced, with outstanding analytical abilities, after a meeting of
the unit at which the men unanimously ignore her, she finds that
once she is back at her desk, everything falls into place: “[s]he was
doing what she knew best and at which, she had no doubts, she
was really good. She was conducting an investigation again.
Neither the unpleasant recollection of the morning meeting nor
Sawicki’s moods could disturb her equilibrium” (2015: 125). After
eight years in the police force, “[s]he’'d learned long ago that one
could easily become accustomed to men’s fear of women” (2015:
191), just as she knows that “[t]he majority of men cannot cope
with expressing their pain” (2015: 436), seeking refuge in sullen
silence or physical violence. Sawicki’s worldview comprises the
typical range of ignorant brutes’ prejudices — against women, other
ethnicities, and anything unfamiliar in his pitifully narrow
experience. His tired wife, Olga, accurately notes that he is in a
constant state of rage, ready to explode, and his male colleagues are
no better, repeatedly trespassing across the threshold of acceptable

11 The Netflix crime series Signs (Znaki 2018) mirrors such a pairing, with the
female policewoman likewise called Ada.
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police behavior. As he barks at a witness who corrects him that a
suspect whom he calls a Chechen is, in reality, Georgian, “What’s
the difference whether he’s a Chechen or a Georgian?” (2015:
284)">. When Sawicki and his colleague Wiktor brutalize the
arrested but innocent Georgian, Ada prevents them from beating
him. And when Sawicki is crushed by useful evidence that she has
uncovered and shares, though she feels sorry for him, as
Malanowska writes, “[n]either his feelings nor sympathy really
interested her. What counted was the investigation” (2015: 369).
More intelligent, talented, and tolerant than her male counterpart,
Ada tolerates his imbecility and compensates for his inadequacies
because her primary devotion is to the job at which she excels.
Ultimately both solve the case, by which time Sawicki, the
married father of two but left by his long-suffering wife, has
become enamored of Ada, who, however, has other plans: she opts
for sexual pleasure with a young man rather than a liaison with the
overweight, mercurial, middle-aged Sawicki (2015: 688-89). By any
standards Mgfa qualifies as a feminist text that intermittently
recalls the British Fay Weldon’s (b. 1931) novels of the eighties.
Small wonder that the film director Borys Lankosz hailed the
mystery with the following compliment: “[t]his novel is material
for a crime series, and the female protagonist is a dream role for a
new star”, while Tokarczuk commended it for containing all the
elements of a good crime narrative'. Though as yet Malanowska
does not have the reputation abroad of that enjoyed by Zygmunt
Mitoszewski (b. 1976), her Adela Rochniewicz is at least as
intriguing as his detective, Teodor Szacki, and Malanowska’s

12 His retort duplicates that of Danila Bagrov in Aleksei Balabanov’s jingoistic
film Brother (Brat 1997), when he denigrates an American who, he learns, is
French: “[w]hat’s the difference?”

13 Imprinted on the cover of the novel, Malanowska (2015).
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command of both style and structure, as well as human
psychology, is more than a match for Mitoszewski’s.

Film

“T hate to hear you talk about all women as if they were fine
ladies instead of rational creatures.

None of us want to be in calm waters all our lives.”

Jane Austen, Persuasion (1818)

Film similarly boasts some formidable feminists, such as Agnieszka
Smoczyriska, Malgorzata Szumowka, and Olga Chajdas, who focus
on women as individuated, independent beings with social acuity,
considerable brain power, and rewarding if demanding jobs. All
three directors are prizewinners at international film festivals and
intrepid in tackling highly controversial topics, most clearly in the
area of sexuality, about which the current ruling Polish political party
(mislabeled Law and Justice/Prawo i Sprawiedliwo$¢) promulgates
notoriously Neanderthal views. Nina (2018), the first full-length
feature by Chajdas — married to Agnieszka Holland’s daughter,
director Katarzyna Adamik - stars one of Poland’s premier actresses,
Julia Kijowska, received multiple positive reviews, and won the major
award at the International Film Festival in Rotterdam. At its center
is the titular married woman (Kijowska), a school teacher of French
who unexpectedly finds herself drawn to Magda (Eliza Rycembel),
the young, free-wheeling lesbian chosen as the surrogate mother of
her child and increasingly eager to have close relations with Nina.
After some soul-searching Nina decides to leave her husband, Wojtek
(Andrzej Konopka), from whom she feels distanced, for the more
promising same-sex relationship (Fig. 9).
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Fig. 9. Olga Chajdas, Nina (2018). Nina flirtatiously seeks reassurance
about her bodily appeal from the younger Magda as they share a bath

Much too long at 130 minutes and weak on plot motivation,
as noted by several critics (Calhoun 2019; Bradshaw 2019), the film
nonetheless is important for its topic and the director’s concept of
gender disposition and human interaction. Sensitivity, equality,
and responsiveness characterize the lesbian relations that Chajdas
films with both tact and insight, bypassing negative stereotyping
of the husband, who likewise senses a lack of intimacy within the
marriage and seems interested in Magda not solely for her surrogate
potential. Although in a country that is overwhelmingly Catholic
it is extraordinary, to say the least, to favor a lesbian commitment
over heterosexual conjugal ties, the film was screened in Polish
movie theaters and released on DVD. Poland does not legally
recognize same-sex unions, whether as marriage or civil union, and
under the current regime the country certainly will not repeal
Article 18 of the Constitution, which explicitly defines marriage

14 In his overstatedly annihilating response to the film, Peter Bradshaw called it
laughable, preposterous, silly, crass, and the like.

47



Helena Goscilo

as solely heterosexual. Yet what Chajdas dramatizes is a woman’s
choice of an emotionally fulfilling relationship over an officially
sanctioned one with its attendant social and political rights, but in
the specific case short on meaningful attachment. While not
cinematically original, the film marks a significant moment in
gender politics and particularly LGBTQ rights, which, as history
has documented, enjoy significantly more support by women than
by men. Perhaps because patriarchal structures have sidelined
women for so long, they are ideally positioned to recognize the
sociopolitical importance of championing myriad forms of alterity.

In a kindred vein, Szumowska’s In the Name of... (W imig...
2013) portrays a highly sympathetic gay priest who struggles to
combat his sexual orientation but finally succumbs to the loving
pursuit of a younger man. (Fig. 10) Free from judgmental
pronouncements, both through its camera work and the
delineation of characters, the film celebrates the genuine love
between the two men, contrasting it to other relationships,
including a loveless heterosexual marriage and a purely physical
homosexual encounter.

Fig. 10. Malgorzata Szumowska, /n the Name of ... (2013). Once away
from the institution and its various members, the priest and his young
admirer silently acknowledge their mutual attraction
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Heterosexual relations and men’s insatiable, self-serving drive
for power dominate Szumowska’s first anglophone film, 7he Other
Lamb (2019). It dramatizes developments amidst an isolated
religious cult in which a charismatic male leader, transparently
called Shepherd (Michiel Huisman), exercises complete control
over his exclusively female acolytes and enjoys sexual intercourse
with many of them, so that the women are all either his daughters
or his wives. The film smacks of untethered male sexual fantasies,
revealing, in the words of a male commentator, the “toxic logic”
of male patriarchy (Bailey 2019). Ultimately, a young rebel, Selah
(Raftey Cassidy), realizes the hypocritical ruthlessness of the so-
called Shepherd - sooner a wolf in sheep’s clothing — and triggers
the events that result in his well-deserved demise.

Here, as in many of her works, Szumowska grounds her
psychological dramas in the body — which serves as the title (C7ato
2015) of her best and most successful film, where she interweaves
three categorically dissimilar approaches to the connection
between the body and the soul. Recalling Gretkowska’s musings,
but in an incomparably more nuanced vein, the film posits the
body as the foundation of human life, suggesting that the soul is,
in a sense, the superstructure. (Fig. 11) And the implication, as in
The Other Lamb and her lesser-known Mug (Twarz 2013), is that
women have a more intimate relationship to the body and its links
with emotions, while also yearning for the indefinable or ineffable
that is the spirit.
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Fig. 11. Malgorzata Szumowska, Body (2015). Previously at odds, the
skeptical attorney and his anorexic daughter, Olga, reconcile after a self-
proclaimed pseudo-spiritualist’s failure to conjure up the dead during a
séance elicits their shared mirth

Perhaps that explains why her film Elles (Sponsoring 2011)
presents two young female prostitutes in an attractive light as
sympathetic and capable of compassion, while exposing their male
clients as brutal, sleazy, or pathetic hypocrites.

Unquestionably the most explicit feminist in Polish film,
however, is Smoczyriska, as attested by her two audacious films:
her debut feature, The Lure (Corki dancingn 2015), and her second
outing, Fugue (Fuga 2018). The latter posits the choice between
motherhood within a loveless marriage and a woman’s freedom to
realize her potential as a self-reliant being. Contrary to the
ideological blueprint of self-abnegating Polish womanhood,
Smoczyriska’s protagonist, Alicja (Gabriela Muskata), chooses the
latter, despite the pain of leaving her son with his father and the
woman who clearly will replace her and to some extent already has
done so. (Fig. 12)
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Fig. 12. Agnieszka Smoczyniska, Fugue (2018). Alicja plays one last game
with her son before leaving her former straitjacketing family life for one

of self-discovery

The screen narrative abets de Beauvoir’s dismissal of the truism
that maternity is every woman’s natural fate and desire, the
pinnacle of womanhood. For Alicja it entails an imprisonment in
domesticity beyond which she has encountered alternatives that
speak more persuasively to her sense of self. In that regard, her case
of fugue — temporary loss of memory owing to a trauma, specified
in the title — ultimately proves a blessing, though one that goes
against the grain of conventional thinking about women’s “sacred
duty”.

The Lure is somewhat more complex and startling. Revitalizing
the genre of the musical through horror, it upends Hans Christian
Andersen’s universally acclaimed but profoundly misogynistic
literary fairy tale, The Little Mermaid, which applauds a young
woman’s self-mutilation, willing loss of voice, and suicidal self-
sacrifice out of witless love for a male, superior to her only in class.
Two mermaid sisters in Smoczyriska’s film embody two
immemorial gender options: Silver (Marta Mazurek), who imitates
the trajectory of Andersen’s silly protagonist and ends up
evaporating into the air, and Golden (Michalina Olszariska), her
loving, skeptical sibling, who dictates the terms of a sexual
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relationship, with men and with a policewoman, and literally eats
men’s hearts after intercourse. (Fig. 13) After dispatching the
mundane man who enthralls Silver, she returns to her natural
environment, away from earth’s noxious heterosexual praxis.

Fig. 13. Agnieszka Smoczyriska, The Lure (2015). Golden and Silver flank
their adoptive mother substitute, the nightclub singer whose act they join

Both films overturn mythical paradigms of womanhood and
certify Smoczyriska’s credentials as an uncompromising feminist
and original filmmaker, whose Lure unexpectedly entered the
male-dominated Criterion Collection of films.

The Russian Counterpart: A Brief Look

“Censorship is advertising paid by the government”.
Federico Fellini

How do current Russian female Kulturarbeiter and images of
womanhood stack up against their Polish counterparts? For a start,
like everyone else, they are constrained by the revival of Soviet
censorship under Putin. And, secondly, the absence of a well-
defined and broad-based feminist movement in the country
militates against gender revisionism, let alone fundamental
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rethinking of womanhood and what it entails, as all too evident in
the distribution of wealth, the political hierarchy, and the frivolous,
cosmeticized images of women generated by multiple media within
Russia.

Film

“We hang the petty thieves and appoint
the great ones to public office”.

Aesop

Whereas in Poland the government established and underwrites
the Polish Institute of Film (Polski Instytut Sztuki Filmowej/PISF
2005), which supports domestic film in all conceivable ways, the
Russian Ministry of Culture, a mouthpiece for the Kremlin, funds
only those films that further the Kremlin’s agenda and resorts to a
range of punitive measures against artists and directors who do not
adhere to its dictates (illustrated by the stage and film director Kirill
Serebrennikov as the most recent case). Each year the Ministry
publishes a list of desirable topics; these glorify Russia’s past and
present, suppress genuine dialogue, and invite what in the Soviet
past used to be called /akirovka — a rosy veneer superimposed upon
grim reality. The Ministry’s caveats operate on the level not only
of theme and but also of language. Prohibited categories include
so-called “obscenities”, alternatives to the official version of history,
and sympathetic or even objective depictions of sexualities other
than the heteronormative model trumpeted by the government.
Andrei Zviagintsev’s well-documented problems with the release
of his Leviathan (Leviafan 2014) stemmed chiefly (though not
solely) from the accurate use of what represents brutish or ignorant
men’s standard speech, peppered with expletives, but was deemed
improper, even though one hears much worse in the streets on a

daily basis.
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In the realm of women’s representation, the most rewarding
film in recent years is the nationally acclaimed and internationally
admired feature Beanpole (Dylda 2019) by the Circassian
newcomer Kantemir Balagov (b. 1991). Based on the Nobel-
prizewinning Svetlana Aleksievich’s compilation of oral histories,
The Unwomanly Face of War (U voiny ne ghenskoe litso 1965), the
young Balagov’s drama of two brave women’s bond forged during
the harrowing years of WWII is unapologetically feminist. (Fig.
14) As one critic remarked, at film’s conclusion “its remaining
heroines realize they have little need for the impotent men in their
lives” (Fegerholm 2019).

Fig. 14. Kantemir Balagov, Beanpole (2019). The titular “Beanpole,” a
nurse whose real name is Iia, suffers multiple traumas before she and the
equally traumatized Masha commit to a future life together

After demonstrating courage and resilience amidst
unimaginable suffering and enduring each other’s traumas, they
decide to live together and raise a child as their shared offspring.
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Shortlisted for the Oscar in the Best International Film category,
it lost to the South Korean entry Parasite, directed by Bong Joon-
ho, but garnered other awards, and, more importantly, established
Balagov as a talented director devoid of typical macho posturing,
with an appreciation of women all too rare among Russian male
colleagues. His, however, is a unique voice in Russia’s cinematic
landscape.

No films by Valeriia Germanika (b. 1984) or Anna Melikian (b.
1976) — currently two popular female directors — compare to
Balagov’s fresh perspective on gender under duress'>. Moreover, a
juxtaposition of Melikian’s Mermaid (Rusalochka 2007) with
Smoczyriska’s Lure is instructive: both adapt Andersen’s fairy tale,
but whereas The Lure contrasts the love-smitten, self-abnegating
Silver with her resolute, self-reliant sister, Golden, Melikian focuses
on a foolish protagonist who expends her energy on servile
“feminine” devotion to the indifferent male whom she desperately
wishes to snag at all costs (Goscilo 2019). The domestic reception
of the film was predictably positive, but it is a foregone conclusion
that a mainstream film dramatizing a woman’s decision to leave
her husband for another woman, as in Chajdas’s Nina, would
never be released in Russia. Given the devastating, officially
sanctioned murders of homosexuals in Chechnya, documented in
the distressing film Welcome to Chechnya: Inside the Russian
Republic’s Deadly War on Gays (2020), which premiered at the
Sundance Festival and aired on HBO (Hasan 2020), as well as the
violence against them throughout the country, the likelihood of
LGBTQ narratives on Russian screens remains a utopian fantasy.

15 That ending, however, recalls the conclusion of Valerii Todorovskii’s Land of
the Deaf (Strana glukhbikh 1998), which shows Rita and Iaia about to live
together without men.
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Art

“Transformation for the sake of painterly or sculptural
construction is a revelation of our artistic revolution.”
Liubov’ Popova'®

Much art in Russia today seems to have regressed by at least fifty
years: a 2014 posting by the Russian site AdMe.ru and reproduced
by a western site, “10 Contemporary Russian Painters Worth a
Look”, includes no women and features works that recall those of
Il'ia Repin (1844-1930) and the Itinerants (Peredvizhniki). Female
artists who made an impact more than thirty years ago, such as
Irina Nakhova (b. 1955), Elena Elagina (b. 1949), Ol'ga
Chernysheva (b. 1962), and the feminist Tania Antoshina (b.
1956) still create, but no longer enjoy their earlier status, though
during the pandemic, museum activity, especially that of
MMOMA and Garazh, has thrived, offering virtual exhibitions
and featuring a broad range of artists. Actionism, perhaps the most
original art genre in recent memory, by such groups as the all-
women Pussy Riot, Sinie nosy, Voina, the PG Group, and other
collectives, practically has vanished from the streets'. Probably
stimulated by the British Banksy, the popularity of street art in
Moscow and its outskirts since the first festival in 2012, however,
has introduced two exceptions. One is the young street artist Ol'ga
Inei, who earlier focused on female cartoon characters until she
acquired a studio (Yulia 2017). The other and more interesting
artist is the feminist Mikaela, whose work has paid homage to late-
19%-century female revolutionaries and documented prostitution

16 Cited in Knight (1991).
17 For a thorough survey of Actionism and other forms of artistic political protest
in Russia see Jonson (2015); Jonson and Erofeev (2018).
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and abuse of women (Bambic 2014)'%. Predictably, however, new
rules issued by the Moscow government in mid-2019 established a
set of forbidden topics, encouraged “patriotic” themes, and
mandated approval of all street projects by the city’s housing
department in consultation with six other authorities. Often
reminiscent of Soviet propaganda murals, contemporary street art
in Russia reflects topics favored by the authorities, mainly those
fostering national pride, including in the Soviet past. As a
consequence, contemporary street art recalls Soviet propaganda
murals, with graffiti dedicated to topics supportive of Putin and
promoted by the authorities (“Moscow draws up” 2019).

In this dispiriting context, it would be remiss to neglect the
singular Victoria Lomasko (b. 1978) — a graphic artist with a degree
from Moscow State University whose genre is graphic reportage.
She stands out by virtue of her attention to and demythologization
of the marginalized, which means that, as a reviewer noted, “no
gallery in Russia will touch” her (Groskop 2018), though she has
exhibited in various “lesser” venues. After co-authoring a book
transparently titled Forbidden Art: A Moscow Exhibition®, in her
later, more widely circulated volume, Other Russias (2017), she
presents images and comments by and about Pussy Riot, other
protesters, the LGBTQ community, prostitutes, and the like.
(Fig. 15) As she declares, “I make working at the crossroads of
journalism and human rights activism my creative method”

(Lomasko 2017: 9). Accordingly, a section labeled “The Girls of

18 During the mid-2010s several feminist street artists worked successfully in
Moscow and elsewhere. See Raspopina (2015).

19 A graphic novel documenting the trial of the organizers of the 2006 Forbidden
Art exhibition at the Sakharov Museum in Moscow, the slim book was
nominated for the Kandinsky Prize in 2010.

20 For an incisive analysis of Pussy Riot in the context of gender politics, see
Borenstein (2021).
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Fig. 15. Victoria Lomasko, Other Russias (2017). While an invisible
woman holds a placard proclaiming, “Women’s business is revolution,

not borshch,” another raises an image of a crucified figure symbolizing

Pussy Riot

Nizhnii Novgorod” (Devochki Nizhnego Novgoroda) depicts sex

workers, one of whom draws on a cigarette and remarks, “Some
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clients ask us to piss on them, but I'd be happy to shit on them on
behalf of all women” (Lomasko 2017: 116-17)*. (Fig. 16) Like the
rest of the book, this individual entry — which resonates with
Szumowska’s Elles — spotlights the bypassed and denigrated
Russian citizens on the streets, giving them visual form and
individual voice?.

Fig. 16. Victoria Lomasko, Other Russias (2017). The prostitute’s
expressed contempt for men who request “golden showers” possibly may
be extended to all male clients

21 That request, for what is known as a “golden shower,” also is shown in
Szumowska’s Elles.
22 On Lomasko, see Shayevich (2017).

59



Helena Goscilo

While documenting her subjects Lomasko makes astute
observations about gender in diverse contexts. After attending the
annual Side by Side (Bok 0 Bok) LGBTQ international film festival
in St. Petersburg, founded in 2008, she perceived the sexism of male
gays, who did not bother coming to a film about lesbians; indeed,
one gay man declared, “...lesbian sex is disgusting to watch” (2017:
242). Without sharing such prejudices, Lomasko’s oeuvre fearlessly
focuses on those whom governments and the mainstream prefer
to ignore or penalize, such as members of “the oldest profession”
— who “service” a huge male population. Hers is a completely
original voice, accompanied by unique visuals that explode
conventional notions of womanhood. Especially striking are the
cameos of older women - traditionally viewed as grannies
(babushki), the unacknowledged constabularies of decorum in
public spaces during the Soviet era, chiding strangers about
“inappropriate” behavior and dress, or pensioners babysitting
grandchildren at home. Instead, Lomasko shows a broad spectrum
of old women, from the homeless former schoolteacher turned out
by her son so that he could drink freely who now finds refuge with
one acquaintance after another (Fig. 17), to the woman with a
walking stick who asks where she can obtain a machine gun to kill
Putin (2017: 42-43). (Fig. 18)
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Fig. 17. Victoria Lomasko, Other Russias (2017). Thrown out of her
dwelling by her boozing son, the homeless former village schoolteacher
relies on a series of old acquaintances for refuge and narrates her life story
to chance fellow passengers on trains. She interprets a recent encounter
with a tomtit as auguring her death
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Fig. 18. Victoria Lomasko, Other Russias (2017). “Where can I get a
machine gun to kill Putin?” asks an elderly woman whose belligerent
attitude could hardly differ more dramatically from that of the Soviet-era
granny

In short, Lomasko spotlights precisely what the Kremlin
discounts or attempts to eliminate, and in that respect her gender
politics resembles Juszkiewicz’s.
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Literature

“When truth is replaced by silence, the silence is a lie.”
Evgenii Evtushenko

Quite apart from the retrograde consequences of state censorship,
feminism has been embraced by only a tiny percentage of the
Russian population. Balagov aside, no film directors or painters
with the combined daring and inventiveness of Juszkiewicz,
Waliszewska, Chajdas, Szumowska, and Smoczyriska have emerged
in recent years. That leaves literature, and what complicates
discussions of literature today is the shrinkage in readership under
the impact of visual genres such as film and T'V series, while graphic
novels have become popular, as have comics. To my knowledge, the
only female author with a huge following remains Liudmila
Ulitskaia (b. 1943), who decidedly is 7oz a feminist and whose
novelistic penchant is to create a chain of biographies, held together
by the presence of the implied author as a generous, humane
woman — a persona that coincides with Ulitskaia herself*.
Ultimately, the aim of Ulitskaia’s novels is a balanced reassurance,
for she operates on the principle of “accentuate the positive”.
Tellingly, her eponymous Medea in her first novel functions as a
loving haven for all her family members, not as the vengeful
murderess of her own children. She is the gatekeeper of memory
(Mnemosyne, the mother of the nine Muses), materialized in the
house that welcomes generations. Memory, in fact, is a dominanta
in Ulitskaia’s oeuvre, and that mode aligns her perspective with that
of current Russian officialdom, though with a contrary valency.
The author who demythologized womanhood and revealed the
warts and wounds of Soviet society was another Liudmila —

23 For a thorough examination of Ulitskaia’s prose see Skomp, Sutcliffe (2015).
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Petrushevskaia (b. 1938), whose prose and plays even before the
Soviet Union’s disintegration inscribed female alcoholics, domestic
violence, and sexual perversity. She, however, abandoned literature
for cabaret song approximately a decade ago and, true to a
longstanding literary tradition, rejected her own fiction. Unlike
her Polish counterparts, Petrushevskaia conceived of humanity at
large in the darkest possible terms and in person claimed that
maternity was sacred, though in her best narrative, The Time:
Night (Vremia noch’ 1992), the superbly limned Anna
Andrianovna is the archetypal monster mother. But that was
almost three decades ago and the only other woman author who
enjoys a significant reputation today is Svetlana Aleksievich, author
of documentary prose. The indefatigably ambitious O’lga
Slavnikova (b. 1957) has found her place in the literary
establishment and garnered domestic prizes, but, unlike Tokarczuk
and Gretkowska, not found a wide readership abroad, largely
because her prose smacks of pasting and deleting rather than
creating — all too visibly in The Man Who Couldn’t Die
(Bessmertnyi: povest’ o nastoiashchem cheloveke 2001).

Anyone seeking vivid portrayals of a new female subjectivity
will not find it among long-established writers, but needs to look
elsewhere. The recent Russian Women’s Decameron (Russkii
zhenskii Dekameron 2019), an anthology of 27 narratives edited
by Svetlana Vasilenko (b. 1956) and Nadezhda Azhgikhina (b.
1960), for instance, offers a gynocentric range of stories with a
feminist edge. Its very title explicitly references Iuliia
Voznesenskaia’s 1985 Women'’s Decameron (Zhenskii Dekameron)
and Boccaccio’s Decameron (1348-53?), while the narratives, as the
co-editors state in their brief introduction, engage “what for along
time was considered taboo, indecent” (Vasilenko, Azhgikhina
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2019: 6)**. Those proscribed topics constitute sexuality, sensuality,
aging, maternity, and a gamut of negative emotions. Quotidian
existence and imaginative flights, desire and disgust, loneliness and
love’s siren call, naturalism and romanticism, humor and
melancholy - all find expression in these colorfully distinct voices
detailing Russian women’s experiences. Few other contemporary
works, if any, cast a comparable light on the inner lives of current
Russian womanhood as portrayed by several generations.

Additionally, Gretkowska may have her Russian parallels
among the youngest generation of female poets, who identify
themselves as feminists, publish their works on the internet, and
collaborate with foreign specialists in Slavic for translations in book
form (Haynes 2020). They, however, live in the provinces and are
barely known. Convinced, not unlike Juszkiewicz but in another
medium, that language can change the world, Galina Rymbu (b.
1990), in support of the LGBTQ feminist-activist Iuliia Tsvetkova,
wrote the poem My Vagina, which recalls Judy Chicago’s 1979
memorable installation, The Dinner Party. Rymbu’s work reflects
the activities of F pis’mo (F Writing), a collective of feminist and
LGBTQ poets founded in 2017 to galvanize civil rights
movements. In November 2018 the organization launched the first
Russian magazine and online platform dedicated to queer and
feminist writing. Oksana Vasiakina in Siberia similarly authors
poems about gender inequities and publishes her own work in the
revived form of samizdat. In other words, at least women raised
during late perestroika and after the USSR imploded embrace a
bold new vision of gender and have no hesitation in wresting
womanhood from the secondariness to which stale myths
repeatedly downgraded it.

24 Translation mine.
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Conclusion

Societies are slow to change, and it is difficult to imagine Russia
under Putin — widely touted as an icon of machismo — ever
recognizing LGBTQ rights or granting women even a measure of
equality. Poland, with its history of multiple, longstanding Western
ties and a less repressive government, despite the current
conservative party in power, headed by the 71-year-old Jarostaw
Kaczyniski, has more gender flexibility as regards women’s status
and also greater though far from adequate tolerance of LGBTQ
efforts at political enfranchisement. PISF, the film organization
founded on the government’s initiative, focuses on underwriting
efforts of fledgling directors, funding and preserving domestic
films, and orchestrating events that promote them. Unlike Russia’s
Ministry of Culture, neither it nor the government has any interest
in censoring directors’ projects, leaving professional questions to
genuine professionals. Accordingly, such films as Holland’s Spoor,
Szumowska’s In the Name of..., and Chajdas’s Nina, which could
never be produced in Russia, encountered no censorship in Poland.
Kindred circumstances obtain in literature: those Russian writers
exploring women’s lives from an unconventional standpoint or
committed to promoting gender issues do not belong to the
literary mainstream, have modest print runs, and are published by
small, little-known presses. The Russian Women’s Decameron, for
example, appeared in 200 copies, released by the ironically named
Matushkina kniga (Mater’s Books). Vasiakina relies on self-
publication.

Overall, a new generation of female Kulturarbeiter in both
countries, to substantially different degrees, has conceived of
women anew in the spheres of agency, individuation, social
identity, profession, sexuality, and life choices. One can only hope
that those visionary women who dare to dispel the myth of passive,
domestic, subservient womanhood will attract sufficient followers
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in multiple spheres of culture to topple that superannuated but
still coercive paradigm for good. Whether that happy day will
eventuate is unforeseeable.

Helena Goscilo, 2021
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I1I.

Quuucm AcHvLii coxonr
CaeTiadsl HeTpHﬁqu u JKenu BCpKOBI/I‘I.
O B3auMmopenTcBUU IOKYMEHTAJIbHOTO

1 CKa309HOT0 TUCKYPCOB

Katarzgyna Syska

JoxymenTansrpiit ciekrakias Eprennu (PKenn) beprosud (1985)
Dunucm ScHwiii coko4 TO OFHOUMEHHOU mnbece CBeTyIaHbI
Ierpuitayx (1980) ¢ mas 2023 ropga mocmorpenu B Youtube
mecATKH ThiCsd 3puTeseit. [leganpHyio n3BecTHOCTH 9Ta pabora,
TPEJICTABIIONIAs UCTOPHH dKeHIuH 13 Poccuitckoit Oepepanu,
saBepboBaHHbIX YwieHaMu Fcmamckoro rocysapcrsa, saBoeBasa us-
3a BO36y>KJlCHI/I}I 4 mas 2023 roga yrosoBHOTO JieJa IPOTUB
bepxosud u I lerpuitayk. Cy,ue6HbIe SKCTIEPTHI HAIIIU B CIIEKTAKJIE
NPUBHAKY ONPABJAHMA U MPOIAraHAbl TEPPOPH3MA, 4 TAKIKE
«PajMKaTbHOrO peMUHM3MA U OOPBOBI ¢ AHAPOLECHTPUYHBIM
obmectBerHbIM yK1agoM Poccrn» . YKenmumpr Obi1u sageprkaHsl
u Gomeure roga mposenun 8 CHM30. 8 mona 2024 ropa cyn
npurosopun bepxosuu u Ilerpuityyk x 6 rogam JuIIEHHUA

1 O¢uuuansHoe, XOTA IOKa HEOOOCHOBAHHOE 3aKOHOM, IPH3HAHME
«PafUKAIBHOTO peMUHN3MA U OOPBOBI C AHAPOLCHTPUYHBIM OOLIECTBCHHBIM
YKIaZOM»  HPECTYIUICHUSMM — HAIJISZHO  JEMOHCTPUPYET — JBEDKEHHE
POCCHMCKHMX —BJACTEl B CTOPOHY MATPHAPXATHOTO  SKCTPEMH3MA.
(KommenTapuit na sty Temy cm: Megsenies 2023: online).
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cBObOOzBI 11O CTaThe 00 OnpaBaaHuu Teppopusma. Jleso HocHT BHO
TOJTUTUYECKUM, TTOKA3ATENBHBIA XapaKTep. OTO CHEKTaKIb —
UCCIIENOBAHUE, TPEAYIPEXEHNE, U ONPABJAHUA TEPPOPU3MA B
HEM  Helb3sd  YCMOTPETh INPU  XOTh  CKOJBKO-HUOymb
NpOPECCHOHANPHOM  IPOYTEHHMH, O 4Y€M HEOJHOKPATHO
BBICKA3bIBAMMCh  Kak  TearpoBeAsl (cm. Ilerepbyprekmit
TeaTpaibHbIN JKypHan 2023: online), Tax u camu aBTOpBI, €IIe
sagonro o apecra”. JKens DepoBUY MOSCHSET B MHTEPBBIO 34
okTA0ps 2022 ropa:

<...> MHOTHE U3 9THX JKEHIIUH COBEPIIMIY IPECTYILICHHE,
KaK MHHHMyM coydactueM <..>. Hyxno mm um
couyscTBoBaTh? He smaro. Hyxno nu mx monmmars?
Obssarensro. [ToToMy 9TO €CiTH THI HE TOHUMAEIITh STOTO
MEXaHHM3Ma, TO Thl HPOCTO CaM TaM OKaXKEUIBCH.
(Bepxosia 2022: online)

Yurka neecsr [leTpuitayk cocTosmack B paMKax $pecTUBassi
apamsl «JIobrmoBkax» B okTsadpe 2019 roga, a B 2020 rogy Beimiest
CIIEKTaKJIb, peanusoBanHbli JKeneit bepxoBuy u ee He3aBUCHMBIM
YKEHCKHM TeaTpaibHeIM KomneKTusoM «/logepu COCO». O
Xy/O’KECTBEHHOM 3HAYUMOCTU IIOCTAHOBKH CBHUJETEIbCTBYIOT
deThIpe HOMHHALMM U [jBE NPEMUU HA CAMOM IIPECTHIKHOM
TearpanbHoM $ectuBane Poccun — 3omoras Macka (2022).

ITbeca cOCTOUT B OCHOBHOM U3 JJOKYMEHTATIBHOTO MAaTEPUAIIa.

10 IpesK/ie BCEro pparMeHThI IIPOTOKOJIOB CyAeOHBIX 3acejaHmiT’

2 Cm. Hanpumep O6Cy)K,t[CHI/IC YUTKH TIBECHl CO 3PUTEAMM Ha (ecTUBae
«JTobumoBKa», B xoze koTopoit Ilerpuitayk obbscHseT cucteMy BepOOBKH,
[IOMEIIAET POCCHICKYIO MpObIeMy B MHUPOBOI KOHTEKCT M OFHO3HAYHO
ocyxpaer aesictsus pagukanos (cm. Obcyxpenue... 2019: online).

3 Amnppeit Manbrus npumeTH, 4T0 BepkoBuY B CBOMX MOCTAHOBKAX PETY/LSIPHO
obpamanack K JKaHpPy TeaTpambHOM cypneOHOI gpambl, Kak 6ygro
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1o ientam aeByurek u3 Poccuitckoit Qepepariin, KOTOpPbIE OJAKCH
Ha MaHWIYJALMIO HCTAMCKUX BEpOOBIIMKOB, BCIIECTBHE
MHTepHeT-IepenucKy BIIOOMINCh B PAUKATIBHBIX MYCYIbMaH U
yexaau K HUM Ha TePPUTOPUHU IOAKOHTposbHbIe Mcmamckomy
Tocymapcrsy. Bropas rpynma texcto — pasmerernsie B Cetn
MHCTPYKLIMHN 3AK/TI0OYEHIS MyCyJIbMaHCKOTO CBaeOHOro 00psiaa o
Ckaitry, MOBA3BIBAHMA XUPKA0, UCIIEICHHA XaJSIBHOTO TOPTA U
IPOYKMX MOMEHTOB PEIUTHO3HOTO ObITa. TPeThs rpyrma — OT3bIBEI
HOBOOOPAIIEHHBIX JIEBYLIEK O TOM, YTO JA€T MM HOLICHUE XHpKaba
¥ — B IPOTHBOBEC — arPECCUBHbIE KOMMEHTAPUH II0Ib30BATECH
Muteper-GopyMoB,  ocyxpalomuye — [OCTYIIKH — TE€POHHb.
KOMITOBHIIMOHHBIM ¥ CIOXKETHBIM KAPKACOM 3TOTO PEYEBOrO
Koymaxa  ssasercs  ucropust  ITopcynumoit-Mapeiomku*
(KONIEKTUBHBIN MEPCOHAXK, COSTAHHBIN IyTEM MOHTAKA
JOKYMEHTOB JIeJI HECKOJIBKUX JKCHIIHMH), PACCKA3AHHAS B BUJE
otBeToB Ha Bonpockl Cyzpu. CrieHapuil ClIeKTak/IA PACIIMPEH — B
Hero no00aBJieHbl IISATh MOHOJIOIOB SKEHINUH, HAIIMCAHHBIX HA
OCHOBAHHH JJOTIOTHUTE IbHBIX MHTEPBBIO, JITIHOTO OIIBITA AKTPHUC,
GOpPyMOB, KOTOPBIE ABJIAKTCA IICUXOIOTHIECKUMU 3APUCOBKAMU
TUIIOB JIMYHOCTEN U SKUSHEHHBIX CHTYALM, JEIAIONUX SKCHIIH
YA3BUMBIMHU K IOZ0OHOI BepOOBKe.

Xy[I0)KECTBEHHO PETETUPYS MOMEHT PEAIbHOTrO 3aKymodeHus. OHa IIOCTaBHIIa
msecy JKana Auys JKasoporox (cyn vag XKanroit 1’Apx, 2012) u BeimycTia
cexraxis desosex, xkomopuwii ne paboman. Cyo nad Hocupom bpodckum
(2012), xoropslit wes Ha TeaTpanbHOI womaake ObumecTsa «Memopuan».
Dunucm scrviii coxoa - TPETbs «cynebHass» pabora pesxuccepku (cM. Mansrun
2023: online).

4 JloxymenranpHO# ocHOBO#M i guasora Cymsu u Ilogcymumoit-Mapaiouku
crao Hamymesiuee geno Bapsapsr Kapaynosoit, crygentku ¢pumocopekoro
daxynsrera MI'Y, B 2016 rogy mpuroBopeHHoi K 4,5 rogam KOJOHUM 32
nocobuudecTBO TeppoprcTaM. Kpome Toro, B mbecy 5o0aBieHb OTPBIBKY 13
IIPOTOKOJIOB €IIlE TPEX MOXOXKHUX JIENT.
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ITerpuituyk BrIeTaeT B 3Ty JOKYMEHTAIBHYIO TKaHb Ka3a710Ch
6Bl ITOJIHOCTBIO 9y>KEPOAHBINA €1 YKAHP — MOMYJIAPHYIO PYCCKYIO
BomebHYI0 cKasKy [lepoiuko Dunucma ScHa c0K0AA, U3BECTHYIO
npesxzie Bcero B pepaxuuu Anexcanapa AdaHacsesa (1985: 190-
198)° — 06 yraeraeMoi1 anbiMu cecTpamu Mapbiomke-KpacaBuIie,
KOTOPasi OTIPABILIETCS B TPHAECATOE LIAPCTBO, YTOOBL, ITPOMZIS pAsy
HICTIBITAHUI, BEPHYTh Cebe BO3MOOIEHHOrO COKOA-)KEHHUXA.

Kax aro xapakTepHO g JOKyZApaM, CMOHTHPOBAHHBIX U3
KYCKOB TOTOBOTO MaTepUasa, KJIACCUYECKOE JEHCTBUE ITOYTH
OTCYTCTBYET, M €ro 3aMEHAECT PEYEBOE JEHCTBHE — JUHAMUKA
B3aMMOCBS3EH MEXKJy PasHBIMU 3aJIcHCTBOBAHHBIMU B IIbECE
JUCKYPCAMH, <«HUCCIEOBAHHE A3BIKA» — KaK BBIPA3HIIACH
apamatypr Jana Cupepoc (ITerepbyprexuit TeaTpanbHbIi XKypHAT
2023: online) o coemectroit pabore Ilerpuitayk n bepxosnu.
IToatomy, ocTaBisis B CTOpOHe Haubosee HbIHE AKTYaJIbHBII
COLIMAIBHO-TIOJIUTUYECKUI KOHTEKCT, IIPHCMOTPHUMCS OIIOKe K
QYHKIMAM CKa309HOTO NMPOTOTEKCTA U €r0 B3AMMOJEHUCTBHIO C
APYTUMH SKaHPOBO-PEYEBHIMH  COCTABJIAIOIIMMU IBECHl U
criexrarsst. [1pu aToM OCHOBBIBATBCs OyIeM KaK Ha TEKCT PaMbl,
TaK U HA €€ CIIEHUIECKOE UCITOTHEHHE B BUJE YATKH U CIIEKTaKIAC,

ITpsMBIX IUTAT U KOCBEHHBIX OTCHIIOK K cKaske 0 Punncre
OTHOCHTEJIBHO HEMHOTO, TPe0b1afaeT JOKYMEHTAIbHBIM [UIACT,
OJIHAKO CaMO 3aIJIABHE 33JJa€T IPOYTEHUE IEJOTO B KOHTEKCTE
JAHHOTO THIIOTEKCTA. MOXKHO BBIAEIUTH TPU CIIOCO0A BBECHUS B
IIbECYy MHTEPTEKCTYaIbHBIX BKPAIUICHUH, KDKBIM U3 KOTOPBIX
HECET Pa3HyIO CMBICJIOBYIO HATPY3KY.

5 Cyas o yuTaraM, IPUBOZMMBIM B IBECE, ABTOP OMMPAIACh HE HA KHIDKHBIC
BAPHAHTHI, 4 HA pacrpocTpaHeHHbl B CeTH TEKCT CKA3KH, IPU KOTOPOM
PEAAKTOP He yKa3bIBACTCA.

6 3anmcu cieKTaKs ¥ YMTKE gocTynHel Ha Youtube (Crexrakmp «Quuucrt
scHbIi cokom» 2023: online; @unuct acupiit coxon. Yutxa mpecst CaeTanb
Ierpuitayx 2019: online).
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ITepBblit - aBTOMATHYECKOE, KaK OyATO HEBOIBHOE
NEPEKIIOYEHUE  TIEPCOHAKENM HA  CKA30YHBIM  HAPPATHB.
ITopcymumas, sasBieHHasA B CIUCKE AEHCTBYIOMUX JIUI KaK
«MAPDBIOIIKM  (Heycranosnennoe — xommdectso.  Ilo
HEKOTOPBIM JIaHHBIM, 710 2000 ges1oBeK 3a MOC/EHIE HECKOIBKO
ner.)» (ITerpmituyx 2019: online)” — Bppyr MeHser cTuisb,
OPraHUYHO MPOJODKAS AABATh MOKA3aHMA OT JIMLA GOIBKIOPHOM
Maprionxu:

CYAbA. Ber examu 8 Cupwuio, d9T0OBI  CTATh
TEPPOPHUCTKOM?

ITOACYAVIMAZAL. A exana, 9T00bI BHIATH 3aMYOK.
CYJIbA. 3a koro?

ITOACYAVIMAAL. 34 Qunncma. 3a Bnaga. 3a Kapuma.
3a Hapgupa — s ne sHalo, Kak ero 30ByT. Ho on mod
CYIHCEH DL, CHACTIDE MOE, COKOL MOTE ACHDLIL.

CYAbA. Ilpu  xaxux  OOCTOATENBCTBAX BB
MMO3HAKOMUJIUCh?

ITIOACYAMIMAA. Onx mamucan MHe B TIpyIe
«Crnapraxa» «BKonrakre». Ckasan, uro emy 21 rog u
9TO OH HaroHAMMCT. Mbr 0bcysxaamu xusb i GyToOoIL.
A rymsna ¢ cobaxoit mopaHsle, 3aKPhIBAIACE B KOMHATE,
BKJTIOUAJTA KOMITBIOTED, U A8ALACL MHE MOA0OCY KPACONbL
neonucannoi. 51 monsma, aro smobunace. (Ilerpuitayx

2019: online) [kypcus moit — K.C.]

[Tepexmoyenue MPOUCXOMUT B T€ MOMEHTHI, KOTZa SITH307IbI U3
YKM3HU TTOACYUMOM PUPMYIOTCA CO CKA30YHBIMH (TaitHbIe Gecempr

7 B mone 2023 roja B HE3aBUCHMOM SMMIPAHTCKOM H3JATENBCTBE Freedom
Lerters Bormen cbopruk cemu msec Ilerpuitayx Tyapeau, B cocTaB KOTOPOro
sxoput u Dunucm acuvidi coxos. Mpl OnUpaeMcs Ha STIEKTPOHHYIO BEPCHIO,
JOCTYIHYIO JJIs CKauMBaHusA Ha caiite dectuans «Jliobumoska» (cM.
Ierpuitayx 2019: online).
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C TOABIAIMMMCA M3 HHUOTKYJAa KpPacaBIleM; BHE3AITHOE
MCIE3HOBEHHE Cy)KeHOro; mpusbiB OuHMCTa, 9TOOBI HCKATD €ro B
TPHUAECATOM L[APCTBE; HEOOXOAUMOCTH IIPEOAOTIETh Ha STOM IyTH
MCTIBITAHUA, BPDKAY OKPYXKEHHUS, NoMexu uTH.). Mexay
urypanTKoH fesa 1 MapriomKoi HeT HUKaKOH IUCTaHIIMK — 9TO
TPAaHCOBOE MEPEBOIUIONIEHUE, BBIABJIAIONIEE APXETUITUYECKOE
TOXJIECTBO CyzieD, HEOCO3HAHHOE MOBTOPEHHE COBPEMEHHOMN
POCCUICKOM  JKEHINMHOM  3aKPEMJIEHHBIX B KYJBType
[MOBENEHYECKUX MOJIETIEM.

Opnako B konue mbecsl (9-as us 11-u wacreir) ITogcymumas
CaMa CCBUIAETCHA HA UCTOPHUIO CKa309HOM MaphIoIKy B Ka4ecTBe
YKEJTAEMOTO YKM3HEHHOTO CIIEHAPUS:

JT1060Bb k€ He JaHHOCTD, IO TAJIOHAM €€ HE BBITHCHIBAIOT,
KKAoMy Ha pyku moposry. Camoit xBaraTs Hago. K
BCerJa MPUXOJUTCA YEM-TO XKEPTBOBATh. Bou 6 cxaske
Mapvromxa u cepebparsie naivyd, 1 3040MY10 U20L0UKY, 1
sepemenye — sce omoaia, aums v Ha Punucma acna
coxoaa Houvt nozasdems. Bor u st gymaia, eciiu Tbl HU9EM
He IUIATHINb, 3HAYUT, U He J00O0Bb 3TO, 2 GUrOBHHA.

(ITerpuitayx 2019: online) [xypcus moit — K.C.]

CJICIIOBQ.TCJH)HO — 31CCh MBI yoKC KUMCCM NICJIO HE CO CJICIIBIM
IIOBTOPCHHUCM COLHMOKYJIbPTYPHBIX INTAMIIOB, a C aKTHUBHBIM
MI/I(l)OTBOp‘IGCTBOM — BBICTPAMBAHMCM coOCTBEHHOMH KU3HU T10
BbI6paHHOfI MI/I(l)OHOSTI/I‘{CCKOfI CXEeMeE. HeTpI/II‘;I‘{YK u BCpKOBI/I‘{ B
HCMHOTOYUCTICHHBIX ABTOPCKUX KOMMCHTAPUAX K CIICKTAKJIIIO
APY>XKHO YKa3bIBAIOT MMCHHO Ha J>XCHCKOC CTpa)la]Ib‘ICCTBOS,

8 Crparernu BbDKMBAHUA B IATPUAPXATHOM yKJIafe coBpemenHoi Poccuu —
noctosHHbIe TeMsl Ibec [lerpuitayk. Bonpocy — Ha sToT pas Matepusckoi —
JKEPTBEHHOCTU OHA IOCBATHJIA CBOKO JAeObIOTHYIO Apamy: Bmopnux -
Kkopomxuii denv. OcHOBATEbHYIO perjeHs o Ha chopHuK mbec [etpuitayk cm.
Xurpos 2023: online.
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TOTOBHOCTb Pajy JIOOBH «TPH Iapbl OAIIMAKOB >KEJE3HBIX
UCTONTATh, TPU IOCOXAa YYTYHHBIX M3JIOMaTh, TPU IPOCBUPHI
KAMEHHBIX M3rmoTaTh» (Adanacees 1985: 191), xax Ty
IIEHHOCTHYIO YCTaHOBKY, KOTOPas MOTUBUPYET JIEBYIIEK BCTYIIATh
B HACHJIBCTBEHHbBIC OTHOIICHUS:

<..> 9TO CyHEp POCCHHCKAA HCTOPUA — IIPO 3Ty
BECKOHEUHYIO XKEPTBEHHOCTD, PO TO, YTO €CJIH THI HIYEM
He IUIATHIIb, TO M0060Bb — 5T0 ¢urosuHa. Hudero He
TOJDKHO maBaThcs mpocto. Hago crpapgars. 9To odeHs
XPHCTHAHCKOE, mpaBociaHoe. (bepxosia 2022: online)

OpHaKO MbI IOMBITAIUCH COMTH € IOBULIMU OCYKICHHU, C
TOUKM  «CAMaBUHOBATa» U  MCCIENOBATh  9TOT
APXETUIIMYHBIA  CIOXKET, yOEXKJICHHE, 9YTO  TOJBKO
BLICTPAfJAHHOE SIBJLIETCA 4eM-TO HactosmuM. (3omoras
Macka 2022: online)

CTOHT OrOBOPUTHCA UYTO, JPAMATYPT U PEXKUCCEP PabOTAIOT €
QONBKIIOPHBIM ~ MAaTEPUATOM C IO3MLIUH  COBPEMEHHOIO
PELMIIMEHTA, KOTOPHIM, <«JIMIIb CMYTHO OINymas OT3BYK
dombxmoproit Tpaguuuu» (Kosryn 1999: 129), mecrocoben
AKTyaJM3UpPOBaTh  MEPBOHAYANBHOE  3HAYEHHE  CKA30YHO-
mudonorudeckux obpasos. Enena Kosryn mumer, dro aro
NPUBOJUT K CYIIECTBEHHBIM CABUIAM B IMOHUMAHUU (QYHKIUH
nepconaxeir. Ecmu B gpesneit BOJIIMIEOHON CKa3Ke UCIIBITAHUA
repost JOTKHBI ObITH BBIIBUTD €I0 OCOOBIN OHTOIOTHYECKHUIA CTATYC
nu <<M21FI/I‘-ICCKYIO OCHAII€HHOCTb>» - yMCHI/Ie HpI/IMCHI/ITb
[IOKOJIEHUAMM HaKOIJIEHHBbIE OOIIMHOM 3HAHMA M OIIBIT, TO B
COBPEMEHHOM  BOCIPHATHH  IpeobiajaeT  HpPaBCTBEHHO-
COIIMOJIOTUYECKOE  TNPOYTEHME  JEHUCTBUM  TEPCOHAXKEM,
«OPUEHTHPOBAHHOE Ha HBIHEMIHME HOPMBI Mopamn» (Kosryn
1999: 129).

Tpetuit «KaHaT» TPAHCIALUH CKa30YHOTO MHTEPTEKCTA —
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mucTaHIpoBaHHbIe perky Cyzby, KOTOPas B KAKOH-TO MOMEHT
npurcsauBaeT npeanoxenHeri [Togcyumoit Happarus, (HaduHaeT
Ha3bIBATh e¢ «MappiommKoit», 3ajaBaTh BOIPOCH IIPU OMOLIN
LIUTAT U3 CKA3KH), JIUIIAS €€ TAKUM 00PasoM MOTHOTBI KOHTPOJIA
HaJ MUPOTBOPIECKUM IIOBECTBOBAaHUEM. [lepexBaT cKaso4HOro
coBa CyOBEKTOM M3BHE CKa3KU IPHBOAUT K ero (T.e. coBa)
caMopasobraueHuIO:

CYADbA. Jonycrum. Hrax, BB BRIIIIA B CTAMOYILCKOM
asponropTy. Iy 9uCThIM [TOMTEM, HITH TEMHBIM JIECOM,
BBICOKMMH ropamu. [ITuuku BecespIMU MECHAMHU BaM
CepALe pafOBAIH, PYIEHKH JTULO OeI0e yMbIBAIH, Jleca
TemHple mpusedanu. M HukTo He Mor Mapsomky
TPOHYTb: BOJIKU CEpbIE, MEABEH, JIMCHUIbI — BCE 3BEPH K
Heit cOeranucy? Tax Bce 6b110?

MAPBIOIIKA. ITouru. B asponopry s B3sma Taxcu.
<...> Mens BcTpeTu y ogbessa OfUH YedeHely, CyMKy He
B3I, cama U3 DaraxHuKa foctana. Yedenen-opaT cxasar,
4TO A TEIIEPb CO CBOMMH, U 3aBEJI B KBAPTUPY. <...> ITaxyo
TOPOXOM U CTUpaHbIM Oempem. <..> Mmue cxasanu
BEIOPOCHTD CM-KAPTY U HE BHIXOHUTH B HHTEPHET.

O,[[HaKO IIOCTECIICHHO HﬁfITpaHbHO—I/IpOHI/I‘ICCKaH HWHTOHAIIUA
Cy,[[bI/I CMCHACTCA B al"pCCCI/IBHO-CapKaCTI/I‘ICCKOI';I.

CYIDbA. Ha xaxas, Ha xpeH, moboss?! Tsl uro, gurs
manoe? Thl He Bupea, 9TO 1111, 4TO Tebst Bepbyor? la us
€ro 9THX aKKAyHTOB Tebe HABEPHIKA IieJIasl TOJIIA HAPOJa
nucana mo odepeau. <..> Tak Thr cebe pucosama csoe
CEMEMHOE CYACThE?

MAPBIOIIIKA. A moxer, 1 Tak. MHOTO BbI IOHUMAETE.
CYIDbA. M kak B ckaske? YTO KarmHeT cje3a TBOS Ha
ronoe miedo QunrcTa sicHa cokona, u npobyaurcs ox? Ha
MappIoLIKy CBOI0 TOCMOTPUT, K CEPALLY €€ IPIIKMET. <...>
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Ho BBl cHOBa mombiTanuchk yexaTb B TpI/IILCCHTOC
KOPOJIEBCTBO. U 510 <...> 1OCJIe TOTO KaK Tebs KypZabl 1yTh
Ha IpaHUIC HE TIOICTPCIAIIN. Tak Bce 6bIJIO, aypa Thl
HEHOPMaJIbHAA 6€3 MHCTUHKTA CaMOCOXpaHCHI/I}I?

Jusamuka GyHKIMOHUPOBAHKA POTBKIOPHOTO HHTEPTEKCTA
B JpaMe — OT HEOCO3HAHHOM MAEHTUPUKAIMU TEPOMHHU CO
CKAa30YHOM CXeMOM cym)6b1, 4epes  IeJEHANPABIEHHOE €M
nogpaxanue  (poMaHTH3ALMA  COOCTBEHHOM  JKHM3HH) K
PAaLMOHAIBHO-MPOHHYECKOM IEKOHCTPYKIH ¢ mosurmu Cyapu —
JIOKAa3bIBAET HECOBITOYHOCTh CIEJOBAHHA POMAHTHICCKHM
CKa30YHBIM MOJIEJIIM B peajbHOM dkus3HH. K1 BMecTe ¢ Tem
[Terpuitayk KOHCTATHPYET CUITY BO3IAEHCTBUA STUX MOJIEJIEH Ha
COBPEMEHHOE ob1recTBo. He SIBJIAACD TUIIMYHOM
«IOCTMOJCPHUCTCKOM CKasKOM», mbeca Dunucm cHvlii cokos
peaIusyeT OfHy U3 BAXKHEHIINX, 110 MEeHMI0 Kpuctuner baunnerw,
JyHKIIMI 3TOTO >KaHpa:

Like meta-folklore, they constitute an ideological test for
previous interpretations, and doing so, postmodern fairy
tales exhibit an awareness of how the folktale, which
modern humans relegate to the nursery, almost
vindictively patterns our unconscious <...>. (Bacchilega
1997: 22)

ITerpuitayx u bepxoBrd 0OBIrpIBAIOT HEKOTOPBIE Y3HABAEMBIE
9IEMEHTBI MOSTHKM BOJIMEOHON CKasKM — BIOJHE B pycie
cnoxuBmernca yxe B KoHue 1970-x TofoB  IPaKTUKH
COLMOKYIBTYPHOM U pEMUHHCTCKON PEMHTEPIPETALUH CKA3OK,
KoTopylo mnucatensHuna Amxena Kaprep mHassama «penom
aemudonornsanun>» («demythologizing business», Carter 1983:
71), HaNpaBIEHHBIM HA <JEKOJOHMBAI[MIO HAIIETO SA3BIKA U
OCHOBHBIX CTEpPEOTHIOB MbluteHuA» («decolonising our

language and our basic habits of thought», Carter 1983: 75).
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Mrak QuHHCT, B HCXOZHOM TEKCTE OTHOCAMIUICSA K THITY
«HCKOMOTO NePCOHAKA-HATPansl», y IleTpuilayk BbIIOIHSET
CKOpEE POJIb «BPEUTENIS» U KOTIPABUTEIS» OFHOBPEMEHHO (CM.
Ipomnm 1928, 35-73), cama >xe repouHs He obmagaer
KOMIIETEHI[FAMU, [IO3BOJISIONIMH BBIIIOJHHUTD 33//A49H U YCIELIHO
IPOMTH MCIBITAHUSA. DTa TOAMEHA [IOFPHIBACT CIOYKETHYIO JIOTUKY
BOMEOHON  CKA3KH, KOTOpas TOJYMHEHA «BKHEUIIEH
CKa304YHOM LEIM — JIMKBHJALUH [repoem]| MepBOHAYAIBHOM
notepu, beppl, “Hegocraun’» (Menerunckuit 1970: online) u
BOCCTAHOBJICHUIO TAKMM 0OpPa3oM HAPYIIEHHOTO MUPOIOPS/IKA.
B coBpemeHHO#N mbece CIpaBeJIMBOCTh U JOOOBH He
TOPXKECTBYIOT — popora Mapeiomexk us PO, obmanyTsix
BupryanpasiiMu OuracTamu, 060padnBaETCS NIPOBATIOM U eIe
ycyrybusier nepBoHadansHyio 6exy’. B reaTpanpHOi mocTaHOBKe
DepkoBHY CTaBUT aKLUEHT MMEHHO HA IICHXOJOTHYECKH
MOHUMAEMYIO <«HEJOCTady>» (HeXBaTKa BHUMAHUs, 3a00TBHI,
1100BU, OOIMIMHBI, LIEHHOCTHBIH BAKYyM, TOCKa IO BHATHBIM
VJieallaM UTJ.), Ha TIOMBITKY PasobpaThesi, €Yero ke TaK He XBATACT
4eIOBEKY, JKEHIMHE, YTO OHA TOTOBA IIOCTABUTh Ha KAPTY
abCOIOTHO BCIO CBOIO JKM3Hb, IOBEPUTD JaXKEe HE MYXKUHHE, 4
KAPTHHKE HA 9KPaHE, U PBAHYTh 32 TPUAEBATH 3EMEJb UCKATH
csoero Quuucra» (3omoras Macka 2022: online) u «rze ara
MOTPEOHOCTh, IZie TOT TOJOf, KOTOPbIE B MTOrE >KCHIJUHA
yaosnerBopser Tak» (bepxosny 2021: online).

Makxkc Jliotu, aBTOp MUTEPATYPHOIM TEOPHH CKA3KH, HA3BIBAI
CKa30YHBIX [EPCOHAKEH IUIOCKUMH  QUTYypaMH M HX
AIICUXOJIOTU3M CYUTAJ OJHOM M3 OCHOBHBIX YEPT >KaHpa (CM.
Lithi 1982: 22). HeynusuTespHO, 9TO B COBPEMEHHBIX IIEPECKa3ax

9 Husepcuonnsie TpancPopManuy MUPOTOTHIECKUX TPETEKCTOB, KOTOPBIE
OOMAHBIBAIOT ~ OXKMJAHMS ~YMTATEIA, CaM  MeneTHHCKNI — HashIBa
«aHTUMHPOM» ¥ CIUTAII 3AMETHOM TeHeHuer B mureparype 20 Bexa. Cm.
Meneruncxuit 2001: 140.
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TPAJMLOHHBIX CIO)KETOB IICUXOIOTHIECKAs PaspaboTKa repoes
CTaja OJHOW U3 CaMBIX PACIPOCTPAHEHHBIX CTPATErHit
TpaHcpopMmanuy nperekcra. IleTpuildyk opHAaKO —CKOpee
COXPAHSET 3Ty YEPTY MOATUKHI HAPOJHOM CKA3KHU, CIIEyst IOTHKE
BTOPOI JKAHPOBOM MATPHI[hl CBOETO TEKCTA — CyAeOHOMY
IIPOTOKOJY, IZ€ PEaJbHO COBEPIICHHBIM IOCTYIOK BAXKHEE
IICUXOJIOTHYecKoro bakrpaynaa. B perumikax mepconaskeit Mbl
HAHJIeM TOJIBKO HAMEKH, CKaTble GOPMYIMPOBKH Ha IPHUIUHBI HX
PEILLIEHMIA, HAIPUMEP: «KCHIIIHA BCEI/a IOJ, IIOKPOBUTEIBCTBOM
My>Ka <...>, a My>KuuHa 00si3aH ee obecrieunts. Mue HpaBuHCh
oTu upen»; «Is-3a sedupa. <...> s IpeCTaBUIIA, KAK 5 JEIIAI0 EMy
3edup <...>, ¥ CTAIO MHE BHYTPH TAK XOPOIIO-X0pOoIo»; «JJoma
He MY)XUKH, a nepekaru-noine. <...> A Quuucr npegcrasmser
cob0i1 <...> 00pas CHIBHOTO, 6eCCTPALIHOTO My)KYHHbI, FOTOBOTO
yOMBATB U yMHUPATh PaJiy CBOUX UJICATIOB>; «Iepes MeHs e oma
BCE CMOTpeNH, Kak Oynro s mpospaunas» (Ilerpuitayx 2019:
online), ymomsayToe Bbime yberxx/ieHIE O TOM, YTO Pajy JT00BK
HY>KHO CTpajath. B criexraxie ske — 1 B 9TOM €ro I71aBHOE OTIIMYME
OT IbeChl — ICHXOJIOTMYeCKas paspaboTKa «KOJUIEKTHBHON
Mapsomkn» ropasgo cunbHee. MOHONOrM IATH  PasHBIX
OKEHIUH, MCIIOIHAEMbIE AKTPUCAMU B JKAHPAX OT CTEHAAINA O
TPArnyecKOro UCIOBEAATBHOTO IPU3HAHNS — IIOMBITKA PACKPBITH
no0y>xzieHrs 3aBepOOBAHHBIX JEBYLIEK, OHATh OCOOCHHOCTH
JIMYHOCTH U conpanbHoro ombita. JKens bepkosud pacckassisaer,
4TO MOHOJIOTY TOABUIIUCH 110 IPOChOE aKTPHC, IS KOTOPBIX
CJIenas HAMBHOCTh TEPOMHB ObLIa HACTOJIBKO HEIPABOIIOR00HOI,
4TO OHM HE MOIJIM CIIPABUTHCA C AKTEPCKOM 3ajadei (cM.
bepxosua 2021: online). Axanus mpejaraeMsix aBTOPAMH
CIIEKTAKJIA IIPUYHH YA3BUMOCTU K MaHHUITYJIALMU UCTAMCKAMU
PaAUKAIAMY He ABJLIETCS HALIEH LIeJIBI0, [IO9TOMY TOJIBKO KPATKO
H430BEM HECKOJIBKO M3 YMC/IA TeX, KOTOPbIE HAIPAMYIO CIICAYIOT
113 MOHOJIOTOB: O€JHOCTb, IATPHAPXATHOE YHI)KEHHE, OTCYTCTBUE
BO3MOJKHOCTEH, JETCKUE TPABMbI, 405103, IPUBEJECHHOE B HOPMY
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CEKCyaJbHOE U IICHXOJOTMYECKOE HACHUIINE, Oe3bIIeHHOCT,
TeHJIEPHBIE CTEPEOTHIIBI (B TOM YHCIIE IO PIKUBAEMBIE CAMIMHU
sxeHIMHAMM). JIJ1s1 HaC BayKHee KOHCTATUPOBATH, YTO STOT BIIOJIHE
0KMAAeMBIM, U OT 3TOTO He MeHee OOJIE3HEHHBIN AUATHO3
CBHJETEIBCTBYET, HA HAIl B3IVIAA, He 00 MHTEIUIEKTYaIbHOM
6aHaILHOCTHU CIEKTAKJIA, 4 O MACCOBOCTU, OOBIIEHHOCTH OIIbITA,
KOTOPBIN MOOYIK/ACT )KEHIIIH MPEANPUHATD CTOJb PAFUKATBHYIO
¥ PHUCKOBAHHYIO IOIBITKY M3MEHHUTbh CBOKO cynsby. Kpuruku
OTMEYasIu: «B O0BAThsS BOCHUSUPOBAHHOTO JJOMOCTPOSI JIEBYLIEK
[apaOKCATbHBIM O0Pa3OM TOJKAIOT MAaTPHAPXajbHbIC HPABHI,
uapsmue Ha pogute» (3omoras Macka 2022: online); «To, uro
3acTaBuiO0 5TUX gAesymek 6exxars B MITIJI <..>, To, uTO
BBITAJIKABAET HMX U3 OJHOrO KpPyra B JPyrodl — HHEPTHOE
CTATHUPYIOIICE PABHOMEPHO pacHpeAesIeHHOE OpAMHAPHOE
Hacuue» (Kympumna 2021: online).

Takas /MHA HMHTEPHPETALMU CIEKTAKIA, 0e3yCIOBHO,
OIpaBjaHa. 3arHAHHOCTD JKEHIMH MEX/Y «POJHBIM>» PYCCKHM U
«9K30THYHBIM>» (MCITAMCKHE PAJUKAIIbI) ITIOSIUHEHHEM OTIETIHBO
BupgHa B cueHe 11, xorma Cyzbs 03BydMBaeT arpeccHBHbIE
xommeHTapu ¢ MHTepHeT-$opyMOB — cBOCOOpA3HBII HAPOIHBII
«CaMOCy/>», B KOTOPOM Ta K€ MHCTPYMEHTAIM3AIMA JKECHIIHH,
YKECTKOE TEeHJIEPHOE PACIIPE/ie/ICHUE POJIEIL:

Beimycruts, ecnu KTO-HUOYAR y HAC ee 3aMYXK B3ATH
cormacurcs. <...> 51 6 eit By mo-mpaBocnasromy. Harmio
pycckyno  mosopur. IyT emle  deTbipe  THICAYU
KOMMEHTAPUEB — CJIyIIaWTe J[ABAMTE, YErO BBl YIIM
saKpsIBaeTe? <...> ThI TyT Oy/eInb MpeasIbl HAUIK TOITATb,
IpefaBaTh ~ MCKOHHOE  IIPEJHASHAYEHHE  PYCCKOM
KEHIUHBL, 4 Mbl MomdaTh pomkHs? (Ilerpuitayk:
online)™°

10 B cnexraxie BCPKOBI/I‘{ cue O6OCTP5{€T CCKCYATTU3UPOBAHHYIO XCCTOKOCTD
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OpnHako OHA OCIIOXKHACTCA, B YACTHOCTH, 34 CYET PACHIMPEHIA
KOHIIENTA CKa3KH, KOTOPBIM YXOJUT OT KOHKPETHOTO CIOXKETA
BBICTYTIAET MAPKEPOM Dostee OOLIMX ABICHHUIM.

ITepBoe U3 HUX — XKUBYYECTh APXAUYECKUX POPM COHAHUA B
COBPEMEHHOM Mupe. Beib B IIOMBITKAX U3MEHHUTh CBOK Y4aCTh
TEPOUHU TIbECHI CIIOCOOHBI JIMIIb BOCITPOU3BOJUTD 3AKPEIICHHBIE
B TEKCTaX U IPAKTUKAX HAPOZHOU KyJIbTYPhI (MH(BI, CKasKH,
PUTYyasIbl) TPAJUIMOHHBIE CLICHAPUH SKEHCKOM CAMOPEATH3aLIHH.
M ¢ ¢unocodexoro pakymsrera MI'Y, u us nposunmansHoro
ropogka oHu beryr Ha Teppuropun nogkoutponsusie MITJI,
4T00BI «rOTOBUTS ety CTHPATh OfEeXKy. BBITh XKEHOM, KaK IOBetes
Beesbimnmnit 1 Most pusuonorusi» (Ilerpuitayk 2019: online).

Taxkum obpasom Ilerpuitayx He OCOBpEMEHSET CKA30YHbIN
IIPETEKCT, 4 IPHBJIEKAET €r0 JJIs TOTO, YTOOBI BBLIBUTH APXAUYHOCTD
coBpeMeHHOTO obmecTa. OfUH U3 e IPUSHAKOB — IIOTPEOHOCTH
TEPOUHb B YETKOM PUTYAIBHOM YPEryITHPOBAHIHU SKH3HH, KOTOPAS
B IIbeCE BBIPDKEHA MHOXKECTBOM HHCTPYKIHMM (B CIIEKTAKIIE
AKTPHCHI IIPOMBHOCAT MX TEKCT BOCTOP)KEHHBIMH TOJIOCAMH) U
perutukamu  Mappiomek, MeEYTAOmUX O TOM, 9YTOOBI MX
cobcTBeHHAss CceMbs ObLTa «KpEmKas, KAK B KHIDKKAX 110
JIOMOBOJICTBY>» MJIU IPUBHAIOIIMX: «A OH MHE ITHCAT “MaJIcHbKas
MOSI [TTyTIEHBKAA JIEBOYKA , U 5 OT 3TOro GpopMy mprobperama»
(ITerpmitayk 2019: online).

B rearpasnsHoit mocTaHoBKe crieHorpadus u Koctiomsl (Kcerns
CopokuHa) Toxe OOBIrPBIBAIOT MPOOIEMY, KOTOPYIO YCIOBHO
HA430BEM «KPACOTOR YKEHCKOTO MOJUMHEHHA>» — 3aBOPDKHUBAIOLIYIO
HPI/IBHCKQ.TCHBHOCTI) Tpa,HI/IL[I/IOHHI)IX HapHﬂOB u pI/ITyaJ'IOB,
CKPBIBAIOILIYIO OTHAKO HECBOOOZY, XKECTKYIO PEITIAMEHTHPOBAHHOCTD
pouteit u oBefieHNs. AKTPUCHL OFETHI B ILIAThs, HATOMHUHAIOMIUE

yrpos 103epos (Hamp. «XoTesa o KPyry cpesy Kapabacos IOMTH, IOMENb
10 KPyTy TeTeph B TIOprC»).
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OJJHOBPEMEHHO U pyccKue capadansl, U GIFKHEBOCTOYHbIE XaJIaThI,
PyKaBa KOTOPBIX IO KPasM OOIIMTHI HATYPATBHBIMU JKCHCKAMU
Bonmocamu. Camas XapaKTepHas JIeTalb KOCTIOMOB — IIBIIIHBIE
TOJIOBHBIE yOOPBI POJIOM U3 PYCCKUX CKA30K (KOKOLIHMKH, POTAThIe
KHYKH, KOPYHBbI, ObIBIIIE MAPKEPAMH COLIMAIBHOTO M CEMEMHOTO
TIOJIOXKEHHA), TI07, KOTOPBIMH, KaK IIOf XHKabOM, TIIATEIBHO
YIPATAaHBl BOJOCHI APTHCTOK, TOXKE CIIUTHI MM CILJIETEHBI U3
CTPIDKEHHBIX KEHCKHX KOC. DTOT IJIABHBIM KOHIIEITYaJIbHBIH TPUEM
B 0QOPMJIEHUH CLIEHHYECKOTO IPOCTPAHCTBA CTAHOBUTCA EMKOM
MeTapOPO MHOTOBEKOBOTO BOCITPOM3BENCHUA PENPECCHBHBIX
COLMATIBHBIX IPAKTUK, KOTOPOE JIETUTHMHUSUPYET UX IIPOJOIDKEHHE
— BeJlb CTPYOKEHHBIE BOJIOCH NPEKHUX/APYTUX SKEHIUH CITy)KaT
MaTepuaioM mopabomeHusa HeiHemmHux/atux. M Bce aTo He
OTMEHSET SCTETHYECKYIO KPACOTY HAPSIOB, IPUYECOK, OOPATOBBIX
TAHIIEB ¥ XPYCTAJIBHOTO [ICHUSL.

B uumrke wu cmexkTakie cuiabHEE dYEM B CAMOM IIbeCe
AKTyaJIM3UPOBaHA BTOPasA (YHKIMA KOHIENTA CKa3KM Kak
0OpamJIeHHS JOKYMEHTAIBHOTO MAaTEPUAIa, TO €CTh U3BECTHOE
POICTBO TPaAMIMOHHOM KYJIBTYPhl C MAaCCOBOH, KOTOpas, IIO
MmHenuio Baguma Pynnesa, «B XX Bexe <...> sameHuna Gpospkiaop»
(1999: 157), u ponp MaccKynbra B BOCIHMTAHUH HAMBHOTO
MATAYECKOTO MBIIIJIEHUA, TPaHCIIALIH YIIPOIIEHHBIX
APXETUINYECKH-MEIOPAMATHYECKUX CLIEHAPUEB C UX OMHAPHBIM
BuzicHHEeM Mupa (706po/sno, m0OOBE/HEHABKCTS), YyIECHBIM
pelLIeHrEeM CTIOXKHBIX KOHQIUKTOB U 0053aTE/IbHBIM CYACTIHBBIM
¢unanom. [Tapasuruposanue rolIuByACKOro KHHEMAaTOrpada Ha
CTPYKType BOMMEOHOM CKasKM M APXETUIIAX KOJUIEKTHBHOTO
beccosnarenpHOro — obmeussecTHbil $pakT (cM. Hamp. Cembix
2019). YuTKy OTKpBIBAET [ICHUE AKTPUCAMU TIOF, yKYyJIesIe Oasasl
Over the Rainbow wus unsma The Wizard of Oz 1939 ropa — o
4yZICCHOM CTPaHe, B KOTOPOM MeUThI COBIBAIOTCA, 4 IPOOIIEMBI TAIOT,
KaK JIMMOHHBIE JIEIEHIIB BO PTy. B ¢punane sxe npurosopeHHas
Mapgromxa, CTymIas HHCTPYKIHUIO 3aBA3BIBAHIA IUTATKA B TIOPHME,
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KOTOPYIO XOPOM YUTAIOT OCTaJbHBIE APTUCTKH, TUXO HAIEBAET
necuio A Whole New World us mynsrunsma Jlucueit Aradoun
(1992) - ee cnoBamur AJtajyiH yroBapHBaeT IPUHIIECCY YIIETETh C
HUM Ha KOBpe. 3aKaHYMBAETCA YMTKA COBMECTHBIM NEHHEM —
CcHaYas1a pOOKO-0OpeYeHHBIM, IIOTOM IPOMKHM U TOPXKECTBEHHBIM,
Ha (OHE BBHICBEUMBAEMBIX Ha CTeHe (OTOrpaduil BOCTOUHBIX
AIBOPILIOB U KaJPOB M3 UCHEEBCKUX CKA30K A1adoun, Pycarouxa,
Kpacasuya u Yy@osuw;e - npopykuu# Hadana 1990-p1x rogos, Ha
KOTOPBIX BBIPOCJIO TTOKOJIEHME JIPAMATYPIUHH, PEXUCCEPKH U
akrpuc. B cnexrakne bepxosud oTKa3a1ach OT TAKOM OJHO3HAYHOH
MHTepHpeTanuu u ybpana Kak MeCHH, TaK M BUAEOpAA. Tema
3aBHCHMOCTH CO3HAHMS repOMHb oT CKa304HO-
MEJIOPAMATHIECKUX CIOYKETOB, OXKU/IAHUE Yy7d KAK eJMHCTBEHHOM
CTPATErNH PEIIEHIA HACYLJHBIX TPOOJIEM YACTUIHO IIEPEBECHBI B
JOIMCaHHBIE MOHOJIOTU. AJITTIO3US HA TECHYIO CBA3b GOIBKIOPA U
MAaCCKyJIbTa COXPAHUIIACh JIMIIb B MY3BIKaJIbHOM OQOPMICHUH
IIOCTaHOBKH. BoJIbIIyio 9acTh JOKyMEHTaIBHOTO TEKCTA AKTPHCHI
MOIOT, M TOPOH TPAJAUIMOHHBIE PYCCKO-BOCTOYHBIE 3AIIEBHI
TepexofAT B MIOSUKJIT WM [PKa30BYID HMIIpoBM3anuio. B
MOHOJIOTaX ~aKTPHUC OTYETIIMBO  3BYYUT TaK)Ke MOTHUB
MEIPOIOTH3ALUK HEU3BECTHOM UCTAMO-apabCKOi KyIBTypPsI («<y
HMX TaM BCE 9ETKO», <« KEHIIMHA B UCJTAME — KOPOJIEBA, My )KYMHA
JleJIaeT BCe UL Hee>», «MYCy/IbMaHE He IBIOT, He KypAT, COpuBaioT
BCE BOJIOCBI», «OKEHA JIIA MY>Ka — KOPOJIEBA, U OH HE MOJXKET €€
obupers» uth., Ilerpuitayk 2019: online) u obbirpeiBacTcs
KOHLIETIT «BOCTOYHOM CKA3KK>» — B TOM OObIIEHHOM TOHUMAHUH,
KOTOPOE 3TO BhIpayKeHHe nprobpesno B mon-kyssrype 2000-bix
rozoB (POCKOIIHAS XU3HB CO CTPACTHBIM SK30TUYHBIM )KEHUXOM).

[naBHBIM KOMITO3HIIMOHHBIM U CMBICIOBBIM IPHHIIUAIIOM ITHECHI
ABISIETCA CTOJIKHOBEHME CyfeOHBIX IIPOTOKOJIIOB C HAPOFHOM
ckaskor. Ha mepBrIi B3rIAz KaXKeTCA, 9TO OHU COMOCTABJIEHEI
KOHTpAacTHO (miy, Kak Bblpasuaach Mapuna JlaBeijoBa —
KOHTPAnyHKTHO, 3omoTas Macka 2021: online): pomanTideckue
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MedThl M HauBHble wupeansl Ilopcypumoii-Mapeiomku He
BBIJICP)KUBAIOT UCIBITAHUA PALMOHATBHOM PEATBHOCTHIO B JIUIIE
Cyppu. OHu OKa3BIBAIOTCA HE INPOCTO HECOBITOYHBIME, 4
IPECTYITHBIMU.

M Bce xe, xak Bckomp3s oTMermna [Jlana Cupepoc, ecnu
BCIIYIIATBCS, MOXKHO OOHAPY)XXHTb, HYTO «CKA30YHBIA U
JIOKYMEHTAJIBHBIA CIIOM PUPMYIOTCA, OOHAPY)KUBAIOT 0OIIyIO
CTPYKTYpPY, CIO)KETHBIE MOBOPOTHI, (OIBKIOPHBIE MOBTOPBI»
(ITerepbyprekuit Tearpansrsbrit xxypran 2023: online). CyaebHbrit
TEKCT HAIIOMUHAET CKa309HbII ! 5KeCTKOM MOC/IeJOBATENHHOCTHIO
JEHUCTBHM, yCTOMYMBBIMU POPMYJIAMH, OTPEIEHHON NHTOHAIIUEN
ucronHeHus. B ciiexraiuie u pacckas Mapoiomku npo Qunncra, u
€€ IyTh K HEMY, ¥ IIPOTOKOJIBL, 4 B OCOOEHHOCTHU PUrOBOPHI OO
IPOM3HOCATCA AKTPHCAMHU B HENCHXOJOTUYECKOM MaHEpe, C
HHTOHAIIMEN TPAHCOBOTO MEJIOPEYUTATHBA, KaK OyATO OHM He
IPOCTO IPOUBHOCAT TEKCT, 2 HOCPEJHUYAIOT B BEPIICHHHU YETO-TO,
uT0 6071bIIE MX CamMuX. Cy/Ibs IPH STOM 3a4UTHIBAECT IPUTOBOPEI C
3aKPHITHIMM I71a3aMu. MoyxHO HaliTH mapajuiesu u Ha ypoBHE
CMBICJIOBOTO HAMOJTHEHUS — CTPEMJIEHHE K PERYKIUHI CIOYKHOCTH
MHpa, 9YETKOMY Pasfe/IeHUI0 Ha OOPO U 3110, BOCCTAHOBJICHUIO
nopszaka. I lerpuitayk, comocTasiss sSTUX JjBa JUCKYPCa, YKa3bIBAET
Ha UX OOL[HI1 3HAMEHATEJIb — CBSA3b C PUTYATIOM' U IEPBOOBITHBIM
MHPOIIOTHIECKUM CO3HAHUEM, IPUZHAK KOTOPOTO — MAarH4ecKoe
orHomeHue K ciaoBy. Hwuma Meuxosckas, omupasce Ha
paccysxperus Pomana Sxobcona o Marmdeckoin GpyHKIMH pedH,
IUIIET, YTO Y €€ MCTOKOB JIKHUT: «OTOXKJIECTBICHHE 3HAKA U

11 MsI MMeeM 3fech B BUAY MMEHHO YHCTO JOKYMEHTAIbHbIE TACCAKHU, a HE
YIOMSHYTHIE BBILIE, ABHO XyJAOXKECTBEHHO 0OpaboTaHHbIe pparMeHThI, KOrga
Cypps OgpaKaeT CKA30YHOMY HApPATHBY Maphiomku.

12 O cBssM CKa3Ky ¢ ME(POM U PUTYAIOM, 4 TAKKE O BOSHUKHOBEHHH BOMIIEOHOM
CKA3KM KAK PE3yJIbTaTa IIOCTEHEHHOMN [JeCAKPATH3ALMM COSHAHUS CM.
Menerunckuii 2000: 48-50.

86



Dunucm acuii coxos Ceernanst Ierpuitayk u Xenun bepropuy

0003HaY2EMOTO, CJIOBA U IPEAMETA, <...> IPEACTABICHUE O TOM,
9TO CJIOBO — 9TO HE YCJIOBHOE 0003HAYEHNE HEKOTOPOTO IPEMETA,
4 €ro 4acTh, [I09TOMY, HAIIPHMED, IIPOM3HECCHUE PUTYATBHOTO
HMEHM MOJKET BBISBIBATH IIPUCYTCTBHE TOTO, KTO UM HA3BAH»
(Meuxosckass  1998:  42). IlepdopmaruBrocTs CyaebHOrO
IPUTOBOPa, KOTOPHIH, YCTAHABIMBAS ~ BUHOBHOCTb  WIIH
HEBMHOBHOCTb  IIOfJO3PEBAEMOTO, INPUBOJUT K PEaIbHBIM
M3MEHEHHAM B PEalbHOCTH, odeBHAHA. [leTpuitayk Hamexaer
OfJHAKO Ha COOCTBEHHO MArM4ecKOe OTHOIICHHE K CJIOBY B
POCCHUIICKOM ~HHCTHTYLHOHAIBHOM JHCKypCe, HACTONYUBO
depesys ABe KaseHHble OPMYITHPOBKU «UMA U3BATO» (21 pas) u
«opraHusanys, sanpemeHnas B Poccum» (4 pasa), B KOTOPBIX
CKBOSUT aPXaM4ecKas MPAKTHKA TabyMpOBAHMS OIACHBIX HJIM
HeXXeJIaTeNIbHbIX peHOoMeHOB. M eciu ynaneHue TUIHBIX JaHHBIX
QUrypaHTOB B BBUIOXKEHHBIX B OOmMIl JOCTyn CymeOHbIX
JIOKYMEHTAX, MapKUPOBAHHOE BBIPDKECHUEM <«HUMSA H3BATO»,
PALMOHAIBHO MOTHBHUPOBAHO'?, TO TpeboBanue Pockomuazzopa
106aBIATD npu kaxgom ynomuHanuun B CMM massamma
Mcnamckoro rocygapcrsa IOsACHEHHsA, YTO OHO 3AIPELIEHO B
Poccun, ppamarypruss OOBIIPHIBAET HMEHHO KaK IPUSHAK
cmosecHoro Bommebcra (kak Oyaro mHPOpMarMsA O sampere
YMEHbIIAET CHITy HazBaHHOTO obbekra). Hecmyuaiitno B pamkax
9TOM (paskl COBEPLIAETCS MEPBBIN MEPEXO JOKYMEHTATBHOTO
texcra B ckazounblii: «CY/IbA. M BeI pemmmu otnpaBuThCs B
Tpunecaroe rocymapcrso (*Opranusanus, sampemjeHHas B
Poccun)?» (ITerpuitayk 2019: online).

Kax B ribece, Tak 1 B crieKTaKsie, B punae sByaut Hucmpykyus
Ne6 «Kax npasuivo 3a643616amy naamox 8 KOAOHUHL > , KOTOPAS

13 B 06CY)K,[L€HI/II/I yutky Ilerpuituyx mosAcHuma, 9To MMA U PaAMHIMIO
$uUrypaHTOB Hesb3s HA3KIBATL B IOKYMEHTAX TEX JIE, CYJOMPOM3BOJCTBO 110
KOTOPBIM €Ie He 3aKPHITO.
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TOYHO PUPMYETCA C BTOPOH IO MOPAAKY MHCTpyKuuen «Kak
NPABUNLHO HOCUTND X10HAO> . ITOT PUTYAIIBHBII IIOBTOP, C OFHOM
CTOPOHBI, TMOFYECPKUBAECT POKOBOE IMONAJaHUE TEPOUHb B
nonoxenue Hecsobogpr. C apyroit ogHAKo mpobieMaTU3HpyeT
B3aMMOOTHOLICHUS PEJIUIUU U TOCYJAPCTBA, CAKPAIBHOTO U
MHCTUTYLIMOHATBHOTO JUCKYPCOB.

Durnucm acuwiii coxoa Ilerpuitayx/beproBud — m000MIBITHBII
npumep OQGOPMIIECHHS ¥ OCTPAHEHHUA [JOKYMEHTAJIBHOTO
MaTepHUasa CKa30YHBIMH MHTEPTEKCTOM. Kak MBI cTapanuck
TIOKA3aTh, STOT KOHIIEITYaIbHbIN IIPHEM COIIOCTABICHHS CTOb
HEIIOXOXKHX pedeBbix ready-made feficTByeT B IBYX HAIIPABIICHIUSAX:
BBUABJIACT AKTYJIBHOCTD (POJIBKIIOPHOM CKA3KH KK TOBEJCHIECKOM
MOJICJIE COBPEMEHHBIX JKEHIIMH U aPXaUudHOCTh OOIeCTBEHHO-
roCyJapCTBEHHOTO yKyIana Poccun.
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IV.
Constructing the Self: Autobiography as Myth
in the Short Stories Miraculous Incidents
and Mysterious Dreams by Elena Shvarts

Kristina Vorontsova

Introduction

Elena Shvarts (1948-2010) is considered to be a woman of letters
of significant interest whose outstanding contribution to Russian
literature of the 20" and 21* centuries is a particular subject of
research by Russian, Polish, Italian, Swiss, British, American,
Estonian, Bulgarian, and German scholars. Thanks to Shvarts’s use
of multileveled metaphors, sophisticated intertextuality, cultural
contexts found in her creative work, she still remains of universal
relevance and could be interpreted through a variety of lenses and
scientific approaches according to the postulates of postmodernity.
Although Shvarts is known mostly for her ingenious, complex
poetry, her prose works — short stories, memoirs, intimate diaries,
and novellas — also represent her creative universe and can be
viewed as stunning examples of “non-fiction in prose written by a
poet” (MBanosa 2011: 201), as well as so-called women’s writing.
Although she never associated herself with the latter literary trend,
her prose contains all its specific features, such as:

1. The universe shown from the woman’s point of view.
2. The focus on the family and childhood as a lost paradise.
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3. The contamination of fiction and non-fiction, the absurd
and the “gritty realism” of autobiography.

4. Intertextuality, mythopoetics, and biblical allusions.

S. Plots built on the author’s ability to see miracles in everyday
life. (Bopomrrjosa 2019: 30)

Oleg Dark felt justified in describing Shvarts’ prosaic pieces of
writing to use the medieval term “miracle”, scilicet “the story of
something miraculous” (Japx 2004: online). On the one hand,
the basis of the plot could be a miracle of transfiguration, on the
other hand, sometimes it is a real anti-miracle. Interestingly, myths
and miracles are significant even in the autobiographical short
stories. Due to postmodern irony and the use of real names and
circumstances, readers struggle to determine whether the author
is addressing the depicted events seriously or whether they should
be interpreted as a form of mystification.

The unofficial Leningrad culture retrieved the modernistic
approaches of the Silver Age to mythology and the supernatural
in Soviet literature in the context of extremely specific postmodern
aesthetics. The Myth, its reconstruction and deconstruction,
including autobiographical myths, became a representative feature
of the works created by members of this community (See: Bmopas
kyavmypa... 2013; Komsimarun 2018; Camusdam Jlenunepaoa...
2003; Omnmreiin 1988; Baharova 2021; Schmitt 2021: 19-34;
Zitzewitz 2015; Zitzewicz 2021).

Mythopoesis as a Defining Feature of Elena Shvarts’s Creative
Work

Being a key figure of the Leningrad underground culture, which
was extremely spiritual and visionary, Shvarts paid a great deal of
attention to the role of myths, not only in her creative work but
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also in everyday life. Mikhail Epstein, the literary scholar,
philosopher, and essayist, writing about postmodern Russian
literature, claimed that the traditional philosophical and aesthetical
antithesis between myth and document was simultaneously
sharpened and destroyed in contemporary literary practice.
According to him, this process resulted in deeper enriched cultural
integrities (Smmrreitn 1988: 8). Thus, Shvarts, while considering
her own life to be a piece of art, did the same and tried to reveal
cryptic coincidences and symbols everywhere and decipher them
as evidence of the presence of transcendent powers in our world.
This quest was highlighted by the author herself: “[a]ll my life is a
miraculous incident and mysterious dream. And the most
mysterious miracle is poetry”" (IIsapr; 2008a: 298). As a poet, she
and her lyrical subjects always felt like successors of the God-
Demiurge who had a link with the supernatural and metaphysical
and who lived in a mythical world every moment of their life. Her
self-image, even in memoirs and diaries, is influenced by this
striving for the transcendent. This is not surprising, given that
Shvarts’s poetics experienced the long-term impact of her
participation in literary salons and home readings with
philosophical discussions prohibited by official authorities, an
attitude that outlived the collapse of the USSR (Byurypu 2011:
89-101).

In her holistic imaginative world, both in poetry and prose,
Shvarts traditionally appeals to diverse Myths belonging to
different geocultures (3amsrun 2003: 69-75) and pantheons: from
archaic eschatology to ancient Greek mythology, from the
aesthetics of death in Egyptian stories about gods and goddesses
to Christian apocrypha, from characters of Chinese fairy tales to

1 «Bca MoA JKMSHB €CTh YyJECHBIM CNydall M TaMHCTBEHHBIH COH. A
TAaMHCTBEHHEE BCETO YYIECHOTO — CTUXM.
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the Eastern practices of Buddhism, Hinduism, and Islam
(Vorontsova 2020). These levels naturally overlap, reflecting the
author’s perspective on the traditional East-West dichotomy, which
is virtually absent in her creative work. So, it goes without saying
that Shvarts, born in Leningrad (formerly Saint Petersburg) — a
city steeped in spirituality and myth-making, and a crossroads of
various civilizations — was naturally inclined to infuse her everyday
life with mythology, especially during the Brezhnev-era stagnation.
For instance, she always repeated that she had spent her childhood
at a pyramid because of her first address — the so-called “Egyptian
house” at Zakharyevskaia street, 23, a building full of ornaments
in Art Nouveau style and symbolism, which was reflected in her
creative work. A vivid example of this is the repetitive comparison
of the river Neva to the Nile in Shvarts’s poetry (Boponrjosa 2016:
126-127).

In this paper I seek to investigate Shvarts’s use of Myths in
creating her image of Self in the sequence of autobiographical
miniatures Tydecnste caywan u manncmsennvie crot (Miraculous
Incidents and Mysterious Dreams, 1996) and to prove that miracles
were the basis of the postmodern aesthetics not only in her creative
work, but also in her philosophy, self-fashioning, and attitude.

Miraculous Incidents and Mysterious Dreams: Autobiography
Told by Myths

Miraculous Incidents and Mysterious Dreams is a part of Veritable
Incidents of My Life (Hcmunnvie npoucmecmsus moeti wusnu), a
section in Shvarts’s collected works which is consciously detached
from poetry and fiction. Thus, the autobiographical and
documentary nature of this work is emphasized by the author
herself. It consists of 12 pieces with titles and one unnamed post
scriptum added after the date. Even this numerology could be
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treated symbolically: 13 is suitable figure to speak about the creepy
and spooky incidents that took place in Shvarts’s life. The
significance of the number 13 varies from negative to positive
depending on the cultural context. In Western tradition, it is often
considered unlucky, leading to the emergence of triskaidekaphobia
— fear of the number 13 (McElroy 2005: 69-71). This superstition
is associated with various historical and religious events, such as
the fact that there were 13 people present at the Last Supper of
Jesus Christ. However, in some cultures, like Ancient Egypt, 13
symbolized the transition to a new life and was considered a
number of transformations. In Jewish tradition, 13 is the age of
maturity when boys undergo the bar mitzvah ceremony
(Lachenmeyer 2004).

13 pieces in the analyzed book are not arranged in
chronological order because Shvarts sought to represent her life
inside a mythical space where time is perceived not historically but
according to repetitive cycles. The author started narrating when
her autobiographical character was three (or even younger),
continued with descriptions of miracles in her maturity and then
reverted to childhood. Supernatural powers, encounters with
transcendent beings, and esoteric practices like table-lifting, as
described in the book, are often regarded in this paper as myths.
This interpretation aligns with Mircea Eliade’s concept of
hierophany - the manifestation of the sacred (Eliade 1972:13).
This is particularly relevant when considering children’s
transcendent experiences. According to Svetlana Adon’eva, in
childhood, the experience of hierophany often manifests through
games, where children engage in manipulating value and power
on the “outer” boundary between worlds (Agonsesa 2009: 103).
So, Shvarts’s intention was to show that hierophany, i.e. miracles
and mysteries, was the leitmotif of her life. In the short Preface
Shvarts reveals that the most miraculous things she had in her
whole life were poems, so the rest could be interpreted as the norm
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for the life path of a real Poet who is said to be a successor of God.
Moreover, Miraculous Incidents and Mysterions Dreams is a real
postmodern text with a rhizome structure that includes self-
references to other prose and poetic pieces of writing. For
instance, 4 Broken Glass (Jlonwysmuii cmaxawn), although a part
of this sequence, contains only one line: “See Definition while the
Weather is Bad” (Ileapy 2008a: 301). This is another
autobiographical book consisting of small essays in which the
story about a broken glass has the title 7wo Glasses. The main idea
of this episode is that Shvarts has the gift of foresight and can
predict what will happen next, or even influence the subjects.
Taking these narration strategies in overlapping texts into
consideration, it is obvious that the author wanted to broaden the
context, linking the image of self in previous works with the book
in question and making it more plausible for readers.
Furthermore, it became — which is a typically postmodern game
— an intimate talk or game with the audience who must be familiar
with the whole body of literature by Elena Shvarts to recognize
all the references, realizing simultaneously that it is the prose of a
poet, created because of the poems.

While constructing Self through myths, the author emphasized
once again her extraordinary nature as a creative essence. Her
poetry has much in common with the transcendent, as she
explains: “I just want to tell you about a few incidents from my
life, when through the sheath of Maya, through the curtain of
everyday life, other forces appeared clearly — whatever they were™
(IIBapr; 2008a: 298). According to Hinduism and Vedanta

2« mpocTo 04y paccKasaTh HECKOMBKO CIIYYACB M3 MOCH YKUBHH, KO IBHO
gepes o6onouxy Maitu, yepes saHaBec 06bIICHHOCTH IPOCTYIIAIIM HBIE CHIIbI
— Kakue 651 onu He Gbimn». All the translations were made by the author of
this research.
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philosophy, the sheath of Maya, or Kosha, covers the Atman which
is supposed to be the true self (or the soul, the spirit). Traditionally,
it is believed that there are S koshas: food, energy, mind,
discernment and bliss (Roeser 2005: 301). In fact, Shvarts didn’t
specify which sheaths were meant, so that the author depicted her
own essence as a crossroad of different cultures and mythologies,
always open for any supernatural experience. A reader familiar with
her poetry is naturally inclined to accept everything described in
the short stories as true.

The story begins with the episode The Jam Theft (Kpawa
sapenss), where the autobiographical character, as a young girl,
attempts to steal her aunt’s jam. As in a fairy tale, the breaking of
the interdiction occurred, but instead of the expected punishment,
young Shvarts encountered the mysterious “figure in white” for
the first — though certainly not the last — time in her life. From that
moment on, it seemed as though she allowed miracles to intrude
upon her existence. The character, who was terrified with the
experience, never stopped stealing jam, but as a result she started
seeing angels, or what she believed to be angels, quite regularly,
especially during readings. As she writes: “[o]nly during the
reading of poetry, I always do not really see them, but I foresee and
feel them in the back row. They always feel sorry for me, as if T was
some kind of a victim — crucifying in public — they were always
with me, wherever I read...”® (Ilsapy, 2008a: 300). That could
explain why the autobiographical character was not punished after
the violation of the rule. “The figure in white” might be a guardian
angel, who accepts her imperfection and agrees to be on her side

3 «Tonbko BO BpeMS YTEHHIT CTHXOB 51 BCEIJA UX HE TO YTOOBI BHIKY, HO IPOBIDKY
¥ 4yBCTBYIO B 3ajHeM pagy. MM Bcerga Mers xkais ObiBact, 6yATo 51 xepTBa
KAKas-TO — PACIMHAIOLAACS Ha ITyOuKe, — Beerna OHM ObLIH CO MHOM, T7e 6 1
HU YUTAJIA».
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because of her divine sparkle as a Poet, but who is also frightening
as evidence of the transcendent.

Traditions of Soviet Scary Stories and Bailichkas in Shvarts’s
Autobiography

If meetings with angels could be interpreted as a sign of author’s
being chosen by God and were linked straightforwardly with
Christian discourse, which is extremely important in the whole
body of literature by Shvarts, the majority of the other episodes
are rooted in typical Soviet scary stories (czmpamuxu), which were
told by children around a bonfire at nights in pioneer camps, their
main purpose being to terrify listeners. According to scholars, this
genre weaves together archaic myths, demonology from
traditional Russian bazlichkas (stories of encounters with spirits),
and themes from American urban legends, where children
routinely face everyday objects and situations imbued with
supernatural qualities (JIoitrep 1997: 185). All these features are
relevant for Shvarts’s Miraculous Incidents as well. Speaking
mostly of her childhood, she consciously chose the form of
traditional children’s folklore which was well known to every
potential Russian-speaking reader.

In Shvarts’s book, the most frightening and eerie experiences
are tied to sounds, which inevitably occur when the main character
is completely alone at home. Silence in poet’s creative legacy is
always connected to specific spiritual states, often existential,
threshold, and liminal. Therefore, sudden sounds that break this
sacred silence are perceived as otherworldly and transcendent (See:
Vorontsova 2023). In popular scary stories about “red hands” and
“coffins on the wheels” the protagonist usually encounters
supernatural events in a world without adults or after their death
when there is nobody to rely on. In The Jam Theft “terrible music”
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is mentioned. The narrator confesses that “probably, there is
nothing supernatural” (II]Bapr; 2008: 299), since the music is part
of aradio broadcast. However, according to the rules of the folklore
genre, even casual subjects could cause harm and frighten:

. it [the music] smelled of transcendent inhuman
melancholy. It looked like an ancient snake, it coiled
around me, there was something more terrible in it than
just death. It grew, soared, crawled closer and closer. I ran
in horror to the doors leading to the corridor of our
communal apartment (there was no one either), and for
some reason I stood with outstretched arms, ready to run
away, fleeing into the corridor, but even there there was
something conspiring with the music. I don’t know what
it was, but never in my life have I felt such horror, such
hopelessness*. (IIsapr; 2008a: 299)

The snake is one of the most ancient and universal symbols,
found in various cultures around the world. Its symbolism is
multifaceted and can include both positive and negative meanings’.

4 «...OT Hee BEAJIO 3aIPEETbHON HEUETOBEIECKON TOCKOH. Ouna 6b11a TOXOXKA
Ha IPEBHIO0 3MEI0, OHA 00BUBAIACH BOKPYT MEHS, B Hell ObUI0 HeuTo bosee
yIKaCHOE, 4eM IpocTo rorubess. OHa HapacTasa, B3BHBATIACK, IOFIIOTI3AIIA BCE
bmmke. I mobexana B yxkace K [BEpPSM, BEAYUIMM B KOPHZOP HauIeil
KOMMYHAJIbHOI KBAPTHPBI (TaM TOXKE HUKOTO He BBIIO), X TAK CTOSIIA TIOYeMy-
TO C PACIIPOCTEPTBIME PYKAMH, TOTOBAS YOEKaTh, CIIACAACE, B KOPUZOP, HO U
TaM, KaK OyATO TaWJIOCh HEYTO CrOBOPUBIIEECS ¢ My3bIKOIL. UT0 910 ObLIO —
He 3HaI0, HO OOJIbIIe HUKOT/A B KU3HH s He 4yBCTBOBAJIA TAKOTO YIKACA, TAKOM
6e3HaIEKHOCTH .

5 In different cultural traditions diverse interpretations could be found and
often depend on the context in which it appears. For instance, Wisdom and
Knowledge (Ancients Greece, India), Rebirth and Immortality (Ancient
Egypt, Mesoamerica), Danger and Evil (Christianity, Norse Mythology),
Fertility and Sexuality (Africa, Ancient Near Eastern Cultures), Protection
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On the one hand, it is a symbol of infinity and God’s self-
sufficiency and this correlates with Shvarts’s understanding of her
poetical nature. God in her creative work means not only love, but
he can also be cruel. In other words, the transcendent experience
of encountering the Demiurge is not always a positive one. On the
other hand, the snake, being in different archaic mythologies a
symbol of cosmic order, also means death and chaos, step aside the
divine plan, which is supposed to be “more terrible than just
death”.

Another episode featuring mysterious music emanating from
nowhere, linked to an object specifically designed for it, is found
in The Guitar. But the circumstances make these incidents creepy
(the isolation of the main character, night as a time when
everything is possible etc.). Classically and traditionally for
children’s scary stories, an inanimate thing is personified: “A guitar
that no one needed stood in the corner of my room. One late night,
it suddenly began to play. More precisely, it made two or three
drawn-out sounds for no apparent reason. And it fell silent™
(IIBapr; 2008a: 302). Such unexpected “behavior” by the musical
instrument causes consternation, being evidence of some invisible
musician’s existence.

In the episode Sounds and Knocks (36yxu u cmyxu) Shvarts’s
experience of living inside spooky stories is traced again. She
describes her former room in the communal flat (presumably, in
the Egyptian house) which had always been a source of mysteries,
where someone’s supernatural presence was felt. In fact, Shvarts

and Power (Ancient China, Japan). See: (Davis 1985; Condren 1989; Fourcade
1994; Eliade 2005).

6 ... HHKOMY He Hy)KHas TUTapa CTosina cebe B yray Moei KoMHaThl. OpHaKbI
171y6OKOI HOUBIO OHA BPYT 3aurpasa. BepHee, Hafama Hi ¢ TOTO H C CETO ABa-
TPH IPOTHKHBIX 3ByKa. K samomkia».
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emphasizes that she was never afraid. While some episodes could
be interpreted as moments of sleep paralysis accompanied by the
hallucinations typical of that state, others seem to draw from
horror movies, employing techniques borrowed from
cinematography: suspense, sound effects, montage, terrifying
expectation of the unknown which is getting closer and closer.
Shvarts tells that she was absolutely alone in the night (again, like
in previous stories) and sitting in the neighboring room when
thrilling knocks from her bedroom started, together with tangible
vibrations. The frightened girl ran to the entrance door in order
to be saved but there were someone’s slowly approaching steps. As
she states, “which was worse — knocks or footsteps — I could not
choose...”” (IlTsapr; 2008a: 303). Definitely both had a threatening
inhuman nature. But when someone was going to turn to her flight
of stairs, a phone call returned her to “ordinary reality” (IIIsapry
2008a: 303), so she shut the door and never found out who was
coming. Interestingly, the phone was silent, but the knocks and
footsteps stopped immediately. Shvarts was saved, but by whom?
By her guardian angel? Or by God himself? As a skilled mystery
writer, Shvarts leaves the ending open, allowing readers to arrive at
their own interpretations.

Table-lifting as a Leitmotif of Shvarts’s Creative Work

One of the climactic points of the sequence about contacts with
spirits is the story Table-lifting, with additional materials in the
form of the protocol Conversations with Cagliostro (Paszosop ¢

Kaanocmpo) and the poem The Ballad about the Spiritualistic
Session and the Shadow of Alexander Pushkin (bassada o

7 «Yro 6p110 CTPAIIHEE — CTYKH WJIM IIAr'M — 5 HC MOTJIa BbI6paTb»‘
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cnupumuseckom cearnce u menu Aaexcanopa Ilymxuna) from 1968.
Shvarts even noticed: “Perhaps there wouldn’t have been any
knocks or the lonely guitar playing in the night if I hadn’t been
involved in this dark business long before™® (IIIsapr; 2008a: 304).
According to her, these seances, which were a sin from a religious
point of view, were the definite starting point for all the miracles
in her life. In fact, table-lifting is a frequent motive in the whole
body of literature by Shvarts, but, in contrast to other short stories,
here everything is shown to be as plausible and serious as possible.
For instance, in the text Unearthly Reward (Hesdemnss nazpada)
a session with the spirits of great Russian men of letters is depicted
as farce, its absurdity intended to show the worthlessness of
contemporary Russian literature. Spirits are chosen to be on the
jury of a literary prize, but Shvarts intentionally describes the
process of communication and the interpretations by the event
organizer of the “authoritative personalities™ (IITsapr; 2008b: 301)
comments with deep irony to show the decaying condition of
contemporary literature and the literary community. In 7zble-
lifting, on the other hand, the author represents her own mystical
experience with the Soviet variant of the Ouija board, which is
meant to register messages from spirits: letters, yes-no signs, the
goodbye sign, and the small heart-shaped planchette indicate
messages from another world. Certainly, classical talking boards,
available in the US and Europe since 1890, were not accessible in
the USSR. Consequently, those seeking mystery had to create their
own equipment. This was widespread among children even in the
pioneer camps. Instead of the planchette an ordinary saucer with
the drawn arrow on it was used. That’s why Shvarts called the
process a “saucer-lifting” and described how she came into it:

8 «Mooxer ObITh, HH CTYKOB, HU HIPbl OMHOKOM IUTAPhl B HOUM He ObL1O OBl
eciu 6 51 3a70JITO 10 9TOTO HE 3aHUMAJIACh STUM TEMHBIM JIETIOM> .
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“Someone forgotten gave me a little book, which described in detail
how all this must be done. Zhenia, my husband, a skilled type
designer, cut out a large circle from thick paper, inscribed the
alphabet on it and - in the form of small black collars — the
entrance and exit for the expected spirit” (IIIsapr; 2008a: 304).
Remarkably, the source of all this magic could be found in the
book given by somebody, who can also be interpreted as a spirit
without a name or a human being mediator between this and the
other world. Furthermore, Shvarts here mentions her first husband
— Evgeny Venzel (1947-2018), one of the so-called Poets of the
Malaya Sadovaya Street, to incorporate this incident into the
autobiography and make the readers believe every word.

The author lists the guests: Pushkin (a rather typical spirit in
Soviet school discourse); Count Alessandro di Cagliostro, who was
supposed to be a significant mystical figure for the participants of
Shvarts’s meeting, the occultist, magician and alchemist;
protopope Avvakum, whose elder scrolls in the style of an
autobiography have much in common with Shvarts’s
understanding of this genre; and some real acquaintances recently
deceased.

They were asked about profane matters which were not
considered to be a part of conversations with the spirits, but at the
same time were extremely important for the Soviet common man.
For example, Shvarts asked them if it would be possible to change
her flat, while Pushkin and Cagliostro were requested to say if there
would be a war (quite a disturbing topic in the 70s). The author
estimated their credibility as follows: “[t]hey always spoke at first

9 «Kro-10 3a0bITHIi IOZAPHIT MHE KHIYKOHKY, L€ HOZPOOHO OMUCHIBAIOCH, KAK
Bce 910 genmaercs. Kens, Moit My»K, yMmestbiil pUGTOBUK, BEIPE3a HOIbIION
KPyT U3 IJIOTHOM OyMary, HadepTas Ha HeM aapaBUT ¥ — B BUJIE MaJICHBKHX
YEePHbIX BOPOTIIEB — BXOJT U BBIXOJ /1A OYKUJIAEMOTO JlyXa>.
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the truth, which was startling, and heaped it with a pile of lies, as
if in a mockery”'® (IlTBapw; 2008a: 305). These spiritualist séances
did more harm than good, leading Shvarts to conclude that her
encounters with the transcendent had dramatically altered her life:
“[w]e asked who died first, I don’t remember who the spirit had
indicated. There was no need to do this — I opened the door myself,
and a strange crowd of capriccio-like creatures burst in there, a
mixture of astral mockery and mortal cold”" (IITsapr; 2008a: 305).
A human’s death is one of the biggest mysteries in the life of
Shvarts’s characters; no wonder that when asking about it, she
violated an interdiction much worse than not stealing the jam, and
the atonement must have been terrifying. Capriccio-like creatures,
partly fantasies, partly real beings, flooded the whole body of
literature by Shvarts and her own life, and the one always interacted
with the other.

Conclusions

To sum up, in constructing her image of Self, Elena Shvarts wrote
her autobiography as a consequence of mystical experiences,
meetings with spirits, and contacts with the supernatural. Being
sensitive to the transcendent, she believed them to be solid evidence
of her belonging in the ranks of real Poets, Demiurges, who are
related to the God. The author used diverse mythology from
different cultures and types of civilizations (Egyptian pantheon,

10 «Omnu Beeraa roBOPUIIM MOHAYAITY IPABJY, KOTOPAs OPAXKAIIA, U 3aBAITHBAIN
ee TPYHOM JKH, KaK Obl B U3JEBKY>.

11 «CnpammuBanu — KTO paHbIIe BCEX YMPET, He IIOMHIO YK, KOTO JiyX YKasaJ.
Henarp sToro 6sUI0 He HYXKHO — 51 KaK Obl CaMa OTKPbLIA JBEPb, U TyAd
BBAJIMJIACH CTPAHHAA TOJIIA KAIPUIIHUONOFOOHBIX CYIIECTB, CMECh ACTPAIIBHBIX
U371EBOK M CMEPTHOTO XOMOAa>».
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Slavic demonology, Christian bestiary, etc.) to represent her own
understanding of an ecumenical and united imaginative world
ruled by supernatural powers, whose long-term impact on people’s
lives became obvious only for chosen ones. For sure, Shvarts
identified herself as a visionary who is able to foresee and hence is
able to write poems (or to catch them from other spheres). At the
same time, the author, working within the framework of
postmodern discourse, blurred the lines between earnest narration
and irony. The infinity of possible interpretations implies that it is
the reader who decides whether to believe or not.
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V.
Mythical Tarot, Archetypical Tarot

and Esoteric Ways of Writing Feminity.
Manuela Gretkowska and Olga Tokarczuk

Piotr Sobolczyk

Witches in Polish literature

A good point to start might be comparative etymology. In a way,
etymology can be mythical, as it connects us to the history of our
ancestors’ voices. The Gaelic word Mamau was used in the Celtic
religion to designate “fairies”, but its root and original use comes
from the word “mothers™. This shows how with the advance of
patriarchy mothers and goddesses were becoming “fairies” or
“witches” (Evans 2015: 63-64). The Polish language has two main
words for “witch”, “czarownica” and “wiedZzma”. The latter
etymologically comes from the verb “to know”, “wiedzie¢” in
Polish — “wiedZma” is “the one who knows”. The link between
these meanings is one where Christianity plays a part — it is the
story of how a fairly neutral word meaning an “enchantress” (who
knows magic and enchantments) in Proto-Slavic language changed

1 In Welsh fairies were known as Bendith y Mamau, which translates to
“blessings of the mother”. Celtic religion had mother godesses. With the
advance of Christianity, and a shift towards patriarchy, they became
“suspicious”.
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to the enemy of good faith in the 16th century (Borys 2005: 692).
What she knows might be problematic or disturbing from the
normative perspective (she knows an alternative), although the fact
that she knows some things is not denied.

The generation of female voices in Polish literature that debuted
in the early 1990s could be called half-seriously, half-jocularly
“witches”, or at the very least writers who invoked and played with
the archetype of the “witch”. They had their “mothers”, too: an
example of the archetype of “witch” in Polish literature could be
Maria Komornicka / Piotr Odmieniec Wlast, and another
important “mother” in the 20th century could be Anna
Swirszczyriska. Alongside these figures, Polish culture created
another major matrilineal line, and thus usually each “madwoman”
or “witch” has a rational, suave and well-adjusted shadow or
double. Komornicka’s shadow could be perhaps Zofia Natkowska,
Swirszczyﬁska’s — Wistawa Szymborska. As cultural hierarchies
were typically engineered by men, these better adjusted writers are
usually more prominent in the canon. The generation of “witches”
partially subverted this canon-making process. Contesting the
canon and its rules went hand-in-hand with a more general
contesting of Western epistemologies through the use of
Postmodern (Western) theories, esoterism (Tarot, astrology,
Kaballah), gnosis, and Eastern spiritualities and philosophies
(Buddhism, zen, Dao). Natasza Goerke, who studied (or
completed studies in) Indology, in her short stories alludes to the
genre of “koan” and employed many Eastern philosophical
paradoxes, and even sceneries. Izabela Filipiak (now Morska) in her
multi-genre literature studied madness, female monstrosity and
cruelty, combining it with gnosis and, at times, esoterism. Manuela
Gretkowska, a philosopher and anthropologist by education,
employing her syncretic imagination and baroque taste for conceit,
imbued her novels and stories with fresh insights on varied spiritual
and philosophical traditions.
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Olga Tokarczuk is a quite curious example in this context. Her
three peers did not enter the dominant (and still somewhat
masculinised) contemporary canon fully (although Morska’s career
was at one point close to it), but then moved farther thanks to their
“ever so crazier” works, and with Gretkowska being seen
increasingly as “popular” (rather than highly artsy). Tokarczuk was
once seen as one of them, but was gradually moved towards the
centre where — not at her demand - the “rough”, “witchy”
qualities of her works were either unnoticed or diminished
(Swierkosz 2014: 12-13, 127-128, 354-355), although she
continuously tried to use her position to introduce “marginal”
topics.

In this article, I shall examine and compare two novels from
1993, one by Manuela Gretkowska entitled Tarot paryski (Parisian
1arot), and one by Olga Tokarczuk, Podrdz ludzi Ksiggi (The
Journey of the People of the Book), her debut work. Neither of them
has been translated into English. They both use esoterism and
Tarot in particular, although in rather different ways. In both cases,
the discussion and use of Tarot has implications for the
construction and writing of femininity.

Before I move to these novels, however, I would like to recall
one ironic (and likewise not translated to English) short story
entitled Zmowa (Plot) by Natasza Goerke from her debut
collection Fraktale (Fractals). Here 1 offer my provisional
translation:

[i]n the village I met a four-legged hag [baba]. She had
three heads and five arms. It was said that she can tell the
cause from a distance, that she is a Baba Yaga. I greeted her
exceedingly politely. Welcome, Baba, I cried, something
must be in the air today, because since the morning I have
watery eyes! There is nothing in the air, it must be
something with your eyes, Baba Yaga responded and thus
having set the cause, she went to the forest at a trot. She is
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not a Baba (hag), I saw it with my own eyes: she’s a mare,
I whispered to my neighbour. And what did she tell you,
Maciej was interested. I froze. Maciej had eight heads and
seventy arms. In the village they were saying that he
collaborates with Baba, that he is a Wyle [Dziad]. Now I
understood. (Goerke 2004: 50)

Read as an allegory, it shows how a dominant rational mind
(the narration is written in masculine voice which can’t be
rendered in an English translation) “meets” and “creates” a witch.
When he tries to read “magic” and “sympathy” or
“correspondences” in the air and receive confirmation or
appreciation from the supposed expert, i.e. the lady taken for a
witch, she demystifies his attempts by pointing to physical reality,
especially to the viewer’s eye (the synecdoche of subjectivity). It is
not clear if the woman has indeed four legs, three heads and five
arms (and her collaborator likewise), or if that is just the product
of the “rational” (yet perhaps going insane) mind that adds cubist
monstrosity and folly in a wishful projection. Neither is it clear if
the “witch” just hides her specific wisdom and runs away; that
would be a rule for Western normative gaze. I also want to borrow
this image as another version of the adage about the devil; here:
“the witch is not so black as she is painted”. Even if she has Tarot
cards in her hands.

Gretkowska: The Hopscotch of Archetypes

Who, then, is the witch with Tarot cards in her hands? The title of
Gretkowska’s novel, Parisian Tarot (or Paris Taror) makes a clear
allusion to one of the eldest Tarot’s decks (graphic versions) called
“Marseilles Tarot”. This deck is not only still in use, reprinted
constantly, but also, according to many specialists, is the only deck
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that depicts or enables one to get into the archetypical dimension.
The Jungian Sallie Nichols, who will be our major guide in this
paper, and whose major work, as I will argue, was most probably
studied by Olga Tokarczuk and perhaps known by Gretkowska,
says on a few occasions that the Marseilles deck has the advantage
of not being designed by one single person and therefore shows
the collective archetypes. It was never accompanied by any
explanatory text, leaving its perception entirely to visual
contemplation, and it shows many facets of a given archetype. In
her words, “some modern Tarot decks (notably the Waite version)
present Trump number one as the priestly ‘good’ magician,
eliminating entirely his more questionable aspects. [...] the
Marseilles version alone offers us the full enchantment of the
Magician’s multiple facets” (Nichols 2019: 49). Gretkowska puts
a similar idea into a conversation between the main characters of
her novel, all of them involved in Tarot. Xavier, a French painter
and visual artist, decides to paint his own Tarot deck, which would
be a faithful repetition of the Marseilles deck that at the same time
would bear his own auctorial “stamp”, an impossible task, most
probably. However, this is another explanation of the novel’s title,
which is the new deck to come, painted in Paris. Xavier’s wife,
Charlotta, who is the main narrator most of time?, is a specialist in
Tarot and the spiritus movens of the whole plot. The two hold a
discussion about the idea of painting all the characters on the cards
with one model, Michal.

— Charlotta, that would be a Megalomaniac Tarot, not the
Marseilles one; Michat as an angel, Michal as a devil,

2 Gretkowska passes the narrative voice to a few other characters on a few
occasions, however this fact makes no difference for my interpretation focused
on Tarot.
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Michat dressed, Michat naked as a male, as a female and as
aneuter. From what you said, there is no point in painting
other Tarots than the Marseilles one, because you change
some details and you blur the archetype. — You can’t use
the altered Tarot for meditation, but you can use it for
fortune-telling. (Gretkowska 1999: 104-105)°

In later editions of the novel, the publishers actually reprinted
(in black and white) the full Trumps or Major Arcana of the
Marseilles version. I see it as a shrewd decision by Gretkowska or /
and her publisher; I see it as a kind of marketing “bait” that is also
another explanation of the title. (On the other hand, certainly
seeing the card’s imagery helps to understand the plot as well). The
early 90s in Poland saw a rapid proliferation of esoteric books
about fortune-telling, astrology, afterlife experiences etc., published
by private companies, in many cases with very little value. There
was certainly a hunger for such publications, which, during
Communist times, were not accepted by the State publishing
houses (although, if T am not mistaken, there was no official ban
on these subjects as “antisocialist”). Anyone who remembers those
“popular” bookshops in the 90s in Poland (smaller “district”
bookshops for instance, because back then it was customary to
have a bookshop in every district), remembers that Postmodernism
took them over as well. Hence, prescribed reading books for
schoolkids had their place, but “bodice ripper” novels mingled with
classics of (mostly American) literature — popular horrors about
werewolves and swamps were placed next to young contemporary
Polish narrative — and sometimes even poetry was next to
clairvoyance manuals. If a customer spotted in this colourful
mosaic a book entitled Parisian Tarot, flipped it through and saw

3 All the provisionary translations from Gretkowska and Tokarczuk are mine.
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the pictures of Tarot cards, they could have bought it not only as
a “novel”, butalso — or even in the first place — as a “manual”. This
might also explain why this novel had numerous reprints.

The paragraph above might have seemed a digression; however,
it is not necessarily. Postmodernity or New Age, and even
Deconstructivism, as they are mentioned in the characters’
conversations, are one of the topics in the novel and they also
influence — or explain — the narrative form. As the novel is
primarily set in Paris, these phenomena relate mostly to French,
and more broadly, “Western European” culture. However, there
are a few places when the narrator (Charlotta, who is half-Polish,
half-French) has flashbacks to Communist-era Poland and recalls
her recent visit to Poland under transformation. She also receives
letters from her Polish friends that depict this transformation.
Moreover, another of the major characters, Michal, is a Polish
expatriate. The Polish transformation and its “collapse of a great
narration”, along with a certain Central-European post-Soviet
“Postmodernism”, is a topic in the background of the novel. Yet,
in this fictional space, there is no synthesis or comparative study of
the differences between the Parisian mosaic and Postmodernity and
the Polish in-statu-nascendi Postmodernism in the novel. This is
understandable, though: the novel was written, as I count, around
1991-1992 (Gretkowska still lived in Paris at the time), meaning it
was too early to see the “Western” traces and the “original Slavonic
input™ in the ongoing transformation, especially from a distance.

4 Although she mentions a discussion of Jézef Tishner’s concept of homo
sovieticus on the train from £8dz to Torun that she witnessed (Gretkowska
1999: 14). Tishner’s concept from 1991 points to this original local input to
the ongoing “Westernisation” (Tischner 2005: 141-145). On the other hand
Gretkowska puts into the mouth of Michat a brilliant paradox that it was
Deconstructivism that dismantled Communism (Gretkowska 1999: 86-87).
On the other hand, it seems to be one of Michal’s verbal and intellectual tricks
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Perhaps throughout her first three novels set in Paris, Gretkowska
was trying to show what Postmodernism might look like eventually
also in Poland, the multi-culti mosaic, the polyphony of narratives,
of which she was a fan.

Parisian Tarot could be called a “contemporary silva rerum”
(sylwa wspotczesna) (Nycz 1996). This genre is not known in the
English literary criticism and its dictionaries, but it is commonly
used in the field of Polish literary studies (in English the word
“potpourri” seems to be a similar concept). Gretkowska’s novel
does not have a “traditional” plot, organised as a sequence from A
to Z, so to speak. Instead, it is made of small scenes — “scraps of
life” - and includes fragments written in sub-genres notably
different from the main narrative style. It also includes re-writings,
just as in the traditional Polish sZfva rerum genre where you had a
diary entry next to a recipe for a cake, for example. The
reproduction of the Marseilles deck is just one aspect of this
mixture. As I have said above, the main “umbrella” that organises
or encompasses the whole book is Tarot. Now, even though the
dominant stylistic figure is the “fragment” (or scrap), there actually
is an interplay between the “complete”, “unabridged” or “original”
story and the fragments. There are two places in the novel where
Gretkowska incorporates an explanation of all the 22 Tarot
Trumps (or Major Arcana) iz a sequence, i.e. “from A to Z”, from
0/1 to XXI/XXII. The first description is almost complete and
delivered in a conversational manner by Charlotta to Michat as an
explanation of Michal soul’s journey through the archetypes
(Gretkowska 1999: 42-44); it is also there where the cards are
reprinted in the book. The second is a full list of divinatory
meanings that Charlotta writes down for Michat to memorize

or paradoxes, a product of his participation in the archetype of Trickster, or
the Magician in the Tarot (more on that later).
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(Gretkowska 1999: 72-74). I will now forget about the “marketing
bait” aspect of this second list; I am more interested in it as this
“stlva place”. The meaning of the Trumps is “re-written”.

In this respect, I have to explain that Tarot cards do not have
one universal explanation or interpretation, although they do have
a “core meaning”, and many authors propose their own
understandings (it is believed that a person who works deeply with
the cards acquires their own understandings, “personalizes” Tarot).
I believe I know the source of Gretkowska’s knowledge of Tarot,
or at least one of them, and therefore the source of the “re-written”
fragment. It is one of the best Polish books on Tarot, published
just after the beginning of the post-Soviet transformation
(although written earlier) in £6dZ°: Jan Witold Suliga’s Taror.
Karty ktore wrdzg (Suliga 1990). As I will argue later, it was most
probably one of the sources that Tokarczuk consulted for her
novel, too. Let me compare some of the moments — as samples —
from Gretkowska with the explanations of Suliga. Suliga’s
interpretations are more expanded and they sometimes use
synonymous words, which is why I have put “rewritten” in
quotation marks. Take Trump X, The Wheel of Fortune. Suliga:

[c]hange, transformation. Happy solution. Inevitable
entangling in actions that end well. Activity. Sudden
change of fate. Happiness. Winning, prosperity. Good
turn of the fate. Using the chance one receives. Luck in
business, in marriage, in work. Flux of money. Lucky
happenstance. Explosion of emotions, sexual activity.
Stamina and concentration. Reversed: unfavourable
change of fate. Bad luck. Weakened will. Difficulties.
Conflicts. A sequence of unhappy incidents. Defeat.

S It should be noted that this was Gretkowska’s birthplace, also mentioned in
the novel.

117



Piotr Sobolczyk

Setback. Impossibility of avoiding trouble. Stagnancy.
Inanition. Difficulties in sexual relations. Cruelty,
ruthlessness, vindictiveness. Suspiciousness. Jealousy.
(Suliga 1990: 54-55)

Now the corresponding passage in the novel: “happiness,
prosperity, happy solution. Reversed card — inanition, dissipation,
difficulties” (Gretkowska 1999: 73). This shows that in the regular
position all the concepts in Gretkowska are literally taken — though
selected — from Suliga. While in the reversed position, she quotes
two of Suliga’s meanings and adds one paraphrase; her concept of
“dissipation” seems different to any definition given by Suliga when
considered alone. However, in the context of all these definitions,
“dissipation” seems to inscribe to the same chain of meanings
(being most close to “weakened will” probably), adding her
“personal” meaning. In addition to this, the first and more personal
journey through the meaning of the Trumps might at least partially
draw from Suliga’s book. Certainly, my point is not to compare all
these quotations and paraphrases. The question of “how she made
this”, from what she composed her work, is not irrelevant, neither
is it crucial. On the one hand, this comparison somehow “certifies”
Gretkowska’s undoubtful competence and erudition in Tarot. On
the other, it also confirms my idea of this novel pertaining to the
silva rerum genre. In the novel, it also seems an internal (both
chronological explanations are somewhere near the middle of the
novel), central or “focal” idea, representing the concept of the
wholeness, “a book”, “a story”, a point of reference for readers
unfamiliar with Tarot to potentially understand better what lies
outside the focus or the centre of the novel.

The novel shows a dispersion of meanings and fragments, rather
than the whole “chronological” story. Notably, the construction of
the novel does not reflect the Trumps from 0/1I to XXI/XXII as they
appear in a newly bought deck; it shows shuffled cards. Paris in this
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novel is this “shuffled” story, a mosaic, a potpourri® the
(postmodern) era is similarly a shuffled deck of cards. Likewise,
Poland in transition is also a deck of cards that was shuffled (or
simply they fell on the floor and thus ruined the organised story).
Charlotta says once to Michat about Tarot cards: “just imagine that
they are pages wrenched off from the book of world creation”
(Gretkowska 1999: 75), and also: “when I look at the cards, I have
an impression of looking at a mirror broken into tiny pieces. Each
of them shows a fragment of my figure” (Gretkowska 1999: 76).
Interestingly, the construction of the novel is something of a duplex:
there is the evident presence of Tarot and there is also a hidden
scheme or plan of the novel, which invites the reader to perform their
own “hopscotch” readings. As we shall see, Tarot in Tokarczuk’s
novel is present only in the hidden form. If we wanted to display this
duplicity using the archetype of the witch — again — I would say that
on the surface the novel does not abstain from showing a modern
“witch” and her accessories, rather as the archetypical Magician, but
it also has a hidden side of true wisdom, of “wiedZzma”, “the woman
who knows”, the archetype of the High Hierophantess (also known
in some Tarots as the Popess or Priestess). “He [the Magician]
represents Inteligence, she [Popess] — Intuition [...] the most
beautiful thing would be to unite the energies of the Magician and
the Popess and consolidate their positive aspects”, says Suliga (Suliga
1990: 31). Arguably, the former aspect of the construction, the overt
or the explicit, complies with what is “pop” and “good marketing”
in this novel (cf. Miszczak 1998).

6 There is also an interesting comparison of Paris as colourful [pstrokaty] and
of the whiteness of a cloister where unity rules over multiplication and
blending (Gretkowska 1999: 134). This comparison of Michat in the
archetypical set of the novel expresses his current preference for the archetype
of the Hermit instead of the Magician.
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Let me show a few examples of both, starting with the explicit
aspect. I have already mentioned a few places, including all the
discussions, relating to painting Tarot, and the “textbook
meanings”. Now I would like to mention three interesting
passages. The first (Gretkowska 1999: 117-120)", a long and
erudite discussion of the Trump XVIII (The Moon), might be
another instance of “quotation” or “re-writing” as is customary in
silva rerum genre, or this fragment might be a beautiful meditation
directly from Gretkowska (as a compromise we could say that it is
a quotation from her personal book of notes on Tarot
meditations). The other two places are exercises in reading plots as
myths and archetypes using Tarot as a “book of archetypes”. Both
these kinds of readings were used by other authors, too. Michat
and Thomas went to the cinema to see David Lynch’s full Twin
Peaks series, “you should see it, Charlotta, it’s Lynch’s movie about
Tarot”, Michal claims and a longer explanation follows
(Gretkowska 1999: 100-102). I am not denying the authenticity
of this gesture of either Gretkowska or the real people who inspired
her characters®, but I do have to say that this idea has an extremely

7 She delivers it as a letter or a note by Thomas who is completing his Ph.D. in
philosophy and theology. Gretkowska however jocularly “ridiculed” — not the
content, rather the seriousness of tone, by adding an absurd note by Xavier
and a surreal drawing by Charlotta.

8 On a personal note, once I performed the same gesture watching the movie
Matrix with a person who had some knowledge of Tarot. Just like in
Gretkowska’s novel, later I found a reading of Matrix in the context of classical
gnosis and it also fitted perfectly. It does not invalidate neither of these
readings, though. My second anecdote is about the very Gretkowska’s novel
which I read with my students alongside with Calvino’s novel. As an exercise
to prove that Calvino was utopian (consciously?), I asked one person who
knew Tarot very well to lay a sinopsis of a very famous Polish novel that I would
guess. She chose Lalka and I failed to recognise. I chose Bramy raju by
Andrzejewski and she failed to recognise. Now, a good metaparadox would
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interesting literary shape as well. I am thinking of Italo Calvino’s
The Castle of Crossed Destinies from 1973 (Calvino 1979).
Calvino’s novel expressed both the ironic and the utopian aspect
of postmodernity, the utopian one possibly predominantly, at least
in my interpretation. The concept of the novel is that one night a
group of lost people meet at a castle, but all of them lose their
ability to speak, so they use a Tarot deck to tell their stories. The
utopian element is the idea of a universal language (they all
understand the same story), which Tarot actually is not. The same
sequence of cards, due to their multiple meanings, can be read by
different people as completely different stories. In Gretkowska’s
novel, Thomas points to this idea, crossing Michal’s reading of
Twin Peaks through Tarot and showing how the same movie can
be read as a reading of the myth of Daphne. Later, Thomas
develops this idea and shows how the Oedipus myth can be told
with Tarot cards (Gretkowska 1999: 111-113), concluding:
“honestly I'am telling you — Thomas raised his hands in the gesture
of blessing — the mind strays also among regularities. Any myth,
be it Greek, Egyptian or any quotidian experience, can be shown
with the use of Tarot. And so what? Nothing, completely nothing,
it only proves your erudition” (Gretkowska 1999: 113). This
gesture of re-reading classical myths through Tarot has, though, its
tradition. There is a deck with a long book of explanations called
Mythical Tarot, first published in the 80s, that uses famous Greek
myths (Sharman-Burke & Greene 2011). When we compare
Gretkowska’s accounts with Calvino’s “utopian” idea, however,
these readings seem accurate — even brilliant — only if they come
with commentaries, particularly ostensive ones (e.g. Trump III, the
Empress, is Jocasta; Laius is Trump IV, the Emperor, etc.).

be, could you — and how - display Parisian Tarot. What would anyone
understand?
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The “hidden” dimension of Tarot’s presence in the novel is an
invitation to find on one’s own the aspects of the cards in the story
— a bit like Michat and Thomas do with Twin Peaks and myths.
Unlike in Tokarczuk’s novel, here the “aspects” of cards are almost
exclusively archetypes; another difference is that Tokarczuk almost
always separates the cards. Gretkowska, on the other hand, makes
an accurate point that both people and actions usually combine
different archetypes or swing between them: “once I am wise and
cautious like the Hermit, on another occasion I become the
malicious baby monkey jumping over the Wheel of Fortune — I
shuffled the cards”, says Charlotta (Gretkowska 1999: 77). I will
point just to a few possibilities. Michat is described explicitly by
Charlotta as the Magician because he is a philosopher; moreover,
he studies Descartes, the father of French rational philosophy, and
skilfully joins it with the study of Tarot. However, he experiences
a combination of the archetypes of Trump VI (The Lover) and XII
(The Hanged Man), as he is left by his wife who chooses another
man, forcing Michat into a period of stationary introspection.
Eventually Thomas takes him to a cloister and they both
experience the archetype of the Hermit (Trump IX). Michel, a
background character, a satanist, represents the Trump XV (the
archetype of Devil) and the fact that he appears asa “pure”, i.e. one
card archetype, is due to his scarce and background presence (also
Trump XV, the Devil, has a more complex meaning that perhaps
would be revealed in the novel, had the character of Michel been
more developed). An interesting case is Gabriella, Charlotta’s
friend, a famous French writer who specialises in occultism and,
at the time of the novel, is studying necrophilia. She represents
Trump XIII (Death), which is usually perceived as a “state”,
“situation”, “process” archetype, not as a description of
personality; however, it can also refer to unconventional,
independent people gifted with “vision”. The use of Trump
0/XXII (The Fool) is also very interesting. It appears explicitly very
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early in the novel and is the first mention of Tarot in a flashback of
Charlotta’s past in Poland when she became friends with
“rumdums”, people living on the street and “freaks” (a perfect
incarnation of the Fool).

But in addition to this explicit presence there is also, I will
argue, an implicit one. First of all, this flashback comes up as a
“free association” when the post-communist transformation is
mentioned. This allows us to see the transformation itself as a
combination of the archetype of the Wheel of Fortune (X) and
the Fool (0/XXII), when change through collapse (here also
Trump XVI, the Tower, appears) is an opportunity for a new
beginning, full of expectations, although happening instinctively
at this point (this is exactly the Fool). I see one more employment
of the Fool: “the condition and fate of the expats”, Polish expats,
precisely, as incarnated by Michat and Ewa. This enumeration is
no doubt incomplete, but I must mention also Thomas.
Throughout most of the novel, he seems to incarnate the
archetype of the Hierophant (or Pope, Trump V), as he studies
theology and is spiritual, yet his spirituality is grounded in existing
systems. When he gives his comments on Tarot, the form of his
ideas seems to deprecate Tarot, which gives the impression that
he prefers to keep to the Hierophant and stay away from the
Magician, the trickster. However, his comments are a game of
illusion (the Magician) and disillusion (no wonder he delivers an
elaborate treatise on Trump XVIII, the Moon, which represents
the exchange of illusions and disillusions). Gretkowska plays a
trick on the “cognizant” readers at the end of the novel, however.
Thomas is about to leave Paris and on his final night the whole
pack of friends goes to Le Mazet, their favourite bar, where
Thomas explains that in Hebrew and Arabic “mazet” means “the
dead”. The same day Michal, long time depressed, commits
suicide. “Gabriela, Thomas knew that Michat was dying. He said:
‘mazet’ means — dead. He said it just today. Just when Michat was
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sticking his head to the cooker” (Gretkowska 1999: 166). Was
Thomas the real Magician (rather than Hierophant), the best
Tarotist of them all? The only one who “read” correctly that one
of them is that depressed? Or was it “just” a coincidence? Or
Jungian synchronicity? Or perhaps, in order to read such
information, one has to be the Hierophant rather than the
Magician (i.e., less Tarot, more psychology and empathy)? Or (the
most “realistic” and the least esoteric interpretation — which I
rather disclaim) perhaps Michat told Thomas that he would kill
himself and Thomas did not stop him, instead playing a little
“trick” on the others? This is the hidden question for meditation
that Gretkowska wants to leave us with. Nonetheless, we might
repeat Thomas’ question: while such a reading of hidden matters
can be performed, and even if it contributes something about the
construction of the novel (that it is more elaborate than it seems
at first glance for instance), “so what?” Specifically, so what that
we named Poland’s transformation the Fool’s new journey? Does
this prove anything besides a reader’s erudition? But does it have
to? Perhaps Gretkowska just wanted to invite us to play with
literature (the hopscotch) and with cards (shuffle them!).

Tokarczuk: The Priestess becomes the Book

It might be more complicated to ask the “so what?” question in
the case of Olga Tokarczuk’s novel, The Journey of the People of the
Book. 1 have already said that the presence of Tarot in this novel is
not explicit at all — it all is left to the erudition of the “cognizant”
reader. If you have never seen a Tarot card before, you shall not
read the alternative story that Tokarczuk tells in this book; the
“surface” and the “depths” here are contrasted more acutely than
in Gretkowska’s text. I have also said that, unlike Gretkowska,
Tokarczuk employs the whole sequence of Major Arcana or
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Trumps chronologically®, not as “shuffled cards™. Thus her story,
composed of different archetypes (because in her spin Tarot is
exclusively archetypical, i.e., it is not adivinatory or mythical), is
itself an archetypical story, even somewhat normative at first
glance. However, the most interesting questions arise only after
reading and understanding the relation between the “surface” story
and the use of Tarot and archetypes.

Itis necessary to make a few preliminary remarks on Tokarczuk
and Tarot. This novel, her first, was finished in 1989, as the date
at the end informs (it does not preclude later revamping though)
and not published until 1993. In 1987, Tokarczuk completed her
degree in psychology at the University of Warsaw focusing on
“depth psychology” and Carl Gustav Jung’s version of
psychoanalysis. Collaterally, she was involved in the alternative
group and centre and a magazine “Mandragora” (1983-1990).
The milieu of Mandragora was composed of academic scholars

9  Curiously enough in an interview in 2014 Tokarczuk said that the experience
of writing this novel was very diffrent from writing on the computer where
you write in a “patchwork way”, while The Journey was written on a typewriter
and that enforced thinking linearly and chronologically. She did not reveal the
Tarot secret, however (Nogas & Tokarczuk 2014).

10 Itis worth mentioning in this context a book written around 1992 and “almost
published” that year, Witold Jabtonski’s Kochanek Czerwonej Gwiazdy (The
Lover of the Red Star), a gay pop novel eventually published in 2011. Spreading
Tarot cards is present inside the novel, like in Gretkowska. But the chapters
take their names from the Major Arcana (only sometimes court cards such as
King and Queen of Pentacles are also used) and in each case the archetype of
a chosen Trump has connections to plot twists, however unlike Tokarczuk,
the Trumps are “shuffled”, they do not come in the original sequence. For
instance in the chapter 14, The Tower of God, homosexuality of a Russian
soldier and of a Polish clerical student are revealed by the authorities of the
army and of the convent respectively, and both of the boys, who are in love,
are kicked out of their institutions (Jabtoriski 2011: 153-161).
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and free thinkers, oftentimes contesting the dominant Western
ideas of science and spirituality, and focusing on themes such as
humanist psychology, esoterism, Eastern philosophies, and
ecology. Tokarczuk’s actual debut was in the “Mandragora”
magazine (noteworthy, also Natasza Goerke published there).
Among the authors invited was Jerzy Prokopiuk, a modern Polish
gnostic and Jung’s translator. The novel also has other references
to gnosis, not only Tarot (cf. Wozniak 2014, who does not
mention Tarot, but some other gnostic concepts). Also the above-
mentioned Suliga, the author of the first Polish professional book
on Tarot, himself a scholar (in geography), was in contact with
Prokopiuk; Suliga’s vision of Tarot makes use of some of the ideas
that Prokopiuk studied. What I am trying to say is that, although
Suliga’s book on Tarot was published a year later than Tokarczuk
officially finished her novel, she might have known Suliga
personally (through Prokopiuk perhaps) and participated in
discussions of his book before it appeared in print; or her novel
got reedited later when Suliga’s book was already available. There
are connections between her novel and Suliga’s book, such as in
the way she shows the Tarot as an archetypal journey of the Fool.
Another and perhaps even more important source is Sallie
Nichols’ book Jung and Tarot: An Archetypal Journey, which first
was published in 1980 (I suppose Prokopiuk or some other Polish
Jungist might have known it or even had it), and republished in
2019 as Tarot and the Archetypal Journey. The Jungian Path from
Darkeness to Light. Jung himself was an expert on alchemy, but
he also wrote studies on I Ching and astrology with which he was
quite familiar. He also knew some numerology and in his lectures
(not in his writings though) he mentioned Tarot; he coined the
concept of “synchronicity”, later elaborated on by his student
Marie-Louise von Franz, which is an attempt to explain how
divination is possible with the use of archetypes (Franz 1980).
Olga Tokarczuk’s literature started under the sign of “alternative”
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knowledge and continues to contest dominant Western
“scientific” epistemologies.

Until now, no literary critic has ever pointed to Tarot in
Tokarczuk’s novel. The most obvious “external” signal of Tarot’s
hidden presence is the novel’s division into 22 chapters — from 0 to
21. Early readers might have thought that “chapter 0” is some kind
of postmodern extravagance. This choice is, however, completely
in accordance with the sequence of the Major Arcana. There are 22
and they can be counted from I to XXII (i.e. from Magician to the
Fool) or from 0 to XXI (from the Fool to the World). The Fool has
no fixed position, he starts the cycle, yet he also ends the cycle (in a
spiral motion, each closing is the new opening). Moreover, his
quality is of being able to attach to any Trump (Crowley saw it a
bit differently, he said that there are no 22 Trumps, all the 21 are
housed in the Fool — see Crowley 1992). Nichols says of the Fool:
“[his] designation is zero, has no fixed position. He strides along at
the top, looking down on the other cards. Since he has no
pigeonhole, the Fool is free to spy on the other characters” (Nichols
2019: 10). Elsewhere she adds: “since he has no fixed number he is
free to travel at will, often upsetting the established order with his
pranks” (Nichols 2019: 23). See also Suliga’s comment:

[n]umber 0 implies that if you stick him to any other card,
The Fool acquires its qualities, he can be found anywhere
and everywhere, depending how his fates turn. The letter
‘aleph’! — the first cry, the first word one phonates — refers
to innocence, infantility, to the state of unconsciousness
of one’s own individual “I”. When the Fool meets the card
The World, he billows into a human whom we might call
the “Old Child”. (Suliga 1990: 30)

11 Following a long tradition, Suliga connects 22 Trumps to the 22 letters of
Hebrew alphabet. The Fool is connected to ‘aleph’.
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This paragraph from Suliga actually sounds like a summary of
Tokarczuk’s novel - they are a perfect match'?. The Fool of the
novel with whom everything starts in chapter 0 and with whom
everything ends, is called Gauche'. Gauche was born mute and
his great dream is to be able to speak. In chapter 21 he, the only
one from the whole quest who survived, finally speaks: “~ Gauche
— said Gauche in the garden to his dog. — Iam Gauche” (Tokarczuk
2019a: 244). Thus he billows from the archetype of puer acternus
to the archetype of puer senex. This is the “hidden frame” of the
novel, the one that opens it in a different direction and dimension.
On the “surface”, the topic of the novel is the quest for a Book; the
Book that only Gauche finds — and leaves. From this perspective
(i.e., the dominant story on the surface), the quest fails, and
Tokarczuk is right to say in the last chapter: “Gauche is not an
important character in this story. Just like all the other characters
that appear here. Even the story itself is not important. The
intended aim was not achieved, thus the way to it loses its
meaning” (Tokarczuk 2019a: 244). Yes and no, I daresay. The
“surface” story might not be important, but that is because there
is also the hidden story — and there it is the way or journey that is
important, rather than achieving an aim; and there the Fool is our
guide. There is another fascinating concurrence between Suliga
and Tokarczuk’s The Journey of the People of the Book. Suliga
included a sub-chapter where he explains the esoteric journey of
self-discovery in and through Tarot. This sub-chapter is entitled
The Fool and the Pear! (Suliga 1990: 26-29). Alluding to the old

12 Tam not trying that only Suliga came up with this interpretation though. I
mention Suliga because he most probably is the source of Tokarczuk.

13 Let me just note en passant how his name is significant: in French it means of
course “Left”, why “left”?, left in esoterism is always understood as the
intuitive and instinctual against the rational and structural as represented by

“right”.
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gnostic text, Hymn of the Pearl, Suliga shows the individuation as
the Fool’s quest for the Pearl: “each human just like the Fool has a
sack on their back, and at the bottom of this sack there is the pearl
— the symbol of the mission, the task, and the aim for which he
[the Fool] came into being in an individualised shape” (Suliga
1990: 27). In 2001, Tokarczuk published a beautiful short essay
Lalka i perta (The Doll and the Pearl), a Jungian and gnostic
reading of The Doll, the great novel by Bolestaw Prus, in the
context of the Hymn of the Pearl™. Tokarczuk defines The Doll as
an inner journey (Tokarczuk 2001). I wish to stress that the
(hidden) point of the journey in her debut novel is not the book -
at least, not the book that the group in the novel is looking for —
but the Fool and his “pearl”. But what Book, actually? Even the
title of Tokarczuk’s novel hides two keywords connected to Tarot.
We have already seen how Tarot uses the concept of the “journey”
(or quest, if you will), Suliga writes on that, and the new title of
Sallie Nichols’ book makes it evident: “the archetypal journey”.
There is a long tradition of calling Tarot a “book” (we saw one
instance of such use in the quotation from Gretkowska). In one
version, this book is “Tora” (read “Tarot” backwards remembering
that in French the last “t” is mute). Suliga recalls the square of word
combinations: ROTA — TARO — ORAT - ATORY, the wheel
(rota) of Tarot makes speak (orat) Hathor, the Egyptian goddess

14 It would be possible to rewrite The Doll and the Pear! with the use of Tarot
cards and also, noteworthy, with her own novel The Travel of the People of the
Book. Accordingly, it would be also possible to read Prus’ masterpiece through
Tarot (like in Gretkowska), following the interpretation of Tokarczuk. I am
not trying to say that she purposely abstained from using Tarot in her
interpretation though.

15 There is also a different reading passed by Hajo Banzhaf, a German expert on
Tarot: ROTA TARO OR AT TOR A ATOR, which is supposed to mean “the
wheel of Tarot announces the Law of Hathor” (Banzhaf 2005).
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of the dead (Suliga 1990: 13). There is another tradition of calling
Tarot “The book of Thoth”, another Egyptian god (of wisdom,
art, and magic, our “Hermes”). Aleister Crowley’s famous book
on Tarot has exactly this title (Crowley 1992; Milo DuQuette
2003). Let me conclude by stating that the journey of the people
of the book in Tokarczuk’s novel is a quest for the wrong or
mistaken book. In the final paragraphs, I will show how Tokarczuk
gives this book a different and feminist meaning.

Each chapter in The Journey of the People of the Book, then,
corresponds to a collateral Trump. Unlike Gretkowska, Tokarczuk
(almost without exceptions) does not join archetypes-Trumps in
combinations, save for The Fool and his “unfixed positionality”.
The presence of the consecutive Trumps in the chapters is of
various kinds, however. Sometimes the archetype is used,
sometimes it is the basic pictorial setting, sometimes it is just one
smaller detail from the Tarot picture, and sometimes it is not
exactly the archetype, but some divinatory meaning (sometimes a
psychological description of a character and sometimes an
“action”). Therefore, I decided to create a schematic chart and
point to these relations (and the places in the novel). One thing has
to be said. These allusions to Tarot cards do not constitute or build
a hidden alternate text, like a palimpsest, or like a hermetic
(kabbalistic) reading procedure where you pick some phrases and
rewrite them and this constitutes the hidden story / message. This
procedure of noticing Tarot’s presence is just an invitation to
further interpretation.
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Chapter
/Trump

The relation of the novel to the Trump'®

Trump Name (number=page)

The role of the hazard in life and in Gauche’s life: “Gauche
is an accidental character in this story. Nothing indicated
that he would join the travel. He was not in the plan. His
life story is full of such accidents, but we still don’t know
0/ XXII | The Fool what hazard is” (5); Gauche as a newborn baby (5); inability
to speak as being unformed (6); the company of the dog
and Gauche’s dress as in iconography (8; cf. also 244)
implying instinctual connection to nature (7); start of the
journey to the world (where the Tarot 0 meets XXII) (7-8).

The Marquess as a versatile user of language and
communication, an homme de lettres (poems and political
pamphlets), and also an alchemist (14); alchemy and secret
societies, incl. The People of the Book (16, 19); narcissism
and mirrors, mirror images (12-13)."” One of the rare
meanings of the reversed Magician is going blind which
seems to be happening to the Marquess in subsequent
chapters.

I The Magician

The Book (as in iconography) (20-21); the Book “was a
shimmery, not very specific promise of a change, of
adventure, of a revelation taken straight from the cathedral
frescos. It was for him the Graal, the Golden Fleece, the
11 The Popess Water of Life, and in its honour he was becoming a knight
in asilver armour” (25) — here also the cathedral or church
or convent as a place (cf. 27 — the Book is hidden in a small
hidden convent); hermetic, hidden knowledge (20-21); the
Kaballah (22); intuition (26).

The exclusive courtesan Weronika who only has rich clients
and lives in comfort (29, 31-32), “she loved her chevalier
111 The Empress | because he was beautiful, rich and respected” (33); a
banquet table (29); a woman taking care of her body, an
aesthete (36).

16 The significance of Trumps is reconstructed based on Suliga and Nichols in
the first place, but also on other sources.

17 In Raider-Waite deck the Magician has all the Minor Arcana symbols,
including the pentacle which is understood to symbolise also a round mirror.
The connection between magic and mirrors is obvious though with the
concept of “magical mirrors” where you can see future, past, or spy on people
(like in the Gothic novel The Monk by M. G. Lewis for instance).
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An auberge called “Under The Emperor” (direct allusion
to the name of the Trump) (41); the perfect plan that goes
wrong and the confrontation of two male attitudes:
monsieur de Berle is an organised proponent of living by
v The Emperor | plans (as the archetypical Emperor), and the Marquess (the
Magician) is the more flexible one (44-45); chevalier IAlbi’s
illigal duel and loss of leverage (the significance of the
reversed Emperor) (47); the father (de Berle) leaving his
children (the significance of the reversed Trump) (48).

The roots and planning on leaving them (less frequent yet
known significances of The Pope), “people identify with
the place where they have their roots, as if life without this
\% The Pope growing into soil was but an ersatz, something of no
importance” (51); chapels on the road (51); a different or
foreign language (54); the idea of plans being designed by
somebody superhuman, God (55, 57).

The necessity of making a choice (59-60); the choice
between empiricism and metaphysics, science and
spirituality, magic and reason (63-64, 66-67); desire
VI The Lover(s) | (Burling’s to Weronika) that influences choices (65);
Weronika’s considerations who of the two men (de Berle
or the Marquess) could become her lover (70); lovers’
intrigues and gossip (reversed Lovers) (75-76).

The road, travelling, exodus, caravans and stagecoaches
(77); conflict® (here - religious, the expulsion of
Huguenots) (77-78); important conversations (on politics
and religious conflicts) (80); a black servant — possible
allusion to a black horse on the iconography of the card
(80); painting of a young knight on a horse, St. George who
killed the dragon (while this myth seems to refer more to
Trump XI, Trump VII represents a young knight on his
way, just before the final action) (82-83); controlling
oneself, restraining temptations and sins (84-85); discovery
that everything leads up to a wrong end — the case of de
Berle (reversed Chariot) (86-87).

VII The Chariot

18 The Chariot symbolizes conflict because there are two horses, a white hose
and a dark horse, who, like in Plato’s myth, want to go opposite ways, but the
driver has the power to make them collaborate.
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VIII

Justice

Calculation, balance of income (93); laws (97, 99); algebra,
geometry (100); false self-assessment — of the painter Ucello
(reversed Justice) (102); judicial trial — of chevalier d’Albi
(110).

IX

The Hermit

“The ability to see things that remained in the shadow”
(115); abandoned monastery in Uterus Mundi in a place
not indicated on any map (118); the Sun as an enemy (120);
“in a mature human there lives a child all the time and it
bears the whole truth about the human — loneliness, the
experience of forlornness, waiting for attention and love,
anxiety without a reason — here a sage, great politician,
common man, anyone, begins” (121); ill eyes — of the wise
Marquess (123).

The Wheel of
Fortune

God’s plan, no surprises, everything has already happened
(126); alchemic transmutation (130-132).

XI

Strength

Tllness — of eyes (reversed Strength) (140); physical forces
taking over the spiritual ones (reversed Strength) (143).
This chapter is an exception, because there is more presence
of Trumps IX, XIT and XIII here, all referring to various
aspects of “melancholy” and Saturn, than XI; while the
sexual aspect of XI is present in chapter 12 (151) as well as
the idea of feminine strength: “she had submissiveness in
her which was stronger than force” (152).

XII

The Hanged
Man

The scaffold on a hill - iconography of Trump XTI (148);
desiccating of the soil, waste land (150).

XIII

Death

Pestin a town (157); falling from a horse — Weronika (159);
an older unconventional medic who sees-through -
Delabranche (163), “I am taken for a weirdo, not for a
medician” (164); homunculus (172-174) — in Crowley’s
system the image of homunculus appears in the Trump IX
and it looks like a sperm cell after the drawing by Nicholas
Hartsoecker from 1694.

XIvV

Temperance

Vegetarianism as continence (176); logical harmony (179);
“everything that surrounds us is living and perfectly
harmonious, led and maintained by a consistent force”
(182); the balance of forces (183).
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XV

The Devil

Incapacitation as addiction or dependence (192); deception
(193-194).

XVI

The Tower of
God
(/Destruction)

Clandestine and illegal crossing the border (198); the
necessity of a change of attitudes (200); falling down from
a rock — Gauche (203-204); the tower (metaphorical but
alluding to the iconography of the Trump) (205).

XVII

The Star

Brisk air, lungs (traditionally XVII governs lungs and
bronchia) (206-207, 214); river (iconographical element)
(210); new hope, vanquished fears (215). In chapter 18, the
idea of a guidance by an angel appears (222), traditionally
connected to Trump XVII, although in the context of
XVII it seems an illusion.

XVIII

The Moon

Deep fog in the night (218); almost visible path and a
chubby-cheeked moon (iconographical element) (223);
illusions — a bird taken for a dragon or an angel (223-224).

XIX

The Sun

Sunrise (iconographic element) (232-233, 237); the young
person or child goes into the lead (236); garden
(iconographical element) (236); primal scream — Gauche
(one of less known aspects of XIX in reverse is “inability to
have one’s say”) (238-239).

Judgment

Church, monastery (elements of iconography) (239); dance
macabre painting (240); discovery of the treasure — here
Book (241); disregarding an information (this is one of the
aspects connected to reversed Judgment, here it means
Gauche’s disappointment with the Book and leaving it
where it was) (242-243); the first words (rebirth, calling or
vocation) — Gauche (243).

XXI

The World

One of the meanings of reversed World is “giving up
something just before achieving it” and this is what
happens on the two pages of this chapter (244-245),
however here XXI turns into 0/XXII, a new beginning, a
new story.
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One of the more general readings or meanings of the “surface
story” in the novel might be the forthcoming breakthrough in the
epistemological system(s) of Western culture, i.e., the solstice of
high Baroque and the advent of early Enlightenment, or the clash
between cartesianism (rationalism) and alchemy, or science
(rationalism and empiricism) and esoterism, especially in French
and English cultures, which influenced the dominant notions of
Western modernity dating from the Enlightenment. Tokarczuk’s
sympathy or even investment in the non-rational alternative
Western tradition is not explicit, and now we understand it
through the context of her later works when we employ the hidden
esoteric context. Another reading could be a feminist one, where
Weronika is read as just a function or complement to male
characters or as the incarnation of “female mystery”, or as the
impossibility of female genealogy (Swierkosz 2014: 200, 206).
While the most general reading of the novel with the employment
of the esoteric sub-code can be formulated as “the individuation
process with the use of different archetypes” — and this reading
does not have to preclude the idea of the birth of the new
rationality and science — some more specific readings can be
delivered as well.

I am particularly interested in the feminist reading with the
reference to Tarot in the novel. Most of the Trumps represent
“feminine” and “masculine” qualities or characters. The Fool is
sometimes seen as neuter or representing both (in Crowley’s
interpretation this is greatly stressed). Dominantly masculine
Trumps are: I, IV, V, VIL, IX, XTI, XV. Dominantly feminine are:
IT, 111, VIIL, XI, XVII. As for VI, Lovers, it represents the meeting
of both; XIX represents the child (usually in a grown person
though); XIV and XXI represent angel-like or androgenic
characters (Crowley also considered IX to be a masculine, though
ambivalent, character). It cannot be said, then, that Tarot does not
represent “femininity” sufficiently. Certainly, the masculine or
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feminine quality of the Trump does not mean that this card has
meaning only for men or women, or, as Nichols clarifies, “the
terms masculine and feminine, as Jung uses them, are not intended
to correlate with the physiological dichotomy man-woman”
(Nichols 2019: 76). This comparison of more or less balanced or
“equal” esoteric tradition with the novel shows clearly that while
there are many different male characters and masculinity is
multifaceted, the only relevant feminine character in the novel is
Weronika. Tarot distinguishes two dominant masculine and
feminine archetypes, IV and V for men, and IT and III for women.
However, in Jungian terms, IT also represents “anima” in men and
V “animus” in women. (Let me remind passingly that in her
reading of Prus, Tokarczuk suggested that Izabela Le¢cka might be
the anima of Wokulski.) Taking all that into account, Weronika
represents just one archetype of femininity, the one related to the
Empress, the more material one, the one more connected to the
body. Let me quote Nichols once again, who clarifies this
distinction: “the Popess is connected with Isis and gestation, the
Empress is associated with Ceres and vegetation. [...] The Popess
is High Priestess and Virgin; the Empress is Madonna and Royal
Queen. The Popess serves the spirit; the Empress fulfills the spirit.
With the Popess, the spirit (the Holy Ghost) descends into matter
to be made flesh” (Nichols 2019: 90), and that happens in the body
of the Empress. All in all: where is the spiritual woman, where is
the wise woman, where is the animus — in the novel? In the
iconography of the Trump II, we see a woman who studies a book
— and shows the book to the others. In Tokarczuk’s novel, chapter
II refers only to the Book. The woman is erased! In one way it
might mean that all the masculine characters in the novel — and
more broadly in these times between alchemy and science —
ignored their anima, or projected it onto a Book, while being able
to recognise femininity only in the archetype of Empress. We can
go further, however: the “erased” or invisible woman who holds a
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book is... Olga Tokarczuk. She holds the book with the novel, as
well as “the book of Thot”, the Tarot Trumps with their Jungian
interpretation. This gesture certainly seems postmodern, a meta-
gesture, but it might hold more value than just a play on the
author’s presence (or significant non-presence) in the novel. The
idea of the author who withdraws for the sake of the story and
“becomes” the book is precisely the understanding of the role of
the tender (empathetic) narrator that Tokarczuk expressed so
beautifully in her Nobel lecture (Tokarczuk 2019b: 21)".

Conclusions

Finally, let us try to read both strategies of using Tarot in
Gretkowska’s and Tokarczuk’s novels in the context of the critical
debates of Poland in the mid-90s. Tokarczuk was accused of being
“too traditional” in her storytelling and of creating consciously a
likeable “kitsch” — a false imitation of old-time “masterpieces”
(Swierkosz 2014: 174-175), while Gretkowska was accused of
looking for false scandals (Gutkowska 2003: 264-265). Both these
novels contradict or at least complicate these notions. The source
of Tokarczuk’s “traditional” story — the sequence of Major Arcana
— comes from a non-normative, non-traditional and somewhat
“suspicious” source, rejected by the dominant notions of Western
culture. Gretkowska’s “scandalous” and “chaotic” (as opposed to
“over traditional”) display of Tarot cards in the hands of a witch is
ascandal only in the eyes of a very normative (culturally masculine

19 In The Doll and the Pearl she also asked an important question: whose
projection is the Author? (Tokarczuk 2001). The Tarot game in The Journey
of the People of the Book is a good illustration of this question. There are some
ideas in this essay which come back in the Nobel lecture.
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and rational) reader, when in fact it hides literary erudition and
esoteric wisdom. In this regard, both these novels reveal the secrets
of canon and canon-making, too: the former is too organised and
the latter too chaotic — lack vs. excess, two traditional patriarchal
approaches to female presence. Both these strategies are subversive:
Tokarczuk implements a non-traditional load inside the “familiar”,
waiting for a bold reader who will unveil it one day; Gretkowska
does more or less the same, only openly, thus risking her image as
“respectable”, yet also hoping that one day an unprejudiced reader
will come and unveil all.
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VI
“Oh, Lament of Women in All Times™":
Clusters of Mythological Traces in Works
by Russian Women, Composers,
Poets and Novelists

Elena Petrushanskaya-Averbakh

Myth, in the definition by Olga Freidenberg, is

astructural system of figurative representation, [...] which
lacks our accustomed understanding of formal-logical
causality, and in which the world of things, space and time
is seen as an indivisible and concrete entity where man and
his environment form a subjective-objective unity [...].
(Freidenberg 1998: 34)

Such an approach to myth is remarkable for the absence of the
usually mandatory linkage of cause with effect; the indivisibility
and specificity of the subject-matter produce a union of space and

* Marina Tsvetaeva: Yesterday you still looked in my eyes, 14 June 1920 (Tsvetaeva
1990: 77): «A raynas, a et ymen, / JKusoi, a s ocronbenenas. / O Boms
JKEHIMH Bcex BpeMeH: / ‘Mot muusii, urd tebe s cpemana?!’» «Stupid
creature, and you are wise, you, / live, while I'm stunned. / Now for the lament
of women in all times: / ‘My love, what was I did to you?’» English translation
of the poem by Elein Feinstein in M. Tsvetaeva, Bride of Ice: New Selected
Poems. The article was translated from Russian by Anthony Philips.
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time. If we analyse a range of recent productions by women
composers and writers, we can discern in them a qualitative
symbiosis. In former times this might have suggested eclecticism,
fuzziness, ill-defined imagery. But today such a symbiosis
(considered independently of the aesthetic level of the finished
work of art) is a marker of innovation, a mode that can sometimes
be spontaneous, elemental, other times calculated. In it we may
detect a multifarious continuum consisting of a complex of
simultaneously occurring mythological traces, which bring to the
composition a new textural quality made up of indissoluble,
multilayered, densely incorporated ingredients. It may be argued
that a similar manifestation appeared earlier, in the concept and
practice of polysemanticism. Latterly, as it appears, the overarching
objective is less to achieve perfect lucidity, precision of meaning,
quintessence, than to accumulate images — verbal or sonic -
through an aggregation of signs that would previously have been
considered incompatible. In the era of post-postmodernism, they
chime with the particularities of the way we now apprehend
reality.

It is a quality most visibly featured in works by women artists.
Women are especially drawn to symbioses, mixing elements of
various myths and mythologies. Typical markers are hints of
sources in sonic and verbal characteristics that lend colour to
situations and dramatic “events”, amalgamated so as to form an
indissoluble conglomeration. Perhaps the roots of this tendency
lie in women’s long, predominantly silent ages: the powerful
tradition of vozcelessness in music and literature considered proper
to creative artists belonging to the ‘weaker sex’. But once having
glimpsed “liberation”, women’s voices seized avidly on every
opportunity to give the widest possible expression to their
experiences as fully-fledged members of society, communicators,
historical personages, emotional beings. As participators and
observers alike, women’s capacity to perceive and to act
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polyphonically - the phenomenon sometimes referred to today as
“multi-tasking” — is far greater than that of men. Consequently,
work produced by women can be less concentrated, less focussed
on the integrity of the underlying thought — commonly dismissed
as “muddled thinking” — but whose aim, nevertheless, is to achieve
a multi-voiced synthesis of particular sonic and verbal qualities.

In our view the description of such manifestations as “multi-
mythological bricolage” is inadequate to characterise them. The
French term “bricolage” implies improvisation, the spontancons
construction (often amateurish, deliberately conceived at random)
of a project or object out of materials that just happen to be ready
athand. The term may be employed to describe a project or object
itself that has come about by making use of materials irrespective
of their original function (Lévi-Strauss 1994). In such cases it
suggests that a new something has been created by utilising and re-
fashioning arbitrary elements unconnected with myth. In
Lévi-Strauss’s formulation it functions like a kaleidoscope,
generating a new pattern from the fragments of its predecessor.
“Bricolage” proposes that the trajectory of conceptual activity
proceeds independently of the usual subordination of means to
ends, as distinct from that of a planned operation. The
recombination of images and symbols is inherent in the
intentionality of the thought.

In contrast to the foregoing, when discussing the complex of
different myths in the work of Russian women we have identified,
we propose to introduce a new term: clusters of mythological traces
into the field of academic research into mythology. Applied to
literature, “cluster” would signify an explanatory scheme, an index
of influences, the sum of the sources of the phenomenon. When
used in music the term refers to “chords consisting of seconds in
close configuration [...] one of the fundamental means of
organising verticals in sonoristics” (Grove 2007: 414). To be
precise: a musical cluster is a specifically generated simultaneous
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sonic combination. It is not a traditionally structured chord, but
a combination of adjacent sounds, sometimes in a microtonal
relationship, a continuously sounding “smudge” of a specified
timbre and range. What is the essence and the point of this device?
The answer is: to generate a strong, striking, discordant effect by
combining densely contiguous sounds.

Appropriately enough, the first known example of a musical
cluster occurs in the depiction of “Primordial Chaos” in The
Elements, an orchestral suite of 1738 by the Baroque composer
Jean-Féry Rebel (1666-1747). Rarely encountered in music before
the twentieth century, Giuseppe Verdi (1813-1901) employed a
cluster to create the sonic effect of a storm at the start of his opera
Otello (1887). And in the preliminary plan for his unrealised opera
Earth and Heaven (1905-1906) based on Lord Byron’s eponymous
“Mystery”, Rimsky-Korsakov (1844-1908) conceived a seven-note
tonal cluster to personify the “life of heaven”, the “initial miasma
of the universe”, in the context of the apocalypse (Tsvetkova 2008:
23). Since the start of the twentieth century, when dissonance
became normalized as a component of musical material, certain
formations of cluster confirmed their status as a legitimate
expressive device in the poetics of Leo Ornstein, Henry Cowell,
Isaac Albeniz, Alban Berg, Gabriel Fauré, Igor Stravinsky, Claude
Debussy (in “La Cathédrale Engloutie”, etc.), John Cage, George
Gershwin, Sergej Prokofiev and Dmitri Shostakovich. Clusters
come to the fore in the context of sonoristics, for example in the
works of Olivier Messiaen, Gyorgy Ligeti, Witold Lutostavski,
Krzysztof Penderecki, as well as in jazz and film scores. They fulfil
a variety of functions in the music of the second half of the
twentieth century. One example of their integration with literary
prosody is their sequential employment in the vocal cycle Sad
Songs, Op 22 (1962) by the St. Petersburg composer Boris
Tishchenko (1939-2010), who studied with Shostakovich. In
“Christmas Romance” the clusters in the piano part consist of the
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sounds made by the reciting/singing of the poet himself. The
published version of the cycle includes a marking above the score:
“Verses and Melody by Josef Brodsky” (Volkov 1971: 91;
Petrushanskaya 2007: 46).

What distinguishes the term we have chosen, in its application
to myth, from the term “multi-mythological bricolage” that has
already found its way into academic discourse? As we see it, a
“cluster of mythological traces” contains separate elements, signs,
motifs, tokens whose association is not merely one of contiguity
but of actual integration and transformation into mythological
holisms, whether consciously revealed as such by the authors of
the works or unconsciously suggested. Many resonant and vivid
examples may be found in the works of a range of contemporary
Russian women writers, where syntheses, cross-cuttings and
transformations of mythologies predominate. The kind of
intensity, incorporation and opposition found in a “bundle of
myths” is what we propose to define as custers of mythological
traces.

Creative musical and literary composition has long been
considered primarily a male activity. Similarly, the (male) Logos is
contrasted with Ayth, a manifestation originating from female
illogicality. Characterising the work of his women colleagues, the
well-known composer Iurii Kasparov said in an interview:

The primacy of the irrational over the rational, and the
discovery in that tendency of a particular logic [...] is a
principle emanating specifically from female psychology,
sense of form, sense of time, emotionalism, [...] everything
interwoven [...] into an integrated conglomeration. There
is no hint of calculation. This does in no way impoverish
the music, nor does it cause the musical dramaturgy or the
form to disintegrate, but rather creates a special
imaginative structure. (Lialenkova 2006)
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Feminine creativity, with its tendency to irrationality, engenders
the most elemental, seemingly impossible fusions, coagulations,
clusters of mythological traces. In her work, the world-famous
composer Sofia Gubaidulina (b. 1931), who defines herself as a
“representative of archaic consciousness”, brings together
mythological symbols of the East, the West, Egypt, antiquity,
Slavdom, Tatar pagan epics. Elements of Christian mythology and
the philosophy of Martin Buber are newly reinterpreted in her
works. Her composition Warum?echoes Schumann’s piano piece
in his Kinderszenen, op 15 with its eternal Romantic search for a
Weltausschauung revealing the meaning of life. In addition to these
sources, according to Gubaidulina, it was also inspired by the
“connections to two personalities of extreme importance to all of
European history: Plato and Nietzsche [..] and our own
intellectual history, as well as my own personal pain [...]”
(Gubaidulina 2016: 14). Her oratorio Uber Liebe and Hass (On
Love and Hatred, 2015-2016) for soprano, tenor bass, chorus and
orchestra, built on texts from the Psalms and prayers in Russian,
German, French and Italian, combines Christian myths from
different nations into a unified whole.

Let us consider another example by composer Elena Firsova (b.
1950), who fuses aural mythological traces from the Silver Age
with others drawn from antiquity and Christianity, Russian with
European. However, we will now turn our attention to a less well-
known but (for our theme) more conspicuous instance, one which
is, however, at the same time more problematical.

“Spontaneous polyphony and cryptophony” (the combining
of hidden musical signs) are important elements for the composer
Iraida Yusupova (b. 1962). We shall examine clusters of
mythological sources in one of her compositions: the media-opera
Einstein and Margarita, or Discovered in Transfer (2006) for
recorded sounds, live symphony orchestra, five soloists and chorus.
The composer regards this genre — a synthesized screen-and-stage
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production — as her own invention, for which she created not only
the musical score but also the concept of the entire work, the
dialogue and the selection of video sequences, their reformulation
and editing. The verse text was written by the poet Vera Pavlova
(b. 1963) and translated by her husband Steven Seymour. The role
of the sculptor Konenkov was played by Dmitrii Prigov (1940-
2007), who himself trained in that art-form.

The subject, as described by the authors of the ‘opera-myth’, is
the seemingly implausible love-story of two ‘incompatibles’: the
creator of the Theory of Relativity and Margarita Ivanovna
Vorontsova (1895-1980), an exceptional woman and the wife of
the sculptor Sergei Konenkov (1874-1971), the “Russian Rodin”,
who lived for many years in the USA. Some documentary evidence
does exist for their liaison. Alongside the playfully postmodernist
incorporation of quotations, references and allusions, the media-
opera invites ironic and paradoxical associations with familiar
works of art and concepts encrusted with their own mythological
connotations. The name Margarita itself refers to a corpus of
legends extending from Faust to its de-mythologization in
Bulgakov’s well-known novel. The figure of Einstein presents the
complex image of a twentieth-century Faust, the
interconnectedness of everything with everything and their
relativity. Especially in the cross-cutting visual imagery of the
media-opera, this Einstein figure links it to the 1976 minimalist
opera by Philip Glass Einstein On The Beach'. In that work, as
illustrated by musicologist Tat’iana Cherednichenko,

composing [...] reverts to a pre-innovatory era. The task of
composing music from the creation of the unprecedented

1 The first work in a trilogy “about people who transformed the world by the
power of their ideas”, as it was described by the composer himself.
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has turned into the placement of whatever can be found
available, ready to hand, which, according to Lévi-Strauss,
is the job of the bricolenr, the bearer of mythological
thought. (Cherednichenko 2002: 282-283)

Yusupova’s romanticized music uses materials-signs of the time,
which have already crystallized into mythological traces.
Polysemantic and polycultural palettes are widened via the
addition of music, words and video-sequences with estrangement
and montage. Visual tropes, scenes from Hollywood movies, revue
and other soundtrack stylistic devices accompany scenes depicting
the American way of life, the verses (thanks to the translation into
English) turned into hit-song lyrics — all of this points to a world
of American mythology.

Another layer connected with German myth is uncovered when
on her deathbed Einstein’s second wife starts singing in German.
There is also a hint at Mata Hari, when clips from the 1933 film
Ninotchka, an image of Greta Garbo embodying the myth of the
femme fatale in her role as the representative of a Soviet trade
delegation is superimposed on the heroine, Margarita. In other
clips from Queen Christina Greta Garbo also appears as a different
cinematic heroine, counteracting the daring feminist and secret
adventuress represented by Ninotchka. The appliqué of the image
of the cinematic heroine from the past foretelling the future is “cut
out” of the frame. It is translated from her upright position to the
horizontal, thus forecasting the death of the character to whom a
complex of mythological associations and traces goes back. At the
same time, the musical intonations of “Isolde’s death” refer back
to Celtic and Wagnerian mythologies.

The physicist’s first wife is portrayed as a fairy-tale wicked
woman. Mentions of her are accompanied by intonations of florid
Hungarian melodies that meld with her singing in Italian with
overtones of the passionate nature of the vocal style of the Italian
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Peninsula. A note of devilish mystery in her make-up is suggested
by the wailing of a Thereminbox, invisibly introducing a mythical
evocation of its inventor Lev Sergeevich Termen, aka Léon
Theremin, who used his electronic invention as cover for successful
activities as an industrial spy in the USA. But this is exactly what
the hidden devil, the charming and mysterious Margarita, inclined
the great physicist to do.

The opera’s finale adds to the mix the sound of a Jewish funeral
prayer, Hebrew and Latin A//eluias. But still more insistent is the
dialogue between the Western world and emblems of Soviet
culture. Acting as hidden motive forces, key twentieth century
sounds are revivified mythically in the opera: saccharine songs
celebrating the “American Dream”, a screaming A-A-A-A-h! (the
letter A inscribed on dancing girls clad in nuclear warhead-shaped
costumes) as the Kremlin is threatened with an atomic bomb
attack. Both aural myths are combined in a caricature of the
Hollywood aesthetic in the spirit of the satirical Soviet magazine
Krokodil.

The vocal score of Einstein is a mélange of American leading-
man musicals with echoes of melodic and instrumental
arrangements from Hollywood extravaganzas. There are frequent
repetitions of the visual equivalent of an operatic leitmotiv in a
montage of a photograph of the physicist smoking his invariable
pipe along with his image seen on the shore of a calm lake. Einstein
is projected as on the brink of discovering incalculable new
dimensions, referencing both the actual times the hero
romantically met his Margarita aboard a yacht on the lake, and the
metaphysical sense of the Biblical statement in the Book of Job:
“[...] thou shalt forget thy misery, and remember it as waters that
pass away” (Job, 11: 16). Margarita, by contrast, inhabits a
differently modulated expressive sphere replete with allusions to
bright, tuneful Soviet songs and film music a la Isaac Dunaevsky’s
marching songs. Margarita’s confession scene, “Margarita
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penitent”, is yet another re-interpreted myth in which her
revelation that she is a NKVD agent displays the lineaments of a
remorseful albeit apparently infatuated, cynical temptress.

Clusters of mythological traces is the most succinct and cogent
definition of the musically and visually interwoven commixture of
mythological references in the portrayals of these characters.
Running in parallel, paying due respect to traditional musical
language and dramaturgy in what Yusupova, after all, presents as
a lyric opera, is the familiar conflict between forbidden love and
public duty. An accretion of mythological recollections thus
borders on the domain of legendary operatic heights such as
Wagner’s Tristan und Isolde or Debussy’s Pelléas et Meélisande.
There are clear references to the myth of the forced betrayal of the
beloved and the guileful revelation of a state secret, reminiscent of
Aida’s action in Verdi’s opera.

Another layer of reading is also recognizable, revealing in the
central images an association with the Faustian mythology. After
all, in his exploration of unknown realms of knowledge, Einstein
may be compared to Goethe’s scholar. However, Albert has fallen
in love with a younger Margarita, who harbours a most
unromantic secret. As in real life, the opera reveals the conflict
inherent in the “Mephistophelean pact” between the child-like
trailblazing scientist and the Soviet Mata Hari. Her mission,
apparently successful, was to extract from the besotted physicist
and his associates details of America’s Manhattan Project on the
atomic bomb. For this the Konenkovs, having spent two decades
living in America, were subsequently rewarded after the war, when
by special command of the Soviet Government, they were urgently
sent to the USSR. This all adds another perspective from which to
listen to the music, another meaningful line into the dissonant
clusters of mythological traces.

A comparable situation can be observed in literature, where
manifestations of irrational mythological clusters appear more
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vividly in middlebrow novels written by women. Let us examine
three books that present “musical” features.

The heroine of Ekaterina Ru’s novel The Dead Pianists
(Mertvye pianisty, 2019), which won the Grand Prize for Best
Submitted Manuscript in 2019, is Nadia, an autistic girl who when
we first meet her is unable to speak. Like many characters in
Russian fairy tales, her muteness turns out to be imaginary, it is
“the mark of a certain quality of having been singled out for
fabulous achievement” (Dobrovolskaya 2019: 149). Generally in
Russian fairy tales, as this expert defines the trope,

a physical or psychic defect is, on the one hand either a
curse of the gods, or on the other a sign of having been
singled out for membership of the ‘enlightened’,
connected with another world, the gift of special sacred
knowledge [...] it was considered that blind soothsayers
were able to make more accurate predictions, people with
physical defects were more effective healers (the
phenomenon of the Holy Fool) [...] Muteness was a
comparatively rare condition [...] in folklore to all intents
and purposes identical with silence, which came in itself
to be a form of ritual behaviour. The inability to speak is
a distinctive sign of relations with another world, with
supernatural powers, with dangerous connections to
unclean powers. The mute or deliberately non-speaking
person is seen as strange, alien [...] Conventional wisdom
leads us to believe that such an individual cannot possess
unusual capabilities. The logic of the fairy tale, however,
tells quite another story, suggesting that precisely a
handicap of this kind may coexist with an arsenal of
unusual qualities [...] and its owner may be capable of
miraculous achievements. (Dobrovolskaya 2019: 142, 146)

Thought by her mother and by the external world to be a dumb
idiot, Nadia has the gift of listening attentively to sounds both
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hostile and otherwise, learning about the world and changing
herself. The subtlety and refinement of her hearing cause her to
develop into a talented self-taught pianist. Musical studies help her
to escape from the pain of everyday life, with the aim of “restoring
inner silence, [...] auditory cleansing and relief from unwanted
noise, so that afterwards music would have somewhere to sound
inside Nadia” (Ru 2019: 123). The miracle of finding her voice,
the myth of the musical Wunderkind and the innate cast of mind
of a researcher and taxonomer, coalesce in the girl. Suffering from
Asperger’s Syndrome, she was obliged to “populate” her cosmos,
bringing order into her inner world, mentally classifying lists of
buttons, batteries, sounds, students of imaginary classrooms and
deceased pianists of her native city. The idea recalls the complex
myths surrounding Cthulhu, the myth created by H. P. Lovecraft
of the “sleeping dead”, that is to say of cultural memory and
cultural traces. Fictional images come to life and encroach upon
reality.

Symbolically, the first sound Nadia is heard to utter is: “Wake
up!” In this transformational awakening can be found a motif from
a magic fairy tale. The insurmountable handicap of muteness
vanishes with the mastery of a new and complex awareness and/or
skill-set; this mastery is in its way a miracle. Here may be traced
myths of metamorphosis, “resurrection”, the discovery of a new
and wonderful quality. And the interior speech of Nadia Zavyalova
connects her with the myth of Netochka Nezvanova, while threads
of other mythological associations are woven into the “clustered”
composite from which the character of the heroine is
compounded. Detectable also is a hint of Lives of the Saints. Like
the biblical Jonah, Nadia feels herself to be inside a huge, dead
whale; like Robinson on his uninhabited island she has to
construct her own civilisation. Talent is a “thing in itself” (even
though one chapter is headed “A thing outside itself”). The
philosophy and mythology of an exceptional child, brought to life
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in the particular story of this girl, are templates for the solitariness
of every human being.

In the imprint of mythological traces a slew of different
references merge to form the uniqueness of a particular situation.
In Olga Shamborant’s (1945-2020) cycle of stories entitled
Experiments on Myself: A Diverting Diagnostic (Opyty na sebe.
Zanimatel'naia diagnostika, 2010), one of the stories,
Metamorphosis (Prevrashchenie), presents us with the source of re-
mythologization. Here it is a ‘metamorphosis’ of the eponymous
Kafka myth as the narrator openly states at the beginning of the
story:

I am turning into a domestic animal. It is not such a
terrible and exhausting metamorphosis for imagination as
Kafka’s story of the same name. On the contrary, it is
funny, but it still reveals the essence of the mechanisms of
our way of existing. (Shamborant 2010)

This metamorphosis, so it seems, is gradual rather than
catastrophic. The lover can transform into the beloved. The
heroine lives with a family of neutered cats and a dog. Her life, as
she herself, is similarly castrated by loneliness. Verbal speech is
meaningless. Essentially, communication is carried on only with
animals; she interprets the sounds they utter and the gestures they
make as language. The outside world is an ever more frightening
jungle; to obtain food for her “people” she is forced to live by laws
more predatory than those of her pets, and such becomes her way
of life within the confines of her household. She transforms into a
beast, mentally, without any hint of the occult: this is a
transformation into a female werewolf, into the head of the pack.
While werewolves are usually lean and muscular characters, this
one is more of a guide and leader, a sort of female Akela. She no
longer needs people.
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Integrated into the narrative and the laconic portrait of the
heroine’s character are typological instances of the victimised status
women occupy in society. Together they generate a cluster of
mythological traces containing a variety of impulses, albeit closely
related, amalgamated into an inseparably intertwined, tormenting
mass. This is spiritual castration, a denial of speech whose power
has been replaced by imitating the language of animals. Itis not a
simple re-mythologization of Kafka’s concept: here we encounter
a folklore-derived version of Hans Andersen’s tale The Little
Mermaid sacrificing herself for her love. Implied also is a variant
of the werewolf myth: the fluid, voluntary transformation of a
woman into a feral animal. The specifics of this version of
lycanthropy radically differ from the ancient understanding of the
process (alteration of appearance while the essence remains
unchanged) and from later treatments familiar from the Romantic
conception (conflict, ousting and substitution of former
identities)®. Under the conditions described in the book where an
intelligent woman is forced to exist in isolation, the motivation is
purely love for the domestic animals in her charge, and the loss of
humanity is willingly undertaken.

The strange transmogrification results from what can happen
to an educated woman, disappointed in life, abandoned by her
husband and her son, deprived of the feminine functions she
craves. Although appearing to be freed from the tyranny of men,
she is boundlessly unhappy. This circumstance permits the
development of an inner monstrosity, a radical transformation of
the former natural order of things, leading to a post-human
alteration of personality and the formation of a new reality.

In the past decades there have been many instances in the
landscape of national cultures where, contrary to the usual

2 There s a curious comic opera about a werewolf “Le loup-garou” by Louise-
Angélique Bertin (1805-1877), a female composer of mid-nineteenth century.
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dominance of men playing the leading role in detective fiction and
movies, a woman detective takes centre stage. This change and
other new modifications to social arrangements have come about
not merely because women possess greater powers of observation
and attention to detail. More and more “liberated women” assume
a variety of masculine roles and functions without necessarily,
however, in so doing abandoning all their former obligations. A
correspondingly rich and varied diet of responsibilities greatly
complicates character and outlook; no doubt it also underpins
opportunities for reflection and action. More so than for men, it
has become natural for women to exhibit properties of the
unexpected, the unpredictable, to have powers of deduction that
may be far distant from straightforwardly linear cause and effect.
All such tendencies lead to a more individual, even apparently
irrational, train of thought directed at the unravelling of the
mechanism of crime.

Trained as a writer of movie screenplays, Viktoriia Platova
(pseudonym of Viktoriia Solomatina, b. 1965) has written many
novels that fall into the gap between mass culture and more elite
literary works. Mostly she identifies herself with the “principal
character” of the text, sometimes embodying and sometimes
evading his or her perspective on events, which has the effect of
switching on and off any empathetic response. The result is to
generate a powerful tension on the reader’s complicity and to
create uncertainty about how the narrative should be interpreted.
The writer is given to sophisticated psychological analysis, paradox,
and a rich palette of references to vivid manifestations of culture
and art. The plots of Platova’s detective novels, notably the early
ones, feature surrealism with elements of mysticism and the
fantastic mixed in. In the best of them, through the alluringly
accessible tone of the narrative, characteristic of mass detective
literature, we sense a distinctive substrate of our theme. Hidden,
but present nonetheless, is a hook to ancient folkloric traditions,

155



Elena Petrushanskaya-Averbakh

to the totemic period of thinking. In the present instance this also
surfaces in the influence of another layer connected to folklore: the
narrative methodology of adventure film. A key device for Platova
as a screenplay writer has been for the written text to create a
mosaic picture of the world by means of both concealed and overt
filmic quotations. And in the delineation of characters, the main
motive force of the plot, we can detect fused complexes of
mythological sources and influences that impact on us in a manner
parallel to aural clusters.

To examine this aspect in more detail let us consider her novel
The Ship of Ghosts (Korabl’ prizrakov, 2005). The sleuth-as-
narrator is a serial device we have already met in previous books by
the author, initially incarnating the Cinderella myth. The author’s
alter-ego, a clever but unattractive girl, a failure in life, in the novel’s
imagined realm, has been transformed into a beauty thanks to a
necessary cosmetic operation. She changes her name to Eva,
adopting the aura of “the first woman”, and achieves every girl’s
dream of swapping her old identity and image for a new one. But
by the time we reach The Ship of Ghosts, the former Cinderella has
already been de-mythologised back again from her Princess
incarnation, and is once more an impoverished, desperate, drab,
grey-haired old woman. To earn money she has managed to get a
job making a travelogue film of an interesting tourist route.
Symbolically, the position she has been hired for is that of director
and editor, which means that she is literally directing and editing
the narrated events for the reader.

Detective fiction lies within the genre of thriller or adventure
story, with an admixture of horror. The Ship of Ghosts relates to the
myth of the Flying Dutchman, but turned “inside out”: here it is
the crew, not the ship, that becomes spectral. Significantly the Ship
herself, initially impersonal, has been incorporated in the title: she
is the principal character. Olga Freidenberg spells out the
significance of the image-concept:
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motherhood, birth, regeneration, [...] the semantic weight
of the ship (resembling an animal or a fish) is as a deity and
the abode of a deity [..] at first the ship possessed
significance as a cosmic entity and a living creature, later a
symbol of fertility, linked to the cult of woman.
(Freidenberg 1997: 183)

Another mythological layer is revealed by the ship’s name:
Excalibur, which recalls King Arthur’s miraculous sword in the
Celtic legends of Merlin and Morgan le Fay as related in The Spoils
of Annwn and Culbwch and Olwen.

Certainly the novel brings together and embodies a number of
myths relating to the Russian North. It also has its “journey to the
ends of the earth”, to the uninhabited land of ice with its own
mythology. The essence of the voyage on a former hunters’ boat is
a rite of initiation for wealthy young men playing at being simple
hunters in the harsh conditions of the North; the initially
privileged tour turns into a physical and spiritual ordeal. The
chapter entitled “The Painful Silence of the Seals” evokes references
to the real medically acknowledged neurological condition known
as “painful numbness”; to Alexander Sokurov’s eponymous 1986
film, and to the film Silence of the Lambs, whose subject is
cannibalism. The seals condemned to senseless sacrifice are the least
predatory of animals; they are defenceless, like children. Therefore,
the theme of “the massacre of the innocents” continues to
resonate, from the prophecies of Jeremiah through to New
Testament mythology.

The book is divided into two parts: “The Hunters”, and “The
Hunt”. Preparing for their initiation into hunting, the passengers
only once venture out on to the ice. The senseless slaughter proves
to be the first “tragic motif” of the novel, devoid of the usual
detective story lightness of touch, enjoyment, all of which is
destroyed by the crime. The episode of the cruel seal-hunt followed
by the characters’ ecstatic, almost ritualistic slipping and sliding
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over the blood-soaked deck of the “ship of fools” is destined to be
an initiation into nothing but dissolute excess, aimless curiosity
and vainglorious, indefensible murder. The pointless destruction
of nature uncovers what has lain hidden beneath, provokes in the
characters an eruption of feelings, revealing their vices, and driving
them eventually to insanity, transforming and killing many of
them. The boat’s crew goes missing, the passengers fight for their
lives: it is as though the ship herself has set about the destruction
of her passengers, recalling the fate of the T7tanic and embodying
the myth of the Machine’s diabolical aim to annihilate Mankind.
Buried in the cluster of mythological traces that surrounds the
imagery of the ship, in the text there are traces of the Bermuda
Triangle myth (the inexplicable disappearance of entire crews
without trace or evidence of any struggle); mythological elements
introduced by Agatha Christie’s into her novel 7en Little Niggers;
and a descent into the “rules of the horror film” (Platova 2005:
336). Alongside myths of Nosferatu and vampires, de-
mythologised and travestied motifs drawn from the New
Testament are introduced when the “apostles” of this extreme tour,
Peter and Paul are mentioned.

We have mentioned the T7tanic and The Flying Dutchman: the
Ship is compared to a powerful living male creature “crawling over
the ice as if in pursuit of a wife who has become hateful to him”
(Platova 2005: 28). Paralysed, bereft of its crew, the vessel has
turned into a labyrinth enclosing “a mighty Minotaur, a hit-man
executioner fulfilling the bidding of a murderer” (Platova 2005:
144). The ship-monster announces its decrees by means of
“symbolic objects”, mysterious signals akin to the ominous
semantics of destruction promulgated by flags hoisted by
unknown hands. The passengers hear the dreadful notes of the
ship’s siren with a terror comparable to that experienced by the
heroes of Leo Perutz’s expressionist novel The Master of the Day
of Judgment hearing the “unbearable purple voice of the trumpet”.
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Like the utterances of the Everlasting Trumpet, the Tuba mirum,
the siren is understood as the voice of the ship herself, causing
inexplicable dislocations and cessations of time connected with a
mysterious photograph of the Excalibur of 1929 with the same
captain. The novel also builds on themes from Edgar Allan Poe
and Dostoevsky. The myth of the Flying Dutchman is connected
with the theme of the “prisoners of the ship”, while the
compounding of imprisonment with cold is linked with Dante’s
Ninth Circle of Hell through the most terrible punishment of all:
freezing inextricably in blocks of ice.

The plot advances according to dicta similar to those of
Expressionism. Hired to make a travel advertising film, the director
suggests choosing a depressing scenario modelled on an “American
hard labour prison for tourists” as a cruel sort of “game”, a secret
code for an extreme, and costly, tour (Platova 2005: 337, 344). The
novel’s dramatis personae embrace “groups” of embodied
mythological sources, among them the Ship, the Narrator (these
we have mentioned above), pop divas and a teenage girl nicknamed
Karpik. At the epicentre of the plot, however, is the evocatively
named Clio, a pop star and male fantasy-object, who is a passenger
on the ship. To possess her is to possess history, time, and fate. She
is the center of attraction of men’s interests, like the Beautiful
Helen of Troy; according to the first pages, she is flawlessly
beautiful, acutely modern, cruel, cold, heartless. But Clio also has
a wonderful singing voice that reveals her inner warmth and, like
the Tsarevna Nesmeyana, melts completely under the spell of her
rescue from the seal-hunting expedition. She falls in love with the
man who saves her, the father of the teenage girl Karpik.

But Karpik, into whose lap a star has fallen from heaven, has a
flagrant Electra complex. The over-developed young girl is a
graphically described portrait of a binary, if not multiply divided,
nature: wildly jealous, clever, refined, loving, knowing and
responding to Chopin’s music, a neglected child, a protean,
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slippery Karpik apt at the drop of a hat to morph into a shark, a
malicious intriguer, a closet Lolita, a devil-child without a shred of
compassion, a child-killer, a perpetrator of bloody crimes, the living
incarnation of a people-destroying mechanism, a vicious
embodiment of the Deus ex Machina into which the Ship has now
materialised in the imagination of her hunter-passengers, and — a
cripple.

Crippledom, in the semantics of many mythologies, is a sign of
significant abnormalities: among them a difficult childhood;
congenital vice; propinquity to diabolical powers incarnate, to
Mephistopheles, Woland or the “Anchutka”, the evil spirit of
Russian fairy tales (Afanas'ev, Glinka 2012); irredeemable ugliness
(Hephaestus, the son of Hera, who ejected him from Olympia
because he was born ugly as a result of which he was lamed for life).
The condition of being crippled in literature has a rich legacy in
meaning and implication, but is ambivalent in interpretation, from
Louise de la Valliere, mistress of the King Louis XIV of France to
the inclusion of cripples in Dostoevsky’s motive plot structures
(Krinitsyn 2010). A common folk adage is that such individuals
have the power to create a breeding ground for any evil that arises
around them, and to produce it themselves.

It is symptomatic that from the perestroika era to the last years
of the twentieth century, roles featuring liberated adolescents had
became very popular in cinema. They range from light-hearted and
superficially playful cynicism (Karen Shakhnazarov’s Courier,
1986) to the demonic amorality of Artur Ursuliak’s The Jester
(1988) with its taste for destruction; Dear Yelena Sergeyevna
(1988) by Eldar Ryazanov; and Viktor Aristov’s Satan (1990). But
only from the turn of the millenium onwards did the misdeeds of
youthful heroes become freighted with bloody crimes, the fruits
of unbridled egotism, cruelty and an obsession with evil. In
Platova’s book the teenage girl, repellant in appearance, crippled,
and secretive, is the outcome of radically changed times.
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True to the canonical rules of detective fiction, only at the end
of the novel do the dominos fall to reveal the dénouement of the
chain of iniquity and depravity: the girl’s ungovernable jealousy of
the pop star her infatuated father has fallen for. But there is also
another, universally shared guilt: punishment for the collective sin
of hunting down their innocent quarry, even if “so I have the right!
[...] because they are only animals” that looms inexorably over
everyone. Only one sailor from the former crew still remains in the
ship-labyrinth, but he proves not to be the route to salvation;
instead he is himself the secret Minotaur, the killer, egged on by
the ruthless and wicked young girl. Desperately trying to avert
tragic situations, Eva sticks to the mythologically genre-hallowed
script of the male victor, even perhaps a superhero/heroine,
overcoming obstacles in water and on land. The mythologically
justified outcome, a happy one for Eva, bears out Olga
Freidenberg’s analysis that:

as it plays out in tragedy, one aspect is lamentable, grievous,
oriented towards death, murder, desecration, injustice,
annihilation. This aspect is the core of tragedy. But
inasmuch as mythological images persist in Greek ethical
concepts, the disastrous fate-driven aspect inevitably
mutates into another, that of rebirth and creation. In
myth, death is the beginning of life. (Freidenberg 1998:
448)

What can we learn from the compounded nature of cluster
characteristics in the above-mentioned literary texts? What
common elements are there in the infusions of clusters into the
works of women composers and writers? So enriched are they by
accumulated references that it is impossible for readers’ and
listeners’ imagination not to be stirred into action. But can we not
detect in the voice of the author a note of alarm at such an
immersion in the multi-layered mythological depths of the female
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soul — dangerously unpredictable as it is, motivated by mysterious
elemental instincts? Is there no hint of disquiet at the possible
restoration of a matriarchal world order?

In the instances we have chosen, all kinds of mythical elements
— historical, literary, ancient, biblical, evangelical, personal,
national, and so on - associate freely with one another. The
phenomenon may not be a special pathway to highbrow art, but
itis possible to discern in it an interesting and significant tendency,
perhaps especially characteristic of Russia at the start of the twenty-
first century where ever since Soviet times the indispensable but
publicly unheralded functions of women in the family, in society,
at work, have become exceptionally demanding and polyphonic.
That tendency to incorporate what we have defined as clusters of
mythological traces testifies to the desire of women not to be
limited in their artistic productions to a single voice in which to
express themselves. They detect in their heroes and heroines
multiple assonances in which a variety of important trace elements
come together from their unvoiced experiences: mythologies from
the past as well as the present. It can be an anarchic and eclectic
mixture, in poor taste even, thrown together with less than
scrupulous finesse, not so far removed from despised mass culture.
Fashioning a multi-mythological cluster is no automatic guarantee
of a positive outcome. But art draws its initial imagery from myth,
and the cluster creates new opportunities for women’s “creative
kitchen” to concoct dishes from ingredients that would previously
have been regarded as logically incompatible from the perspective
of high art. Freedom and irrationality, manifesting as creative
freedom and fantasy in the formation of a cluster, can bear fruit,
generating meaningful formative pathways that allow women
artists to extend the boundaries of their identity. Their logic-free,
arbitrary impulses open the door to creating new syntheses that
emerge from a new, unique rnythological entity — an entity
consisting, apparently, of elements that by rights ought not to fit
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together but, nonetheless, manage to chime with the image of the
twenty-first century world that is the special purview of women
artists with their powers of simultaneous polyphonic observation,
understanding, action and creativity. It is characteristic of the
highly complex conditions of life in Russia today in which people
are obliged to think simultaneously on two, three or even more
levels, that it can stimulate and produce this brand of aggregated
poly-meaning.

From the dramaturgical point of view, the practice we are
discussing produces ‘coagulations’ of motifs analogous to those
that have been identified by Georges Polti in his typology of 36 plot
situations. It also enhances potency, reconstituting ambivalence,
solidifying the texture of the narrative sequence with actions
inherent in reality. The themes derived from mythological sources
condense into a coagulated mass that surfaces in complex texts and
images. In Yusupova’s media-opera a whole series of typological
situations are combined: the involuntary killing of someone close;
an adulterous crime of passion; the disgrace of the beloved; the path
of love not running smooth; love for one’s enemy; betrayal.

Such a saturation of characters, plots, and descriptions that
reveal variously significant personality traits would seem to risk the
dismantling of an integral intellectual message. Yet the erosion of
clear boundaries between the created images into a field of
amorphous meanings generates an atmosphere of anxious
expectation we may define as a “phenomenon of semantic
indeterminacy”. As an “index of the hidden tension between an
event and its cognition” (Kondakov 2018: 173), it nags at the
reader’s imagination until it energises a “heuristic response”. If in
poetry “the pragmatic potential of semantic indeterminacy runs
from elusive hints and unresolved ambiguities to nonsense and
cryptographic writing” (Evgrashkina 2019: 159), then this
potential is boosted in our examples by the power and variety of
mythological sources, which result in the formation of clusters. In
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essence, they are devices of musical and verbal imitation
contributing to the “suspense”, which is a feature of cinematic art.
Indeed, it is in the subtlety of cinematic imagery, especially in the
most outstanding reels, that the forerunners and embodied
instances of what has been discussed in this paper show themselves
most plainly for us to see, to hear, to appreciate and absorb. It is
no accident that in Platova’s writings and in Yusupova’s media-
opera Einstein and Margarita the shadowy images of cinematic
myths serve important functions. In conclusion, I wish to suggest
one more example of an analogous presentation from the film
world, a rich seam of mythical realisation and transformation.
Preceding any of the instances cited above from the twenty-first
century of Russian music and literature, we find similar syntheses
and complex transformations of myths in the work of the film
director Kira Muratova (1934-2018). Turning her attention to the
most seminal historical and other myths, she shapes them to
contemporary situations, producing some surprising connections.
We shall look at how she metamorphoses a “hagiographical story”
in her film The Sentimental Policeman (Chuuvstvitel nyi militsioner,
1992), which — in a far cry from the usual representation of a man
of his profession and in stark contrast to the attitude of Soviet
people en masse — treats an unusual policeman’s altruistic love for
a foundling. The film opens with a sort of visual epigraph
introduction that may be summarized — in conformity with the
style of the story — as “once upon a time a new-born baby was
found in a cabbage, but the cold and murk of the night were
dispelled by wrapping her in a shirt to warm her”. The nocturnal
tale on a mythological theme has nothing to do with immaculate
conception but concerns the rescue of an abandoned baby girl, a
literal retelling of the folk-lore motif of “finding a baby in a
cabbage”. In addition, it is filled with implications of Christianity’s
Christmas myth. The long, wordless introductory sequence with
gestures of amazement, leaps and cavortings of joy is accompanied
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by the final piece of Tchaikovsky’s The Seasons: “December.
Christmas Time”, repeated twice, which connects it to the setting
and symbolism of Christmas. Later in the film there are unspoken
hagiographic threads linked to mythological and fairy-tale traces
of the “good policeman” found in Soviet children’s verses, legends
of “the saviour”, the cleansing of the body and soul, the “blessed
family”, who gladly renders up its most beloved possessions to be
rewarded by another and even greater gift: the hope of the birth of
their own child.

The subject of myth in the screen language of Kira Muratova
is an important one, and is treated in another of my researches.
Here, however, we have focussed our attention not so much on the
voices of individually strong women as on the evidence of an
integral and continuous corpus of multiple mythological sources:
the “lament of women in all times” (Marina Tsvetaeva). The corpus
forms a richly orchestrated and insightful unity, akin to a cluster
infusion, of linking concepts that fuse into an expansively gathered
and powerful “lament”, which we believe to be emblematic of the
masterpieces in different art-forms that have been created in Russia
in recent post-Soviet times.
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VIIL.
Contemporary Myths and Posthuman Ethics
of Storytelling in Olga Tokarczuk’s Writing

Monika Swierkosz

In her famous 4 Manifesto for Cyborgs, Donna Haraway
proclaims: “By the late twentieth century, our time, a mythic time,
we are all chimeras, theorized and fabricated hybrids of machine
and organism; in short, we are cyborgs” (1985: 66). She also stresses
the need to create epistemologies that could describe this complex
experience of the merging of imagination and social reality, the past
and the future, and of human and post-human conditions in times
of late capitalism. In creation of a new narrative framework for the
world, figurations play a vital role. By figurations she means specific
“dense symbols”, combining social facts and fiction (or lived
experience and fiction), which have not only descriptive but, above
all, critical or, more precisely, ironic power. Haraway believes that
by looking at how these figurations are culturally and politically
fashioned, we may be able to deconstruct the cognitive orders of
power that underlie our knowledge of the world and our identities.

Figurations — as Rosi Braidotti adds in Nomadic subjects — allow
us to investigate symbolic and material connections between
things. In this way, they allow us to look closer at how we
collectively and individually perceive differences: racial, gender,
class or sexual. Cyborg-like machines, monsters, mother-goddesses
are contemporary political myths that ironically (and at the same
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time seriously) map the boundaries of what is human and
nonhuman, rational and irrational, familiar and strange (Braidotti
1994: 75-76). Their metamorphoses — transfigurations and
reconfigurations — are much easier to grasp by stories than
ideologies, because their dynamics is based on a non-contradictory,
non-binary combination of opposites. As argued by Haraway in
The Companion Species Manifesto, “we also live with each other in
the flesh in ways not exhausted by our ideologies. Stories are much
bigger than ideologies. In that is our hope” (2003: 17). This is
precisely why we still need new political myths to help us
apprehend our complex relationship with the world: not so much
to explain it as to demystify it, to deterritorialize it, and thus to re-
think and reinvent ourselves.

Olga Tokarczuk recognizes and acclaims a similar, ethical and
epistemological role of the myth in her writing'. Despite the fact
that critics (especially in the 1990s) have frequently attributed
pedagogical and comforting properties to her writing?, I would
stress that she has been consistently deconstructing rather than
reconstructing the cognitive foundations of the world. In spite of

1 I would place my readings of Tokarczuk’s mythmaking alongside the
psychoanalytic interpretations in which myth is usually understood in Jung’s
terms as an archetype and therefore a picture of a hidden, deep and universal
truth. Contrary to the archetype, a figuration does not stand for any cultural
pattern of the notion but rather is a critical tool to observe the process of the
cultural production of the notions.

2 Tokarczuk was praised by some critics for her traditionalism and humanism
that restores faith in man, who experiences cultural uprooting and
defragmentation and is stripped of old myths (see: Orski 2002; Mizerkiewicz
1996). Others criticized her for practicing literary kitsch and cultural pedagogy,
which replaced myth with fairy tale (see Unitowski 2010; Biertkowska 2000;
Nowacki 1996). Krzysztof Unitowski devoted his three-part essay entitled
Cata prawda o progie srodka to this process of trivialization and desacralization
of the myth in Tokarczuk’s writings.

170



Contemporary Myths and Posthuman Ethics of Storytelling in Olga Tokarczuk’s Writing

some limitations of her narrative strategy, it is hard to ignore what
constitutes the very heart of her literary mythmaking. Namely, the
critical gesture of dismantling of two essential modern concepts:
rationality and identity, as well as the great narratives built on them.

In order to carry out this act of deconstruction of both
categories mentioned above, Tokarczuk uses two figures, which
conceal the potential of posthuman subjectivity: the figure of the
monster and the figure of the doll, which is a cultural relative of
the cyborg (Bogalecki 2013). The story of Julia Pastrana presented
in the short story The Ugliest Woman in the World brings together
questions about the performative spectacle of identity, the violence
of gaze, and narratives which, referring to various (pre-modern and
modern) orders of knowledge, mark our places in the space of
visibility. A monster — like a theatre puppet — is put on display and
at the same time deprived of the ability to look back and of the
right to possess and manage its own genealogy (Muniak 2010;
Swierkosz 2020). The secret of the freak’s origin is taken away from
him/her and henceforth becomes the source of the audience’s
entertainment and a political tool to mark the borderline of so-
called “normal” subjectivity (Cohen 1996; Wieczorkiewicz 2009).

Although the monstrous woman in Tokarczuk’s story can
speak in a surprisingly logical and meaningful way, it is not she,
who tells the story of her monstrosity. This story is not so much
retold to the audience, but rather performatively invented by a
man, who is her husband and impresario at the same time. Thus,
he deprives her of the right to possess her own biography, and in
this way, he places her outside the order of nature and culture, in
the sphere of pure fantasy.

When he returned, he had a new story of her ugliness on
his hand, remembering that a thing does not exist from the
beginning to the end, unless it has a story of its own. [...]

—The mother of this unfortunate creature you see in front
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of you and whose appearance is unbearable to your
innocent eyes, lived in the countryside on the edge of
Schwarzwald. And here, one day, when she was picking
berries in the forest, the wildest pig tracked her and, fired
with the most animal, senseless lust, attacked and
possessed her. (Tokarczuk 2001:154, transl. M.S.)

Her monstrous body becomes a metaphor to interpret and a
mystery to explain, and ultimately transforms into a mythical
“body of culture”, demonstrating something other than itself. As
Jeftrey Cohen argues, the monster plays a useful role in the
discourse of “normality”: it “polices the borders of the Possible”
(1996: 12). The moment when Julia becomes pregnant turns out
to be a disturbance in this fictionalization show. Her pregnant
body forces the viewers to descend to the level of matter, restoring
her gender. However, the perplexed and intimidated gaze of
onlookers becomes ultimately hyperbolized. When the woman
gives birth to a daughter even more deformed than herself, she
becomes doubly monstrous and doubly mythical. Objectified in a
new, modern, scientific way, the bodies of both women will
eventually end up in the university’s Museum of Pathology as
specimens. Despite all the differences between pre-scientific and
post-scientific construction of knowledge, this demonstrates that
there is a close and terrifying connection between the ludic
freakshow space and the interior of a rational clinic that studies
“genetic aberrations”. Maybe there isn’t any single story that could
save individual “freakish subjectivity” from subjugation’.

3 It seems that Tokarczuk goes even further in her criticism of knowledge
production than Rosi Braidotti, who has showed the essential distinctions
between prescientific and scientific (or “the baroque and enlightened”)
teratologies, suggesting that there were some subversive representations that
enable monstrosity to be visible and somehow acknowledged (Braidotti 1994:
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From the cultural perspective, the monster retains its critical
and epistemic potential, because as a defiant figuration of modern
subjectivity it allows to expose the modern identity discourse as
full of violence and grounded on the dualistic mechanism of
repression of the “inappropriate/d other” (Haraway 1999: 229).
The Ugliest Woman in the World does not so much reveal her own
monstrosity as she enables the author to reveal the inhuman face
of humanity.

The idea of the bearded saint, Wilgefortis*, appears in a similar,
but slightly different (and more rebellious function) in House of
Day, House of Night. The monstrosity of this character is the result
of the transgression of both biological and cultural gender
boundaries. The daughter’s disobedience to her father’s authority
is demonstrated here through the transformation of a woman’s
body into a man’s body, which is Kummernis’s form of protest
against forced marriage and her way of protecting her right to
personal freedom. Endowed with a male beard, which makes her
face resemble that of Jesus, Wilgefortis becomes a monster in its
original Greek meaning — feras — something both demonic and
divine. A woman’s masculinity is a clear sign of her being anointed

85). Furthermore, Rosemarie Garland-Thomson in her classical for disability
studies book on starring (back) and the cultural repercussions of “freak shows”
notices some possibilities in the so-called “baroque gaze” (Garland-Thomson
2009).

4 Wilgefortis is a female saint of the Catholic Church whose legend arose in the
14th century. Her name is probably derived from the Latin “virgo fortis”
(“courageous virgin”). In many countries in Europe, she is known by different
names: Uncumber (Eng.), Ontkommer (Dutch), Kimmernis (Ger.),
Frasobliwa (Pol.), Liberata (Span. and Italian), Débarras (Fr.). Both, her
historical origin and her status as a saint, have been doubtful for the Church
— she has disappeared from Roman Martyrologium after the Second Vatican
Council and from canonical art. The cult of Wilgefortis, however, was
preserved locally and in folk religiosity.
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by God. However, from the perspective of paternal authority, it is
a monstrous contradiction to the natural order in which the
engendered body is supposed to function as a biologically stable,
unchanging, and unambiguous foundation of our identity.

In the windowless room stood Kummernis, but it was not
the same woman that they all knew. Her face was covered
with a silky beard and her hair fell flowing to her shoulders.
From the tattered bodice of her dress there protruded two
naked, girlish breasts. The gaze of her dark, but gentle eyes
moved across the faces of the inquisitive onlookers and
finally came to rest on the baron. The harlots began to
make the sign of the cross and knelt down one after
another. Kummernis, or whoever it was, raised her hands,
as if to enfold them all to her breast. In a quiet voice she
said: My Lord has delivered me from myself and has
bestowed His face on me.

That same night the baron gave orders for the freak to be
walled up in the room. (Tokarczuk 2002: 63)

The wenches gathered in front of the chamber no longer know
who or what Kummernis is as a being, but in their “baroque gaze”
they do not refuse to look at this confusing transformation. Only
the baron looks away, wanting to deny the existence of something
that he does not understand and appears to him as monstrous.
Olga Tokarczuk uses the image of the “monstrous saint” in the
novel to denaturalize the notion of sex/gender identity as
“regulative  fiction”, or more precisely “performative
accomplishment compelled by social sanction and taboo”, to use
Judith Butler’s words (Butler 1988: 520). To emphasize the
political implications of gender spectacle, Tokarczuk reaches
through time the character of Kummernis and the monk Paschalis,
who writes her biography and raises questions about the
apocryphal or canonical frames of cultural myths. Why do we trust
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some stories (and identities) and not the others? What are the
mechanisms of authorization, authentication and validation of any
narrative, the mythical one in particular?

As we see in the novel, the apocryphal character of this story,
which is to undermine the truth and religious significance of
Kummernis’ biography, is not “objective” and comes from the
clash with the institution of the Church, which refuses to perform
the canonizing gesture. The bishops to whom Paschalis goes on
pilgrimage justify their negative response by claiming that a
member of the Church will not benefit from the story of the
“bearded saint”. According to the interpretation of religious
authorities, Wilgefortis goes beyond any known and safe
paradigms: she brings with her anarchy that undermines the order
of power. Although her monstrosity does not give the heroine the
power to regain control over her body — the girl’s rebellion ends
with her crucifixion and symbolic exile to the margins of the canon
— with this figure, Tokarczuk deconstructs the canonical discourse
itself as conservative, pragmatic, controlling and artificial. It is
neither divine, nor truly human, but rather inhuman since its
ultimate goal is to “protect the purity of the faith” and thus to
preserve the power of the institution.

It is impossible to ignore the fact that what leads Tokarczuk to
discover the complexity of the subject’s entanglement in power
relationships, is undoubtedly the gender trope employed in a
subversive way. This is most evident in attempts to rewrite the
patriarchal myths of mothers, whose figurations Braidotti
considers so important for her nomadic project (1994: 77).
Interestingly, very often and not as openly as in Anna In in the
Tombs of the World, Tokarczuk links motherhood with a forgotten
matriarchal tradition of female divinity, not necessarily to sanctify
or elevate it. There is something definitely nonhuman about being
a mother, and Tokarczuk’s affirmation of this state has some
features of critical utopia.
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Cornspike (Ktoska), who in the most painful moments of her
life experiences an epiphany in contact with the “large woman”, is
herself a symbol of such motherhood in its transgressive
dimension. When her first child dies, Cornspike sees a woman as
big as a tree in a dream:

Cornspike looked into her eyes at close range, and saw in
them something she had never known before, and had
never thought existed. “You are mine,” said the enormous
woman, and caressed Cornspike’s neck and swollen
breasts. Wherever her fingers touched Cornspike, her body
became blessed and immortal. Cornspike surrendered
entirely to this touch, spot after spot. Then the large
woman took Cornspike in her arms and cuddled her to
her breast. Cornspike’s cracked lips found the nipple. It
smelled of animal fur, camomile and rue. Cornspike drank
and drank. (Tokarczuk 2010: 24)

The strength that Cornspike draws from contact with the
“large woman” does not erase the meaning of death but makes it
an element of life, its continuation, not denial. In the space of
maternal (or even matriarchal) myth, the recovered contact with
the Mother changes the way of perceiving the world, which
suddenly appears to Cornspike’s eyes as one large, animal-human
organism.

Her subsequent sexual relationship with the snake Ztotys
exceeds not only the established and safe border between man and
animal, but also between the sacred and profane, which is reflected
in the revision and reinterpretation of the biblical theme.
Tokarczuk refers to one of the key motives in the Bible (also from
a feminist point of view): the origin of the sin, for which Christian
theology blames Satan in the first place, and then the woman.
However, in Primeval and Other Times, the serpent turns out to
be not an insidious incarnation of the devil, a deceptive tempter,
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but rather a passionate and generous lover, who brings Cornspike
love gifts.

She situates herself on the border of the world of humans,
plants, and animals, just like her lover, who also appears in the
novel in the hybrid form of a man-angelica, and her daughter Rue
(Ruta), born of this passionate relationship. This, in turn, makes
her monstrous. The priest, scandalized by the sight of a woman in
the embrace of a serpent, trying to stigmatize her disobedient,
dangerous womanhood, calls her a witch, Satan. Cornspike
responds to him, however, with a matriarchal gesture of showing
bare genitalia called ana-suromas®.

The history of the relationship between mother and daughter
in Primeval is also an attempt to rewrite Christian symbolism by
overwriting it with images taken from pagan (Greek) mythology.
Cornspike is therefore a figure of the Great Mother united with
the “mother of humanity”: she is both Eve and Demeter.
Furthermore, her presence in the novel indicates the fact that in
the Christian symbolic order the story of the daughter’s suffering
was replaced by the story of the son’s sacrifice. Within the realms
of History the power of matriarchal myth cannot protect Rue’s
body from rape and patriarchal domination. In spite of this,
Tokarczuk tries to re-write femininity, which consists of a mixture
of vulnerability and agency. Making the old Florentine Rue’s
adoptive grandmother, the author broadens the sphere of the
female continuum with the darkest, archaic component of the
matriarchal triad, associated with death and anger.

S The ana-suromai gesture is an old, known in many cultures, ritualistic act of
lifting up the skirt to show a woman’s vulva. It was used to intimidate or shame
the enemy, to protect against misfortune or to increase the fertility of crops.
Among women, it was also used as a source of obscene laughter. For example,
in the myth in this way Baubo tries to cheer up Demeter, who is distraught
over the loss of her daughter Persephone.
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Tokarczuk uses the potential of this narrative by creating other
characters of angry women in her subsequent books: Ninma and
Inanna (a dethroned goddess and her daughter), who fight with
injustice and meanness of patriarchal gods, Janina Duszejko, who
takes revenge on the patriarchal world for harming animals in the
moral thriller Drive Your Plow over the Bones of the Dead®, and
Parka from Final Stories. The latter connects two post-humanist
figurations of femininity in a particularly intriguing way: the
goddess and the puppet. Her name “Parka” is an abbreviation for
the Ukrainian Paraskevi, and it evokes strong associations with the
mythological figure of Moira, who holds the threads of human life.
She is also an immigrant, a foreigner, a displaced woman who lost
a child travelling from East to the West. She cannot cure the wound
inside her body after the death of her daughter Lalka (Doll), who
was the fruit of a forbidden affair with a Ukrainian boy. Nor can
she stop the anger she feels towards her Polish husband who, like a
little god, sets new maps of the world over people’s heads. “You go
here and you go there” — they say — and Petro (Piotr) is on their
sides of the History, where details, trifles, and individual stories do
not count. He is the one who wants to adapt to the order of
objectivity: dates, calendars, country borders, new names
(Tokarczuk 2004: 137). She suffers from the loss of continuity, the
loss of both female genealogy and future, after she buried her
beloved daughter “in shitty Kluczbork”. In an act of her private
revenge, she refuses to acknowledge another daughter, although
she cannot cut off the threads that link her with Ida. From a cosmic
perspective, mother-daughter relationship resembles the
movement of tectonic plates moving closer together, followed by
an inevitable abrasion. Constantly confronting the traces of her
past, Parka presents her future death as a moment of relief and

6 See for example Kowalcze-Pawlik 2021.
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consolation. It will take the form of an imaginative transformation
of herself into a wooden figurine living in a dollhouse (Lalka’s
house) that resembles the lost space of her family home from the
past.

The second time, on my next visit, I see the old world
become tiny like a dollhouse. Doll’s House. Also, Aunt
Olga is getting tiny, dry and she says little words, a wish:
“zatyszys” from namy. He will die soon and I will never
come here. I'll only show up after my death, and we’ll live
forever here, little posthumous state of chestnut men. No
now, I would have to crouch to stay here, Auntie.
(Tokarczuk 2004: 179)

The affirmative nature of Parka’s voluntary act of “abandoning
humanity” and reification turns out to have ultimately positive
effects on the subject. It allows her to reunite with her lost
daughter, and with death itself.

The figuration of female subjectivity as a mother hides the
tropes of both continuity and discontinuity, and thus remains
open to nomadic deteritorializations. Paradoxically, despite the
essentialist assumption’, it suggests that there is no unequivocal
scenario of establishing subjectivity as a woman: all myths must
remain open forms, susceptible to rewriting, distortion, and
overinterpretation.

7 Braidotti does not consider the “mother figure” nor “maternal function” in
an essentialist or normative way as the emanation of femininity or women’s
nature, but rather she employs it to retain the importance of a sexual difference.
Her understanding of the difference involves the necessity to go beyond the
dualistic schema in which it can only play the role of a negative element in the
opposition. The nomadic difference is placed not simply between a woman
and a man or even between women themselves, but rather inside each woman
as a subject described in a process of unfinished becoming.
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Searching for new ways of understanding and presenting the
contemporary subject, Olga Tokarczuk works on ontological
frontiers. She explores borderline spaces, where humans, animals,
plants, objects, gods and mortals live with one another
interconnected to such an extent that they sometimes merge into
hybrid beings. Hence, the repetition of the motifs of dolls,
monsters, mother goddesses, which re-locate (or to use nomadic
term, deterritorialize) both contemporary imagination and
rationality. New ontologies demand new epistemologies (the use
of plural forms is intentional here). They are to challenge the
monolithic understanding of the rational, in order to generate new
(or perhaps simply to extract already existing) semantic, political,
and epistemic dependencies. In this way, Tokarczuk demonstrates
that the alternative world of concepts is not somewhere else, but
exactly where we are. As for centuries, the “discourse of
monstrosities” has not taken place on the fringes of science, but at
its very heart:

Park and Daston (1981) situate the continuity of
teratology in a set corpus of canonical texts: first, the
biological works of Aristotle and his classical followers,
primarily Albertus Magnus; second, the tradition of
divination canonized by Cicero in De Divinatione; third,
the cosmographical and anthropological components.
(Braidotti 1996: 140)

If we look carefully enough, just beneath the surface of a very
well-known and established History of Reason or History of the
Self, we will see these monstrously hidden other stories. Maybe,
like the protagonists in Tokarczuk’s debut, we even do not have to
travel in order to find a mythical Book, the Truth itself. Instead,
we should more often take a deeper look under the surface of the
world to see the constant movement of concepts, the flow of
meanings, symbols, representations and narrations. This is how we
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can become epistemic nomads, the “Flights”, remembering and
forgetting the past, catching the threads, and losing them. Or
sometimes cutting them off just like Parka.

Interestingly, to construct her protagonists Tokarczuk very
often overcomes the opposition between myth and biography. On
the one hand, she often creates an aura of ontological uncertainty
around them: we do not really know who or what are Cornspike,
Martha (from Howuse of Day, House of Night), Jenta (from The
Books of Jacob) and even Erna Eltzner (from E.E.), or Weronika
(from Journey of the People of the Book). On the other hand,
however, she takes us back to the history (and to literature)
characters, who have been wandering around the apocryphal
fringes of culture. And once again, she deliberately combines “facts
and fictions”. Some of her protagonists just embody forgotten
“myths”, gods (Kairos) and goddesses (Inana), while others are
historical figures treated as if they were from legends: Julia Pastrana,
Enheduanna (priestess of Inana and the first woman author), Filip
Verheyen, Jakub Frank, Elzbieta Druzbacka, Benedykt
Chmielowski. Tokarczuk writes their individual and possible
biographies and in that sense, she tells their stories rather than
fictionalizing them, she recovers them instead than simply making
them up. Or maybe she recovers them by fictionalizing them?

As Tokarczuk argues in her latest collection of essays The Tender
Narrator (Czuly narrator), paradoxically, only through being
fictional, do stories or myths retain their truthfulness. Myth is the
opposite of “fake news” precisely because it does not hide its
fictional nature. Moreover, it helps us to redefine and rethink the
notion of reality itself. Myth is the vivid source of perverse realism
in literature that takes place in the space between truth and
fabrication. In the essay The Land of Metaxy (Kraina metaksy),
Tokarczuk emphasizes that literature is created along the lines of a
philosophy “as if” (Hans Vaihinger) and by definition cannot stand
any “literalism”, which aftects our ability to read the world.
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Nowadays, we can observe many symptoms of the “disease of
literalism” that plagues us today: suing artists for the offence of
religious feelings, looking everywhere for symbols that are hostile
to us (like the rainbow or hello kitty) and the simultaneous
inability to see metaphors, irony, paradox, and finally, the aversion
to what is written but cannot be reduced to any pragmatic
function.

In the “as if” philosophy, reality — full of tangled, sometimes
improbable connections and dependencies between things -
escapes our understanding. In getting to understand the world, we
can only use guesses, spin hypothetical but possible stories about it.
Myths, which are, in the first place, fictional narratives full of
figurative meanings, help us to apprehend interconnections. But
we need also something more: tenderness. How does Tokarczuk
understand this rather old-fashioned, sentimental and
underestimated term?

Tenderness is deep emotional concern about another
being, its fragility, its unique nature, and its lack of
immunity to suffering and the effects of time. Tenderness
perceives the bonds that connect us, the similarities and
sameness between us. It is a way of looking that shows the
world as being alive, living, interconnected, cooperating
with, and codependent on itself. (Tokarczuk 2019)

Tenderness is therefore more of an epistemological attitude
than an internal feature of an individual. It neither distinguishes
between rational and emotional reactions, nor separates the human
self from other beings. It teaches us special awareness, which
enables us to personally engage with the world, to fully respond to
it. This is a measure of the storyteller’s responsibility for the word.
Tokarczuk believes that the ethical imperative of storytelling
implies the necessity to go beyond the “persistence of the first-
person narrative” towards other perspectives, other stories, not
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(only) autobiographical, maybe strange, bizarre, unbelievable, and
scary. And in this process, myths can be helpful again, for
communing with myths is like communing with ghosts. When we
keep telling only our own story, we lose access to the universal and
this condemns us to see the world only in fragments. The remedy
for the cognitive and ethical effects of the lack of ability to see the
whole and to see its interconnections, which Tokraczuk calls
‘ognosia’, is the art of storytelling, the art of fiction (Tokarczuk
2020).

And yet, I think that we should be very vigilant in our flirting
with universality. Its seductive power of mystification can delude
us in various ways, and no matter if it takes the form of the old
myths or the new (posthuman) ones. In this strive for universality
and non-human transcendence, so close to Tokarczuk’s post-
secular mythmaking, how can we apprehend the radical
immanence of life, which is so important to posthumanist thinkers
like Braidotti or Deleuze (Braidotti 2013)? I do not claim that the
idea of combining these two aspects of non-human condition
(immanency and transcendency) is somehow false or
contradictory, however, it is definitely aporetic. Nevertheless, I do
admit that there are some risks of connecting everything too easily,
too smoothly without critically recognizing the materiality of
differences, sharp frictions, and real inequalities. This is precisely
the accusation that critics make to Tokarczuk’s works, which they
perceive as the emanation of liberal values that support the logic
of capitalism. In this argumentation “the myth is precisely what
relieves this creativity of the importance given to it, it is an escape
from the actual and strong approach to the problem, as it
inadvertently legitimizes neoliberal capitalism” (Kusiak 2020)®.

8  Other leftist critics of Tokarczuk’s strategy are Pawet Kaczmarczyk (2020) and
Zuzanna Sala (2020), who generally repeat in a new way (postmodern)
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I wish to argue, however, that Olga Tokarczuk has
demonstrated many times in her novels, that she takes myths not
as descriptive neither normative structures, but rather as a tool of
deconstruction of our epistemic doxies’. Her political and ethical
strategy of storytelling is aimed for — so to speak — centrifugal
action. I would rather agree with the opinion of another woman
writer, Izabela Morska (Filipiak), expressed in her brilliant essay
Monstrous Literature (1999), where she wrote prophetically:

Olga is a surprise. Her talent grows and buds. Nobody
expected her to start peopling literature with monsters like
Kummernis. Canon will be forced to deal with the woman
who ate the mycelium. This woman [writer] introduces
parthenogenesis, female pacifism and transsexual
mysticism, while being obliged to restore the sense of
world harmony to all concerned. And the Stranger became
familiar. Pampered against her will? I wonder what will
happen next? (Filipiak 1999: 6)

In the late 1990s most critics emphasized (and approved) the
comforting aspects of Tokarczuk writing rather than the critical
ones, for the obvious reason that no one linked them with
affirmative, posthuman sensitivity. Her artistic strategy, which has
been openly presented in her Nobel Prize lecture through the
category of tenderness, can also be very easily mistaken for an

arguments of Krzysztof Unitowski from his essay Cata prawda o prozie srodka.
Interestingly, such readings were published in the magazine “Nowy Napis Co
Tydziedn” - associated with the cultural policy of Polish conservatist
government, which ruled that time.

9 Tokarczuk’s understanding of the myth and her strategy of using it in literature
have changed in time. I have observed her shifting from the universalization
of the mythical narratives (as in Jungian tradition) to more political archeology
of culture (see: Swierkosz 2015: 178-188).
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attitude of sentimental compassion or empathy, which is
traditionally attributed to women not only in literature. Tokarczuk
— like Donna Haraway — hopes that “stories are much bigger than
ideologies” and her hope might also become a powerful tool of
affirmative criticism.

Bibliography
Books by Olga Tokarczuk

Tokarczuk Olga (1993), Podrdz ludzi Ksiggi [ The Journey of the People of
the Book] (in Polish), Warszawa, Przedswit.

(1995), E.E. (in Polish), Warszawa, Paristwowy Instytut Wydawniczy.

(1996), Primeval and Other Times, tr. by Antonia Lloyd-Jones, Prague,
Twisted Spoon Press, 2010.

(1998) House of Day, House of Night, tr. by Antonia Lloyd-Jones.
London, Granta Books, 2002

(2001), Gra na wielu bebenkach: 19 opowiadar [Playing on Many
Drums: 19 stories] (in Polish), Watbrzych, Ruta.

(2004), Ostatnie bistorie [Final Stories] (in Polish), Krakdw,
Wydawnictwo Literackie.

(2006) Anna In w grobowcach swiata [Anna In in the Tombs of the World]
(in Polish). Krakéw, Znak. 2006.

(2007) Flights, tr. by Jennifer Croft, New York, Penguin, 2018.

(2009), Drive Your Plow Over the Bones of the Dead, tr. by Antonia Lloyd-
Jones, New York, Penguin Random House/Riverhead Books, 2019.

(2014), The Books of Jacob, tr. by Jennifer Croft, New York, Penguin,
2021.

(2019), The Tender Narrator, Nobel Prize Lecture, tr. by Jennifer Croft
and Antonia Lloyd-Jones <https://culture.pl/en/article/olga-
tokarczuks-nobel-lecture-the-tender-narrator>,  (last  accessed
31/03/2021).

(2020), Czuty narrator [The Tender Narrator] (in Polish), Krakéw,
Wydawnictwo Literackie.

185



Monika Swierkosz

Others

Bogalecki Piotr (2013), “Od kukty do cyborga. Teologia i technologia”,
Teksty Drugie, 1-2: 115-124.

Bienkowska Magdalena (2000), “Hoftmann - Schluz - Tokarczuk -
estetyczne powinowactwa”, Kresy, 41: 239-250.

Braidotti Rosi (1994), Nomadic Subjects: Embodiment and Sexual
Difference in Contemporary Feminist Theory, New York, Columbia UP.

Braidotti Rosi (1996), “Signs of Wonder and Traces of Doubt: On
Teratology and Embodied Differences”, in Between Monsters,
Goddesses and Cyborgs. Feminist Confrontation with Science, Media
and Cyberspace, ed. N. Lykke, R. Braidotti, London, Zed Books:135-
152.

Braidotti Rosi (2013), Posthuman, Cambridge, Polity Press.

Butler Judith (1988), “Performative Acts and Gender Constitution: An
Essay in Phenomenology and Feminist Theory”, Theatre Journal, 40
(4): 519-531.

Cohen Jeffrey Jerome (1996), “Monster Culture (Seven Theses)”,
Monster Theory: Reading Culture, Minneapolis, University of
Minnesota Press: 3-25.

Filipiak (Morska) Izabela (1999), “Literatura monstrualna”, Biuletyn
OSKI, 1: 1-7.

Garland-Thomson Rosemarie (2009), Staring: How we Look, New York,
Oxford UP.

Haraway Donna (1985), “Manifesto for Cyborgs: Science, Technology,
and Socialist Feminism in the 1980s”, Socialist Review, 80: 65-108.

Haraway Donna (1991), “The Promises of Monsters: A Regenerative
Politics for Inappropriate/d Others”, in Eadem, Simans, Cyborgs, and
Women: The Reinvention of Nature, New York, Reutledge: 295-336.

Haraway Donna (2003), The Companion Species Manifesto: Dogs, People,
and Significant Otherness, Chicago, Prickly Paradigm Press,
<http://xenopraxis.net/readings/haraway_companion.pdf >, (last
accessed 31/03/2021).

Kaczmarski Pawet (2020), “Zaczarowanie, samoksztalcenie i madro$é ze

wschodu”, Nowy Napis Co Tydzien, 45, < https://nowynapis.cu/-

186



Contemporary Myths and Posthuman Ethics of Storytelling in Olga Tokarczuk’s Writing

tygodnik/nr-45/artykul/zaczarowanie-samoksztalcenie-i-madrosc-ze-
wschodu>, (last accessed 1/03/2021).

Kowalcze-Pawlik Anna (2021), “Madwoman at Large: Prophetic Anger
and Just Revenge in Olga Tokarczuk’s Drive Your Plow over the
Bones of the Dead”, The Polish Review, Vol. 66, No. 2: 187-202.

Kusiak Pawet (2020), “W strone wyjscia”, Nowy Napis Co Tydzier, 2020,
50, <https://nowynapis.cu/tygodnik/nr-50/artykul/w-strone-wyjscia>,
(last accessed 1/03/2021).

Mizerkiewicz Tomasz (1998), “Stylizacja mityczna w nowej prozie
polskiej”, Dykcja, 9-10: 81- 88.

Muniak Radostaw F. (2010), Efekt lalki. Lalka jako obraz i rzecz,
Krakéw, Universitas.

Orski Mieczystaw (2002), “Mitopoetyka bytu”, Odra, 6: 61-63.

Sala Zuzanna (2020), “Zainteresowania obserwatora”, Nowy Napis Co
Tydziern, 2020, 43, <https://nowynapis.eu/tygodnik/nr-43/artykul/-
zainteresowania-obserwatora>, (last accessed 2/03/2021).

Unitowski Krzysztof (2002), “Cata prawda o prozie srodka”, FA4-art,
2002, 3: 10-15.

Unitowski Krzysztof (2002), “Cata prawda o prozie srodka”, Fa-Art
2002, 4: 32-41.

Unitowski Krzysztof (2003), “Cata prawda o prozie srodka”, Fa-Art, 1-
2:72-75.

Unitowski Krzysztof (2010), “Proza jako pedagogika spoleczna.
Przypadek Domu dziennego, domu nocnego Olgi Tokarczuk”, in
Duwadziescia lat literatury polskiej 1989-2009. Idee, ideologie,
metodologie, ed. Inga Iwasiéw, Arleta Galant, Szczecin, Wydawnictwo
Uniwersytetu Szczeciniskiego: 215-234.

Swierkosz Monika (2021), “Time of Microhistory and Time of Micro-
theater in Olga Tokarczuk’s Novels”, tr. by Anna Kowalcze-Pawlik,
The Polish Review, Vol. 66, No. 2: 56- 79, (this article is a translation
of a chapter of the book Monika Swierkosz, W preestrzeniach
tradycji. Proza Izabeli Filipiak i Olgi Tokarczuk w sporach o literature,
kanon i feminizm, Warszawa 2014).

Wieczorkiewicz Anna (2009), Monstruarium, Gdarisk, stowo / obraz
terytoria.

187






VIIIL.
The Presence of the Great Goddess

in Contemporary Polish Literature

(and Beyond)’

Alessandro Ajres

1. Introduction

The Great Goddess is a primordial female deity who appears in
various pantheons as the mother of human beings or other deities.
Her presence extends over a very long period of time, between
35,000 and 3,000 BC, which in some areas of the Mediterranean
(Crete) even reaches up to the second millennium BC, thus
involving the Paleolithic and Neolithic. In Neolithic cultures she
takes on various names and functions: as the creative force of the
universe, she is the goddess who embodies the power of life,
protector of the earth and its fruits, nourisher and healer, the one
who governs the processes of birth, development as well as death
and resurrection of people, offering them immortality and
liberation.

Until recently, the idea that the ancients worshipped the gods

Instead of Great Mother (or Mother Goddess) we will prefer the term Grear
Godldess here, according to Marija Gimbutas (1989: 316) that considers: “[...]
The term Great Goddess as best describing her absolute rule, her creative,
destructive, and regenerative powers”.
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(intended as male deities) first and foremost was almost universally
widespread. Today, however, we know that before the religious and
social structure we have learned to take for granted, there were
absolutely peaceful communities, governed in the absence of
fortifications and that, from the archaeological studies conducted,
do not appear to be marked by signs of destruction attributable to
armed conquests. The forms of art of these societies do not record
images of men clashing in battle, nor of them using violence against
women.

These societies appear to have been extremely equitable,
and women and the feminine occupied important social
positions. Indeed, there is a great deal of evidence that
while both male and female deities were worshipped in
these societies, the highest power in the universe was
believed to be the female power of giving and preserving
life, the power embodied in the body of the woman. (Eisler
1992: 9-10)

In almost all societies, legends emerge that speak of a
harmonious age preceding the one centered on the figure of the
warrior-man. The transition to a new type of society and culture
occurs gradually, first as a coexistence and then as an overlapping
of the two models, until the almost complete supplanting of the
one centered on the Great Goddess. The period is that relating to
the Indo-Europeanization of Europe, between 4500-2500 BC, in
which a social system dominated by males and male divinities
begins and completes its work of replacing the previous model.

In Greece, the centrality of the Great Goddess definitively fades

1 Gimbutas (1992: 50) writes about it: “Only around 3500 BC, with the
invasion of south-eastern Europe by patrilineal populations, did the system
of symbols of the old Goddess undergo a radical transformation”.
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with the reduction of the power of Crete and, conversely, with the
great expansion of that of Mycenae. With the imposition of the
great monotheistic religions, the concept of a goddess-creator is
banished by theologians: by the Christian ones 2,000 years ago and,
even earlier, by the Jewish ones. The figure of God the Father
definitively supplants that of Goddess the Mother and the Catholic
Virgin Mary will represent the only mortal figure within the
Celestial Family, in which Father and Son are, instead, divine.

Over the course of the last century, an increasingly popular
Marian cult (just think of the phenomenon of the apparitions of
the Madonna), has been accompanied by a revival of interest in the
figure of the Great Goddess, who has become a point of reference
for many artists. In this regard, Olga Tokarczuk, recent Nobel Prize
winner for literature, starting from the comparison with the
Blessed Virgin, observed:

The feeling that the Goddess is returning does not leave
me. [...] The woman becomes an active subject, she is no
longer a creation of nature, to whom nature dictates its
own ways of living. She has ethical dilemmas, she poses
philosophical questions, so she can be tragic; she is
complex, but she has the possibility of a choice, and so she
is free. As usual, it is this spirit from below, pop culture,
or something that comes from the collective unconscious,
that makes us realize more than what we would have
learned through the conclusions of respectable
conferences. (Tokarczuk 2019b)

2. The return of the Great Goddess in cinema (and beyond)
The iconographic representation of the Great Goddess is closely

related to the Venus statuettes, as were called the thousands of
sculptures depicting extremely stylised women, often pregnant and
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with wide hips, found in Paleolithic caves (Eisler 1992: 12). The
name Venus clearly maintains the connection of these statuettes
with a superior divinity, even if it sounds ironic because of their
external features. Initially, they were interpreted in various ways?
more recently Marija Gimbutas has resolved the question in an
almost definitive manner:

The “Monstrous Venus” is a religious representation, the
religious reification of the Genitrix vitae. The parts of her
body that appear exaggerated or grotesque to our eyes are
those parts of her that are most significant, magical and
sacred, the visible and productive source of the cyclical
continuity of life. [...] The aspect of procreation was not
only present in the pregnant womb, or the vulva, but also
in the buttocks and breasts, often depicted as two eggs. She
was the All-Giver. She was the more-than-human mother.
(Gimbutas 1992: 44)

Gimbutas’ interpretation therefore links the Venus statuettes
to the myth and the peculiar characteristics of the Great Goddess.
The Venus of Willendorf, among the many statuettes discovered,
is certainly the most well-known. Many times it has been deprived
of the intrinsic characteristics of the Great Goddess, to be reduced,
instead, to the external ones, which at the same time have begun
to indicate a model of beauty different from the one currently
prevailing.

In the broad world of the arts, the recent return of the Great
Goddess must certainly be noted starting from the
cinematographic field. God exists, her name is Petrunija, the multi-

2 Marija Gimbutas reconstructs the various interpretative hypotheses projected,
over the years, on the Paleolithic Venuses: depictions of real women, aesthetic
or erotic ideals, images of fertility, priestesses, ancestors (1992: 29-30).
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award-winning 2019 film directed by Macedonian director Teona
Strugar Mitevska, stands out not only for its explicit challenge to
the traditional and male chauvinist structure of the society it
describes, for which it has been defined “A feminist cry against
patriarchal Macedonia” (Weissberg 2019), but also for its references
to the Great Goddess. Petrunija, the protagonist, brings to mind
the prehistoric deity not only because of her physical
characteristics, but also because of the various scenes in which she
is involved. What sets the plot in motion is her conquest of the
sacred cross of the country at the end of a competition in which
she (as a woman) could not have participated. “Is it really such a
big problem if a woman takes the cross?”, she reiterates to those
who would like to take it away from her to restore peace in the city.
It is the Slavic Epiphany or the manifestation of divinity in visible
form. Here the subversion is not only social, but even religious,
with Petrunija (and therefore: the woman) who takes possession
of a typically male symbol to affirm her own centrality and elevate
herself to the same divine plausibility, as well as to redeem the
narrow-mindedness of her fellow villagers. Already starting from
the triggering event of the film, therefore, the script suggests a new
hierarchy of society and spirit, where a woman, now far from the
symbolism of typical Christian suffering, could take care of #// men
in a charitable manner like that operated by Jesus. Another scene
allows us to legitimately glimpse, in addition to the figure of
Petrunija, the one of the Great Goddess: the film’s protagonist,
who always wears a floral dress, is surrounded and enraptured by
lush nature behind her during an interrogation at the police
station.

Petrunija, now locked within the walls of the police
station, will have to redefine and renegotiate the socio-
political relationships of her “role”. She brings with her
the cross, a symbol of torment/resurrection [...] but also
reflection: the walls in which she is imprisoned are
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characterized by transparent surfaces, mirrors of faces and
bodies that challenge and/or include each other to the
point of exhaustion. The boundaries expand and the
frame in which, behind Petrunija, who is wearing a dress
decorated with leaves, we see a green wall depicting a forest
with thick vegetation is significant. The glass table is a
screen that reveals her double appearance: she is the
custodian of the natural law and, at the same time, witness
of the civil law. God (and if she were a Woman?), Nature
and Reason contribute to the same universe of
justice/equality, (in)forming an identity. (Sasso 2020)

The coexistence of nature and reason in the same figure of a
female divinity recalls, once again, the Great Goddess: for our
ancestors and worshipers of the Goddess, in fact, there were no
such defined polarities between male and female, between
spirituality and nature. The Great Goddess, therefore, was not only
the source of life and nature, but also of spirituality, wisdom, mercy
and justice (Eisler 1992: 23).

A feature film in which the presence of the Great Goddess is
strongly feltis Wieza. Jasny dzien (Tower. A Bright Day) by Polish
director Jagoda Szelc from 2017. The director motivated the film’s
environmentalist urgency as follows: “Since we are incapable of
such change by ourselves, we need a guide. Every profound change
begins in some way with death” (“Wieza. Jasny dzien”). The guide
the director refers to is the one who, sequence after sequence,
becomes the film’s protagonist: the aunt, who has come to
celebrate her niece’s communion and who, after just a few scenes,
reveals herself to be her biological mother. The tension between
her and her sister, who in turn acts as the child’s real mother and
demands that the secret not be revealed, gradually grows until the
conclusion in which all the adults will be killed with a poisonous
infusion by the guest occasionally readmitted into the family; but
immediately afterwards they will return to life.

194



The Presence of the Great Goddess in Contemporary Polish Literature (and Beyond)

From the very first scene the arrival of Kaja, the protagonist,
tends to shake up the bourgeois and artificial order of the
families present in this idyllic place in the Polish mountains to
bring everything back to the dimension of nature, the one of the
Great Goddess. It is not so much a question of parenting, to
which the cyclical nature of the universe is indifferent, but rather
a real reconstruction of society on different bases. Kaja lives in
a symbiotic relationship with nature: she sunbathes naked on
the meadows, feels the ground while walking in the mountains,
is carried by the wind when she is on a rock, stares at the
crackling fire in the fireplace, listens to the splashes of water and
the sound of the fish flowing, thus synchronizing her heartbeat
with the rhythm of the universe (Kempisty 2018). When she
eliminates the adults of the company, she will do so with the help
of nature’s herbs. She also witnesses the distorted relationship
that has been created with religion: her granddaughter, Nina, is
forced by her mother to learn by heart the liturgy and the songs
of the first communion ceremony?, because, she is told, this is
the only way she can go to Heaven. Religion is thus reduced to
a series of rules and rituals that offer only a false sense of stability,
exactly like the society that the families in the film have
surrounded themselves with.

The tower (Wieza) in the title certainly refers to Babel, an
emanation of human pride destined for destruction; but, as Marcin
Kempisty points out, in the tarot the tower is also the symbol of
the imminent revolution (Kempisty 2018). On the battlefield are

3 The reference, in terms of criticism and opposition, to the First Communion
ceremony returns in many recent films made by Polish women directors. Just
think of Komunia (Communion, 2016) by Anna Zamecka or Dzikie rize
(Wild Roses, 2017) by Anna Jadowska. In this sense, it is worth highlighting
the convergence with God exists, ber name is Petrunija, where everything is
also triggered by a religious celebration, namely the Orthodox Epiphany.

195



Alessandro Ajres

arrayed the tendencies that have frozen the existing equilibrium,
on the one hand, and the revolutionary desire to return to the
natural state, on the other. Kaja, whose name is a clear reference to
Gaia*, embodies this possibility of a return to the Great Goddess.
The ending of the film, with the poisoned adults walking towards
a bright day (Jasny dzier) as if to indicate the starting point for a
new knowledge, must be interpreted taking into account one of
the peculiar characteristics of the Great Goddess: death does not
exist, if not inextricably linked to regeneration. “Because the
Goddess, although she loves only to destroy, destroys only to
awaken to life” (Graves 2009: 501).

Smoke Sauna Sisterhood by Estonian director Anna Hints,
awarded at the 2023 Sundance Festival as the best documentary,
opens with the image of a naked woman inside a sauna that recalls
the Venus of Willendorf: we see only her breasts, but not her face
or her legs. The dialogue that soon ensues with her female friend
who keeps her company focuses on the clash between appearance
and being, between aesthetics and content: the bitterness for her
external appearance far from contemporary canons of beauty,
which made her childhood and adolescence difficult, slowly
dissolves in the regained awareness of the centrality of her role in
the nature. The sauna environment conveys to the viewer precisely
this sense of sweat and cleanliness: cyclically, at the end of the
various discussions in which they engage, the protagonists emerge
from the steam that had surrounded them until a moment before

4 “Gaia is an ancient Greek name for the Creator Mother, one of many names
given to the female deity worshipped for thousands of years as the giver and
sustainer of life. [...] But if she was invoked by different names in different
places, everywhere she was the symbol of our fundamental unity, of the
identity of every life form on this earth: the Mother from whose womb every
life form springs and to whom every life form returns at death, as in the cycles
of vegetation, to grow again”. (Eisler 1992: 10)
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and immerse themselves in the icy waters of a nearby lake. They
talk about abortion, sexual violence, abuse suffered by men and the
sauna (or rather: the sisterhood of the title that is established within
it) gives them the possibility of freeing themselves from reality to
immerse in nature, which welcomes them as its direct emanation.
In this inseparable union, a re-proposition of the one sculpted in
the Venus of Willendorf, lies the hope of the film.

3. The Great Goddess in contemporary Polish literature

Still in the most contemporary context, the Venus of Willendorf
also appears in Szczepan Twardoch’s book Krdl (The king of
Warsaw) from 2016: “Jakub hits with all his strength, but his
opponent dampens the most powerful blows, the big boxer sneers,
and then transforms into the Venus of Willendorf, gigantic, an
enormous black jaw there in place of a face” (Twardoch 2020: 440).
Jakub is the book’s protagonist, a Jewish gangster and boxer in
Warsaw who is living the last moments before the outbreak of the
Second World War. The reference to the Venus of Willendorf is
used by the author to describe the protagonist’s dream, in which
Jakub measures himself against an enormous boxer who
transforms — precisely — into the representation of the Great
Goddess, with an enormous black jaw in place of a face (one of the
characteristics of the Venus is precisely that of not having any facial
features). If on the one hand, therefore, the Venus of Willendorf
is used by Twardoch as a metaphor to describe the face of the boxer
faced by Jakub, and the way in which it transforms during the fight,
on the other hand its presence in the text takes on a particular
significance. Jakub, in fact, is the protagonist of a novel that is very
masculine, at times chauvinistic.

The Great Goddess, in her representation of the Venus of
Willendorf, is inserted into a text like Twardoch’s, “masculine”
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one, if not “macho”, certainly as the antithesis of the society
described and the mechanisms that dominate it; and if the author
does not hesitate to invest her with such responsibility it is because
the values that she conveys seem to be clear to him and he believes
are clear (or could, realistically, be) also to the readers of his book.
Moreover, Twardoch’s use of the Venus of Willendorf is only one
of the latest pieces of a rather close relationship between
contemporary Polish literature and the primordial divinity that it
embodies. Wistawa Szymborska already refers to the Great
Goddess in the poem A Paleolithic Fertility Fetish included in the
collection No end of fun of 1967.

I have explored this poem in depth in another essay published
in the framework of PRIN (Ajres 2020), so I will limit myself here
to reiterating how Wistawa Szymborska looks at the Great Goddess
as a symbol of Nature, of balance, of the universal and divine that
allows the cyclical nature of things. From this text by Szymborska
opens a parenthesis on the Great Goddess that will then be
expanded by another Polish Nobel Prize winner for literature,
namely Olga Tokarczuk. As a part of an international project
dedicated to the rereading of the myth in a feminist key, Tokarczuk
focuses on the Sumerian myth of Inanna and writes in 2006 Anna
In w grobowcach swiata (Anna In in the Tombs of the World),
prefacing the text: “Today, just as in the past, we need ancient
myths and we need new interpretations that concern them to unite
the world again...” (See Szczuka 2014: 319).

Inanna represents the most important Mesopotamian female
deity; a complete restitution of her nature, however, is almost
impossible. Goddess of beauty, fertility and love, understood more
as eros than as a sentimental bond, Inanna has sometimes been
compared to the Great Goddess®. Her direct emanation is considered

S “Inacelestial manifestation, the Goddess was also known to the Sumerians in
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to be the Babylonian and Assyrian goddess Ishtar, protagonist like
Inanna of a descent into the underworld: Ishtar, however, is driven
by reasons of love, wanting to bring her beloved Tammuz back to
life, whereas Inanna aims to offer the dead eternal life®.

In Olga Tokarczuk’s text, although some characteristics are
similar, the Great Goddess is not completely identifiable with
Inanna (transformed into Anna In), but with another protagonist,
Ninma’. She lives in the steppe, “which in the Sumerian
conception of the world is the realm of chaos and disorder”
(Amenta 2018: 206), that is, she remains alien to the laws of
civilization, while the plot takes place mostly in a megalopolis of
the future. Ninma is introduced into the text with the function of
unblocking a stalemate: in the attempt to recover and bring back
AnnaIn’s corpse from the underworld, in fact, Nina Szubur finds
herself faced with the refusal of all three of Anna In’s fathers, who
do not intend to help their daughter. This is how Nina Szubur,
Anna In’s assistant, comes into contact with Ninma, who, for her
part, elaborates a threat to submit to Anna In’s fathers. The threat,
which has an effect, is to stop taking care of everything, to let the
seasons cease and the sun stop, to mix languages, to make people
abandon the cities to return to the wild. In this passage Ninma
seems to have been tailored by the Author to the features and

the person of the pure and beautiful Inanna (also named in the text on the
Flood), who descended from heaven through seven gates to the afterlife, to
bring the dead to eternal life”. (Campbell 1992: 64)

6 The poem is called [nanna’s Descent into the Underworld and represents the
longest and most complex text on Inanna that has reached us, discovered for
the most part during the archaeological excavations carried out on the ruins
of the city of Nippur, in southern Mesopotamia (Iraq) between 1889 and
1900.

7 Ninmah, the incarnation of the Earth, represented for the Sumerians one of
the aspects of Ninhursag, who “gave life to what was dead” (Campbell 1992:
63) and therefore recalled even more closely the Great Goddess.
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characteristics of the Great Goddess, captured as she is in her dual
role as dispenser of life and death®. In the religion of the Goddess,
moreover, the tension is always directed towards life, not towards
death: at the end of the journey on earth what awaits us is “not a
process of disindividualization, but of an intensified and renewed
individual existence” (Gimbutas 1992: 50).

When Olga Tokarczuk confesses to feeling that the Goddess is
returning, she certainly does so on the basis of her own (and not
only)’ personal perceptions, which however she contributes to
making closer and more real. What the Writer invests in the figure
of Ninma is not limited to indicating a return to the Great
Goddess, but a real cultural revolution connected to it:

Tokarczuk’s is a wide-ranging critique that does not only
target sexism, but any form of domination based on
submission and exploitation. It is also an anti-capitalist,
luddite, ecologist, anti-urbanist critique: motifs such as the
city that supplants nature, technology that manipulates
identities, paternalism as a totalitarian form of ‘good
government’, the enslavement of bodies to the demands
of productivity, genetic manipulation as exploitation of
the weakest have always informed his writing. (Czapliriski
2006: 14)

8 Marija Gimbutas connects the Great Goddess first of all with two concepts:
giving life, that is, promoting life and rebirth; giving life and taking back life,
that is, death (1992: 32).

9 Marija Gimbutas had already stated this many years before: “The Goddess
gradually withdrew... The result was human alienation from the vital roots of
earthly existence, and the results are clear in our contemporary society. But
the cycles never cease to follow one another, and now we find the Goddess re-
emerging... bringing us hope for the future...” (1992: 51).
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Olga Tokarczuk confirms this commitment, social even before
political, in her next work to Anna In in the Tombs of the World,
which is Prowadz swdj ptug przez kosci umartych (Drive Your Plow
Over the Bones of the Dead, 2009). It is a sort of metaphysical
horror, in which animals take revenge on men (in particular
hunters) “orchestrated” — so to speak — by the book’s protagonist,
Janina Duszejko, an animal rights activist and convinced
vegetarian. In the novel, the life of a small provincial town is
suddenly turned upside down by the reversal of hierarchies in the
face of death, as if to indicate a possible reconstruction of society
on different bases, in which nature (and animals) occupy the same
place as man. It is no coincidence that the Author places a woman
at the head of such a social overturning, evoking once again
(indirectly, this time) the figure of the Great Goddess'’. A woman
whose description is marked by clumsiness, “an expressionistic
mirror of an increasingly evident social inadequacy” (Greco 2017):
some judge her to be a strange person, a madwoman.

The protagonist of Drive Your Plow Over the Bones of the Dead
takes on some of Ninma’s characteristics; while in other ways she
distances herself from her. Both are characterized by advanced age:
“She’s older than you think”, it is said about Ninma (Tokarczuk
2006: 76), whereas Janina Duszejko is an English teacher who is
very advanced in years. The age of the two figures is already, in
itself, a form of contestation for Olga Tokarczuk:

10 Tokarczuk (2019a), in fact, contrasts Janina Duszejko with the gods: “Janina
Duszejko, on the other hand, is far from the gods: she is old, neglected, with
dirty nails and a messy room, she has failed in her life, she is lonely and bizarre”.
It is needless to point out how, in this passage, the Author compares the
protagonist of her book with the superficially perfect image of the deities and,
in doing so, pushes her back towards that of the Great Goddess.
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Patriarchy has a problem with older women because they
no longer have a sexual role, so they are not attractive and
do not participate in the women’s exchange market, their
children are grown up now, so their maternal role is also
exhausted. Older women, however, have enormous
wisdom and experience, they are spontaneous and
potential authorities who threaten men in power. That is
why old age, not only of the Goddess, but also of women,
has been repressed, ridiculed and demonized. It always
amazed me: this lack of space for older women, this
peripheral existence of theirs. (Tokarczuk 2019b)

By supporting the return of the Goddess, the Polish author
insists at the same time on the return of women to the sacred
sphere, which means of the whole woman, with her body, her
wisdom, her strength and her old age (Tokarczuk 2019b). The
Great Goddess has a multifaceted nature in various aspects: she is
agrandmother, but also a mother and a virgin and these traits bring
her closer once again to Ninma and Janina Duszejko. In fact, there
are no male figures at their side", although Ninma can be
considered the mother of men and Janina Duszejko the mother of
nature and of the animals that inhabit it.

They are virgins and mothers, as in the tradition of the

11 “At first in Europe there were no male contemporaries of the Goddess who
could challenge her prestige and power. She had, however, a lover, who was
alternately the beneficent Serpent of wisdom and the beneficent Star of life,
her son. The Son incarnated in the male demons of the various totemic
societies governed by her, who attended the erotic dances held in her honor.
The Serpent, incarnated in the sacred serpents, which were the spirits of the
dead, distributed the winds. [...] The Star-Son and the Serpent are still mere
demons, and in Crete the Goddess is not even depicted with a divine infant
in her arms. She is the mother of all creatures: her sons and lovers participate
in her sacred essence only by her gracious permission”. (Graves 2009: 444-446)
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Goddess, and like her they are also avengers'. They are both rebels
against the patriarchal system that surrounds them. Janina
Duszejko, now retired, did a job typically considered for men: she
was an engineer in charge, in particular, of the construction of
bridges'’. Anna In’s fathers, for their part, represent the status quo,
the maintenance of the established order regardless of external
circumstances: they are the rationality that Anna In, for her part,
tends to contest. Her return from the underworld signifies the
breaking of the cyclical nature that has become a system and, at the
same time, the beginning of change: “The feminine is here
synonymous with innovation and renewal” (Amenta 2018: 205),
which would not have been possible without the mediation and
the threatening anathema of Ninma.

If in Anna In in the Tombs of the World the criticism of
patriarchal society is clear, but man is observed with suspicion only
as a representative of power, and not of gender, in Drive Your Plow
Over the Bones of the Dead the opposition becomes even more
acute. The abuse exercised towards animals continues to be a
question of power, of course, that the strongest asserts towards
those who cannot defend themselves, but the denunciation
concerns exclusively the male universe: such are the hunters. The
animalist instance is therefore assimilated to that of the criticism
of the violence inherent in the patriarchal system. In Tokarczuk’s

12 “Ninma reveals herself not only as a mother, but also as a goddess of vengeance.
She is a multifaceted and polyhedric feminine who shows off her immense
power in her creative and destructive aspects, she is both wonderful and
monstrous, in any case terrifying”, writes Amenta (2018: 206).

13 In her lecture specifically dedicated to the construction of the character of
Janina Duszejko, Tokarczuk (2019a) compared the protagonist’s passion for
astrology to her previous activity as an architect and bridge engineer, as if to
underline her inclination to discover and create connections between different
elements of existence.
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text, anger is praised several times as a condition capable of showing
things clearly'*; later, we discover that anger is the feeling on which
the Author has built the main character: “The most important
work that allowed me to create Janina Duszejko was done by
observing closely one of the most important human emotions,
anger, because the mission that this character required from the
beginning was to explore the many potentials of anger” (Tokarczuk
2019a). Without Janina Duszejko and her positive anger, the
Author even confesses that she would hardly have gone so far as to
take such radical positions (Tokarczuk 2019a).

Janina Duszejko, moreover, finds herself dealing with another
order shaped by the will and needs of men: the religious and
Christian one. Faith in the values that the Great Goddess brings
clashes irremediably with the Christian one in the main scene of
the book, in which the protagonist interrupts the homily by calling
everyone present “murderers”. And turning to the parish priest,
she says: “Hey, you, jump down from there”, “Come on!”, “I'm
talking to you. Don’t you hear? Jump down”, “Get down from
that pulpit immediately! And get out of here!” (Tokarczuk 2012:
312)". Here the rebellion is clear and direct, aimed against a

14 In this case the reference is direct to Jung: “The woman whose destiny it is to
disturb is only in pathological cases exclusively destructive. Normally she is a
disturbing element shaken by disturbance itself, a transforming factor that
transforms itself. And the reverberation of the fire that kindles, shedding light
on all the victims of the plot, simultaneously illuminates them. What appeared
as senseless disturbance becomes a process of clarification. [...] If the woman
of this type remains unaware of the meaning of her function, if, that is, she
does not know that she is a part of “the force that always wants evil and always
works good’, she too perishes by the sword she carries. It is awareness that
transforms her into the one who separates and redeems” (1980: 96).

15 On the wake of this scene, in various more recent Polish films, there will be a
succession of similar cross-sections of religious ceremonies, originating above
all from that of the First Communion. As mentioned, the position of authors
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patriarchal system that for millennia has used violence to subjugate
the weakest and has also subjugated the spiritual dimension,
excluding the female presence.

This scene, which actually takes up several pages of the text, has
caused quite a stir and controversy in Poland, especially after the
film adaptation of the book by Agnieszka Holland in Pokot
(2017)¢, in which Olga Tokarczuk collaborated as a screenwriter.
On the day of St. Hubert, the patron saint of hunters, the village
church is dressed up and packed to the rafters. Some of the
students Janina Duszejko teaches English wear animal-face masks,
while others wear peasant clothes. Soon the children will act outa
play about St. Hubert meeting a deer in the woods, a prelude to
the heroine’s outburst of rage.

The situation becomes even more unbearable because man, the
representative of reason, is ready to distort to his own goals even the
logic inherent in the apparition to Saint Hubert, who, by
converting, stops killing and becomes a saint. “In all this, a
substantial lack of logic is striking. Because if the followers of
Hubert wanted to imitate him, they should stop killing. But since
they take him as their patron, the hunters make him the patron of
what was the sin of Hubert and from which he freed himself.
Therefore they make him the patron of a sin” (Tokarczuk 2012:
305-306). It is pure and simple abuse, therefore, exercised against

and directors, in the interpretation of these scenes, is constantly one of
rejection and denunciation of the underlying hypocrisy.

16 The term pokot, which is very complex to convey in a direct and unambiguous
way, indicates a traditional solemn rite at the end of the collective hunt, during
which a report is made on the course of the hunt, on the slaughtered animals
(arranged in a row) and it is announced who has become the king of the hunt.
The film was nominated for an Oscar as best foreign film in 2018 (and the
English title translated as Spoor) and the Oscar nomination has further
inflamed the spirits in Poland.
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those who are weaker and legitimized in the forms of Christian
religiosity. At the moment in which the young parish priest climbs
onto the pulpit and begins his sermon, raving about hunting as an
ecological system and hunters as God’s helpers in maintaining order
and balance, Janina Duszejko will explode denouncing the deadly
inconsistency of that speech.

4, Conclusion

It can be assumed that the direction towards the Great Goddess
that Polish literature (and art in general) has taken in this last period
is not only in contrast with what has happened in the country ata
socio-political level recently. Previously, in fact, there was an image
of women to fight against that had been based for decades on the
ideal figure of the Matka polka (Polish mother), understood as an
angel of the hearth on which to lean the maintenance of traditions
and of the Polish people themselves: “a syndrome of a heroic
woman”?,

In Poland, due to the strong influence of the Catholic Church,

the image of the woman merged with that of the Virgin Mary, later

17 “When Poland lost its independence in 1795, Polish women faced a challenge
that would endure for many years to come. Since the maintenance of the
national identity depended on having future generations to preserve its
culture, raising children became a political imperative. When their husbands
were in prison, sent into exile, or had taken part in uprisings from which they
would never return, women had to take care of the home and the family
business. And they fulfilled their roles remarkably well. The need to cope with
all these duties gave rise to the syndrome of a heroic woman who could bear
any burden, the Matka Polka (Polish mother)”, Izabela Kowalczyk writes
(Maurovich 2020).
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abstracting into the allegory of the long-suffering nation'.
Transforming women into allegories means eliminating them from
the socio-political terrain: a repressive strategy that exploits women,
who find themselves representing rather than being represented.
When Tokarczuk reflects on the Madonna as a “simulacrum of
femininity”, as “something unreal”, she marks the definitive break
with this identification at the end of a long journey and,
immediately after, indicates the path for faith towards a female
figure that is both new and very ancient at the same time:

Mary is a figure who exists only in her visible meekness,
that is, she is incomplete. Being a virgin, she is not even
completely a woman, since she is deprived of her sexual
aspect. In a certain sense, she is an immature being, that s,
once again, incomplete. Her passivity and subordination
leave her in the background. [...] Fundamentally, it is
difficult to identify with such a vision of women. It seems
to me that, nowadays, Mary represents a simulacrum of
femininity, something that is not real. [...] For Western
religions, the lack of a woman is significant and painful. It
is a disease that has lasted for so long that, by now, we
consider it normal. (Tokarczuk 2019b)

In Ksiggi Jakubowe (The books of Jakob, 2014) Tokarczuk tries
to fill this gap, imagining the possibility of a female Messiah in
the encounter between different religions: “Until now you
thought — she says one cold winter morning — that the Messiah
would be a man, but it cannot be in any way, because the

18 Bozena Tieszen writes in this regard: “With the Catholic Church playing a
pivotal role in Polish society for centuries, the close connection between the
concept of Mother Poland and the Virgin Mary in the Polish social mind has
been very strong — after World War I it increased even more” (2007: 221).
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foundation is the Virgin, she will be the true Savior” (Tokarczuk
2023: 576). Tokarczuk’s work fits into the international context
of the recovery of the figure of the Great Goddess, as foreseen
starting from Marija Gimbutas. In the arts, we witness this
phenomenon in the cinematographic field, first of all, but also
other forms of expression seem sensitive to the call of the
Goddess. In all of these, Poland plays a key role: the poem 4
Paleolithic Fertility Fetish (1965) by Wistawa Szymborska leads
the way, followed by a long series of films and literary works, in
the country and beyond. In this sense, it is enough to think of
the case of the Macedonian film God exists, ber name is Petrunija
(2019); while, focusing on Polish literature, the Great Goddess
is evoked in the form of the Venus of Willendorf also in The king
of Warsaw by Sczepan Twardoch (2016), a novel inclined
towards machismo in various of its parts.

In its secular interpretation, on the one hand the Great Goddess
can reconcile us with respect for nature. The balance found with
the environment could lead man, immediately afterwards, to
review his own battle aimed at good. Finally, the return of the
Great Goddess could also restore a balance in the area of gender
respect:

The real alternative to patriarchy is not matriarchy, which
is only the other side of the coin of domination. The
alternative, which now turns out to have been the original
direction of our cultural evolution, is an egalitarian society:
a way of organizing human relationships where — starting
from the most fundamental difference present in our
species, the difference between male and female — diversity
is not synonymous with inferiority or superiority. (Eisler
1992: 18)
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IX.
Mudonosrudeckue crpaTeruu u
TPaBMaTHYECKUI HAPPATHB B POMaHE

Bpems weenmun Enenvt Yrxosoit

Gloria Politi

«7KenpI Bamy B IlepKBax Jja MOJIYAT, nb6o He
IIO3BOJIEHO MM TOBOPHTD, 4 ObITh B TOJYMHEHNUH,
KaK M 3aKOH TOBOPHUT>.

Kopunganam 14: 34

Bsepenne

MHoroyncieHHbIE TeaTpaJbHbIE ITOCTAHOBKM POMaHa LEjeHsr
YwxoBoit Bpemsa sernmyurn Ha CIeHAX KPYITHEUITUX POCCHMCKUX
TEATPOB IPELCTABIAIOT COOOM KpailHe MHTEPECHOE SABJICHHUE,
ABIAACH  CBOCOOPA3HBIM — IPOJO/DKEHUEM — COBPEMEHHOIO
IPO3aUYECKOro TNpousBefieHHs, yaocToenHoro B 2009 romy
npemun «Pycckuit  bByxep» u oxasaBmeroca B IeHTpe
MHOTOYMCIEHHBIX JUCKYCCHH, BBI3BAB TEM CAMBIM ITPHCTAJIbHBIH
UHTEPEC KPUTUKH. «BTopa,q JKU3Hb>» TeKCTa Hayanach B 2011 rogy
C IEPBO#1 ITOCTAHOBKU B MOCKOBCKOM «COBpeMeHHHUKE» ', a 3aTeM

1 Tlseca IPOROIKUTENBHOCTBIO TPH Yaca JO CHX IIOP OCTACTCA OfHOM 13
JKeMUyKUH penepryapa tearpa. Cm. <https://afisha.yandex.ru/moscow/-
theatre/places/sovremennik?page=3>, (nata obpamenns 25/11/2024).
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B peBpaste criefyolero roaa — B bosbIoM ApamMaTideckoM Tearpe
umenu I'A. Toscronorosa B Canxr-Ilerepbypre. Xors cama
YuokoBa OTMEYAET, YTO HPEJIOKEHUE O BTOPON IIOCTAHOBKE
IIOCTYIIHJIO K He epBBIM, 1 4T0 pexkuccep lennaguit Padarmosud
Tpocranerxuit mprobumm ee K pabodemy mporjeccy Kak B pabore
HaJ ~CIEHapUeM, TaK ¥ BO BCTPEYaXx C aKTEpaMH,
3ageiicTBoBaHHBIMH B criekTaxie (Yrkosa 2012).

Ycnex pomana B €ro TeaTpasbHOM BOIIIOMEHHH, Ha HAII B3IJLAf,
OIIPEZESIETCs He TOIBKO ITONOXKHUTETBHBIM OTKJIMKOM CO CTOPOHBI
AYAUTOPUH PA3HBIX BO3PACTHBIX KATETOpuil, HO B OoJbIueit
CTENEHH UMEHHO JPaMaTypPrudeCKUMU 0COOEHHOCTAMH CaMOTO
HappaTuBa. Bpems jcernyun He ABIACTCA HU OMOTPaQUIECKUM, HU
aBTOOMOrpaQUYIecKUM, HU HCTOPHYCCKUM IPOUSBEHCHUEM,
OJJHAKO €ro, 6e3 BCAKOro COMHEHMUS, HEOOXOAUMO PaCCMATPUBATD
KaK B HICTOPUYECKOH, TaK U B MU(POIIOITHIECKOM MEPCIIEKTUBE U
OFHOBPEMEHHO C TeM KaK BBIPOKEHHE JIUTEPATYPHOTO
MUPOBO33peHUsT MIKOBOIL, IIPOTHBOIOCTABIIEMOM PYCCKOMY
[IOCTMOJEPHUSMY MOCJIEHUX JAECATUIETUIH, OT KOTOPOTO aBTOP
ONPEJEICHHO JUCTAHIUPYETCS:

JluyHo pmA  MEHA POCCHUMCKUI  IOCTMOAEPHU3M
IOCHEHUX  JCCATUICTHH —  sBIeHHe IIyboxo
NPOBUHIIMAIBHOE, B YACTHOCTH, UMEHHO ITOTOMY, YTO
OJIHUM M3 €ro CBOMCTB ABJAETCA NPUHIMITUATbHBIA
anTHucTopusM. KoHeuno, 5T0 gonrui pasrosop, <...> HO
€CJT TOBOPUTDb KOPOTKO, C MOEH TOYKH 3PEHMSA, PyCCKas
JIUTEPATyPa MHTEPECHA HE TEM, HACKOJIBKO YCIIEIHO OHa
MEPEKJIaJIbIBACT HA PYCCKUI A3BIK TO, YTO Ha 3arajie JaBHO
OTKPBITO, HEPETOXKEHO U IO OOBIIECH YACTH IIPEOSOIICHO,
a B IIEPBYIO OYepefb CBOUMU COOCTBEHHBIMH, YCIOBHO
rOBOps, OTKPHITHUAMMU, KOTOpPble B HAIIEH HECYACTHOH
CTpaHe HeBO3MOYKHO CJIEIATh, HMTHOPUPYS €€ TPArHIeCKyo
ucropuo. (Yrosa 2012)
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B manHOI cTaThe pOMaH aHAIMBUPYETCA CKBO3D IPUSMY TEOPUH
TPaBMBI, KOTOPas HOAPA3yMEBAET MPOSABIECHUE PEATBHOTO, KaK
TAKOBOTO, YTO HAPYIIAET CUMBOJMYECKHM CIOXKET, KaK ITIOTOK
«03HAYaEMOr0>» B ObrTu nHAMBHUAYyMa. Llebio ananusa sesercs
BBUBJICHIE B3AUMOCBSI3U MEXK/IY KATACTPOPHIECKIMHE COOBITUAMU
ucropun Poccuu 3a mocyeHIe CEMBIECAT JIET U HOCTIEACTBUAMY,
KOTOPbIE OHU OKA3BIBAIOT Ha CO3HAHHE YEJIOBEKA. JTOT «HOBBIM
peanmusm», CPOPMUPOBAHHBI KMEHHO TPaBMATUYECKUMHU
IOTPACEHUEMH, NPEJCTABIAECT COOOM MEPETOMHBIE MOMEHT, B
KOTOPOM PeaIbHOCTb EPEAACTCA CYOBEKTY elje 1O KaKOH-I160
KOHIIENTYaJIM3ALMHY, U SUIBAETCA PE3YITATOM TPpaHCGOPMALIUH,
3aTPOHYBIIEN PUIOCOPCKYIO KYNBTYPy B COBPEMEHHOM MHpE
(Ferraris 2012; Caruth 1996), koTopyio Hesb3st pacCMaTPHUBATh C
6IM30PYKOI TOUKM 3PEHMS KAK MPUHAJICKAIIYIO JIUIIb 3aTazy 1
He NPUMEHHMyI0 K coBeTckomy onbiTy (Brintlinger 2004;
Dobrenko, Shcherbenok 2011). OpxoBpeMeHHO € 9TUM MBI
paccMOTpUM MU, HPEXIE BCErO B €0 MHUPOIOITHIECKOM
IPOSIBJIEHUH KAK CII0CO6 KOHCTPYUPOBAHMUA UACHTHIHOCTH, C TEM
4TOOBI OTCIIEAUTD CMEMIEHMS, GpPArMEHTAPHOCTh U PA3TIOMEI B
PaMKax ITOBECTBOBATEIbHBIX CTPATET U, HAITOTHSIOIMX CEMEHHbIE
y3bI HOBBIM COZIEPYKAHHEM.

2. Ilpomtoe, KOTOpPOE HY)KHO 320BITH?

26 nexabps 1991 roga CCCP mpexpaTiur cBoe CyIeCTBOBAHUE.
st ofHHMX 3TO HMCTOPHYECKOE COOBITHE O3HAMEHOBAIO
3apOXKJICHIE HAJEK/IbI WITH JJA)Ke YBEPEHHOCTH B TOM, 94TO CBOOOzIA
OblTa HAKOHEL JOCTUTHYTA, A APYTMX — BCTYIJICHHE B
HebesomacHylo ¥ xaoTuyHylo smoxy. OpHako, 6e3 BCAKOTo
COMHEHHUSA JJIA BCEX OHO CTAJI0 9KOHOMUYECKOM, COLMATBHOM,
IICUXOJIOTMYECKOM ¥ 9K3UCTECHIMAIBHOM TPABMOM: Kpax
xommyHnama 1 Coserckoro Corosa 03HAIATT HE TOTBKO OKOHYAHHE

213



Gloria Politi

OPraHU3ALMOHHON MOJEIIM, KOTOPAS OLPEEIIsAA HOTUTHIECKYIO
1 OOIIECTBEHHYIO XKM3Hb, HO U yTPATy CMBIC/IA SKU3HU. Takum
00pasoM, 5TOT ONBIT MOXKHO  OXapaKTEPH30BATbH  KAK
«HEHUHTErPUPOBAHHBII >, HCIIONB3YA TEPMUHOJIOTHIO
(paHIIy3CKOI LIKOJIBI ICUXOJIOTUHM U, B YACTHOCTH, TIEPBBIX TCOPHIL
TICUXIYECKOI TPaBMbl, chopMymrposarHbix Kanom-Maprenom
[Mapxo (1998), wucmombsosamubix BroctencTBun  Mosepom
bpeitepom u 3urmynpom Dpeitom (Breuer, Freud 1977). 1
HEACTBUTENIBHO, KAKETCs, 4T0 YrnKkoBa B poMane Bpems scenugun,
IOTPY’>Xasi IJIABHBIX I€POUHb B CBOCOOpasHOe TPaHCOBOE
COCTOSIHME, NPUMEHSET TEXHHKY TMIIHO32, M mnpuberas K
HCIIOIb30BAHUIO MHEMOHHMYECKTO TOBECTBOBAHMUA, OTMEIEHHOTO
CHOBHJYECKMMH ¥ T€OTONOrpadiaecKiUMHU (f1e)I0KaIM3AMAMY,
BOIUIONJAET B3aMMHONPOHMKAEMYIO CBSI3b M KOHTAMHHAIMIO
MEX/y PEaIbHOCTBIO ¥ CyO'beKTUBHBIM M3MEPEHUEM NIEPCOHAKEI.

HeticrBue pomana beper cBoe Hayaso B pabodem Jlenunrpane,
TIePEKUBAIOLIEM IPEOOPA3OBAHMSA B KOHLIE ISITUECATHIX M HAYaIe
IIECTUECATHIX TOJOB MTPOLLIOTO BeKa?, u sapepmaerca B 1980-

2 [l IOHMMaHUs UCTOPHYECKON 3HAYUMOCTH STHUX COOBITHI yMECTHBIM OyzieT
nposicuuTh, yro npoucxoguno B CCCP B mocieBoeHHbIN mepuoy, KOrga
Cramus u ITomur6opo npussim Yerseproii maruneraumil mas (1946-1950),
HAITPaBJICHHBIA Ha BOCCTAHOBJICHHUE SKOHOMMUKH, C/IE/IAB YIIOP HA PAa3BUTHE
TAKENOM MPOMBIIIEHHOCTH KAK B 3aII/IHBIX, TAK U B BOCTOYHBIX PErHMOHAX
crpabl.  Ilman mpegycMaTpuBaz — MaccoBOoe  HPOMSBOACTBO  YIJIA,
JIEKTPOIHEPT UM, CTAIIU U CENbCKOXOBSICTBEHHOM TeXHUKH. Jemobumusarus
JIeCATH MUJUTMOHOB 4eJIOBeK obecriednia TPy oBbIe PeCypChl B Brzie pabodeit
CHJIbL, HEOOXOMMO [/l BOCCTAHOBJICHHS Pa3PYILIEHHbIX TOPOJOB U ICPEBEHb,
a TaOKe IS yBETMYEHHA 00BEMOB IPOUSBOACTBA. DTOT IIUIAH, BHIIOTHEHHUE
KOTOPOTO OBUIO OOBABICHO OKOHYEHBIM YePE3 YeTHIPE FOJA M TPH MECALIA, HE
OTPAHMYMBAJICA BOCCTAHOBJICHUEM SKOHOMUKH JIO JOBOGHHOTO YPOBHSI, HO
CTPEMUIICA PEB3OHMTH €T, OBBIIIAA KAYECTBO U IPOU3BOJUTETBHOCTD 32 CUET
YBEJIMUEHIA KAIUTAIOBIOKEHUM Ha OFHOTO pabouyero.

ITareiit naruneranit wian (1951-1955), peiicTBOBABIIMI U OCTIE CMEPTH
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1990-x rogax, nepemenias MOBECTBOBAHUE B AMUIIOT, C KOTOPOTO
BCE U HAUMHAJIOCh.

Pacnay Coserckoro Coiosa cTan KapAUHAIBHBIM IEPETOMHBIM
MOMEHTOM B HCTOPHUH CTpPaHbl, ¥ MMEHHO HeOOXOZMMOCTDH
npeoponeHus npeobpasoBaHuil B Tpex cdepax obmiecTa —
9KOHOMMUYECKOM, MOJUTHYECCKON M IIEHHOCTHOM — CTajla TOU
BEJIMYMHOMN, KOTOPAs TPArHYeCKUM 00PasoM OXapaKTepr30BasIa
mepBoe ecATHIIETHE B mocTcoBeTcKoi Poccuu. Onpepensmomue
aepThl 90-X rof0B B BHjie MHIALKH, 6e3pabOTHIIBI, IPECTYITHOCTH
¥ KPailHeH MHCTUTYLIMOHAIBHOM HECTAOMIBHOCTY HEUBITIAAUMO
0003HAYMITH OfMIH U3 CAMBIX PAMATUIECKUX MOMEHTOB HOBEHIIEHT
POCCHMIICKOM MCTOPUHU, KOTOPBIM OTIUYAJICA 3HAYUTETBHBIM
YXy[IIEHHEM YPOBHS )KU3HU HACEJIEHHA HE TOJIbKO C TOUYKHU 3PEHU

Cramuna, b1 OPHEHTHPOBAH HA PA3BUTHE TAKUX CTPATETHYECKUX OTPACITIEH,
KaK 0DOPOHHAs MPOMBIIIIEHHOCTh, ABUACTPOCHUE I ATOMHAs SHEPIETHKA.
HecmoTpsa Ha ero ¢opmajnbHOE BHITIOTHEHHE, PE3YNBTATH OKA3aJHCh
HEOJJHO3HAYHBIMU ¥ CONPOBOXKJATUCH 3HAYUTEIBHBIMU 3aTPATAMH U
tpygHOCTAMU. ITocnenopasmuit 3a vum IllecToil naTuneTHII MIaH (1956-
1960) 61 npucTaHosieH B 1958 rofy us-3a CyIeCTBEHHOTO OTCTaBAHUSA OT
IPOU3BOACTBEHHBIX Hestell. Ha cmeHy emy nmpumres ceMuseTHyI 1aH (1959-
1965), popmanbHO OOYCIOBICHHDBI OOHAPY)KEHUEM HOBBIX IPUPORHBIX
pecypcoB, HO B JIHCTBUTENBHOCTH MOTHUBUPOBAHHBIM HOBOH ($asoit
LEHTPAIM3AIMHU BIacTh. I1peBecTHUKM 9TOTO IPOIIecca MPOABUIIHCH YIKe B
1957 ropy B paMKax pedpOopMbl, HHHIMHPOBAHHON XPYIIEBBIM, KOTOPas
IpeyCMaTpUBaja NePefady 4acTH MPOMBIIIIEHHOCTH M3-TIOf KOHTPOJIA
MOCKOBCKHX MUHHCTEPCTB B BEJJCHUE HOBBIX PETHOHAIBHBIX COBETOB, C IIEJIBIO
foJee PaBHOMEPHOTO PACIPEHENICHIS MOTHOMOYMI HA MeCTax, HO 0e3
ocnabyieHus LEHTPUSHPOBAHHOTO ympasieHus. IloMHMO cTpemiIeHus
HOBBIMEHNA PUHAHCOBOM 3PPEKTUBHOCTH, 3Ta MEpPA MMENA OYEBUIHYIO
HOMMTUYECKYIO TMOJOMIEKY: OTPaHMYEHME BIMAHUSA PyKOBOFUTENEH
9KOHOMUYECKOI OTpaC/IH, TpubnexxHHbIX K Teoprio MaseHKOBY, cCOnepHUKY
Xpymésa, u ykperrenue Bractu nocaegsero B Kpemme (Boffa 19955
Gershenkron 1971; Ulam 1981; Zaslavsky 1981).
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5KOHOMMUYECKOM YCTOMYMBOCTH U B Cepe 3APaBOOXPAHEHUS, HO U
B mpuBaTHOU cdepe (Aragona 2018).

B nagane 2000-x HOBasg poccMiiCKas BIACTh MOIBITANACH
BBICTPOUTb HOBBII OOILJECTBEHHBIM JOrOBOP, yaesas Oosbiie
BHUMAHUS [OTPEOHOCTAM HACETICHHUS U OFHOBPEMEHHO C TEM
KOHIICHTPUPY: BIACTb ¥ MOJIHOMOYHS MO IPUHATHIO PEIICHHI B
cBoux pykax. OHAKO MOTUTUYECKHI U SKOHOMUYECKHI EPEXOT
ellle J1aIeKO He 3aBepILIeH, U 0COOEHHO 3a IOCIEHEE JeCATHIICTHE
OH XapaKTEPHU3YeTCA OTCTANOCTBIO B HHCTUTYLHOHAIBHOU U
rpaxaanckoit cdepax. ITogobHoe monoykeHre Bejeit M03BOJIAET
IPOBECTH IMApaJLIeNh MeXly coBpeMeHHOM Poccueir u Coperckum
Comosom Bropoit nosoBuHs! 1970-X rofios, KOIzja OTHOCUTEILHOE
Orarornosnyare OPEXKHEBCKOM SMOXH CKPBIBATIO MOMUTHYECKUH U
9KOHOMMUYECKUH 3aCTOM, KOTOPHIM B KOHEYHOM UTOTE IIPUBET K
kpaxy CCCP (Iyaxos 2021).

B Tpancdopmanusx, OXBATHUBLINX POCCHICKOE OOIIECTBO C
MomenTa paciaga Coserckoro Coro3a ¥ JJ0 HACTOAIIErO BPEMEHH,
JITEPATypa UIPaIa IyaabHYIO POJIb, TIIETHO MBITAACh COXPAHUTD U
YKPENUTBH CBOIO TPUOPUTETHOCTS. C OJHOI CTOPOHDI, OHA MBITAJIACh
3aKPENUTh JOMUHHUPYIOLIUE JUCKYPCHL,  C PYTOH — ITOfIBEpraia ux
JKECTKOM KPUTHKE, IIpeIaras aJbTePHATUBHBIE ITOAXOMBI K
KOHCTPYMPOBAHUIO IMIHOM ¥ KOJIJIEKTUBHOM MIEHTUYIHOCTH. Tax,
€CJIM TIPEZCTABIICHHE O JINTEPATYPe KaK 00 OTPOKEHUH COLUATBHOM
PEATbHOCTH OCTaJIOCh B COBETCKOM ITPOIIIOM, TO COBPEMEHHAA
JIUTEPATypPa IIPEJIaraeT HOBBIE ONPEIEICHIA UMEHHO ITOTOMY, 4TO
oHa GOPMUPYETCA B YCTOBUAX IIEPEXOfA OT TPABMATHYECKOTO HITH
HOCTJIbIMYECKM ~ TYMAaHHOTO  HPOMIJIOTO K HECKOJIBKO
HeoTpejie/IeHHOMY OyzymemMy, B KOTOPOM JIUTEPATYPa MBITACTCA
BHOBb yTBEPAHTH CBOKO cosupiaTesbhyo pois (Dobrenko, Lipovetsky
2015). 1 peiicrutensho, eciu 90-e rompl CJIEZlyET CYUTATh
VHUKAJIBHBIME C TOYKH 3PEHHA UCKIIIOYEHHA 000 LIEH3YPBI, TO
HACTOAINIEE BPEMA 3HAMEHYETCA TPATHMYECKHM BO3POXKJIEHHEM
OTpaHMYEHMs CBODOJBI CITOBA, YTO OMEIACT PYCCKYIO IMTEPATYPY
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Ha HOBBII BUTOK Pa3BHUTHS, 32 KOTOPBIM, OJHAKO, HEU30EKHO CTOUT
onsIT Tpomtoro. Beap He Tak jerko cbpocuts ¢ cebs mycTs u
MUMOJIETHOE Opems cBOOOMIBI EBAHOCTBIX TOJOB MOCTIE )KU3HHU B
COBETCKOM PeaIbHOCTH, Ijie ObITHE BCer/a IOIOAIO CYLIHOCTD, 4
4eJOBEK OOpeTan CMBICK COOCTBEHHOHM OKM3HM HeE dYepes
CAMOCTOSATEIBHBII ¥ HE3aBUCHUMBII BbI60p, a BO UM CHCTEMBI
BJIACTH, KOTOPAs, 3aKOHOJATEIBHO IPOBO3IIACUB CMEPTh Oora,
0003HaYMIIa TAPTHITHYIO BePY KK EMHCTBEHHBIN Iy Th K CIIACEHHUIO.

3. JlureparypHblii MEHHCTPUM M XKEHCKMI HAPPATHB B POMaHE
Bpems senmun

McxmounTensHo Ha MUTEPATyPHOM ypoBHE nepexoq ot 1990-x k
2000-M romaM XapaKTepHU3yeTcs, KaK yTBepxkzaeT Mapuna
ITerpoBua Abamesa, Bce OOMBIMIMM CMEIJEHHEM B CTOPOHY
peansHoro: «JIureparypy 1990-x romos B OoJIpIIEH CTEleHU
MHTEPECYIOT ITHCATEJM HE BHIMBINJIEHHBIE, A PEasbHbIE.
Jlureparypa ¢axra, ‘HempupyMaHHOE’, THEBHUKH, MEMYapbl
YBEPEHHO MOTECHUIM mOmyaspHele B Hadane 90-x romos
IIOCTMOZEPHHUCTCKHUE TeKCTh» (Abarmesa 2001: 50).

PesynbraromM 9TOM TEHJEHIMM CTaJd TaK HA3bIBAEMbIN
JIUTEPATYPHBIM MEUHCTPUM, KOTOPBIHA, NMOMHUMO OTPaKEHUA
HEOCIIOPUMOTO Pa3BUTHA KHUTOU3JAHMA, 4eTKO 0603Ha4mI 0b1mee
CTPEMJIEHHE ABTOPOB WU YMUTATENEH K JIUTEPAType, KOTOpas He
TOJIKO ABJIAETCS BHIPOKEHUEM COBETCKOM Tpaauuuu 1960-1980-x
rOfIOB U aHJETPAYHA4, HO B TO )K€ BPEMA MHTEPECHA U JOCTYIIHA
ITMPOKOMY KPYTY YMTaTEIEN:

Or maccosoi KyJIbTYPbl JIMTEPATYPHBIA MEUHCTPUM
BOOpas B cest TaKue KadecTBa, KAK afjallTAlIHOHHOCT,
OTKPBITOCTh, JJOCTYIHOCTh, MACIITA0HOCTH, IIMPOTA,
IIPOCTOTA, TPUBHAIBHOCTh, OIMOPA Ha OOIIEU3BECTHOE,
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CMBICJIOBAs M 9CTETHYECKAS BTOPHUYHOCTb, AMEJULALMS K
OOBIICHHOMY OIBITY, OOpamjeHre K apXeTUIHIECKUM
obpasam ¥ mpejcTaBIeHMAM, ocobas scTeTHyecKas
CHCTEM4, BKJIIOYAION[AS HAPAZY C  KATErOPUSAMHE
IIPEKPACHOTO KATETOPUHU CBEPXBECTECTBEHHOTO, YKACHOTO,
TporatenbHoro, 6esobpasHoro, u mp.

Y ureparypsl MEHHCTPUMA TaK JKe, KaK H Y
MPOU3BEEHUM MaCCOBOM KyJIbTYPbI, 3aMeTHaA
HACTPOEHHOCTh HA CaMOIPOM3BOJACTBO, LJUTUPOBAHUE,
CEPHUAIBHOCTD, BAPHATUBHOCTD, CAMOTOXK/IECTBEHHOCTD 1
1. 5. (Kasaxosa 2017: 62)

B compransHOM KOHTEKCTE COBPEMEHHOM PYCCKOM JIUTEPATYPhI
TOHATHE «MEUHCTPUM>» npmo6peno crerupuIecKHil CMbICIOBOM
3apaAf, TPEBPATUBIIMCh B  JEWCTBYIOIUMA  COBPEMEHHBIN
JE€MOKPAaTUYECKUH KaHOH, I7e JTJUTEPATYPa PaCcCMaTPUBAIACh KAK
IPOLECC C ONPENENEHHBIMU MAPAMETPAMU U OTIPEJETEHHBIM
BEKTOPOM [IBIDKEHMA. B cuiy aToit 6a30BOiI MpeAmoChUIKH
PYCCKHIT MEMHCTPUM CTaJ UJIEAIbHBIM MECTOM /IS 3aPOXKJIEHUSA
HOBBIX TEHJEHIUH, MPUMEPOM KOTOPBIX MOXKET BBICTYIATh
TBOPYECTBO «HOBBIX AMa3OHOK». VX morenuman pamexo He
MCYEPIIAH U NMPOJOJDKAET 1aBaTh HOBBIM 3apsj| MPO3e, KOTOpas
npefcTaBIier cob0il YHHKAIBHOE COYETAHHE JIUTEPATYPHOTO
BBIMBIC/IA M PEAIBHOTO SKM3HEHHOTO OIIBITA, COTKAHOTO 13 ObITa 1
ITIOBCEOHEBHOCTH, Hepe)KI/ITI)IX MMECHHO >KECHIIMHAMU B COBCTCKI/Iﬁ
U TIO3IHUM COBETCKMM IEPHOJ U ONMCAHHBIA MMM B IOTIBITKE
MOHATh M IPOSICHUTH CIOCOOBI (YHKIHMOHMPOBAHUS BIACTH,
obpamasice K IMPOUIOMY, KOTOPOE TaK ¥ HE Pa3OpBaJO CBOUX
CBA3EH C HACTOSIIMM. Takum 0OpasoM, MOIBITKA COBEPEMEHHbIX
YKEHIMH-TTMCATETbHUL, HU3BEPTHYTh TPAAMLIMOHHYIO KOHLIEIIMIO
buorpaduu/asrobrorpadpuu 3acTaBuIa KPUTUKOB 3aTOBOPUTH O
«HOBOW HCKPEHHOCTH>» MWJIM «HOBOM [TOKYMEHTAJIHUCTHKE>,
CBUJIETENILCBYIOIIUX ~ IOSBJIEHHWE  HOBOTO  COBPEMEHHOTIO
JIUTEPATYPHOTO HAITPABJIEHU S, OHOM U3 IJIABHBIX XaPAKTEPUCTHK
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KOTOPOTO ABJAETCA CTUPAHME TIPAHUI, MEXKJAY BBIMBICIOM H
PEaTBHOCTBIO, I7ie HA OCHOBAHHMU COOBITHIT M3 PEabHON SKU3HU
aBTOpPa POKAAETCA IPOUBBEAEHME, IIEPCOHAKU KOTOPOToO
noHOCTHIO BbiMbiuieHs! (CuBakosa 2014). ITo mosecTBOBaHUE
XapaKTepHU3yeTcs GParMeHTAPHOCTHIO, YACTBIMU AHATTUTUYECKAMH
U HPOJIENTUIECKUMH IPOIECCAMH, MOCTOSHHBIM CMEIMEHHEM
BPEMEHHOH OCHM B IOMNBITKE BOCCTAHOBUTH MAMATH MPOILIBIX
TIOKOJICHMM KaK aJbTEPHATUBY JIOTUKE BJIACTHU, HABA3BIBAEMOM
COBPEMEHHOM PEaTbHOCTBIO.

Beime mepeurciieHHpIe YepThl 1 OCOOEHHOCTH B TIOTHOM Mepe
COOTBETCTBYIOT JIUTEPATYPOBENIECKON KapTHHE MHpa Enensr
YurxoBoi (HeHHHrpa,u, 4-0e mas 1957 rogma), mIOHOBUTOU
nMcaTeNbHULBL, KoTOpas B 2009 rofy HEOXKUIAHHO /IS BCEX CTANIA
JaypeaTtoM ImpecTykHOM npemun «Pycckuit Bykep» 3a poman
Bpems wenmyun, onybIMKOBAHHBINA BIEPBBIE B TOM )K€ IOy B
xypaaie 3sesga (Yikosa 2009), a rog crycTst — B U3JaTEIbCTBE
ACT (Ymxosa 2010). Msobpakas cpes >KH3HH COBETCKOM
Poccuu, moBecTByst O CyAp0OaX IIPOCTHIX XKEHIUH, UX CTPA/JAHUSAX B
HCpI/IOI[, HaHOJ’IHCHHbII:I pCBOJ'IIOHI/IOHHbIMI/I HOTP}ICCHI/IHMI/I,
BOMHAMH U SKOHOMMYECKUMHU TTpeobpasoBanmamu, umxoBa He
CTPEMHUTCS TPEACTABUTh SMOXY IOCPEACTBOM CTEPEOTHITHBIX
TIEPCOHAKEM, TOCKOJIBKY JUIA aBTOPA BPEMsA OTHIONb HE ABJIACTCA
KaTeropuei MpoMIIoro, a MPUHAIEKUT BCE elje TPUHOCAIIEMY
6ostb HacTOAIIEMY:

Bpemennoit mpoMe)xxyToK, BMEIaIOmuil B cebs peiicTBue
BCEX IIATU <JICHHHTPAJCKUX>» POMaHOB YmKoBOH
(poskmeHHOM B 5TOM TOpOfe, NMIIyLIIEH O HeM),
HEM3MEHHO BO3Bpamaerca K /0-M rojam: MUHOBAIM
APKHE, py6C>KHI>IC 60-e, HeCMOTpPs HM Ha 4YTO
HIPOHUKHYTbIE CBOEOOPA3HBIM HCTOPUIECKUM
ONTHUMU3MOM, HACTYTIHIIH FOZIBI ITTyXHe, TIEPETOMHbIE JJLS
9e/IOBEYECKOTO CO3HAHMA, TOAbl HE CTOJNBKO CTpaxa
(«Ceityac He TO BpeMs>», — TO U A€JIO MOBTOPSIOT PyT
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APYTY IePOU YMKOBCKUX POMAHOB, IOMHAIIUE HHBIC, Ky/a
Gosee HeueNOBEUECKUE, BPEMEH), CKOBKO — BHHBI U
CTBIJA, IPOHM3AHHBIE — U 9TO Ay YrKoBOI 0cObeHHO
BOKHO — OJHOBPEMEHHO CTPEMJICHUEM K BO3MESJHIO 1
Mplicibio 06 uckymienuu. (IToropenas 2010: 208)

Mcropudeckue, MONTUTUYECKHE U COLMAIBHBIE COOBITHA
OTPaXKAIOTCS B IOBECTBOBAHUU Bpem.s sceHugur depes CybObI IATH
IJIABHBIX reporHb — MaTepu (AuToHMHBI besnanosoit), gouepu
(Crosannp/Codpu) u  Tpex «babymex» — cocefok 10
KoMMmyHansHOH KBaptupe (EBgoxunm, Inuxepuu, Apuapmsr),
KOTOpBIE B CHJIY MPUCYIUX UM CHEUUPUIECKHX YEPT BEAYT
MapruHajbHOE CYLeCTBOBAHKE, IIEPEMENIASICh KK B TOPOACKOM
IIPOCTPAHCTBE, TAK U B IPEIETIAX IMIHON CEPBI, TPEACTABICHHOMI
I1apaJiOKCaTbHBIM 00pa3OM KOMMYHAJIBHOM KBapTHpPOi1. FIMeHHO
OHa BO3BOJUTCA B OOOPOHUTEIbHBIA OACTHOH AJIA 3AIUTHI OT
rpyboro BMemaTebCTBA CO CTOPOHBI TOCYAPCTBA, ONIEPATUBHAIM
HHCTPYMEHTOM KOTOPOTO ABISIETCA KOJUIEKTUB (pabpuku, rme
paboraer AHTOHMHA, IPOCTAsA AEPEBEHCKAS [EBYIIKA, KOTOPA,
IpuexaB B ropof, cienys gpempeToHHbIM Tpagunuam XIX Bexa,
OYaPOBBIBACTCSA TAMHCTBEHHBIM M 00aATEIbHBIM KPACABLIEM.

OT cobmasHuTENS B €€ TAMATH OCTAJIOCh JIMIIb JIUL0, KOTOPOE
JIEBYIIKA MEJTBKOM YBUJIENIA B TOJIIIE HECKOJIBKO JIET CITyCTS:

I’1asa sakpbuIa, a CepALie TaK U 3aX0AUTCs. Mysknka orsTh
BIDKY, TOTO, ¢ 6opogoit. Ha crenxe y Hero Bucen... ymuo
mue! S Belb CKOIBKO X0muiIa, HaTH €ro Hajestach. la
pasBe BCIOMHHIIb ZOM-TO... B ropoge goma 6osbmue,
opmnaxossie. He To uto B gepesue... (Ymxosa 2010: 40)

ITnomom 9TO¥ MUMOJIETHOM BCTPEYH /i1 AHTOHUHBI CTAHET
POXK/IEHHE [OYepH, KOTOPAs JO CeMH JeT Oyaer HeMOil; MaTh
Hasoset fieBouKy Cio3aHHa, a ee «IpHeMHbIe 6a0yIKm» FajyT eit
rmst Codbst, TANHO IIOKPECTHB pebeHKa:
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Ty, 3a cronoM, efBa MoNy4KB pebeHKA Ha PYKH, ITPULIIH
K COIVIACHIO: IIEPBBIM JOJITOM — ITOKPECTUTb. TaiikoM, He
JOKJTAABIBAACh MaTepU. B aTux gemax mMate — cTOpoHA.
Cuasa 6ory, 8 Hukomsckom 3BoHaps sHaxomsit. Cam
LIyxoM, a Bce moHuMaeT. COINacuiICA MeperoBOPUTD C
0aTIOMKO, TIO3BaTh HA JIOM.

ITo wmerpuxam sHaummace Crosannoin. Kmeuko
bacypmanckoe, npoctu locmopgu. B mpexxaue Bpemena
CPaMHBIX JEBOK KJIMKAJH, YTOO 3ACTYIHMUI] CBATHIX He
[030pUTh. A Teleph MaTh POAHAS BHIOpana — KIHYKY
cobaupo...

Hymama-gymany, mucrama Cearopr. Mimen xopomux He
cdecTh, HO IepBoe momasmee He Bbibepems. Orery
VHHOKEHTH I CKa3a/I: UIUTE COOOPAasHO MeTpuKe. XOTh
IIO CMBICITY, XOTb 10 3aIJIABHOM OyKBe.

Inuxepus gero Hagymana: MOXKeT, roBOpHT, Cepadumoit...
Her. Pewnmm B yects Coduu. (Hroxosa 2010: 10)

OTHUM >XEHIUHBI JEMOHCTPUPYIOT, 9TO CyAbOa A7 HUX — He
HE3PMMAasA U HEOTBPATUMAsA CUJIA, A CYIIHOCTh, KOTOPOH MOYXKHO
IPOTHBOCTOSNTh, YHOZOOISACH COBPEMEHHBIM AHTUTOHAM,
MSMEHSS y30p NPsDKbI, Harmopobue HOBbIX MoMp, TeM caMbIM
MEHAS UCXOJ, COOBITHUIA.

AHTHTOHA, O KOTOPOM MJET pedb — I3TO ILEHTPATbHBIN
nepcoHax Tpareguu Codoxia, BIEpBHIE IPEJCTABIECHHON Ha
cueHe B 442 rogy no H.3. B cBoém pomane Enena Ymxosa
BO3POXKAET TPAAUIMOHHBI MU, XOTA M CO 3HAUYUTEIbHBIMU
usmeHeHus: Eppokus, Imuxepus u ApuagHa BOCKpEIIAIOT B
mamsti Gmaropopsiit 0bpas gouepu maps Que Apuna u ero
Matepu KIOKacThl M X HEYCTAHHYIO 3aUIUTy HPAaBCTBCHHBIX U
AYXOBHBIX ~ LECHHOCTEH B  YCIOBHAX  0E3KATOCTHOrO
rOCyJapCTBEHHOTO THETA.

AHTUTOHA BOIIIONAET BEPHOCTh HMIIEPATUBAM CEPALA U
COBECTH, PEUIUTEIBHO IIPOTUBOCTOS TPEOOBAHMAM 3EMHBIX
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sakonoB (Griffith 2001: 122-125). Tpu moxxuible >KEHIMHEL,
0Z00HO 3TOMY KJIACCHYECKOMY 00pasy, BOCCTAIOT HPOTHB
OPUHYAUTETBHOM BIACTU CUCTEMBI, BOILIOIEHHOM B COBETCKOM
pe’KuMe, KOTOPBIM CTPEMUTCSA KOHTPOIMPOBATH HE TOJBKO
OOLIIeCTBEHHY0, HO M HHTUMHYIO CPepy JKU3HU CBOUX IPXK/AH.
OTH SKEHIIMHBI, IPOIIEHUIME YEPe3 PEBOMIOLUM, BOMHBI U
PENPECCHH, C TPENETOM XPAHAT TPAJUIMOHHBIE IIEHHOCTU —
IaMATh, KYJIETYPY U BEPY, KOTOPBIE OHHM CTPEMATHCA IEPENATh
manenskoit Copre/Crosanne. [l HUX 5TOT HOCTYIIOK ABIAETCA
CBAIICHHBIM JJOJITOM, IOJOOHO TOMY, Kak /st AHTHIOHBI
KATETOPUYECKUM MMIIEPATUBOM OblTa HEOOXOZMMOCTh IPeaTh
semute Teso e€ Opara ITomuHuKa, HECMOTPS Ha 3aMPETHI 3aKOHA
(Sofocle 2023).

ITopo6HO rpedyeckoii repoOMHE, SKEHIIUHBI BBIHYKJICHBI
JeMCTBOBATh BTAfiHE OT BJACTEH, Bejb MX Bepa B bora, mx
MOpaJbHble YOKECHNUA U MYAPOCTh IPOTUBOPEYAT COBETCKOM
poxrpuse. Onu 6epyT Ha cebs POIb XPAHUTENBHUL] IyXOBHOTO
HACJIe[HA, HAXOJAMEroCs MOJ| yrPO30H MIEONOTUH BPEMEHH, B
KOTOPOM OHM JKMBYT. FIX compoTuBieHHME MONYATUBO U
HE3aMETHO, HO OHO CMBOJIU3UPYET 6OPbOY, CTOID 5Ke 3HAYMMYIO,
KaK M XKeCT AHTUTOHBI: KaK TEPOMHA IPEYECKOH TPAreHU, TPH
IOXKHJIbIE OKEHIIMHBl CTPEMATCA COXPAHUTh U  3AIUTUTD
4eJI0BEYECKOE JJOCTOMHCTBO, OCO3HABASA IIPH 3TOM PHUCK OBITH
HETIOHATBIMU U JJ)Ke OCYKIEHHBIMU OOIIECTBOM.

OueBupHbpIE MUPOTIOITHIECKUIN TIPUEM, XaPAKTEPHBIM I
noBecTBOBaHUA Ejensl YmokoBoil, IO3BOJSET pacCMaTPUBATH
Esgoxuio, Iimmkepuio n Apuaany u kak cBoeobpasusix Moiip
npesHerpedeckoit mudomorun. ITogobno 6Gorumsam cyas6OL,
KOTOPBIE TPSUIM, OTMEPAIA U OOpesanu HUTh 4eIOBEYECKOM
JKMBHH, TPHM OKEHIIMHBI B pomaHe Oepyr Ha cebs poib
XPAaHUTEJIbHUILL ¥ BEPLUINTEIIBHUL] CyAb0bI, obeperas v Hampasssa
xusHb Co¢pu/CrosaHHpl, samumas e€ OT ONACHOCTEH U
THETYIIETO BIMAHUA OKPYIKAIOMErO MUPA.

222



MM(I)OHOSTI/[‘{CCKI/IC CTPaTEruu TpaBMaTl/[‘lCCl(l/[ﬁ HappaTHB B POMaHE BPEM}Z HEHMUN Enenst Yrxosoit

Kasxpas 13 HUX BHOCHT CBOII BKJIaJ; B GOPMUPOBAHME ICBOYKH,
CIIJIeTas MayTUHY UCTOPUH, TPASULIMNA U HACTABJIEHUMI, KOTOPbIE
CTAHOBATCA A He€ HCTOYHHUKOM CHJIBI M HPABCTBEHHBIM
opuenTupoM. Kax Moitpsr onpepessmu cyzp0y Jiozei B aHTHIHOM
MUPE, TAK U 9TU TOXKHUIIbIE YKEHIIIHbI B CBOEH He3pUMOi1 boprbe ¢
COBETCKOM CUCTEMOM CTpeMATCA obecriednTs A7 pebEHKa HHOE
Oyzyinee, OTIMYHOE OT AHOHUMHOTO, 6E3TMKOTO CYIeCTBOBAHUA,
Ha KoTOpoe e€ obpekarn pexxum. Onu onpegesor sxusHb Codo,
NpUBUBAA €H MOHMMAHME BDKHOCTU IAMATH O IIPOLIIOM,
IyXOBHbIE LIEHHOCTH M JIOOOBb, HpEBpallas 5TH 3aBETHl B
HEOOXOIUMYIO OIIOPY, Ha KOTOPO OHA CMOYKET ITIOCTPOUTH CBOIO
cyasby. Taxum oOpasom, 6abyuiku BBITOTHAIOT (PYHKIMIO He
IIPOCTO OINEKYHOB, HO CBOCOOPABHBIX XPAHUTETIBHUL, CyAbOBI
IEBOYKH, OIIPEEIISAs XOF, €€ JaIbHEHIIeH )KU3HU.

Cuna COBETCKHMX OKEHINHMH, OKA3aBIIMXCS B H3MEPEHHU
9K3UCTECHI[UAIBHON «30JI0TOM CEPEAUHBI», MPOSBIETCA B
CTAaHOBJICHUH UJICHTUYHOCTH Yepe3 ACTATM3AIMIO OIUCAHUI TATOT
HOBCEHEBHOTO  cymecTBoBanuA. IlosecTBoBanme  Enensr
YuxkoBO¥, 3amedatTiieBas MPOCTPAHCTBO PEATBHO MPOXKUTOTO
BPEMEHHU, YXOIUT OT PENPE3CHTAL[IU TOTO aOCTPAKTHOTO 9TAIa,
KOIJd JKM3Hb COBETCKOTO TPKJAHMHA BO3BEIMYUBAIACH
IPOMAraHo#H, KOrja KOK0E yApydaomiee U JocagHoe cobbITHe
IPUHYAUTEIBHO 3AMEHAIOCh PAJKATIBHBIM OLIYIEHUEM TPUYMPa
¥ CYACThs NP aDCOMIOTHOM HECOOTBETCTBUM PEaTbHOCTHU. 37ECh
pas ¥ HaBcerga MPEKPALjAeTCs JTAKUPOBKA [CHCTBUTEIBHOCTH,
KOTOpast BO BPEMEHHOM ITapajjoKCce COBETCKOK STOXH IPEeBpaLIaIa
MPOLIIOE U HACTOsAILjee B SITUYECKUE U HJeanbHble 00passl, rje
KKl y9aCTBOBAJ B MJLTIO3UK 0OMaHa, 6e3HAZIe)HO ITPeaBasich
TOPIKECTBY «JIy4e3apHOro Oyzymeros:

Chi guardava sapeva che quel mondo non era vero, ma ci

credeva ed entrava immediatamente in sintonia con
leuforia collettiva. La realtad contingente, la carestia, il
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terrore, i processi e le privazioni s’identificavano, per la
cultura collettiva, con un altrettanto epico mondo del male
(fatto di traditori della patria, di nemici del popolo),
mondo che in confronto a quello «buono e felice» era
minuscolo, privo di posto nel reale (!) spazio geografico.
(Piretto 2001: 142)

Poman Bpems owenmurn mpepcrapiser coboil HarmagHoe
BOIIJIONIEHNE COBPEMEHHOIO JIMTEPATYPHOTO TPEHJA KaK
pesyJisTaTa TpaHCcGOPMAIHUi, TPOU3OIIEUINX HA OTUTHIECKOM
U COILIMATBHOM YPOBHE.

Tax, OCHOBOIIOTATAIOIIKE LIEHTPBI IIPUTSDKEHIA TOBECTBOBAHIA
OTOOP@XKAIOT HUCIHPOBEPIKEHUE MCTHH, HEKOIJA CYUTABIIMXCSH
HespiOempivu. C 9TOM TOYKM 3PEHHS POCCHICKAsA JEPEBH
nepectaecT ObITh JpeMOM Ha seMiie st homo sovieticus w
CTAaHOBUTCS <«IPOCTPAHCTBOM>», M3 KOTOPOTO HY>KHO Oexarts,
0COOEHHO IIOC/IE Y)KACHBIX COOBITHIT, CBASAHHBIX C BOWHOI,
BOCIIOMHMHAHUS, O KOTOPOH PasMBITHI B CHOBUJICHHAX HAsBY
AHTOHUHBIL:

Jlexy, a He crumio Bpoge. Tonexo nousTs He Mory. bygro B
JepeBHE 5, 32 OKOIHIICH.

A popory ne momHIO, Bposic u HeT poporu. CHer. Bee
benpiv-6e1o0. Hasan obepryiacs cnenst ceon nairru. Hery:
HU CBOUX, HH uykux. OIIsigesnacs AepeBHIO OUCKATh —
MOJKET, ABIMKH? Haj KpbIIaMu. [JDKy: HE KPBINI, HH
abIMKOB. «Kak ske, — Aymaro, — g-To CIofja IpHIIIa» <...>
Dorke mOAxoxKy — ysHaIa MeCTO. DTO 5K 3eMIIHKA HAIlla,
Ha Kpaio seca. C BoFHEI eme ocTamack. Jlerbmu gacTo oT
HOXK/IS IPATAIMC. DpeBHA y HEll MOTHUBIIM — CKPHIIAT.
«KT10 % 9710, — rajaio, — B 3eMJIAHKE IIOCETMIICS 4 OTOHb
sxrer?». (Ymwkosa 2010: 40-41)

Takum 00pasoM, MHAUBHUJ CTPEMUTCS HAUTH YTOIHMYECKOE
ybexume B «He-Mecte» (Augé 2018), mpescTaBIeHHOM 375€Ch
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HOBBIM COBETCKUM TOPOJOM, KOTOPHIH CTAHOBUTCA IPOCTPAH-
CTBOM aHOHMMHOCTH, HACEJIEHHBIM MHOYKECTBOM IOXOXKHX JIPyT
Ha Jpyra ¥ B TO K€ BPEMSA YPE3BBIYAMHO OJNMHOKHUX JIOJEM.
Vmenno B ropogie ¢pparmMeHTalus UieHTUHOCTHU IPOUCXOUT 11071
BO3ACHCTBUEM OBITA, OTMEYEHHOTO HECTAOUIBHOCTBIO U
3HAYUTELHOMN CTEIEHDIO CIIOYKHOCTH OCTPOEHUSA
B3aMMOOTHOLIEHUI B HeM. B OT/iMuMe OT CTaIMHCKOM 3II0XU, KOITa
UCKYCCTBEHHAA <«JIAKMPOBKA» JEHCTBUTETLHOCTU CO371aBasa
UJTI030PHOE YYBCTBO CYACThsA, B OMMCAaHHOM YMIKOBOI KOHTEKCTE
MHP CTaHOBHUTCA Oosee IPOOIEMATUIHBIM U HEOTIPEEIEHHBIM,
TIOAPBIBASA TMIHOCTHYIO UIEHTUYHOCTD YETOBEKA M €r0 ONIyIICHHE
6€e30MMacHOCTH.

4. Kenckue o6paser B ObToBOI Mpo3e Enensr Ymxosoit

Bpemst, Ha $oHe KOTOPOro pasBOPaYUBAIOTCA COOBITHA U O
KOTOPBIX MAET pedb B POMaHe Bpems icernugur, 03HAMEHOBAHO
TPYSHOCTAMHE TPArUYECKOTO IIOCIEBOCHHOTO MEPUOJA, CMEPTHIO
CramuHa u  OOIIECM3BECTHBIME IIPOUCIIECTBUSAMY, KOTOPBIE
npusenr Huxury Xpymésa x Bepmmne npasnenns 8 Kpemure.
ITpouecc pecTaIMHM3ALMY, HAYABUICHCA HMEHHO B IIEPHOL
TIPaBJICHIs HOBOTO T€HEPATILHOTO ceKperapst Ilapruu, sarpoHyn
TIOJIUTHYECKYI0, SKOHOMMYECKYIO M, He B MEHbIICH CTEICHH,
COLMATBHYI0 ChEpPBl, B PAMKAaX KOTOPOH Oblna mpousseieHa
pepopma  CeMEMHOrO  3aKOHOJATENBCTBA B  OTHOIICHUH
HeTepaNeBTUYECKUX 200PTOB U AieTell, poXK/eHHbIX BHe Opaxa. Ha
NEPBBIM B3IVIAZ, 9TO YKA3bIBAJIO HA IIOSABICHHE HOBBIX U
CYIIECTBEHHBIX IIOKA3aTEJNEH MO CONMIKEHHMIO C 3alafiHbIM
CEMEMHBIM ITPABOM, OJJHAKO B IEMCTBUTETEHOCTH PEPOPMBI B 9TOH
obmactu npegcTasny coboit HeuTo HosbIee, YeM KOMIPOMUCC,
HATIpaBICHHBIN Ha OamaHc Mexpgy cBobogoit Bbibopa u
3aKOHOJATEJIbHBIM 3aKPEIJICHUEM CEMENHBIX 0bs3aHHOCTEN
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(Nakachi 2021). MoxxHO 3aMeTHTb, KaK B PAMKaX KOHKPETHOI
3ajiaqn OOYANUTh «OCHOBHYIO AYEHKY OOIIeCTBA», CEMBIO, MAKCH-
MUBHPOBATh CBOU BKJIAJ| B CTPOUTEIBCTBO KOMMYHUCTUIECKOTO
TOCYAapCTBA 3AKOH, ABILACH IPSAMBIM OTPOKCHUEM MOIUTHIECKON
MBIC/IH, IPETEPIIES 3HAYUTEIPHYIO SBOIOLMIO: M3 HHCTPYMEHTA
npeoOpasoBaHUl OH IPEBPATHIICS B CPEACTBO MOOHMIM3AIMHY, 4
3aT€M — B MEX4HHM3M, HAIPABICHHBIH HA MAaKCHMAaJbHOE
HICIIOJIb30BAHKE COLIMAIIBHOTO MTOTEHIJUATIA, PEAIM3YEMOTO CEMbEI
(Juviler 1967: 35-40).

VIMeHHO B 5TOM KOHTEKCTE PasBOPAYMUBACTCS TOBECTBOBAHUE
Enensr YmrxoBoii, 0b6HaKAasg BCIO HECOCTOATEIBHOCTD IIAHOB,
BBICTPOEHHbIX XKEJIE3HOM JIOTUKOM FOCYAAPCTBA; KATACTPOPUIHBIE
«110604HbBIE 5PPEKTHI» B BUJIE PACIICIIICHUA HHUMBHYIbHOCTH
OOHAPYI>KUBAIOT PAMATHSM PEATBHOCTH, HE JeNIast, OFHAKO, POMaH
[POU3BEACHHIEM, OOIUYAOMUM CIOKHUBIIYIOCA BIACTh. DhITOBAs
nposa UrKoBoil, mpepcTaBieHa U3OBITOYHBIM OOpaljeHHeM K
BPEMEHHOM [JAHHOCTH, KOTOpas, NMPOPHCOBBIBAACH B JKUSHU
TJIABHBIX repoeB, SBJISICTCA HPOHBHCHHCM BCCHPOHI/ISI)IBQIOH.ICI;I
CHUTBI ITPOLIJIOTO, HIUTIO30PHOCTH ¥ PU3PAYHOCTH HACTOSIIETO 1
HEBO3MOXKHOCTBIO 0CBOOOKIeHNA oT nocienHero. OueHs gacTo
MPOLITOE CTAHOBUTCS KIIIOYEBBIM COOBITHEM, ObIajamommm
TPaBMATUYECKHM XAPAKTEPOM C LEIBIM PAJOM TATOCTHBIX
nocnencteui, Kak ormedaer Enena Tomumno (1994: 205-228),
CCBUTASICh B LIEJIOM Ha COBPEMEHHYIO SKEHCKYIO IIPO3Y, KOTOPasi, B
CHUTY STHX U IPYTHX OOCTOSTEIBCTB, CTAHOBHUTCS CAMOCTOSTEJIbHOM
OTPACI/IBIO COBPEMEHHOM PYCCKOM JIMTEPATYPHI:

It is the feminist revisionary imperative necessitated by
women’s ubiquitous cultural alienation, their social
marginality and exclusion from ‘the great parade of
culture,” that confers significance and validity upon
women’s literature as an independent object of study.
(Goscilo 1989: XVI-XVII)
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Enena YmxoBa, obpamasce K ObITy, MCIONB3YET €ro Kak
9KCHEPUMEHTAJIBHYIO TJIOCKOCTh, B KOTOPOM OHA OYEPYMBAET B
PE3KOM M KATErOPUYHON (POpME PANTUUUA MEXKIY >KUSHBIO
MY>XYUH W JKEHIIUH. menHo >xeHIuHbI MPOSBIIAIOT cebs B
HOBCEJTHEBHOM J€MCTBUTEILHOCTH, Pa3PyNIAIOMIEN CTEPEOTHUIT
HaTPUAPXaTbHOM CEMBU, BOCCTAIOT IIPOTUB 9CTETMYECKOTO KAHOHA
COLMATMCTUYECKOTO PEATM3Ma, JEMOHCTPUPYS, C OTHOM CTOPOHBI,
AuCPYHKIMOHAIBHOE U CTPAJAIONIEE SKEHCKOE TEI0, KOTOPOe
CHJIBHO OTJIMYAETCA OT OPUIMATBHON HKOHOTPaguu, A C APYTOH —
IPEJCTABICHNAE O JKEHIUHE, KOTOpas CyulecTByeT Omaropaps
HACBIIIEHHOM SMOLUOHAILHOM CEMEMHOM JKUBHMU, IIPOIUTAHHON
B TOM uucye 60Je3HEHHBIMU BOCIIOMUHAHUAMU, CBA3AHHBIMU C
YyTPaTol CBOMX KOPHEM M 6nuskux mmopeil. ViMeHHO 3TO
IPOKCXORUT ¢ «6abymxamir» Inuxepueit, EBgoxueit u ApuanHois,
KOI7Ia OHU B CBOEM KOMMYHAJIbHOM KBAPTUPE BIIEPBbIE BKJIIOYAIOT
TEJIEBU3OP — TOTEMHOE HPHCIOCOOIeHre HOBOTO 00IIecTBa,
KOTOPOE KaK MAIlIMHA BPEMEHU IIEPEHOCUT KX B IIPOMILJIOE, B Pasrap
nepBomarickoro napaza 1941 ropa:

ApwuagHa rnasa saKpbIa:

— ITomuro. Mou Toxxe xopunu. Mnagiero goMa ocTaBuaiu
— BTPOEM IIOIIH, C HHCTHTYTOM.

— Tocnopn... — Iituxepus ocexmach, PyKu Ha TPy CBOJMT.
ApwuazHa cCUUT, BIUIIACH [JIA3AMU.

<>

— Eciu B copox epBoM, OHH e BCe, HOYUTAM, MEPTBBIE. ..
Koropsre B 6mokazy, KoTopsix — Ha pponTe... Koraa sx onu
Havanu? Ilepen BottaoM? Kuno-To, — BcrmoMuHaeT, — 1 1o
BoMHbI cHuMaau. OX, — 32 CTOJI B34J1ach. — TOMIHO MHE...
<>

ApwuagHa BXOAUT.

— Her, - rmasa cyxue, TemHsIe, — He Mory. Kak mogymaro,
9TO MOU TaM upyT. ’Kussle...

Espoxus rosopur:

— Capp-xa.
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Bricymana — momamr.
Inukepus MOpPIUTCA, MOPIIMTCSH, CeMYac 3aIlIader.
(Ywmxosa 2010: 47-48)

Peaxuus Tpex SKEHIUH HANLAZHO AEMOHCTPUPYET, KaK yTpara
OIIOPHBIX 3JIEMEHTOB B )KU3HHU Y€JIOBEKA, YXO7 OIUBKUX, IyBCTBO
HOTepI/I HpI/IBO,Z[}IT K TOMy, YTO HABA3AHHBIC HpO}IBHeHI/I}I CHJIBI,
nobenpl, Mauu3Ma, SKOHOMUYECKUX U BOEHHBIX INOCTHIKEHUU
TEPILAT KPax pa3 ¥ HABCEIZa; MMEHHO 3[1eCh SIKOOBI HACTYIIMBIIICE
BceoOmjee MpoIBeTaHWE OOHAPY>KUBAET BCIO CBOXO HECOCTOSI-
TEJIBHYIO U UILTIO30PHYIO CYIIHOCT.

Becw mappaTus passopauusaercs, Takum o6pa30M, Ha poHe
PaBHOJEHMCTBYIOLUX K OZHOBPEMEHHO C 9TUM ITPOTHBOIOIOKHBIX
CHUI: TOT/}a KaK FOCY/JApCTBEHHASA MPOrpaMma Oblia HarmpasieHa Ha
MCK)KEHHE ITPEICTABIEHUI O CEMbE, OTIIOBCTBE U MATEPUHCTBE, 4
TaXKE Ha JePpOPMALINIO CAMON CYIJHOCTH STHUX OHATHIA’, TePOMHH

3 Vmenno B aToT niepuoy besdpadne u 5oOPOBOIBHOE PEIEHHE HE MMETh JICTEH
BIIEPBbIE OB IIPU3HAHBI TOCYAAPCTBEHHBIMY PEeCTyILUIeHUAMU. IIpuHsTbIe
Mepbl OKa3aJIUCh JOCTATOYHO JKECTKUMU, U, YIUTBIBAS JEMOIPadUIECKyIO
ACHMMETPHUIO MEX/ly IOJAMH, MOXXHO IIPEAIONOXKUTD, YTO STH MEphl B
1epByIo ouepens ObuIK HapasieHs! Ha MyskanH. OfHAKO HAOIOKAINCH BEChMA
MOBOIBITHBE  ABJICHUA: TOCYJAPCTBCHHAS —IOJNMTHKA —CBOJMIACh K
MCKIIOYUTENHHO KOIMIECTBEHHBIM TIOKA3ATEIAM, C TeM YTOOBI yCTAHOBHUTS,
CKOJIBKO Pa3 KaXKBIA MY>KUUHA MOT CTATh OTLIOM, BCTYIIAs B CO03 C OFIHOM MIIA
HECKOJIBKMMU XKCHIIIMHAMIL, ¥ KOTO U3 JICTEH, IOABUBIINXCA B PE3YIIBTATE STUX
CBA3€M, OH ObI BOCITUTHIBAIL.

C LesIbI0 ONTHUMUSALMK YPOBHS POYKAAEMOCTH IPOHATAIUCTCKAS TTOJIUTHKA
[PaBUTENLCTBA TIpU3HATA Oostee 3PPEKTUBHON BOSMOKHOCTD AL My>KIUH
Y9aCTBOBATB B IIPOLIECCE {ECTOPOXK/ACHIA KaK HAXOMCh B BpaKe, TAK U 32 €ro
IIpeieIaMy, TIO3BOJSA TEM CAMBIM HE3AMY>KHUM JKCHINMHAM CTAHOBUTBCA
MaTepsiMu ¢ op06peHIs TOCyAapCTBa, KOTOPOE TakuM 06pasom obperaio B
OIIPe/ICICHHOM CTIEHH POJUTENbCKHE IPAaBA IO OTHOUICHHIO K JCTiM,
poxpaembiM B HeromHbIxX cembsx: “Khrushchev’s project instead proposed a
system where both unmarried women and prospective fathers would not be
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pOMaHa BOCCO3HAIOT U ODEPEraloT CEMEMHBII 09ar; B TO BPEM KaK
B 00IjecTBE OTMEYACTCA SABHBIN JeMOrpaduyecKuil gucbananc,
BOBHUKIIMH 1ocsie Bropoit MupoBoii BOMHBI — KOIia BO HUMA
repousMa ¥ IaTpPUOTH3MA OBIIIO IPUHECEHO B JKEPTBY LEJIOE
TTIOKOJICHHE MOJIOZBIX MY)KYHH, 4 OOJIBIIMHTCBO M3 TEX, KTO OCTAJICS
B SKUBBIX, OBITM B OCHOBHOM IbSHUIIAMH, 0abHUKAMU WU
Oe3meabHUKAMU — JEHMCTBUA YKEHIUH CTAHOBATCA TMMHOM >KU3HU,
XOTs ¥ O3HAMEHOBAHHBIM H300paKEHUEM CMEPTH B CAMOM HadaJie
poMaHa, KOIZja MOXOPOHHAS IIPOLECCHst C rpobom marepu
BBIPUCOBBIBACTCS B [IAMATH €€ JJOYEPH:

Moe nepsoe BocmoMuHaHHE: CHer... Bopora, Tomas
6enas mourans. M ¢ 6abymkamu bpesem 3a Teseroi, a
nomans 6OJbIIAs, TOJBKO IIOYEMY-TO IpssHast. A eme
ornobu — JIMHHBIE, BOTOKYTCS 110 cHery. B Tesnere uro-
TO TeMHOe. babymku ropopsit: rpob. ATo c110BO 5 3HAIO,
HO BCE PABHO YAUBILIOCh, Begb IPob mosmxeH ObITH
crexssHHbIM. Torza Ob1 Bce yBUzenH, 4TO MaMa CIIUT, HO
ckopo mpocHercsa. S 910 3Ha0, TONBKO He MOIy
pacckasars... (Ymwkosa 2010: 5)

Inapa ma coe orpaxkenue B 3epkane BpemeHH, «Codpsa-
CiosanHa», Temepp yXXe MOJIOAA OKEHINHMHA, KOTOPOH

discouraged from procreation in their relationships and where the welfare of
their existing and future children could be assured. This was done by providing
government support to single mothers, reintroducing out-of-wedlock births,
and giving the unmarried mothers the ‘right’ to leave their children in state
orphanages. Because of the state’s full involvement in raising out-of-wedlock
children, women would not have to be afraid of getting pregnant, and male
partners would not have to be afraid of impregnating their sexual partners.
Khrushchev’s proposal was designed to encourage both men and women to
have non-conjugal sexual relationships that would result in procreation”
(Nakachi 2021: 37).
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MPUHAJIEKUT 9TA PEMUHUCLICHIII, [IBITAETCA BOCCTAHOBUTH CBOIO
)KM3Hb U3 BOCIIOMHMHAHHH, CIUIETAS U3 HUX KPEIKOE ITOJOTHO
cOOBITHI, HaJl KOTOPBIMU BO3BBIIIACTCS TPHAJA KEHCKUX GUTYP,
3AMEHUBIINX €l yMepmyio Matb. [lepes Hamu MaTpuapxanpHas
CEMBSI B CAMOM CIIELU(IIECKOM CMBICIIE STOTO CJI0BA, COCTOSIIAS
3 []eJIOTO KPYyTa >KEHIIHH, FOJI0COB YIIEIHIX 310X, CBA3AHHbIX
MEKy co00i1 He POJCTBEHHBIMH Y3aMH, 4 TTyOOKOM 060BBIO K
MaJIeHbKOM JICBOYKE, CUMBOJIY XPYIKOCTH OyAyliero, KOTopoe
HY>KHO o6eperaTL U TIOAAEPIKUBATH moboi meHoi. ITaBHBIX
reporHb POMaHa OOBEUHSACT ellle OfHA CHJIA, ITPOTUBOCTOSILIAS
IpefbIAyIel — 4 UMEHHO CKOpOb M3-32 YTPaThl JOPOrOro u
IPUBBIYHOTO: KAK JOYb JIMIINIACH IIPUCYTCTBUS MATEPH, €€ JIACKH
¥ 3a00THI, TAK U TPH IIOXKUJIbIC SKCHINUHBI YTPATHIA CBOIO
MJEHTUIHOCTD, IPUHAJIEKHOCTD K TOMY IIPOLLIOMY, KOTOPOE
Ob10 yHHYTOXKEHO HactostmuM. OJHAKO, TaK HasblBaEMas
COBETCKOCTb, OFHOM M3 Hanbosee XapaKTEPHBIX YePT KOTOPOIX
SABJIAETCS. COBMECTHOE [TPOXKUBAHUE B KOMMYHAJIBHOM KBAPTHPE,
obperaer 37ech MPOTHBOIIONIOKHOE 3HAYEHHUE, PEBPALIAAC B
MHTEHCUBHBII IIPOLIECC «TKAYECTBA», YCTAHABIUBAS TAKUM
006pasom HOBBII cemuoTHYecKuit mopsnok (Kristeva 1979: 32). On
BO3POXK/IACT SKEHIUH-TKAINX, KOTOPbIe OOPIOTCA 32 TO, YTOOBI
YTBPEJHUTD CBOIO BHYTPEHHIOI CAMOJOCTATOYHOCTD B IIPOLiECCe
BOCCTAHOBJICHH IIPOLIJIOTO YePEe3 «JIOrOC», MOTOK KOTOPOro
MPOSABIAETCS B TETEPOTEHHOCTH, IPU3BAHHOM IpepBaTh
MOHOTOHHOCTb TIOBCEJHEBHON peun. UmiKkoBa, Kak U Apyrue
CITABSHCKHE TTHCATEIBHUI[bI COBPEMEHHOM JIMTEPATYPHOM aPEHBI,
npuberaeT K KJIaCCHYeCKOI MUPOIOTHH, YTOOBI BOBOOHOBHTS € B
COOTBETCTBUH CO CBOMMH 3aMBICIAMU M HYXKJAMH, PEAIH3Ys
CTPATETHIO «BOCCO3JAHUSN» MUPUUYECKUX, Oubmeiickux u
CKa304HBIX (abys1 MATPHAPXAIBHOTO CKJIaJd B COOTBETCTBUH C
MPHEMOM, OIpefesAeMbIM PEMUHUCTCKUMU KPUTHKAMU KaK
«anokpudusanusi» muda (Szybowicz 2010: 36). Bosuukarormee B
pesyJIbTaTe 9TOrO MPOLECCa 9XO CTAHOBHUTCSH HOCHTEIEM HOBBIX
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CMBICJIOB, OfHOBPEMEHHO [TO3BOJISIA BBIABUTh, KAK [TATPUAPXATIBHOE
00IIeCTBO  MAHWIYIUPYET OKEHUIMHAMHU, NPUMEHAA B HX
OTHOLICHUH PEIPECCUBHBIE MEPBL.

Psapg auTMHOMMII 3ameyaTyieH ¥ B NPOTHBOIOCTABICHHU
TOPOJCKOTO U JOMALIHETO mpocTpatcTaa. IlepBoe, monnmaemoe B
OCHOBHOM K4aK PE3YJIBTAT TPAKFAHCKOTO IMPOLECCd, KACACTCH
IIOCTIEOBATEILHOTO Psfa B3AUMOOTHOMIEHMU, KOTOPbIE CO3TAITCA
IPOU3BOJCTBEHHBIMU CHJIAMH, COLMAIBHBIMUA HHCTUTYTAMH,
VIPEKACHIAME U HOpMaTUBHbIME CTPyKTypamu (Pérez Prieto
2017: 14-17). MHOro4ncieHHble COBPEMEHHBIE HCCIEJOBAHIS He
TOJIBKO JEMOHCTPUPYIOT AUPPepEeHIIIPOBAHHOE HCIIOMb30BAHUE
OOIIIECTBEHHOTO MPOCTPAHCTBA MYXKYMHAMU U OKCHIJUHAMH
(Sdnchez de Madariaga 2013), HO ¥ TOATBEPIKAAIOT, YTO IIOCIIEHUE
VCIIBITHIBAIOT B HeM OOJbIle OrpaHMYECHMI M BHYTPEHHETO
auckom¢popra (Valentine 1989; Darke 1996). Cornacuo mopenu
«trip—chaining», SKEHIUHBI CKJIOHHBI K 0o0Jiee JIOKAJIbHBIM U
(pparMeHTHPOBAHHBIM IIEPEMEILICHIAM, KOTOPBIE HEOOXOAUMBI UM
I YOBIETBOPEHUA MOTpebHOCTElN 1 3260T O jOME, ceMbe U
Hy>Kfjatomuxcs B yxoge pogectsennukax (Criado-Perez 2020), 8 To
K€ BPEMsI OHU BAPBUPYIOT CBOU €KEFHEBHBIC MAPLIPYThI U MECTA,
B KOTOPBIX OHM OBIBAIOT, a TAK)Ke BPEMSA BBIOTHCHUS
ONpENENEHHBIX  JEUCTBUMM  M3-32  CTpaxa W 4yBCTBA
HesamuImeHHOCTH. JloMaIHee MpOCTPaHCTBO MO CBOEH PUPOziE
HE  TOJABKO  SBIAETCA  IPOCTPAHCTBOM  YeAUHEHUSA U
SMOLIMOHAIBHOTO MOKOS, HO U MpeAcTaBaier coboil — B
OCODEHHOCTH B CITy4ae KOMMYHAJIBHOM KBAPTUPHI — IPOCTPAHCTBO,
00yCIOBIEHHOE SKOHOMHYECKUMU — OOCTOATENIBCTBAMHU, —YTO
PaJMKATBbHO OrPAHMYMBAET BOSMOXKHOCTb HHJMBHYaTIbHOM U
OOIjeCTBEHHO! ABTOHOMHOCTH, BBIXOJA 31 PAMKH [PABHUII,
crpykrypupyromux obuectso (Aureli, Shéhérazade 2020).

Topox, Mo TeppUTOPUH KOTOPOTO MEPEMEINAIOTCS [JIABHBIE
repouHu — JIeHUHrpaj, mapagurMaTyecKoe MECTO, CUMBOJIYHOE
¥ peaJbHOE OJHOBPEMEHHO, C SABHBIMH TONOHMMHYECKHMH
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OTCBUIKAMH, IO3BOJIAIOIIMMHU OCYIIECTBUTH €r0 HCTOPUKO-
reorpaguyIeCcKyio UIeHTUPUKALIUIO:

Buepa, ma Odunepckoit, mLnky, onars xomaoT. Amy
OTPOMHYIO BBIPBUIM, map us Hee — Kiybamu. COoxy
MOCTKH, 110 Kpaio TpeHoru BbicTaBumd. Codrio Bexy,
6aTIOMKY, HEUMCTASA CUJIA: U3 TT0f, 3 MJIM-TO IOJIOCa.

<>

Ha O¢uuepcxoii-to — rge? <...>

— Jatyr, 3a yrom. Kax ona y Hux? Jlexabpucros.
Inuxepus caxapox CoceT — 3a/lyMaiach:

- tZ[eKaGpI/ICTLI—TO 3TH KOTja mpocnaBunuce? B
PEBOJIIOLMIO UIIH B BOMHY?

— bor ¢ Toboit. — AprasiHa IICINKOM MOKUMACT. — JTO
xe emje B mpoumtoMm Beke. Jlexabpbckoe BoccTaHme
BOCEMbCOT JIBAZLIATH IATOrO roga. IIpoTus KpemocTHOro
npasa. (Yrxosa 2010: 12)

Toponckoit Mupax 3axBaThIBaeT AHTOHHHY, KOTOPAs, IIOKUHYB
POIHYIO IEPEBHIO, IIOTHOCTHIO IIOIPYYKAETCA B HOBYIO COIUATIBHYIO
PEaJIBHOCTS, CPasy e HapyLIas HOPMBI [TATPUAPXaJIbHOM CUCTEMBL.
HesanmannpoBanHas 0OepeMEHHOCTh — IUIOf  CIIYYaiiHOTO
3HAKOMCTBA — IIPUBEJET €€ K IOIIBITKE CAeIaTh a00pT, mogBepras
CBOE TEJIO UCTA3AHUAM PACIPOCTPAHEHHBIX MOAIIONBHEIX IPAKTHUK,
B HAZiO)KAE HE IMOTEPATh paboTy U He ObITh BBIHYIXKICHHOM
BEPHYThCA B pofiHOM ropoy. I1omnbiTka He yBeHYaIaCh YCIIEXOM U Y
Hee POJMIACH [0Yb C OTKJIOHEHHEM B BUie 0C000i1 GOpMbI
«cenexTuBHOro Mytusma». Ciosanna-Codrs He pasroBapusaer,
ee IICHXUYECKOE COCTOAHHE HE IO3BOJIAET € TOBOPHUTh HH B
HE3HAKOMBIX, HU B IPUBBIYHBIX CUTYALMAX, XOTA OHA U IIPOSIBIIAET
Oombiye CrocOOHOCTH K M3YYECHHMIO MHOCTPAHHOTO A3BIKA U
3AMETHYIO CKJIOHHOCTb K XY/I0’KECTBEHHOMY TBOpYecTBy. Kak u B
Houepn bByxaper Jropmuner Ymunxo#, B pomane JmxoBoi
AUCPYHKIMOHAIbHAS JIUNIHOCTh CTAHOBUTCA 00BEKTOM J06BH,
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3a00ThI U UCKITIOYUTETPHON OneKku: AHTOHHHA OyaeT BCAYecKH
CTPEMUTBCS OTPAJUTH CBOIO JOYb OT HE3ZOPOBOTO TIOOOIBITCTBA
IIOCTOPOHHUX, OCO3HABAS OMTACHOCTh BOBMOXXHOTO BMEIIATEIbCTBA
«TOCYJAPCTBEHHBIX OPraHOB» KOJIJIEKTHBA 3aBOJA, IAE OHA
paboraer.

C opuont croponsr, Hemora CiosanHp-Codpu MOKET
PACCMATPUBATEHCS KaK KOHKPETHAS PEIIPE3EHTALINSA SKCIIPECCUBHOM
agasuy COBPEMEHHOCTH, KOIZa TIpybas TPUBHAIBHOCTH IIOB-
CEIHEBHOM YKU3HU PaKTHIECKH IPEIATCTBYET CAMOBBIPKEHHIO
smgHocTH. C PYroit CTOPOHBI, Ha CUMBOIMYECKOM XPUCTHAHCKOM
yPOBHE, KOTOPBII 3[€Ch KO BCEMY ITPOUYeMy 00/IaaeT HEraTHBHOM
KOHHOTAIMEH, BPEMEHHAA HECIIOCOOHOCTH TOBOPHUTH MOXKET
IpEACTaBAATh CODOM HaKasaHWe, KOTOPOMY IIOJBEPraeTcs
KEHIMHA-MaTh 33 CTPEMJICHHE OCBOOONHUThH CBOE TENO OT
COLIMA/IBHBIX OFPAHUYEHUI U STHKO-PETUTHO3HOTO JUKTATA, 34
BOITMIOLIMIT TPU3BIB K CBOOOJE KAK IPH 3a4aTUH BHEOPAYHOTO
pebeHKa — y eBOYKH HET OTLA — TAK ¥ IIPH IIOMBITKE IIPEPBATh
bepemenHoCTh. Takum 06pasoM, HECMOTPs Ha MUPCKOI 00pas
KHMHM o0mecTBa, B KOTOPOM JKHMBET AHTOHHHA, 3[€Ch
COXPAHSIOTCA TPAHUYAIIYE C CYEBEPHEM IIPECTABICHIA O TOM, 4TO
HEIIPOILIEHHBIE IPEXH [IPEJKOB MOTYT BIMATh HA 3[OPOBBE H JaXKeE
Ha fyury Oyzymero pebeHxa.

B xoMMyHaIBHO# KBapTHPE, BTN OT JIOOOIBITHBIX 7143, JIA%Ke
«Ha3BaHHBIE» 0aOYIIKY OTKA3BIBAIOTCS OT HACTOALIETO BPEMEHH,
MOIUIOCT KOTOPOTO COKPYLUIAET MX JYIIH, U IIPEJATCH
HOCTJIBIUYECKOM TOCKE 10 YLIeAmUM BpeMeHaM. B coseprjanuu
IPOLIJIOTO, COCTOSINErO0 K3 BOCIOMHHAaHHU 00  yuebe,
BIMOOIEHHOCTAX, Oaromonyyuu, yioTe U OJUSKHUX JIOAAX, TPU
IIOXKUJIUbIE XKEHIUHBI C JII0O0BBIO 3200 TATCS O pebeHKe:

EBpoxus 3a xameit HampaBUIach: MaTh C HOYM CBAPUIIA,

CyHysa1a 1moja  IIOAYLIKY. I/IS—HOI[ DOAYyMKHM  Kama
paccrirdaTaid. rpCLII/IHKa K I'pCYUHKE. ,prrylo W HE CTAHECT:
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HU MAaHHYIO, HU OBCSIHKY. EBJOKIS BOPUHT: B Ca/lAX-TO 4TO
omano cyior. Ipeda — goporas, emie U JOCTaHb MOAH.
Xopomo, AHTOHKHE Ha IIPOU3BOJCTBE BbIIKCHIBAIOT. [To
7IBa KMJIO B MECAL]: HA CAMY U Ha pebeHKa.

Apuanna opera, BeiBesa. CoQbIomKa IpHydeHa — cama K
Kpany uzet. Inuxepus ¢ xomukom Harotose. Jletom B
Tpybax TeruieHbKast. A SUMOIT IPETh IIPUXOAUTCS, YTOO Ha
PYYKM CITUTS.

<>

EBpoxus xomaupyer: Hy, otasixairre. [Tycts pebenok B
CIIOKOE ITOECT.

ITorom ApuanHus depes: CKasKy 4uTaTh. Y Hell CBOH,

¢paruysckue. Kumkka nyxnas, ¢ kaprunkamu. (Qmwkosa
2010: 12)

Onu oby4aorT ee (paHIy3CKOMY S3BIKY, BOZAT B Teatp,
HAIMTBIBAS JIITy M TEJO JEBOYKM, OHU YXa)KMBAIOT 33 HEM, B
0COOECHHOCTH, KOTd ee MaTh 3a00JIeBAET PAKOM, M CIIETAIOT
IIOJIOTHO U3 OOCTOATEIBCTB, KOTOPBIE NPUBEAYT K TOMY, YTO
TrOCYZIapCTBO IEPEIACT B OIIEKy pebeHKa, TEIEPh YoKe CUPOTY, STUM
TPEM >KEHIJUHAM, COBEPIICHHO Yy>XUM JJIA Hee B IJIa3ax
orpaHMYeHHHIX 3aK0HOB Konnexrusa.

To 4TO NPOMCXOAUT B KBAPTUPE MIPOTHBOIIOCTABIIACTCS TOMY,
YTO IMTPOUCXOUT 32 €€ NMPENENAMHU, B «Uy>)KOM» IPOCTPAHCTBE.
[Ipesxpe Bcero, aTo 3aBOJ, yIpaBIeHHE KOTOPHIM MOJHOCTBIO
TOBEPEHO YKEHIIMHAM, BBIIOTHAONIMM CIEnUPUIECKHEe POJIU 10
yoKe OTpabOTaHHOI B COBETCKOM 0DIIeCTBE CXeMe, KOTOPas Hadara
popmMupOBaTLCA C HaYasIa MOCJAEBOEHHOro nepuopa. Peuns upner o
COYETAHUHU POJIEBBIX MOJEJIEH TPYAOMOOMBON U HEyTOMUMOM
paboOTHMIM ¥ PYKOBOZHUTEIbHUIIM, IPU3BAHHON COOMIOmATh 1
obecriednBaTh GYHKIMOHHPOBAHKE FOCYAAPCTBEHHOM MAlIKHBL B
5TOM CBA3HM BCIIOMHMHAETCA nepcoHax 3ou BaHOBHEI, BhICHIEH
MHCTAHI[MN 3aBOZjA, HA KOTOPOM paboraeT AHTOHMHA — UMEHHO
OHA JICPTaeT 34 HUTOYKU <«IKEHCKOTO COBETA», KOTOPBIA ObLI
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CO3BAH B CPOYHOM IOPSIAKE AJIA TOrO 4TOOBI pasobparhes ¢
«pymeii» AHTOHUHEI:

3a menkamu Ha ckiIan uny — 3os MBanosna HaBcTpeuy:
«Bor, - rosopur, — becmasosa. Xopomro, 4To momanacs.
B MecTrOM 3aiia1 TOCIIE CMEHBI — JIENIO K TebE eCTh>» . <...>
JKenmuHsr 32 cTOJIOM paccenucs, a 3os BaHoBHA — BO
IJIaBE.

«3axopu, — KuBaeT, — AHTOHMHA. MBI BOT TYT >KEHCKUM
COBETOM COOpasHCh — mobecefoBaTh PO TBOIO [YIIy.
ITorosopum, o xxusHu TBOEH OfyMaeM. Pas yyx MeHs He
cnymaems». lomoc mackoBeld, THXMH — 6y,uTo MyXxa
ocenrsu. XKysxoxur. (Yekosa 2010: 57-58)

B coorBercTBHM C YCTAHOBKAMH COBETCKOTO TOCY[ApCTBA,
«HOBOE», a TO ecTh Kosutexktus, omuuerBopsiemsiil 3oeit
VBanoBHoI1, npexcrasiser coboil HA CaMOM Jejie HPOLLIOE,
(aIOroLeHTPUIECKYIO KYJIBTYPY, 7€ SA3bIK, MCIOIb3yeMBI B
obwxoze, TOYKE ABJCTCS BRIPAKCHUEM [TATPHAPXaTa. AHTOHUHE He
OCTaBJLIIOT JPYroro BHIXOJA — OJKCHCOBET IEPEYMCIIICT ee
HEJOCTATKU, KJICHMUT €€ «PACIYTHYIO» JXM3Hb U B KAYECTBE
€JMHCTBEHHOTO ~ PCIICHMS  YKa3hIBAECT HA HEOOXOZMMOCTDb
Bpa3yMI/ITbC}I u I/ICHpaBI/ITb CI/ITyaI_H/IIO HpI/I6CFHyB K
penaparuBHOMY bpaxy:

3osa VBanosHa ysen nonpasuia. «Bor, — npucrynaer, -
Anronnna. CurHais! Ha Tebs HEYT — Ha TBOIO DeCIyTHYIO
KUsHb. Sl YK M TaK M 5HAK — MOXKHO CKasaTh, IIO-
MaTepPUHCKH, a Tebe — ¥ TOps MaJIO: [I0-CBOEMY HOPOBHIIIb.
Hexopormo, 4urobsr >xenmuna cebst He cobmopama —
peberok moxpacraert, a tem bosee — gous. Kakoit eit ¢ Tebst
npumep? JKenmuHa, oHa — MaTb. A IIOTOM YX —
ocTanbHoe. I10-)KEHCKH, — OIIAABIBAETCA, — MbI TebA
TIOHUMAEM, TOJIBKO K B CTOPOHE CTOSATh HE HAMEPEHbI — HE
MMeEM TAaKOTO IpaBa. BoT M OTBeTh HAM: KAK y Bac C
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Pyueitnuxoseim Huxomaem — cepbesno umm Ta?» <...>
«Kenmuna, — 3os VBaHOBHa JAMKY HONpaBuia, —
XPaHHUTEJILHUIIA JOMAIITHETO OYara».

«Yero-yero?» — CrituHa nepecnpamusaer. «/la, —
obbscHser, — nocosura takasi. [To-HameMy, IIMTHL 11
TIeYKH, — PYKAMH IOBesa, OyaTo yromes sarpebaer. —
3HauuT, nopsmKa B foMe <...>». (Ymxonsa 2010: 58)

OTa CIeHa OTPAKAET KEHOHEHABUCTHUIECKOE MUPOBO33PEHNUE
COBETCKOTO TOCYAaPCTBA, IJie MY>KYHHBI IO-TIPEKHEMY UTPAIOT
POJIb TEPOEB ITOCPEACTBOM CIIACUTEIbHOM IIPAKTUKU OpaKa «Io
JIOTOBOPEHHOCTH» B CJIy4ae He3aIUIAHUPOBAHHOM OepeMEHHOCTH,
a JKEHIITMHAM BCE €Ille OTBOAMTCA UCKIIOUUTEIBHO POJIb MaTepex,
Jodepeil, cecTep, HeBECT. AHTOHMHA, HA000POT, BCAYECKH
TIBITAETCA BBIPBATBCSA U3 «JIOTMKH>» 3aKOHOJATEIBHOM KOCHOCTH;
ee «FUCPYHKIMOHAIBHOCTB>, IPYDO MOJYEPKHYTAs HAPPATHBOM
JKEHIIMH C 3aBOJIa, CTAHOBUTCA JETOHATOPOM CBOEro pojia
AHAPXUYIECKOro OyHTA, KOTOPBIN BHEIIHE MOXET MOKA3aThCS
IPOSABJIEHUEM CMUPEHHOCTU: «I0/10BOM KHMBaIO, 2 CJIOB-TO HE
BBIMOJIBUTh. Dbyaro konm B ropmo Bbmwmu. Hu oxmyts Hu
B3goxHyTh» (Yroxosa 2010: 59).

AT1OT OYHT — 9TO HE HHTEJIIEKTYaIbHAS TOULIUS, OH TOPOXKICH
MCKJIIOUMTENTBHO BHYTPEHHEN CHUJION U mobOBRIO K JOYEpH,
KOTOPYIO OHA BCAYECKH ITHITAETCA OTPAJUTD OT arPECCUU BHEITHETO
MUPa, He JOIYCKAIOLIEro pasHoobpasue:

<...> HEMOTY-TO OT HUX CKPbUIA. A HY KaK BCIUIBIBET? <...>
K Hum momazu Tonpko — 3aTackaioT o Bpadam. Coscem
3ary6;1T zesky. Her yx, pemaio. He orzam. JKusem
Xopo1o, He xyxxe gpyrux. Mms, Tearps! y Hux... Tak Hamma
Toxe noiaer B Mapumscxuit. Oberranu sxe — Ha 6amer. A
[PasgHUKY... TaK M MBI IPaSFHUK YCTPOMM — EJIKY
HAPAMM, TIOITIUM elje, 4bs aydue... (Yrxosa 2010: 23)
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BsauMocBsse MaTepu ©  [jodepu, OYEBUJHASA JAKE B
JUEreTHIeCKOM OPTaHU3ALUK POMAHA, IPOSABIAIONIAACA B 3a00Te
APyr O [Jpyre M BBIXOAAMAS 3a IPEAEAbl 3€MHOTO U
IOTYCTOPOHHETO, JO/DKHA PACCMATPUBATHCA 371eCh KaK IIPOLECC
CAMOCTOATEIBHOTO U aBTOHOMHOTO KOHCTPYHPOBAHUS YKEHCKOM
naeHTUIHOCTU. CTAHOBUTCS OYEBUIHBIM, YTO KAXKIBIN OTIEIbHBII
9JIEMEHT MOBECTBOBAHUA, Oy/b TO BHYTPU KBAPTUPHI HIIH 32 €€
TIpefieIaMu, KOTZia Pedb UIET O IIATH [IABHBIX FEPOMHSAX, BRIPAKACT
onpezeIeHHbIE TIPe/ICTABIICHHA o JOMHUHHUPYIOIEM
CHMBOJIMYECKOM MOPS/IKE, CYIIECTBYIOMEM BOBHE.

Te >xe mporysnku, KoTopsie coBepiaoT Apuaana, Iukeprs n
Espoxus ¢ Codbeil, OTHIONb He CIYYAMHBI U He SBISAIOTCA BCETO
JIUIIb pa3BJIedeHUEM MU MATIEHbKOH fieBouKH. [1pogenantslit BO
BpEMs ITPOTYJIOK IyTh MEHSUICS B 3aBHCUMOCTH OT BPEMEHH rofid
u 0baggan 6omee rybOKMM 3HAYCHNUEM: IIOCTOSAHHBIM SIULICHTPOM
ABIIOTCA JJOM U LEPKOBb, Ife OblTa MOKpEImjeHa MajIeHbKas
Codrrionka 1 Kyzja ee BOEAT MPUYALIATHCS, YIUTHCA MOIUThCA,
cymath o xxurre cBATHIX. C 9TOM TOYKM 3PEHHs XPUCTHAHCKAS
CHMBOJMKA MMEET IIOSUTHUBHBIA CMBICIOBOM 3apsy Kak
TIPEBECTHHK CBeTa. TaK, ocemeHre epPKBH, PAccKassl babymrexk,
0coOEHHO Imixepun, cnoBa KOTOPOH  OKYTaHBI —HEKOH
MEJIAHXOJIHEN O CODCTBEHHOM CyILIECTBOBAHUH, CTAHOBATCS [
IEBOYKH HENPEPHIBHBIM BOrosiBieHreM, IOCKOIBKY OTKPBIBAIOT
€il HOBBIF MUP — MUP HKOH, MHUP IIPABEJHUKOB U IPEIIHUKOB, 4
TAIOKE TIPECTABIICHHA O Pae U afie:

C 6abymxoit Dimkepueit nyume xopurs. C Helt K
Huxonaro-yroguuxy: «Momucs, — yaur, — Codriomxa, 3a
CTPAHCTBYIONUX U ITyTEIIECTBYIOMUX> .

OH u B KOMHaTe y Hee. A 110f, HUM OrOHb — B KPACHOM
qamke. DBabymxa nogoitper. Crour, pasroBapHBacrt.
IMenyver, memyer. A on Momuur. Bupno, He ymeer
TOBOPUTS.
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«Hukomait, — pacckaseiBaer, — CasaTurens 3a Bcex
sacrymaerca. Kro mo Mopio IumaBaer, KTO B JIeCy
3a0JTyUTCA — BOT OH Ha IyTh U HACTaBsieT. Bo TIoppMax
CUJAIIMX [IOCEN]AET, B OONIE3HU JIEKAMMX UCLEIIAET. . »

K ukone nogsener — o6bsacHuT: «Bor, rmagu. Bes skusHb
desToBeuecKas mpegcTasacHa. M Ha sToM cBeTe, U Ha TOM.
Tam-TO y HUX CBETIIO.

<...>

A BHUBY-TO, — TIyTaeT, — a. TyT yok MyK#: IU1ad X CKPeXKeT
sy6osublit. B any, nebocs, rpemanku. Tombko OH 1 K HuM
CIyCTUTCS — CHUB0MAET <...>». (Yroxosa 2010: 14)

Codbst craHOBUTCS 111 TPEX Oaby1rek CBOCOOPA3HBIM KIIIOIOM
Kk I{apcTBy boxxbeMy 1 crraceHMIO MX IyII OT IPEXOB, COBEPIIEHHBIX
VUTH IIEPEKUTHIX UMY B HACTOAIIEM, B KOTOPOM OHU >kuByT. CTaB
B3POC/ION Y JIMITUBIIUCH STUX KEHCKUX PUTYP, OHA TTOJTHOCTHIO
Geper Ha cebst posIb TOBECTBOBATEJIA H, [IEPEHIMAS JUETETHICCKIE
IpHeMBI y cBOUX «6abymiek», KOTOpPBIX OOJbIIIE HET B JKUBBIX,
CO3/IA€T CUCTEMY CBA3EM U OTCHITIOK K ITAMATH, IEPEOCMBICTEHUA 1
penpeseHTaAIH MaTepUHCKOM urypsr Ha  ypOBHE
PEMMHUCIEHIIUH, BOCHIOMUHAHUI 1 (paHTA3HIA:

Muorga s CTemo KAMYATHYIO CKATEPTh C PO3AMH M
TIPEACTABIIAIO, KAK Mbl CAJMMCS BOKPYT CTOJIA — U OTeLl, 1
Mama, u 6abymku. ITO A7 HUX A KyTIHIA TAKyI0 607Tb1IyIO
KBapTHPY. ITOOBI y HUX OBLT JOM, B KOTOPOM GosbIIC HE
CTPALIHO, IOTOMY 4TO 9TO — HAIIM KOMHAThI U UX HUKTO
HE OTHHMET.

Teneps 51 Bcera ¢ HUMH, JXKE €CIIM OHU MEHS He BUJIAT,
KaK Oyaro Mexay Hamu riyxas crena. Ho s Bce pasnO
x0xxy. Csapy, HOCHIKY M CHOBA BCTAIO K MOBLOEPTY, 4TOOBI,
IPEeBPALAsCh B APYIYIO, IAMATIUBYIO JCBOYKY, CIIYIIATh
ux rosioca. (Yuxosa 2010: 100)
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5. 3axioyeHue

Enena Ymxoa mocpencTBoM >KeHCKHX GUryp pomaHna Bpems
HCeH U H TIBITAETCS BOCCTAHOBHUTD UJCHTHYIHOCT, OCHOBAHHYIO Ha
IIPOYHOM SKEHCKOM CHMBOJIMIECKOM YHHUBEPCYME,
IIPOTHUBOIIOCTABIIAS €0 TAKUM 00pasoM OMHAPHOM KOHIIEMIUK
«MY>KCKOe-)KeHCKoe». Jlma aroro mcmomssyercs cucrema
ASBIKOBBIX M JIMTEPATYpHBIX 00pasoB, oOOpaleHHBIX K
AJBTEPHATUBHBIM POPMAM KOMMYHHUKALIMH, C TeM dYTOOBI
IIPOJIEMOHCTPUPOBATD, YTO UJCHTUYHOCTb MOXKET ObITh OOpeTeHa
JIMIIb B PE3YJIBTATE CJIOXKHOTO MyTH cTaHOBIeHu:A. M3obpaxkas
Pa3PBIB OTHOIICHHI MEK/TY JOYEPBIO ¥ MATEPBIO, OOYCIIOBICHHBIH
HACTYIIeHEeM OOJIE3HH ITOCTIEHE, 4 3ATEM H €€ YXOFOM, KOTOPBIIT
371eCh IPUOOPETAET CUMBONHYECKYIO GYHKIIUIO Pa3pPhIBA MEKAY
IPOIUIBIM M HACTOAIIMM, aBTOP OTBEYAET MeTaQU3HUKE CMEPTH, HA
KOTOPOM  IMOCTPOEHO  3aMajHOE  MBIIUIEHUE, MOHATHEM
«poxgaemocti»  (natality)  Xaunsr  Apenar  (2017),
PacCMaTPUBAEMBIM KaK HPOCTPAHCTBO JJIA aJBTEPHATHBHOTO
MOHUMaHUA cBOOOABl. MOHOMUTHOM KOHLEMIMU >KEHIUHBI-
MaTepH, HACDKIAECMOM KOJUIEKTUBOM $pabPHKU U TOCYAPCTBOM,
YuxoBa HMPOTUBOIOCTABIAET MATEPUHCTBO KAK STUYECKYIO,
HOJIUTUYECKYIO U SK3UCTEHI[UATBHYI0 BOBMOXXHOCTD, KOTOPa,
BBIXOJIA 32 TPAHUIIBI CAMOPEPEPEHIIMY, B POMAHE PEAIU3YETCA B
«JIOTOCaX» TaMATH, BOCIOMMHAHUM U SABJIECHUA IPU3PAIHBIX

¢uryp.
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X.
Beunnie TIOBTOPEHHA: MH(OIOTUYECKHE

o6passl B pomane Tarbsanst Toscroit Kauco

Iryna Shylnikova

1. Koico — CKa309HAA aHTUYTONHA B PYCCKOM (OTBKILOPHOM
KJTI0Ye€

C cepepunbr 1980-x TopmoB BUJOMBMEHEHHOE HAIIPABJICHHE
COLMAIUCTUYECKOTO pPean3Ma He CIIPaBIIAIOCh C BONPOCAMH,
CBA3aHHBIMH C HOBOH PpOJBI0 MHcarajeidl B obijecTBe M HX
YBEPEHHOCTBIO ~ OTHOCHUTEILHO  TOTO, MOTYT JIA  OHH
CKOHCTPYHPOBATH MUPOOOPa3 HOBOTO OOIECTBEHHOTO YCTPOMCTBA
B KYJIBTYPHO-COLIIbHOM KOHTeKCTe. FIMeHHo B 9T0 BpeMs Takue
KyJIBTYPOJIOTHYECKHE $paxTops KaK IEeJeTUTUMALIVS
UJICOJIOTUYECKOTO M YTOINHMYECKOTO  JMCKypca,  KPU3HUC
MEPAPXUYECKOM  CHCTEMBI ~ MUPOIOHHMMAHMA,  OCO3HAHME
CHMYJIATUBHOCTH 0bImecTBeHHOrO ObITHSA, CcrocobcTBOBaMIKE
3aPOYKIIEHHIO PYCCKOTO MOCTMOIEPHMU3MA, TOCTUTIHM CBOETO ATIOTes
(JIumosenkmit  1997:  211). Jlureparypa storo mepuopa
¢opmupoBanace B HeApax MOCTMOJEPHU3MA, OCHOBBLIBAACH Ha
HMHTEPTEKCTYaJbHOCTH KaK CPeACTBE MH(OTOTH3ALUU U
neMupOIOTU3ANMY OKPY>KAIONIEH TeHCTBUTENIPHOCTH, HA HOBOM
$uI0COPCKOM CTPATErUH, JAIONIEH KITI0Y K HOCTHIYKEHUIO CEKPETOB
CaMOPETyJIALMM X40Ca, HAIPAaBIEHHOM Ha IOUCK TAPMOHHUH
BHyTpH Hero e (JIunosenxuit 1997: 33). Bee stu yepTs Hamuiu
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CBOE XYZJOYKECTBEHHOE BOILTOLIEHHE B pomaHe TaThsausl Toscroit
Kuouco.

IlepBpiit M mocCHefHUE HA CErOAHAIIHMM J€Hb POMaH
MUCATEIbHULIBI, ony6JmI<OBaHHbH71 B 2000 romy, mucanca Ha
NpOTsHKEHUHU Joarux 14 set, ¢ 1986 mo 2000 roz, o yem yxasaHo B
KOHIIE ITPOU3BEACHMA. YIOMHUHAHHE CTOJb JOJITOTO HEPHOzA
HAITHCAHMA TTOJYEPKUBACT CJIOXKHOCTD U MacmTab paboTsl Hap
TEKCTOM, KOTOPBIA TPeOOBAT OT aBTOPA OCMBICTCHHUS BAXKHBIX
PuIOCOPCKUX BOITPOCOB O A3BIKE, KYIBTYPE, HAMATH, HACIEIUH U
001IecTBe B 1IEIOM, YTO, BEPOSTHO, TPEOOBAIO MHOTOYUCIICHHBIX
IIOZIXOZ{OB U IIEPECMOTPOB. YKa3aHUE HA FOfBI PAOOTH MOYKET OBITH
CBA3aHO U C TEM, YTO B TEYEHHUE STOTO BpeMeHH Poccus nepesxua
BKHEHIINE UCTOPUYECKUE U KYJIBTyPHBIE M3MEHEHHUA: B CTPAHE
MPOM3OLUIO ~ MHOXECTBO  IJOOWIBHBIX — COLMATBHBIX U
IOJUTUYECKUX TEPEMEH, H3MEHHUJICA HJEOJOTHYECKHH |
TOJIUTUYECKUN BHYTPEHHMI KJIMMAT, MEHAIUCh OTHOIIECHH
MEX/Iy 4eJOBEKOM U rocyfapcTBoM. OIBIT 9THX M3MEHEHUH U
nuanele Habmogenus Taresauer Toscroit 3a oburecTBOM obpen
CBOC BBIPLKECHHE B POMAHE 4Yepe3 CHMBOJIMYECKHE 0Opasel 1
CIOPPEATTUCTUYECKYIO MOCTAMOKTHITUYECKYIO PEAIBHOCTb.

Hauano pabotsr Hay pomanom Kaics OTHOCUTCS K CepefiuHE
1980-x rogoB M MOXHO 6bUTO OBl HPEANONOKHUTH, YTO OHO
HAIIPAMYIO CBA3aHO C KaracTpodoit Ha Teprobsutsckoit AIC,
O[HAKO HECMOTPA HAa TO, YTO B POMAaHE, JEHCTBUTEIHHO,
NPUCYTCTBYIOT YIOMHHAHMA O PajHalyM, ITHCATEIbHUIA
HEOJHOKPATHO ITPOSCHAIA, YTO B €€ TOHUMAHUU MO-HACTOAIIEMY
KaTaCTPOPHIECKUM COOBITHEM JAJIA POCCHICKOrO rOCyAapCTBa
CTaJIa PEeBOJIIOLMSA ¥ MIMEHHO OHA CKPBIBAET 1107, c0b0i1 MeTadpopy
«BOJIBIIOTO B3PBIBa»: «Y BCEX CBOH B3PbIBbI, KATAKII3MbI, BOIHEL,
rubeb NpUBBIYHBIX MUPOB. A 1917 rog? Hudero xysxe sToro B
Hamei ucropun He 6p1710» (Toseras 2007: 331).

Mrax, ornpaBHO# TOYKOM cOOBITUI B POMaHe CTaHOBUTCA
JCTIOBHBIM B3PBIB M 9TO HE MPOCTO KatacTpoda Ha TepHOOBLIBCKOM
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ADC wuaM peBOMOLMS, YHUYTOXKMBIIASL MPEKHIOK CHCTEMY
IEHHOCTEH, HO ¥ MeTadopa II00ANBHOM  KaTacTpOI,
MPUBOJAIIEH K PasPyLICHHIO YCTOSBLIErOCs 00pasa >KMBHH.
MmeHHO B 5TOM KOHTEKCTE U HAYMHAET POPMHUPOBATHCS CIOXKET
pomana  Kwucp. BapeB, KkoHern, cBera, perpeccus K
JOLMBHIIM30BAHHOMY  IIepBOOBITHOMY — 00IecTBy, —yTpara
KyJIBTYPHOM 1 HAIIMOHAJIbHOM MAMATH, IEPEXOIAIIAS BO Bceo6my10
AMHE3HIO, PA3PBIB MEXKJ]Y TOKOIEHUAMHU, MyTALMH OHOTOTYECKHIX
$opM >KM3HH, yTpaTa KyJIETyPHOTO HACAENHA, TPAHCPOPMALU
A3BIKA — BCE 9TU TEMbI PACKPBIBAIOTCS B poMare Toscroit. Hosbrit
MHP, BOZHHMKIIMM ITOCJIE KaTaCTPOQBI, COXPAHAET OTTOTOCKH
JPEBHUX MHUPOB 0 MHUPOB/IaHUH, OCHOBAHHbBIX HA TPAJUIUMOHHbBIX
MHEDOTOTeMaX CIABAHCKON KybTyphl. OJHAKO PATOM C STUMH
apxauyHBIMH MH(PAMM B POMaHE Y>KHBAIOTCA M HOBBIE,
cpopmupopasmmecs B XX Beke: ITOFOXOIHBIM HAJIOT B TPUHA/IATH
nporuenTos, Maiickue n OKTAOpbCKHE BBIXOJHBIE, 4 TAKIXKE
«babckuit [Tpasgaui» — MexayHapOIHbIN )KEHCKUI [IeHb.

B pomane Kaico aBrop npegraraeT cobCTBEHHYIO MOJIEIb PYCCKOM
ucropun. JleiicTBie pOMaHa Pa3BOPAYMBAETCA HA CEMH XOJIMAX, Ha
MecTe ObiBiet MOCKBBI depes [BECTH JIET IOCIE ATOMHOMN
KaTaCTPOPBI, UMEHYEMO! IePOSAMH «B3PBIBOM>»: «A 30BETCA HAII
ropopok, pogtas croponyixa — Pegop-Kyssmuuck', a go sroro,

1  OnoHuMMOM, JABIIMM HasBaHME TOPOAY, ABAerca ero npasurens Degop
Kysbmud, ube nmst cospaer 6onee 4eM OYEBUFHYIO OTCHIIKY K OFHOMMEHHO
ucropudeckoit purype. Craper; egop Kysbmuy, sxusummit B Cubupu 8 XIX
BEKe, 110 OJHOM U3 JIEreHJ, BOHUKIICH elje IPU €ro SKM3HU, CIMTAICA
POCCUICKIM MMIIEPaTopoM AJeKCaHApoM I, MHCIEHHMPOBABIIMM CBOIO
cMepTh M craBmUM ckuTagsieM. B 1984 rogy Demop Kyssmud 6pur
KaHOHM3KMpOoBaH Pycckoil mpaBociasHO# nepkosbio B cocrase Cobopa
cubupckux cBatsix. B pomane Koo umeHeM npasegHoro crapua Taresana
ToscTas HapeKaeT MAP/ATAHA U TPUKCTEPA, TPAHCPOPMUPYS ABTOPUTETHBINA
Mu¢ B urpy ¢ HuMm. CBA3aHHAA C «PYCCKOM Hyjeeil» OCHOBA CHUCTEMbI
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roBOpUT MatyIuka, seaicsa Kean-TTopupsdck, a eme g0 sToro —
Cepeit-Cepremdck, a npesxae ums emy 6s110 — FOoxrsie Cragpr, a
coBceM npexpe — Mocksa» (Tomcras 2015: 18). B nHoBoM
IIOCTAIIOKAIMIITUYECKOM OOIIeCTBE HACTYIHIN OIPE/e/ICHHbIE
«IIOCJIE[ICTBUS»-MYTALIUH: ¥ KOTO-TO BBIPOC XBOCT HJIX IpebelKy,
KTO-TO 3aPOC IIEPCTBIO M XOFHUT Ha YETBEPEHBKAX; 3aMI[bl BBIOT
THE3JjA Ha [IEPEBbSIX, 4 KyPhl B XOJIOZHOE BPEMs TOJd YJIETAOT B
Terutble Kpas. Jlyist ynpasiieHuA B yCTIOBHAX HEKOIO «BTOPUIHOTO
ME30JIMTa>» [PABUTEIBCTBO HCIIONB3YET OCKOJKM YEro-TO
COBETCKOTO, YEr0-TO 30JI0TOOPABIHCKOTO, U YET0-TO IIEPBOOBITHO-
OOIIMHHOTO, B CONMPOBOXACHUH TOYKE MyTHPOBABILCH, HO BITOJHE
OTIO3HABAEMOM HAIMOHAIBHOM camobbiTHOCTH (Pabunosuy 2000:
18). Oepgop-KyspMuucK HEOCTYIIEH 415 BHELIHETO MUPA, U B 9TOM
HEJOCTYITHOCTH YCMATPHBAETCA OTTOJIOCOK COBETCKOTO 00IIecTBa,
HAXOJMBILIETOCS 34 JKEJE3HbIM 3aHaBecoM. OfHAKO B pOMaHe
MPUCYTCTBYIOT ¥ HEKOTOpbIe 0oJjiee aKTyaIbHbIE OTTONOCKH
poccuiickol BHyTpeHHel monmuTuku: «Ilocpemu ropoaxa crout
7030pHast OAlIHsA C YeTHIPbMs OKHAMH, M BO BCE YETHIPE OKHA
CMOTPAT CTpaXU. YedeHrieB BEICMATPUBAIOT. <...> Eciu saBupsr
dedeHIIeB, BesieHO Kpudath ‘Jedenmpr! Yedenrpr!’, Torga Hapon co
BCEX C100071 COEKHUTBCS, MATKAMHU B TOPLIKH OMTh HAYHET, YCUCHIICB
crpamare» (Toscras 2015: 8-9).

Cama sxe Toscrass, pasMbILIISIA O CBOEM 3aMBICIIE, TIPUSHACTCS,
41O BBIOOP 006pasa «HEAPyTa» I €€ AHTUYTOIMUYECKOrO MUPa ObLT
MPOJAUKTOBAH HE HMCTOPUYECKMMH PEATMSAMH, a OTTOTOCKAMH
JIUTEPATYPHBIX 1 GOIBKITOPHBIX IIPEACTABICHII. B 9TOM KOHTeKCTE
dedeHIIbl, 3HAKOMBIE aBTOPY IO npowussefeHusM JlepmonTosa?,

LIEHHOCTEH [IeKOHCTPyHpyercs depes pecakpausauuio muda o Degope
Kyspmuue. bonee rny601<o 3Ta Tema OblIa paccmotpena E.b. Taiiaykosoi B
crarbe Huxa aeeend o Dedope Kysomuue na pybewe XX-XXI ss.: npobrena
demugporoeusayun cromema (Laiipyxosa 2008).

2 Kasxasckas Tema B TBOpYecTBe JIepMOHTOBa saHMMaeT ocoboe MecTo, U

246



Beunsie mosTopenus: mudonormueckue obpaser B pomare Tarpsanst Toncroit Kouco

CTaIM JIMIIb CHMMBOJIMYECKMM BOILIOICHUMEM Bpara. Toncras
OAYCPKUBACT, 9TO B €€ TCKCTC HET MOJUTHUICCKOTO MOATEKCTA, A
JIMIIb UT'POBOC HUCIIOJIb30OBAHUC MH(l)OHOI‘H‘IﬁCKI/IX W KYJIbTYPHbIX
APXCTUIIOB:

Hanpumep, y mens eme B 1986, 0OTHOCHTETBHO HEBHHOM
rofy OBUIO IPUAYMAaHO, 9YTO IJIABHBIM Bpar MOUX
HepcoHaKedl — dYedeHnsl. IIpocto Tak, moToMy d9ro
YEYEHLIEB A 3HAJIA TOJIBKO JIEPMOHTOBCKHX: «3JI0H YeyeH
no713eT Ha Geper, TOUUT CBOK KHEDKAT». DTO €Ije MOSI HAHS
IIeJTa HAM KOJBIOETBHYIO. <...> Ha TOT MOMEHT YEUCHIICB B
npupoze He 65110, Bpems uper, mosemsercs Xacbymnaros...
<...> ITorom [lynaes... <...> A y> KoIrja Hayayach nepsas

3AMETHYIO POJIb B HEH WUIPAET TaK HA3bIBAEMBIM «4E€YEHCKUHU CIIeN>. toTr
MOTHB MPOCTIEKUBACTCA IPAKTHYECKH BO BCEX €ro  <«KaBKA3CKUX
npoussesieHIAX>» . OTTyza JKe U ero SHAMEHUThIE CTPOKH «3JI0M YeYeH MOJI3ET
Ha beper, TOYUT CBOM KMH3KaI» U3 ero Kasauvert xoavibeavnori necuu (1838),
KOTOpBIE OTHIONb HE JIEMOHCTPHPYIOT TIPefB3sATOE OTHOMme ke JIepMoHTOBA
K gedeHnam. Bo Bpems npebsiBanms B cranuie JepBieHHONM 10T yCIIBIIIAT,
KaK MOJIOfas Ka3auyKa HareBasla Haj, KOJBIOEbIO, M, BOXHOBJIEHHBIN STUM
MOMEHTOM, Cpasy )K€ HAITMCAT CTHXM, KOTOPHIC BIOCICACTBUM CTAIIH
HAPOJHOM NECHEH — €ro  LEJIbIo He OBUIO MOFYEPKHYTh BPaKAeOHOCTD 1O
oTHomeHMo K deyennam. K B mosectur basza JlepMOHTOB BOCXHIAETCA
MIMEHHO YMEHHEM PYCCKOTO YeTOBEKA aATUPOBATECS K OOBIYAsIM HAPOLOB,
CPef¥ KOTOPBIX OH JKMBET; 3TO TEMy BIIOCJIEACTBHU OH 0osee mogpobHo
packpeun B ouepke Kaskasey. B sToM IposBIsAeTCa OfHA M3 KIIOYEBBIX YEPT
«KABKA3CKOTO IMKIa» JlepMOHTOBA — MHTEpeC, YBOKEHHE M JiaKe
BOCXMIIIEHHE UY>KOH KYJIBTYPOH, IIPUYEM HE C HO3ULMU HOKOPUTENA, 4 C
IIOSHLIUU YyBCTBYIOLIEro, Habmopaoiero yesoseka. FurepecHo, 4ro cpenu
ropues y JlepmorTOBa 6511 1M1 OFMH OIM3KMI APYT — YedeHen-KyHak Tanyb,
0 KOTOPOM OH TOBOPHT B CTUXOTBOpeHUU Basepuk. V1, maxonen, Mupipy,
OJIVH U3 CAMBIX APKUX IEPCOHAKEN PYCCKOM JIMTEPATYPhI, TAKIKE CBASAH C
4eyeHCcKol Temoil. HekoToprle juTepaTypoBesbl CYMTAIOT, YTO B MOIME
Muyvipn orpasunace cygpba xygoxuuka Ilerpa 3axaposa, KOTOpSBIH IO
nporcxoxeHmo 6si yesenuem (lamypos 2014: 60-61).

247



Iryna Shylnikova

YEeYEHCKAs BOWHA, TO HaZO OBUIO TEKCT MEHSATH, HO 5
Pa303IIMIIACE: YTO 9TO 5 32 paba IOIUTKOPPEKTHOCTH, — U
ocraBuaa Bce Kak Obimo. Hukakux HamekoB TyT Her,
aucras mudororust. (Tomncras, Toncras 2008: 19)

Huxura Enucees nonaraer, yro Tareana Tosncras onuceisaer
IIOBMHUCTHYECKYIO, KCEHOPOOCKYIO MEUTY — 4aEMBIil «PYCCKHI
MUP>, 3aMKHYTBIH CO BCEX CTOPOH, M30SHOM, CHEYKHBIN CKA304YHbIIH
OCTPOB BO IJTaBe C HAPOZHBIM BOokAeM. Ilo MHeHMIO KpuTHKa,
MUACATEIPHMALIA HACTAMBAET HAa TOM, 9YTO 35T4d MEYTd MOJKET
OCYIIECTBUTBCA TOJIBKO B PE3YJIBTATE BCEJIECHCKON BCEMHUPHOM
KaTacTPOPbI, TOIBKO MOCIE «B3PhIBA>» MOYKET BCILIBITH 0OIOMOK-
ocrpos Penop Kysmurack mmn Kygesp-Kynesposek:

Bspris — meragopa M060T0 KaTaKIu3Ma, CPBIBAIOIIETO
MOBEPXHOCTHBIM  CJIOM  KyJNBTYpBl, PaspyHIaIOETO
CKPEIIBI [IUBUIN3ALMHA. BaphIB MOYXKeT OBITH 1 ATOMHBIM
B3PBIBOM M B3PLIBOM COLMATbHBIM — PEBOJIOLUEH.
Pasobmadenne CIaBSHOHUIBCKOM MEUTHI O PYCCKOM
XVII Beke, u3[eBATEALCTBO HAJ «U30AHBIM» paem
COEIUHEHO Y Tatbsusl TonCTOM C MOMBITKOM ITOHATD
<YTOIIMIO» KakK OCYyIIeCTBIECHHE HAPOJHOTO
«TOJCO3HATEIBHOTO», H300PA3UTh PEBOMIOLMIO U
HOCTPEBOIONMIO KAK TOPIXKECTBO HALMOHATHLHOTO
«mopcosHaTenbHOro». (Emucees 2000: 17)

Hapon B pomane mpezicTaBiieH TpeMs COIMAIbHBIMU IPYIIITAMH:
3TO <<rony6quH>>, SMPEeKHHUE» U KTIEPEPOKIEHIBI».
«IIpexnne» aTo Te, KTO >KUJ IO B3PbIBA, a 3HAYMT ITOMHUT
<IIPEKHION» XKU3Hb; B KaYECTBE «IIOCIEACTBUSL» OHU 00pesu
CIIOCOOHOCTB He CTAPETh, OFHAKO 3TO HE CIIACAIO UX OT BO3MOXKHOM
CMEPTH, KOTOPas MOIJIA HACTYIIUTb, K IPUMEPY, B PE3YJIbTATE
oTpaBieHUs saiinamu uan «ortenamm» (Tomcras 2015: 16).
«JonybunKm» — 5TO MOCTAMOKAIUITUYECKUE JIONH, POAUBIINACCS
TIOCJIe B3PHIBA, 4 Pa3JeJIeHHE MEXJy HEPBBIMH M BTOPBIMH
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CBOEOOPA3HO pasfie/IeHNIO HACEJICHIUS HA HHTEJTUTCHIHIO M HAPOJ.
YT0 KacaeTCs «IePepOXK/EHIIEB>» — 9TO CBOCOOPA3HbIE HEMTIONH, B
TEKCTE OHU OIMCHIBAIOTCSA KAK CO3IAHMA C Y€JIOBEUECKUM JIULIOM U
TYJOBUILEM, IIOKPBITHIM IIEPCTbIO, TEPEJBUTAIONMECS HA
YEeTBEPEHBKAX, U U IaThsaHpl TONCTOM OHU  SBISAIOTCA
BOILIOLICHUEM JICTPAMPOBABIINX CIIOEB COBPEMEHHOTO 00miecTBa:

YTo KaCcaeTCs COLMANBHBIX CJIOEB, KOTOPHIC HAIILIH
OTPaKEHHE B POMAHE, JEJIO B TOM, YTO IIEPEPOIK/ICHIIBI —
sro He Hapop. Hapopmom sBaworcs Bce B pomane.
«IIpexxnme» 6Gomee wmmuM MEHEE OTHOCATCS K
HHTEJUIMTECHIIY, €CIH 5TO IOHUMATh OYEHb MIUPOKO. A
HEPEPOXKICHIBI, CKOTUHA, XaMbe — 9TO JIOMIICH.
ITepeporx/ieHIIAME B POMAHE ABJIAIOTCS TOMBKO ObIBIIIE
TaKCHUCTbI. MeHs Bceraa opaXkaso, 4TO PyCCKUE TAKCHCThI
u B Poccun, u B AMeprike — 5T0 26COMIOTHO 4y OBHIIHAS
I'PYIIIa JI0fei, KOTOPBIE eCIU BemraioT $oTorpaduio, To
6o Cramuna, 1ub0 0-0-0YeHb roo# AeBymKu. To ecth
9TO TAKOH YPOBEHb CO3HAHHS, HUIKE KOTOPOTO TOJBKO
TbMa cMeprHast. (Toseras 2021)

ABTop KOHCTPYHMPYET CBOU 0COOBII MUP, C €O COLUAIbHOM
uepapxueit, paHTaCTHIECKON UCTOPHEH U reorpadueit, Gpropoit u
(payHO¥, KOIOPUTHO OMKCHIBACT HPABBI K OOBIYAH «TOITYOIHUKOB>,
VIX TIECHM, TULICKH, Urpsl 1 3a6aBbr. DanTacTryeckuii MUpP poMaHa
IPOHM3aH ATMOCPEPOi rny601<0151 HCpBO6bITHOCTI/I, CO3JaIoIIen
OLyI|eHWE BPEMEHHU, OTOPBAHHOTO OT UUBUIMBALNUM U
coBpeMeHHbIX gocTrvkeHuit. Hapon snecs sxuBer B mpocTsix 136ax,
pasbpocanHbIx cpesu OecKpallHUX IOJEH, IA€ OTCYTCTBYET
JIEKTPUYECTBO U KAKUE-TNOO0 MPUSHAKH TEXHUIECKOTO IPOrpecca.
MecTHbIE JKUTEIM JIOBAT ¥ €JIAT MBILIEH, [IBIOT U KYPAT <PIKABB>,

3  Mapxk Jlunosenxuii ybesx/eH, 4TO BE3EIPUCYIIHE MBIIU B POMAHE I
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BMeCTO xJieba emaT «xiebey>, a BMECTO ITpHOOB — «TPUOBIIIN».
Cospgaercs mapagokcanbHOe omyieHue, byaro usobpaskeHHOE
Oymymee oTbpachiBaeTCs Hasaj, B ITyOMHBI JOUCTOPHYECKOTO
IPOLILTIOrO.

OcHOBy croKeTa COCTAaBJISET MOMBITKA NPHOOIIEHMs
«TEMHOTO>», 4PXaWYECKOTO YEJOBEKA U3 <«TONyOUHKOB>»,
benepuxra, x xymerype. Ilpegmocwiiko#t pama  ymadnoro
OKYJIBTYPUBAHUSA T€POS ABIETCA TOT GaKT, YTO €r0 MaTh — OffHA
U3 «IIPEKHHUX>», 4 TO €CTh BEDKUBIIUX [OCJIE «B3PHIBA>» JIOACH.
IIMeHHO OHa HAcTaWBaeT Ha TOM, 4TOOBI ee ChIH OOy4miCs
rpamoTte, U DeHeAMKT CTAHOBHUTCA MEPEMMCIMKOM, ITOIydas
BO3MOYCHOCTb YUTATh KHUTH, JOCTYIa K KOTOPHIM y OOBIYHOTO
HaceJeHUA He ObLIO, MOCKONMBKY OHM H3bIMamuch. OpHAKO
IONBITKA NpuobmeHns DenegnkTa K KysJbType OKa3hIBACTCH
HeyZlaqyHOM ¥ IPUBOJUT K I1a4eBHOMY peaynsrary. Hecmorps Ha
4TEHHE KHUT U CTPEMJICHHE K 3HAHUIO, OH OCTAETCS BO BIACTU
APXaMIECKUX, TEMHBIX>» HHCTHHKTOB U MJITIO3UH, XAPAKTEPHBIX
1A COBPEMEHHOTO eMy oburectsa. Takum obpasom, B abcyppHOM
U CMEIHOM Mupe pomaHa Kap KIIOYEBBHIM 3IEMEHTOM
CTAHOBHTCS CIIOBECHOCTD, 4 TOYHEE, CTPEMIICHHE K 0OpeTeH IO
«IiraBHOM KHUTH>», B KOTOPOI MOYKHO ObLT0 OBl HAMTHU OTBET Ha
BOIIPOC O TOM, KaK >KuTh. FIMEHHO 9Ta »aXKjja 3aIyCKaeT Lelb
MCTOPUYECKHUX, KYJIBTYPHBIX, IONUTHYECCKUX U  JPYTHUX
IIPOLIECCOB, KOTOPBIE, KAK CIEAyeT M3 TEKCTa, 0becrnednBaioT
YCTOMYMBOCTh ~ «PYCCKOTO ~MHpa» JaKe HECMOTpA Ha
MOTPACAIOIIHE €ro KaTacTpObl M KaTAKJIU3MBL. 1I1aBHBII Tepoi,
«JTUTEPATYPOLEHTPUYHbIN HeopuT» benemukr, momazgas B
KyJBTYPHBIM ~ MEMOpHAJ, INPEACTABIAOmMMUI 13 cebs

Tatesusr Toscroit, ¢puitonora mo 06pasoBaHMIO, ABJSIOTCA CUMBOJIOM M3
rpedecKoil MU(OTOrUM, OUIIETBOPAIOMIM 3abeenue (JIunosenxuit 2008:
383).
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cBoeobOpasHylo 6opxecoBckylo 6uOIMOTEKY, HCIBITBIBACT
JIUTEPATYPY KAK <«y4eOHMK >XH3HM» HA CBOEM KOMHUYECKH
ymepbHoM omeite 1 ybexpgaercas B «cobCTBeHHOMN
HEIIOJTHOLIEHHOCTH U B CBOEM IIPEJATENbCTBE 10 OTHOMEHHUIO K
crapieMy HOKOJIeHHIO — ‘ipexxHuM » (JIunosernkuit 2008: 382-
383).

Toscrast BOCCOSIAET B pOMAHE NAPAJUTMY YEIOBEUECTBA YePEs
MUOTOTHIECKOE TOBECTBOBAHKE, KOTOPOE MOXKHO ONPEAEIUTH
KaK «BOCIIOMHHAHUE O OyfyIeM>, OfHAKO CaMa [ACATEIIBHULIA X0
HA3BIBAET TIOBECTBOBAHUEM O <HANIEM BEYHOM HACTOAMIEM>»
(Toncras, Toncras 2008: 425). B kadecTBe MHTEPTEKCTYATBHBIX
CCBLIOK POBOJMIIVC ITAPAJIEIIN C AHTHYTOIHAME Hcmopus 001020
20poda (1869-1870) Canrsixosa-Ilenpura, Ma (1924) 3amsruna,
Omxaonenue om nopme (1955) Jlxona Yunpema, Yeumra na
ckaone (1966) bparbes Crpyrankux, ormedanoch (dame B
HEraTUBHOM Kitiode) pabypHOe cxofcTBO ¢ aHTHyTOmHAME 80-X
rogoB Jlas (1991) Makanuna, He ycnems (1989) Bsuecnasa
Pribakosa. BosHMKHOBEHME CTOIE MHOTOYMCIEHHBIX ACCOLUAAIAN
nposcuser BeickassiBanne IOpus Muxaiinosuda Jlormana o6
APXETHIIMYHOCTH POMaHa:

Ipucraneuslit aHamM3 yOeXAAET, YTO OE3rPAHIIHOCTD
CIOYKETHOTO Pa3HOODOPA3Us KITACCHYECKOrO POMaHa, IO
CyTH JieJ1a, UMEET MUJITIO30PHBINA XapaKTep: CKBO3b HETO
ABCTBEHHO IIPOCMATPHBAIOTCA TUIIOTOTHIECKHUE MOJIEIH,
obaparonue perynapHoii mosropsaemoctsio! <...> Ilpu
3TOM HEIOCPECTBEHHBIM KOHTAKT C <«HErOTOBOH,
CTAHOBAIIEHCSA  COBPEMEHHOCTBIO»  IIAPAJJOKCAIIBHO
CONPOBOX/AETCA B POMaHE pereHepanuerd BechMa
apXaMyeCKUX M OTHUIM(POBAHHBIX MHOTMMH BEKAMHU
KYJIBTYPBI CIOKETHBIX CTEPEOTHIIOB. TaK pOXpFaeTcs
ryOHHHOE POACTBO POMAHA C APXaIeCKUMU POpMAMU
donprnopHo-Mupoorngeckux crookeros. (Jlorman 1988:
325, 348)
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ITo muenuio Mpunsr Casxunoit, Tosncras mums opHa U3
AJIMHHOTO pAfa TeX, KTO NbITancsa noHATh Poccuio ymowm,
IIOCTUTHYB CyTh PYCCKOTO MH(a, B TO BPeMA KaK OJHUM H3
«kmoyed K mudpy» B POMAHE CTAHOBUTCA 06cy>1<,ueHne
BOKHEHIINX COCTABJIAIOIIMX 3TOrO MU(pA — TAKMX KaK KHUTIA,
JIUTEPATYpPa, JYXOBHOCTD, AyIIa (Caskuna 2023: 23). Cama xe
Toncras yreeprxpaer: «Kaucp — 9TO ObIIa OMBITKA JTUTEPATYPHO
ONMCAaTh JKUBYyIIEE B 9TOH mapagurme obmecTBo ¢ ero 0coboir
JIOTHKOH, HAIIEBATEIbCTBOM HA UJIEU PABEHCTBA, KYMOBCTBOM,
HerroTuamMoM. [Toka Bee 510 coxpansiercs, Hudero B Poccuu 0co6o
He usmeHuTcsa» (Iycaposa 2015).

B npousseenyu nucaTe pHUILA OHANA TEMBI IMKIAIHOCTH
POCCHUICKOM MCTOPHHU, HEBBIYIEHHBIX YPOKOB, TEMY HMAMATU H
3a0BeHMs; TEMY JINTEPATYPOLIEHTPUYHOCTH PYCCKOro oblecTsa —
O>KHJJAHUS OT KHUTH, ¥ B LIEJIOM OT KYJIBTYPBI, «BBICIIEIO 3HAHUS» :
Toncras uccnepyer TeMbl CYacThs, COOIA3HA U TPATefUU STOTO
oxupanus (Junosenxuit 2001: 77). MueHus B OTHOWEHUM
POMaHa pasaesMIICh Ha JHAMETPAIEHO IIPOTHBOIIOTIOKHbIE, OJHAKO
HU y KOTO He OBIITO COMHEHHI B TOM, 4TO POMAH CTaJI BAYKHEHIINIM
cOOBITHEM B COBPEMEHHO pyccKoil tuteparype. Taresue Toncroit
YAAJIOCh PEATM3OBATH YCIEITHBIM 3CTETUIECKUN SKCIIEPUMEHT,
3aKJTIOYAIOIIMICSA B OPTAHUIHOM COEIMHEHUY YKaHPA AaHTUY TOIIUH
C 3JIEMEHTAMU PYCCKOH POIbKIOPHOM U IUTEPATYPHOM CKa30YHOM
Tpagunuu. M neficTBUTENHO, MOSTUYECKAA CTPYKTYPa POMaHA
YAUBUTEIBHO 6OraTa CKaso4HbIMHU 0OpasaMu: 3fieCh U METEJb, U
Mopos, u Tepema ¢ OcTpOKOHEUHOM Kpbimel, 1 « OKasH-7iepeBo>,
u «Psiba — ronyboe nepo», n BenmudecrBennas «Kumkesa Ituma
[Taynum>». OTH 371eMEHTBI CKA3KH IIEPEMEKAIOTCA C HOCIIOBUIIAMY,
TIPUMETAMH ¥ 3aroBopamu. B aTom pasaoobpasHoM murepaTypHOM
IPOCTPAHCTBE COCE/ICTBYIOT JIETEH I, ITAPOCHBIE PEUH IUCCUICHTOB
¥l CJIOTaHbI COBPEMEHHOCTH, CO3[JaBasl YHHKAJIbHBIN CHHTETUYECKUH
CTHJIb, THE TPAHUIBI MK/ anoxamu crupaiorcs (CrupugoHoBa

2005: 98).
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Pomannas ¢opma Koicn uMeET CIOXKHYIO CTPYKTYpY,
BOOpaBmIyl0o B cebsA MHOTOYHCICHHBIC SJIEMEHTHI PA3IMIHBIX
YKAaHPOBBIX MOJieJIel. DTO MPEXe BCEro HEOMUPOIOTHIECKAA,
CKA30YHO-IIPUTYEBAs GOPMA, BKIIIOYAIONIAS B CeOS COLMATBHO-
CATUPUYECKHE U AHTUYTOINYECKHE KAHPOBBIE PA3HOBUIAHOCTH.
IIpousBefieHne Ha3BIBAIM CATUPOM, POMAHOM-(ETLETOHOM,
AHTUYTONHMEN, PETPOAHTUYTONHUEN, SHIMKIONENUEN PYCCKOM
sxusan (Casxuna 2023: 56); Enena Tommno onpepemuna Kaoics xax
AHTUYTONHUIO, MOJBOJAINYIO HUTOT  HUCTOPHKO-KYJIBTYPHOM
opepxxumoctu  Poccun  (Goscilo 2003:  10). JIumosenxuit
YTBEPIKJIAET, YTO, IIOCKOJIBKY B HAMEPEHHUSA aBTOPA HE BXOJUIIO
MpefiCKaspiBaTh  Oygymjee, pPOMaH HE MOXET CYUTATHCA
aHTuyronued, u 4ro ToscTas craBuma mepes coboit sajady
TepesiaTh CETONHAIHNI KPUSUC A3bIKA, OCTKOMMYHHUCTHIECKUI
pacray; iepapXuyecKHUX OTHOIIECHUH B KyJIBTyPE, KOIa KYJIBTyPHbIE
TIOPSIIKU COBETCKOM LIUBHU/IMBALMU PYXHYJIH, TTOrpebast 3a0fHO U
aJIETEPHATUBHBIE, CKPBITBIE BHYTPH aHTHCOBETCKHE KYJILTYPHbIE
uepapxun (Jleitpepman, JIumoseryiunit 2003: 471).

Haranna MBanoBa BrICKasama MHEHHE O TOM, 9TO poMaH Koo
ObLT 3a7[yMaH aBTOPOM UMEHHO KaK MAPOAHUS Ha AaHTHUYTOIIHIO:

TorcTas He AaHTHYTOIIHIO OYEPEFHYIO MUIIET, 4 TAPOHIO Ha
Hee. [ Ipuyem He B MPTEHBEBCKOM, 4 THIHAHOBCKOM CMBICIIE.
Omna coeguHMIA AHTHYTOIHMIO <HHTEJUIEKTYaJIbHYIO»
(mocepcTBrsE BapriBa — OT 3HAMEHHUTOrO AMEPUKAHCKOTO
unema Ha mom bepeey no Ilocaedneii nacmopasru Anecs
ApamoBnya) ¢ pyccKuM (ONBKIOPOM, CO CKABKOM;
COEJUHIIIA «HAYIHYIO GAHTACTHKY> (HOIYIIPHBLA CIOYKET:
B3PBIB OTOPACBIBAET CTPAHY B CPEHEBEKOBBE) CO JKIYIUM
raseTHBIM (PeTBETOHOM: TO €CTh MACCOJIUT C ATUTAPHOIM,
U3bICKAHHOU TPO3OH. CoenguHuia, 1a eme u TIPUIIEPYUIIA.
Yem? Pasogaposanuem, ckerncucom, ropedsio. Ilemmom
HeCOBIBIMXCS WILTIO3UH, Hafexk 1 MeuTaHuil. CropObio
10 TIOTEPSIHHOMY-pacTepsinHomy. (KBanosa 2001: 218)
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B pomane coeuHAIOTCS SIEMEHTbI IPUTYH, CKA3KH, OBLTNIKH,
aHekgoTa, TaM¢raeTa, (EeNbETOHA, YTONMYECKOM JIETeHbI,
carupudecKoro mnpoussefeHua. ClI0H MOSTHYECKOTO TEKCTa
IPEJCTaBIEH MHOTOUHMCIeHHBIMY IuTaTamu 1103708 XIX 1 XX BB.
u3 npoussefenuit A.C. Ilymxuna, M.YO. Jlepmonrosa, O. Man-
nenbimitama, A. bmoxa, M. Ilseraesoii, B. Masaxosckoro, b.
ITacrepnaxa, C. Ecenuna, M. Annenckoro, b. Oxymxassr, b. Ipe-
OCHIIMKOBA 1 MHOTHX JPYTHX.

Toncras  9acTO  MCIOJB3yeT — LMTATBI  KAK  TOYHOE
BOCIIPOU3BEJCHUE  KAKOTO-TMOO  «4y)KOro»  $parMeHTa,
Mpeobpasys CMBICIT ABTOPCKOTO TEKCTA MPEXKE BCETO 34 CYET €ro
KOMUYECKOTO nepeocmeicaeHua. B Kwcu vMeHHO mpaBUTEND
rocygapcrsa, Qegop Kyspmud, sBiisercs aBTOPOM IPesCTaBIEMBIX
UYYXKHX» TEKCTOB, OFHAKO OOJIBIIMHCTBO M3 HUX HE HMEIOT
aTpHOYLIMH, TAK KAK MCTHHHBIH aBTOP CTPOK He yIIOMUHAETCs. B
pOMaHe BCTPEYAIOTCSA U IUTATHI, CKOHCTPYHPOBAHHbBIE U3
HECKOJIBKUX MCTOYHUKOB. TaK, «Bemmkuit Mypsa» crpour cBoit
MOHOJIOT Ha OCHOBE IMTAT M3 CTHXOTBOpeHUs Brmamumupa
Maskosckoro  Paszo80p ¢ pununcnekmopom 0 nozsun u
cruxorBopenus Hous bopuca [Tacrepnaxa: «/lymaere, MHe jierko
counHATH? 3BOAMIIL €JUHOTO COBa Paj THICAYM TOHH
CJIOBECHOM PyABL, ara. 3abpitu? S < 06 sTom counusn. He cru, He
cy, Xyposxauk. He npenasatics chy. [la u OKpoMs HCKyCCTBa fien
HeBIPOBOPOT <...>» (Tomcras 2000: 76).

IuraTel, paccpefoOTOYEHHBIE O PEIIMKAM IIEPCOHAKEH,
COCTOSIT U3 CTHXOB, OHOIENCKOro TeKCTa, HAPOAHOM MYAPOCTH U
HECMOTPs Ha OTCYTCTBUE ATPUOYI[MU, OHU TeM HE MEHee JIErKO
ysHaBaemsl: «Hare!>» (B.B. Masxosckuit), «Cysxzers Bam biarie
nopeieel, / Ho cBepmuts Hudero He gaHO» (H.A. Hexpacos,
Puyaps na wac), «Ciblimy peds He MagbdrKa, HO Myxa» (A.C.
ymkusn, bopuc Todyros), «Mutpodanyuika, Hegopocis» ([.11.
Domnsusun), «crpax, new u simax» (H. Iymunes, 3se3dnsii yowcac),
«T'oppuce, TakoB u ThI, 03T, U s Tebs 3axona ner» (A.C.
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Iymxun, Esepckui: «Ioppuce: TakoB u e, 109T, / Y s tebs
YCA081TE HET> ), CTPOKU 13 Brbmun: «B BETMKOM 3HAHMU MHOT4s
TIeYaI» U «IUIOJUTECH U PpasMHOKalTech» (ITonomapesa 2007:
163).

Yr0 Kacaercst CaMoro sA3bIKA POMaHa, OH IIPECTABIIET COOO0M
0COOBIi JIMHIBUCTHYECKUN (PEHOMEH, MOCKOIBKY COCTOHUT M3
CMECH JIEMOTHYECKOH, APXandecKoil U GONBKIOPHOM PeUH, CIEHTa
U sxkaproHa. spix ToncTol, CTUIW30BAaHHBIMA IIOL CKas3,
COOTBETCTBYIOUIMI «HOBOM nepBOGMTHoﬁ KyJIbType», KOTOpas
BO3BHUKJIA IIOCJIE TOTO, KAK COBPEMEHHAA LIMBUIM3ALMA ITEPECTANIA
CYIJECTBOBATH, HA CAMOM [IeJIE ABJIACTCA DapOIHBIM apTedaKTOM,
YMBILIJIEHHBIM, HO yOeAUTEIbHBIM KaK CaMa PEaTbHOCTh M TEM

CaMBIM MOJAYEPKUBAIOIIUM €€ MCKYCCTBEHHOCTD (JIumosenkuit
2001: 78).

MyTipoBaBias HalMOHAIBHAS CAMOOBITHOCTB SIpUe BCETO
BBIDKEHA B CaMOI (aKType IIOBECTBOBAHMUS: IJIABbI
obosHaueHbl MO anpaBUTY OT a3a [O IDKMIBL (KaK
pancopuu Tomeposrix nosm!), HPAKTHIECKH M3THAHBI M3
JIEKCUKOHA BAPBAPH3MBI, 2 I7€ OCTABJICHBI, TO JIMLIb CYTyHo
B HAPOAHOI popMe (KaK Ka.L100p ¥ KAKAEMAL), 34TO MHOTO
IIPUMEYATEIIBHBIX HEOTOTH3MOB, YACTHIO ONHMCHIBAIONIUX
MyTUpPOBaBIIyIO Ccpepy (aepeBbsa kaesv u dybesvm,
ChejOOHBIE PACTEHUA XAe0€0a4 Y 2pubpluitt, YHUBEPCATBHO
9lipOpHIECKas po#cABs), YACTHIO — COLUAILHO-OBITOBbIE
peasny BTOPUYHOTO ME3ONHMTA. OTH BTOPBIE JaXKe
MHTEPECHEE, [OTOMY YTO SBJAIOT COOON HEOIOrH3Mbl
CeMaHTHYeCKUe (CTapble CJI0BA B HOBOM 3HAUCHHUM), 4
TAKHE YAUBIAIOT CHJIBHEE: CKAKEM, JIOAM BMECTE M
IOPO3Hb HMMEHYIOTCS HUCKIIOUUTEIBHO 204Y04nKaAMUL,
JCHBIY — L2 KAMM, A HA JOBOPHBIX OAIIHSIX CTOST MYP32L.
(Pabunosua 2000: 18)
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ToscTas FEMOHCTPUPYET, KaK s3bIK, TePsis HOPMATHBHBIC
PAMKH, CTAHOBHUTCS HHCTPYMEHTOM CO3JAHHs HOBOTO MHpA.
YcTaHOBKA Ha BOCCOSJAHME <«HENUCHMEHHOI» pedu B OBOPE
«rony0YMKOB» MPHUBOAUT K TOMY, 4TO opdorpapuyeckue u
op¢osmHUecKye IPaBUIa TEPSIOT CBOIO CHIIY, ¥ KJIIOYEBbIE CJIOBA
3AIMCHIBAIOTCA «HA CIyx». VsMeHeHHOe IpaBomUCaHMe TaKUX
CJIOB KaK <«OHTEJCICHLHA», <PEIOCOPHA», «OHEBEPCTELKOE
abpasaBaHue»,  <TPOJULMSA»,  «Mapaib», <PUHUCAHC»
JEMOHCTPYET, 4TO CyTh STHX HOHATHI COBEPIICHHO HEIOCTIKAMA
9TOM YACTU HACEJICHUS, M XOTSA OHHM M OIEPUPYIOT AAHHBIMU
TEPMHUHAMH UX IOHUMaHUE HETOCTYIIHO UL HUX. DTH HCKOKEHUS
TIO//4EPKUBAIOT PA3PHIB C KYJIBTYPHBIM HACIICUEM U YKA3bIBAIOT Ha
yIajOK 3bIKA KAK MHCTPYMEHTA MBIIUICHHS, BBICMEUBAS
CTEPEOTHUITHOE, TOBEPXHOCTHOE BOCIPHATUE BHICOKUX TOHSATHIL,
0OHaKasI UX [IPEBPALICHHUE B [YCThIE, IMMICHHbIE CMbICJIA TEPMHHBL.
BenencrBue paciyenieHust CTPyKTypbl 3HAKOB TEPSIETCS IPUHATASA
YCIIOBHOCTD U YHUKAJIBHOCTb «HA3bIBAHHA>, M IMEHA COOCTBEHHbIE
CTAHOBSITCS HAPHULATEIBHBIMU: <UJON 72ymkun B pomane Koico
‘monburcs’ us dybesvma, pame NPEBPALIAETCA B MEKIOMETHE,
monen2ayIp — B HA3BAHKE YKaHPA ‘BPOJIE PACCKA3A, TOIBKO HU XPEHa
He pasbeperus’, CKyabnTypa /4610 BOCIPUHAMAETCSA KAK TJIaroJI
dasum” (Dareesa 2004: 263).

ToBOp «romy64MKOB>» CTAHOBUTCS MAPKEPOM TPAHCHOPMALIIH
KYJBTyPHOM M COLMANBHOM HJEHTUYHOCTH, 4 paspylIcHUE
A3BIKOBBIX HOPM IIEPeaeT aTMOCPEPy PaspyLICHHOTO MHPA.

2. (Hde)xoncrpykuus mudos B pomare Kaico

Hapspy ¢ nepedncieHHbIMY BbILe 0COOCHHOCTAME HEMAIOBKHOE
MecTo B pomane Toscroit sanumaer Mud. CeMUOTHK U JTUHIBUCT
Bagum Pygses obpaijaer BHUMAHME Ha TO, 9TO OHUM U3 [TIABHBIX
HATIPaBJIEHUH KYJIbTYPHOM MeHTanbHOCTH XX BeKa, HAYMHAA C
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CUMBOJIM3MA M KOHYasA  IIOCTMOJEPHU3MOM,  SABJIACTCA
HEOMHU(OTOTHYECKOE CO3HAHUE, M 4TO ¢ 1920-X TOf10B, BpeMEHH
paciBeTa MOJEPHM3MA B JIMTEPATYPE, MPAKTHYECKU KAKJIBIHI
XYIOXKECTBEHHBIN TEKCT IPAMO MM KOCBEHHO CTPOMTCA HA
HCIIOIb30BAHUU MU pa. Ipe3BbIyaiiHO XapaKTEPHBIM ABJIAETCA TO,
9TO B POMM MHU}A, <IOJCBEYMBAIOIIETO» CIOYKET, HAYMHAET
BBICTYIATh HE TOJBKO MHUQOJOTUSA B Y3KOM CMBICTAE, HO H
HCTOPUYECKME TPEeJaHuUs, ObITOBAS MUPOTIOrUs, HCTOPUKO-
KyJIBTyPHAsA PEIbHOCTD MPEIIECTBYIOMMX JIET, H3BECTHBIE H
HEU3BECTHBIE TEKCTHI mpouutoro. Happarus mnponuTeiBaercs
AUNIOBUAMM M PEMUHHCIEHLIUAMM, a  XyZJO’KECTBEHHBIE
npoussefieHs XX BeKa CaM HAYMHACT yHOZOOMATECA MUY 11O

CTPYKTypC:

OCHOBHBIMM  YEPTAMH 3TOM CTPYKTYPBI ABJIAIOTCA
LIMKJTNYECKOE BPEMS, UTPA Ha CTBIKE MEXK/Y HIUNO3UEH 1
PeaIbHOCTBIO, YIOKOOICHNS A3BIKA XYHOXKICCTBEHHOTO
TEKCTa  MUQOJIOTMYECKOMY  INPEHA3BIKYy € €ro
«MHOTO3HAYUTEJIbHBIM ~ KOCHOs3bI9HEM».  Mudoio-
TMYECKUCE BOMHUKY, TPUKCTEPBI-MOCPEAHUKH, boru u
repPOM 3aCEJAIOT MUPOBYIO JIUTEPATYPYy — HHOIZAA IIOF,
BUOM OOBIKHOBEHHBIX CEJIbCKUX OKkuTesei. ITopoit
nucaTesb — IPUAYMBIBAET ~ CBOIO  OPUIHMHAJIBHYIO
Mudosnoruo, 06IafAOMY0 YepTaMH  MHPOIOTUH
TpagunmonHoit. (Pyanes 1999: 184-185)

Apuaiimum nmpumMepom mogobHOro CO3JAHMA aABTOPCKOTO
Mupa ABIACTCA PACCMATPUBAEMBIM HAMH POMaH laThsaHBI
ToscToi, TOCKOIBKY OH CORPEXHT B cebe BeImKoe pasHoobpasue
MHU}OB: KOCMOTOHUYECKHX, 9CXATOTOTMIECKUX, TOTEMHBIX, MU$OB
O KyJIbTYPHOM Irepoe.

Kuvicr — 70 MuQoBasg mapagurma 4eja0BEd4ECTBA, JTUHEHHOE
CO3HAHKE KOTOPOro OOBIYHO KIIMIIAPYETCS TAKUMU 060poTamu
KaK BPEMA «JO H. 9.» — «H. 9.», <0 OKTAOPHCKOI1 PEBOTIOLUI»>
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— «mnocie OKTAOPBCKON PEBOMIOLMN», <O HEPECTPOMKI» —
«IIOCIIE TIEPECTPOUKHU>»; Y ToncTolt LMKINIHOCTD BpEMEHU
BBIPA)KAETCA B MCTOPUYECKOM BPEMHH «JIO B3PBIBA» M «IIOCTIE
B3poiBa» (IIlappanckas 2002: 36).

Kurenu  ropopa  Pemop-Kyspmuuck — cospaior  HOBYIO
peanbHOCTs U GOPMHPYIOT HOBYIO MH(OJIOTHIO, OJHAKO HX
IPEACTABJIEHHE O MUPE CTPOUTCA Ha OCHOBE XOPOIIO 3HAKOMBIX
apxamdeckux — mopenei.  MudoTBopyeckas  peasbHOCTS,
popmupyemas B poMaHe, UCXOAUT B TOM YHCJIE U U3 CKAa309HBIX
MOTHBOB. OIICaHMA HOBOTO MUPOYCTPOMCTBA, HOCTPOEHHbIE HA
MUDOTOTMYECKUX  IIPEACTABICHHUAX, IOPOXJAIOT  MPO3y,
HACBIICHHYIO OorarbiM  apceHalTOM — H300pasUTENBHO-
BI)IPQ.SI/ITCJII)HI)IX CpCJ:[CTB u BbIHOJIHCHHyIO B KJIIOUE aanH‘ICCKOfI
CTUNM3AMU. TaK B POMaHe BOCCO3JAETCA IIPOCTPAHCTBEHHAS
MOJIEJIb MUPA:

Ha cemu xommax nexxur roponox Pegop-Kysemuuck, B
BOKPYT FOPOJKa — IOJIs HEOOO3PHMBIE, 3EMITH HEBEJOMBIE.
Ha ceBepe — gpemyune neca, 6ypesiom, BETBU MEPETIIETHCh
U IPOMTH He IYCKAIOT, KOJIIOYHE KYCTHI 34 IOPTHI LIEIULAIOT,
Cyubs IIAIKY C TOJIOBBI PBYT. B Tex yecax, craprrie monu
CKa3bIBAIOT, )KUBET KbICh. <...>

Ha sanag tosxe He xopu. Tam gaske Bpofie 6b1 1 Jopora ecTb
— HeBUJiHAS, BPOfe Tporouku. Mpemp-unems, BOT yox 1
rOPOJOK U3 IJ1a3 CKPBUICH, C TIOJIeH CIaKUM BETEPKOM
IIOBEBAET, BCE-TO XOPOILO, BCE-TO JIAJHO, U BIPYT, TOBOPAT,
Kak Bcragems. I croums. M gymaens: Kyma sxe 310 A upy-
T0? Yero mue tam Hago? Yero g Tam He Bugen? <...>

Ha 1or menpsa. Tam yedenupr. CHavasa Bee CTENU, CTENN —
IJ1a3a BBIBAJIATCSA CMOTPETD, — 4 34 CTEILAMM YEYEHIIBL. <...>
M1 Bee 6ombine Ha BOCxof OT ropogka xopgum. Tam neca
CBETJIBIC, TPABBI JONTHE, Mypasdareie. ( Tomcras 2015: 7-14)
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3mech IPHCYTCTBYIOT TAKXKE KaJICHJAPHBIE MBI, KOTOPSHIE
HeOOXOTUMBI «TroybunKam» s 00bACHEHNS BOCXO/A U 3aKATa,
CMEHbI BPEMEH rofia:

Ecrp 60sbmmas pexa, oTciofa nemero xogy Tpu roga. B toit
pexe sxuBeT psiba — romyboe mepo. Iosopur oma
YEJIOBEYECKIIM TOJIOCOM, IUTAYET U CMEETCS U II0 TOH peKe
TyAa-cioa xoput. BoT kak 0Ha B 0fjHy CTOPOHY HoizeT Aa
3aCMEETCS — 3apsl MIPAET, COIHBIIKO Ha HeDO BCXOZUT,
nens Hacraet. [Toiper obparHo — wader, 3a 060t TEMY
BeJIET, Ha XBOCTE MECAL] TAITHUT, 4 JACTHI 3BE3JOYKU — TOH
PpBIOBI Yemyst. <...>

Ha ceBepe crouT fiepeBo BeimmHOM 50 campix Tyd. Camo
4epHOeE, KOPSIBOE, 4 LIBETUKU Ha HeM Oelible, Ma-a-aXOHbKIE,
KaK copuHku. Ha mepeBe MOpos skuBeT, caMm cTapblit,
bopopa 3a Kymak 3aTkHyTa. BoT KaK K 3uMe Jieso, KaK
KypPBI B CTau COOBIOTCA A Ha 0T JBUHYTCSA, TAK MOPO3 32
€10 MPUHMMAETCS: C BETKH HA BETKY NEPEHPHITHBACT,
ObeT B J1aj0IIK 1A IPUTOBAPHBACT: Ay-Ay-AY, Ay-my-ay! A
[OTOM KaK 3aCBHIIET: (-I-Iy-I! TYT BeTep HOFHUMACTCS
1 Te bertble LIBETHI Ha HAC CHITLJIET: BOT BaM u cHeT. ( Toscras

2015:10-11)

HemanoBaxHoe —3HaueHHME 3aHMMAET B POMaHE U
9CXATOJIOTUYECKUH MH($, COCTABILIOMMN  aHTUTE3Y MUY
KOCMOTOHHMYECKOMY, O KOHIIE, [OC/Ie KOTOPOro 00s3aTeIbHO
TOCTIEyeT HOBAs XKM3Hb, HOBOE Hayano. B pomane Kwicor mup,
BOSHUKILMIT TTOCJIE B3PBIBA, PO/ 3a/JaHHYIO TPACKTOPHUIO KPyra
¥ pUOIUSKMBIINCH K TOYKE 3aMBIKAHHA, JOIDKEH OOHAPYKHUTH
«4YEPBOTOYMHY>», [PUSHAK PaspyLICHUsS, PasIOKEHUS U
BO3POJK/CHHS OFHOBPEMEHHO. DTOT MK aMOUBAICHTEH: B HEM
KOCMOC H X40C, KH3Hb U cMepTh cMbIKatoTcst (Jlomakuma 2016: 52):
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<...> JIO)KUT Ha 10T JTA30PEBOE MOPE, 4 HA MOPE Ha TOM —
OCTPOB, 4 Ha OCTPOBE — TEPEM, 4 CTOUT B HEM 30JI0Tas
nexxanka. Ha exxanxe pieBymnKa, oguH BOJIOC 30JI0TOH,
APYTo¥i cepeOPSHBIi, OFIUH 30JI0TOM, IPYTOi CepeOpPSIHBILL.
Bort ona cBolo xocy pacruieraer, Bce pacriieTaer, a Kak
pacrierer — TyT 1 Mupy KoHer,. (Toncras 2015: 9-10)

AcTpanbHble MU(BI CITY’KAT «ronybdnKam» crocobom Ay
YHOPANOYMBAHUA UX OTPAHUIEHHOTO MUPA, TIOCKOJIBKY 3BE3JII HE
OTKPBIBAIOT MEPE], HUMH BETUKUX KOCMMYECHX TallH U 3aKOHOB
¢usuKy, a UMb MOATBEPIKAAIOT UX BEPY B IPENONPENIETIEHHOCTD
¥ He3bI6IEMOCTD CYIECTBYIOMIErO HOPSIAKA:

A Hag rooBoit — HebO, TOXe YepHee YEPHOTO, a 110 Heby,
y30poM, rosnyboBaTble IATHBINIKA 3BE3f, TO CYILE, TO
cnabee, CJIOBHO ObI [IBIIIAT, TIOIIEBEUBAIOTCA, CIOBHO OBI
TOXKE 3aJJbIXAIOTCS, ©KATCS, XOTAT OTOPBATBCS, 4 HE MOTYT,
HAMEPTBO IIPUKOIOYCHE! K YePHOM HeOECHON KpBILIKE,
HaKpenKo npuburtel, He casunyTcs. I1psamo Hag romoBoit
y Benenukra, Bcerma Hay ronoBo, Kyaa HU OTOHAM, — U
Kopsriro, 1 Mucka, u nysox CesepHbix XBoIIei, U SApKo-
6emsrit ITynox, u pocceins Hororkos, u MyTHO, TecHO,
rycro cbutoe, mOIOCON depes Bech HOYHOM HeOOCBOZ
Bepereno, — Bee TyT, Beerga, CKOMIBKO ceba MOMHMUIIB, <...>
OHM BCE TyT, BCETAA TyT, OJEAHO MHMTAIOLIHUE,
MOJICIIETIOBATHIE, BEUHbIE, MOTIasuBble. ( Tomncras 2015: 81)

ITosecrBoBanue o Penope Kyspmuue, rmaBuom «Mypse»,
TAK)KE BBICTPAUBAECTCA B  COOTBETCTBUM C KaHOHAMHU
MHPOIOTHIECKOTO CO3HAHHISA: JIJIA TOPOXKAH, KTONYOUMKOB>», OH
KYJIBTYPHBIM T€POM, IEMHUYPT, JIJIA YUTATENA — TPUKCTEpP. B aToM
nepcoHaxe GUrypa TPUKCTEPA HAXOAUT JBOMHOE BOILIOMIEHHE,
KaK B Ka4€CTBE MUQPOIOTMIECKOTO IePOsi, TAK U KYJIBTYPHOTO
apxeruna. «Haubompmuit Mypsa» B Mupe 1oCsIe B3pbIBA U3/AET
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yKasbl, IUUIET CTHXH, OJarofeTesbCTBYET IPOCTHIX JIIOLCH,
VIMEHHO OH B CO3HAHMU HAPOJA SBISETCS U300peTaTeseM BCex
6J1ar, 3alUTHUKOM:

Bce-to on BosBen u O6yCTpOI/IJI, BCE-TO TOJIOBYIIKOM CBOEH
cBeTIoH 3a Hac 6oreer, Aymy gymaet! JleHb 4 HOYDb He CIIUT
Depop Kyssmu, Bce 10 TOPEHKE MOXaXKMBAET, IIBIIIHY
6opofy MOmIaKUBACT, O HAC, TOIyOUHKAX, KPYIHHHUTCS:
CBITBI JIU MBI, TIbSIHBI JTM MbI, HET JIX B 9YEM HAM JIOCa/bl
KaKOM aJii yBeubs Kakoro? EcTp y Hac Masbie Mypsbl, a
Depop Kyssmuu, — cnasa emy, — Haubonsmuit Mypsa,
gonrux ser emy sxusHu. Kro canm usmsicimn? Qegop
Kyspmura. Kro xoseco us iepesa pesats goragancs? Oegop
Kysbmura. Hayunn kamennsie ropmky fosbuts, MbImest
JIOBUTH Jad CyH BapI/IT]). 'Z];aﬂ HaM CYET U IIMCbMO, 6yKB])I
GosbIve ¥ MasIble, Hayqu 6epecTy pBaTh, KHUTH IIUTh, U3
OOIOTHO PrKABY YEPHUIIA BAPHTE, TATOUKHU JJIs TTHCHMA
pacuienyiATh M B Te depHuiaa Makars. Hayunn nogxu-
nonbeHky u3 OpeBeH MACTEPHUTb U HA BOAY CIIYCKATH,
HAydUI HA MEJBE/S C POTATUHOM XOJUTh, U3 MEBEAS
IIy3BIPb JOOBIBATH, PACTATHBATH TOT Iy3bIPh Ha KOJIKAX U
9TOM IUIEBOM OKHA KPBITh, YTOOBI CBETY B OKHE U 3UMOM
xBarano. (Toncras 2015: 20-21)

ITomumo atoro B pomase oH BoiosHser ¢pyukuo ITpomeres
— «ronybunKu» yOeXKAEHDbI, YTO MMEHHO OH H300eps OrOHb:
«A 0bI7I0 BpeMs1, TOBOPAT, Orts He 3HamM. Kak sxe sxmmu? A Tak
¥ SKUUIA: TIOJI3AJIM BO ThME, KAK CJICIIBIC YEPBBIPH. A MPUHEC OTOHb
mopsam Qegop Kyssmuy, cnasa emy. Ax, crasa emy! ITporanu 61
met 6e3 Oeopa Kyspmrua, eit-eit, mponanu 6er» (Tomcras 2015: 20).

CormacHo  KmaccMQUKAIMKM ~ OCHOBHBIX — XaPaKTEPHCTHK
MUQOIOTUYECKOTO TPUKCTEPA, TPEAIOKEHHON Bumpamom
Taitncom, rnaBHblil «Mypsa», Degop Kyssmmu, obmagaer
OOJIBIIMHCTBOM U3 HUX:
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At the heart of this cluster of manifest trickster traitsis (1)
the fundamentally ambiguous and anomalous personality
of the trickster. Flowing from this are such other features
as (2) deceiver/trick-player, (3) shapeshifter, (4) situation-
invertor, (5) messenger/imitator of the gods, and (6)
sacred/lewd bricoleur. Not every trickster necessarily has
all of these characteristics. Still, more times than not, a
specific trickster will exhibit many of these similarities.
(Hynes 1993: 33)

IlenTpansHoit PUIrypoil rocysapCcTBEHHOTO MH(a MOXHO
paccmarpusars 06pas ITerpa Benuxoro, mpumerst japcTBoBaHms
KOTOPOTO IPUCYTCTBYIOT B TeKcTe: oT peranuit Pegopa Kysemuda
— «Cexnerapp u Axagemux u lepoit u Mopemnasarens u
ITnoruux» (Tomcras 2015: 325), OTCHUIAIOMMX K CTHXOTBOPEHHIO
IMymxuna Cmance (1826)%, no yxasa npasgrosars Hoserit Tog o
Homocmporo. Opraxo 0bpas mpaBUTENS «TOMyOUHMKOB>» HEBOTBHO
cosmaer accoumanuu U ¢ Qurypoir Jlemnna, KoTOphIi B
KAPHABAJbHOM Pa3BEHYAHHM KOMMYHHCTHYECKHX KyMHUPOB
OKA34JICA OFHHM U3 CAMBIX KJIMIIMPOBAHHBIX 0OPA3OB, 3aCIIyIKUB
ompeziesieHHe «MUPOTOTHIECKOTO TpuKcTepa». Ccpuraicy Ha
crareio Jlesona Abpamsna Jenun xax mpuxcmep (2005) mesxay
«BOX/IEM HAPOJa» U «BEIMKUM Mypaoit» MoxHO HailTh 6osee
deM opHO cxopcTBo. Kax B cinydae Pegopa Kysemuua, Tak u B
ciydae JleHnHa, peds UAET O MONTUTUYECKUX AEATENAX, TBOPAIIUX
UMITPOBU3HPOBAHHYIO UCTOPHIO, IIPU TOMOIIH TEX XK€ TPIOKOB,
KOU MMEIOTCA B apCeHajle KIaCCHYECKOTO MHUQOIOTHIECKOTO
tpuxcrepa. Qurypy JleHnHa POSHUT C TPUKCTEPOM TO, UTO,

4  «<..> Camopepxasnoo pykoir / OH cMeno cesn mpocsemieHse, /
He npesupan crpanst pognoit: / On sHan ee mpepHasHadensve. // <..>
To axapemuk, 1O Trepoi, / To Mopemasaresp, TO IUIOTHHK, /
Omn Bceobbemmomeir gymoit / Ha Tposne Beunsiit 6bu1 paboTHHK. <...>>.
(Iymxus 1950: 344)
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Oysydr peBOOLIMOHEPOM, OH ABJIACTCA U3MEHUTEIEM MUPA U
KYJIBTYPTPErepOM, OFHAKO HOBBII MUP TBOPHUTCS UM ITIOCPEACTBOM
XUTPOCTH ¥ TPIOKA, KaK BIIPOYEM U MPABUTENIEM KTOJIyOIHKOB>,
obbsaBuBIIMM cebsi TBOPLOM BCex 0e3 MCKmoueHMsA Omar u
IPOUBBEJICHUI HCKYCCTBA, COXPAHMBIIMXCA MOCIE B3phiBa. K1
HaKOHeI] CIOfja )K€ MOYXHO OTHECTH HEKa3HCTYIO BHELIHOCTb U
HeOOJIBIION POCT: TIYIOCTh (OTBKIbOPHBIX TUTAHTOB OOBIYHO
IPAMO HPONIOPLMOHAIBHA X BEICOKOMY POCTY U IPOMAJIHOM CHIIE,
M UX BCETAa MOOeXKIAeT U OfypadyrBaeT MaJCHbKUM, C1a0bIi, HO
XUTPHI 1 OPKUH repoit IMEHHO ¢ YepTamu Tpukcrepa (Abpamsn
2005: 69,71, 79).

He moxxer ocrarscs HesamedenueiM u cxoncto Depopa
Kyssmuua ¢ nepconaxem lopmana Kpomxo#t Iaxec wus-sa
HILTIO3UH BEIMYMSA U BIIACTH, OKPYy’Kaolieil 5Tu e ¢purypsor. Kax
u Kpomxa Ilaxec mpaButens opgHOomMmeHHOro cebe ropoga
BOCIPHHUMACTCA ~ OKPY)KAIOI[UMHU  KAK ~ TEHHATBHBIA U
BBIJAIONIUIICS YEJIOBEK, B TO BPEMs KaK Y HEro HAaIpodb
OTCYTCTBYIOT KaKHe-THOO TAIAHTBI, ¥ BCE UMEIOLIUECS Y HeTo (C ero
XK€ CJIOB) JOCTHIKEHHS ABIAIOTCSA PE3YITATOM JIALEMEPHOTO
npucBoeHus cebe ayxux sacayr. B cxaske Topmana Iunnobep
CTAHOBUTCS IPUTATATEIHBIM /151 OKPYKAIOLUX OJ1arofaps yapam,
KOTOPBIE 3aCTABJIAIOT JIOAEH BUJETh B HEM Ka4ECTBA, KOTOPBIMU OH
He obmagaet, B Kowcu asropurer Qegopa Kyssmuua geprxurcst Ha
HJIEOTIOTUYECKOM JUKTATE U CJIETIOM IOKJIOHEHUH, OCHOBAHHOM Ha
cTpaxe M Kpusuce KyasTypel. CXOBCTBO MEXAYy HHUMH
IPOCIEKUBAETCA U HA BHEIIHEM YPOBHE BBHJY IPOTEKCTHOTO
OUCCOHAHCA MEXKJY BHEIIHOCTBIO M BOCIPHATHEM  HX
OKPY>KAIOIUMH.

«Tonybuuku» cmaar ceoero npasurens Oegopa Kyssmuua,
TyMas, 94TO BCE 6J1ara MCXOJAT OT HETO, HO BJAJCIOUMI UCTUHOM
YUTATENDh TIOHUMAET, YTO TIE€PE] HUM HAIJIbIM, 663rpaM0THbH?1,
YMCTBEHHO yOOrui1 MoueHHUK U mapnarad. OfHAKo BO BpeMs
TIEPBOM BCTPEUH «BEIMKOrO Mypsbl» ¢ «roiy0unKBaMu» axe y
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Denepuxra Bepa B BEIMKOrO ¥ OJIATOPOJHOTO IIOBETHUTEILA
OMpAuHSAETCA, TEPEJ, €ro IMa3AMHU — HECYPasHOE M MEJKOE
CYIIECTBO:

W cmotpuT beHeguKT Kak CBO3b TYMaH, U AUBY JAETCA:
pocrom Qenop Kyssmua ne 6omsme Kotu, ensa-emsa
beneguxry no xomeno. Tomeko y Koru pydonku
MaxXOHbKHE, NaIbIUKH posoBeHpkue, a y PDegopa
Kyspmuua — pyummy, Kak —IIeYHbIE — 3aCJHOHKH, |
[IOLIEBEIMBAIOTCSA, BCE OMIEBEUBAIOTCA. <...>

A DeHenuxT He 3HaI, 9TO U JfyMaTh: [IEPBbII CBOKUI CTPAX
BPOJIE OTCTYIIMIL, 4 3AMECTO HETO B JyLle — CMYPHO, Y4TO JIA.
Hago 651 cunbHee 61arorosers, a 671aroroBeeTcst Kak-To
c11ab0, 9TO J1H. <...> Ha TabypeTKe CUIOYH KaKOM BOCTOPI?
Bpone xax eI, mpocToii rony6unk, Haubomnsmemy Mypse
POBHSL: THI CUMIIb, ¥ OH CUJUT; OH TeOe CI0BO, TH €My
cnoso. He pgeno aro. (Toncras 2015: 71, 74)

Tomcras 3aKafpiBaeT 3€pPHO COMHEHHA B IJIABHOTO TEPOA,
9TOOBI [OJYEPKHYTH OFHY U3 [JIABHBIX TEM POMaHA — pasobiiadcHue
MU(POB M HJUTIO3UH, Ha KOTOPBIX CTPOATCA 4YeJIOBEYECKUE
NPEACTABICHUSA O TNpaBje, CIOPABEJIUBOCTH U  BEJIUYHUH.
«Haubonpmuit Mypsa», ABIAIOIMUICA CaMO3BaHIEM U
CKPHUIITOPOM, IPHCBAMBAIOIIUM cebe dUy)KHe OTKPBITHA,
JIUTEPATYPHBIE TEKCTHl M IPOM3BEJEHUA HCKYCCTBA, HANPOYb
JIMLICHHBIA CIOCOOHOCTU IOCTUTHYTh HMX CMBICT, K KOHIY
IPOMU3BEJICHUA HHU3BEPTaeTCA M M3 BEJIMKOTO NPABUTENA OH
CTaHOBUTCS «3JIOTEEM-MYYUTENIEM>>, KYTHETATEIEM>>, KUPOTOM>,
«THPaHOM-KPOBOHILEM», «rHugoi>» (Toncras 2015: 315-321).

ITomumo Myda BOX/SA B pAMKaX ITOJTUTHIECKON MUPOIOTHH,
CTAHOBAMIENCA TIPEAMETOM KAPHABAIM3ALUH UCTOPHH, B POMaHE
IPHUCYTCTBYET M IPyTas TOCYIapCTBEHHAS MU(OTOrUA — COBETCKAA.
AHAJIOTHIO C COBETCKOM PEaIbHOCTBIO, MOXKHO YBHAETD B 0Opase
CannTapoB, KOTOpPbIE 3aHHMMAIOTCA TEM, YTO YBO3AT JIOJEH Ha
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«JIedeHre» 3a XPaHEHME WJIM YTEHHE CTAPOICYATHBIX KHHUT,
KOTOpBIe CTporo Hacrporo samnpeuienst. Qurypy canurapos
MOYKHO CPAaBHUTb C OCHOBHBIM OPYIMEM MACCOBBIX PEIPECCHH B
CCCP - HapopsbsiM KOMHCCApHATOM BHYTPEHHHUX JEJI.
Tony64uKoB OXBATHIBACT FUKHHA M MAHUYECKHH CTpPax MpH
YIIOMUHAHHU O HMX, TaK KaK [OCJIE KTEPAIMU>», KOTOPYIO OHH
OKa3bIBAIOT, HUKTO M HUKOIJ]A HE BO3BPAIIAJICA.

HeoTpemnemo#t 4acTpio COBETCKOrO Mu(A  ABJIAOTCA
rOCyAapCTBEHHBIE IPasgHUKHY U BbixopHble: Hoprit roy, Maiickuix
Beixoguoit u  Oxtsabpsckuit, enckuit pens. Bce onn
npaspHyiotcs Omaropaps uspanasiM Qegopom Kyssmudem yxasams;
AJIAA <<FOJIY6‘{HKOB>> Ke Hpa3)lHI/IKI/I I/IrpaIOT Ba)KHyIO pOJH) B UX
MHPOYCTPOMCTBE, XOTSA M HPEACTABILIOT COOOM IIEPEMOHHIO B
4ecTh COOBITUI, 3HAYCHNE KOTOPBIX HUKOMY M3 HUX HEU3BECTHO U
nenoctwkumo  (Kpsokanosckas 2005: 38).  Oxrabpscxuit
BBIXOJIHOM, KOTOPBIN INIPasgHYeTCA B HOAOPE, MMEET IpSIMBbIE
AHAJIOTUM C COBeTCKMM mnpasgHukoM — Jlnem Bemumxoin
OKTAOPBCKON COLMANUCTUYECKON PEBOIIOLMU. B atoT news,
xuressiv Qegop-Kysbmuucka «BeleHO U3 JOMa BBIXOJHUTH Ha
IJIABHYIO IIJIOIaJib, A€ JO30PHAsA OAIIHA, U IO MIECTEPOBPIS, C
necHsmu, npoirucs» (Toncras 2015: 124). ITpucyrcrsyer suech
U puTyan npasgHoBaHus Mexpynapopnoro JKenckoro pgms,
KOTOPBIH IPEACTABIACT CODOM MAPOAUIO HA MPA3FHOBAHHUE «8
MapTa», HOTYEPKUBaA (aKT YIIEMIICHHA IPAB SKEHIIHH:

Kenckuii [lens 3HauUT HaBpOsE Babckoro IIpaspuuxa. B
9HTOT JicHb BCeM 6abaM MOYeT U YBOKEHUE KAK €CTh OHU
JKena u Marp u babymka u [Inemaunuua unm gpyras
Kakas [Turanuma mamas Beex yBaxats. <...> C paboTsi
OpUs HO3APaBUTh <...> ¢ MexaynapogusM JKenckum
Huem. Cxasars: «XKenato Bam JKena u Mats 1 babymika
u Ilnemannuna umm ppyras xaxas Iluranumma mamas
CYACTBA B JKM3HE YCIIEXOB B pabore MUpPHOro Heba Haz
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ronosoit. Besxyio 6a6y, xots Coceika XOTb KTO TAKMMU e
CJIOBAMU BEXKJIMBO MO37paBisiTh. Omocius meii-rysusit, ems
9TO XOYEIIb BECEIIHCh, HO B Mepy. (Torcrasn 2015: 121-122)

ToscTas BBICMEHBAET HOBEPXHOCTHOE OTHOLICHHUE K TIPAHUKY
HE TOJBKO B MHUpE <«TrOJIyOYMKOB», HO U B COBPEMEHHOM
poccuitckom obmjecTse, e GOPMAIBHOCTD STOTO MPABIHUKA,
JEKTAPUPYIONIEr0 YBAKEHHE K JKEHIJUHAM, KOHTPACTHPYET C
TPYAHOCTSMHY ¥ YIIEMJICHUSMHU, C KOTOPBIMH OHU CTAIKUBAIOTCS
B TTOBCEJHEBHOM XHM3HHU. Bockmoe Mapra, cuBMBOM 60pBOBI 32
PABEHCTBO U IIPaBa YKEHCKOTO 1014, JABHO IPEBPATHIICA B KJIHLIE
0 SKEHIJMHAX KaK XPAHHUTE/IBHULIAX IOMAIIHETO YIOT4, MATEPSX UM
00BEKTaX BOCXMINCHMS, 4 HE KAK PAaBHONPABHBIX Y4aCTHHIIAX
obmecrBennoit  sxusHu. JKenmumbl  y  «romyOunkoB>»
YAOCTAUBAIOTCS TO3JPABICHHUIM U [OJAPKOB, HO JIMIIb HA OJUH
JieHb, B OCTAJIBHOE BPEMsI UX ITOJIOKEHUE OCTAETCS YTHETCHHBIM:
«He 6UTh He KOJIOIIMATUTh HIYErO TAKOTO OOBIYHOTO HE JEeIaTh»
(Tomcras 2015: 121).

Kak 6b10 ykasaHo Bbllle, BBUJY HMHTEPTEKCTYaJlbHOCTH
NPOUSBEACHUS JIUTEPATYPHBIM MU} 3aHUMAET OTPOMHOE
IIPOCTPAHCTBO B IIOBECTBOBAHMH, HO HMeHHO Ilymkumy
OTBefieHO ocoboe MecTo B pomane. B Tekcre mpucyTcTByeT KaK
IpsIMOE LUTHPOBAHUE MYIIKUHCKUX TEKCTOB, TAK U HESBHBIC
OTCBIIKM K IPOM3BEJEHHMAM I109T4, PACCYUTAHHBIE Ha
ACCOLMALMU ¥ PEMUHUCICHIUH YUTATENs. ABTOP COXpaHSeT
06pas IlymkuHa KaKk HEOTHEMJIEMYIO U HE3BIOIEMYIO 4YacTh
PYyCCKOro Hacefus, HO B TO K€ BPEMs BBICMEHBACT dYepes
PEIIMKK TepOeB M [OBOZUT HO abCypAa HALUOHAIBHYIO
TPAJULINIO CO3AAHMA XPAMOB-MY3€€B Iy IIKUHUCTAMY, TIOBEPras
NaPOAUPOBAHUIO HEIIOCPEACTBEHHO 00Pas [09Ta, CIOXKMBIIMIACS
B HarpoHanbHOM cosHanuu (Hospysosa 2023 :101). Oguako
110700Has MPOHNYECKAS OLIEHOYHOCTh HEe MMEET HU4ero oburero
C OCMEsTHHUEM KJIACCHKA.
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ITymxrHckas mudosorus GopMUpOBaIach Ha IPOTAKEHUU
ABYX BEKOB, €€ OCHOBBI 3QJIOKHJI CaM IIO3T, IPU aKTUBHOM
JYaCTHU €ro JIpy3eH, BParos, COPATHUKOB U JIMTEPATYPHBIX
onnoHeHToB. Kakgoe MOKOJIEHUE CO3IaBaJI0 «CBOErO»
[TymxuHa, a KKABIA yBOKAOMUI cebs PYCCKUIT ITHCATENb WK
MBICJIUTENb CO3JaBaJ COOCTBEeHHBbIN 00pas, HaspiBaeMbIil «Moit
ITymkus>», BOIIONIAS €r0 B CTUXAX, TPO3€E, CTAThAX MJIU YCTHBIX
BBICKA3BIBAHUAX. Bce 9TO CTa/10 HEOTHEMIIEMO YaCTBIO PYCCKOM
KYJIBTYPBI, IIPOYHO YKOPEHHBIIKChH B )KM3HHU OOIIECTBA 1 SA3BIKE
(HoBuxos 2007: 8-9).

Cormacro  xmaccupuxanum  mupos o Ilymkume,
npoussesienHol Bragumupom HoBukoBbIM, MOXKHO TOBOPUTS,
aro ToscTas B poMaHe He OrPaHMYMBAETCA UCIIOIb30BAHUEM JIUIIb
opHOTO M3 HUX. ITo MHEHMIO KPUTHKA, ITOYTH K KDKIOMY M3
ME$OB (KOTOPBIX OH HACUMTAII JBAZLIATD J1BA) JIETKO TTOAOMPAETCs
MU} JAMETPATBHO TPOTHBOIIONOXHBIH, U B Koucu 6naromnonyaHo
YPKUBAIOTCA HECKOJIBKO, IYCKAH He aHTUMU(OB, OHAKO, Ha IEPBHII
B3IJIAJ], TPOTUBOPEYAIUX JPYT JPYTY, B 9JACTHOCTH TAKUX KaK
«Ilymkun - Hame Bce», «ymHeHmui uenoBek Poccum»,
«YPAK>», «JOHXKYaH, CEKCYaTbHBII TUTAHT>, KIPOPOK, YIUTEIb>
(Hosukos 2007: 9-11, 15). B pomane 5Ti Mu$bI He ABIAOTCS
B3aMMOMCKJIIOYAIOIIMMU; HAIIPOTHB, OHH OTPaXKAIOT
BaPUATHBHOCTH X MHOTOIPAHHOCTD 06Pasa 103Ta B 00IECTBEHHOM
CO3HAHWU.

st «npexxnux> [TymKuH — apxeTu yure e IuBUIH3aLHH,
SKBUBAJICHT KyJIBTYpBL; g1a DbeHegmkra, Kak M Ui BCexX
rony64nKoB, MM I109TA JIMIIEHO KAK CEMaHTHYECKOTO
IOTEHI[MAJI, TAK U €T0 KyJIBTypPHOTo HamonHeHua. KoMuanpiM
9¢eKTOM 00JIaaI0T BBICKA3bIBAHN ITIABHOTO IE€POSL O «ITyIIKHHE-
KYKYIIKMHE»: HECMOTPS Ha MCKPEHHEE CTPEMJICHHE ITO3HATH
BEJIMYME PYCCKOTO KJIACCHKA, OH B 9TOM HE IPEYCIIEBACT.
Paccyxpenus DBeneguxra o mosTe HEBOJILHO HAIOMMHAIOT
HapOgMIHO-CIOppeanucTuunble cTpoku Jlanumma Xapmca us
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Anexdomos o Ilymxune (1939)°, koropsie npescTaBasoT coboit
CBoeo6pa3Hmﬁ HUPOHUYHBIA OTKIMK Ha KyneT Ilymkuna B
o¢unmanpHOM coBerckoi nmpomarage. Kax u Xapwmc, Toncras,
Urpas ¢ KAHOHMYHOCTBIO U IPHOErast K CIOppeatusMy, HaOIHss
TeKCT aOCypAHBIMU [E€TAISIMH, HE CTOJIBKO paspymaer obpas
ITymxuna, CKOTBKO MOKA3BIBAET €F0 MHOTOCTIOMHOCTS, ITPEBPAIIas
«BEJIMKOTO IT03Ta>» B KUBOTO, A0CYPAHOTO M CMELIHOTO YeI0BEKA,

S «Auexgorsr u3 xusHu Ilymxuna: 1. ITymkun Obur m09TOM H BCE YTO-TO
mucan. Opmaxper JKyKOBCKHMiT 3acTan €ro 3a IHCAHUEM M TPOMKO
BockukHyI: ‘Jla Hukaxo o1 ucaka!’ C tex mop Ilymkun odens momobun
JKyxosckoro u cram HaspiBarh ero mo-npusatenscku JKyxoseim. 2. Kak
ussectHO, y Ilymxuna Hukorga He pocia 6opoga. Ilymxun oueHs sTUM
MyYMIICS U BCETHA 3aBUJOBAI 3aXapbUHY, y KOTOpOro, Haobopot, 6opona
POC/Ia BIOJNHE HPUIMYHO. Y HEro — POCTET, 4 ¥ MEHS — He pocTer’, —
9acTeHbKO roBapusa [lymxns, moxassisast Horramu Ha 3axapsuna. K Beerga
6pu1 npaB. 3. Opuaxpsr TlerpymeBckuil cTOMaT CBOM Yachl U HOCTIAT 32
IMymxussm. Iymxus npumes, ocmoTpes dackr ITeTpyrueBckoro 1 momoxu
ux obparno ma crym. ‘Uro ckaxems, Opar Ilymxun?’ - cmpocun
IMerpymesckuit. ‘Cron mammua’, — cxasan Ilymxun. 4. Korga Iymkun
cnoman cebe HOTH, TO CTa IEpPeABUraThcs Ha Kosecax. Jpysbs mobuim
ApasuuTh I1ymKuHA U XBATAIK €TI0 32 9TH Koyeca. I1yKuH sIuics 1 nucan
PO Jpyseil pyraTeJbHble CTUXU. DTH CTHXU OH HA3BIBAJ ‘DPIHUrapMamu’. S.
Jlero 1829 ropa Ilymxun mposen B fiepeBHe. OH BcTaBan paHo yTpoMm,
BBIIMBAJ KOAH IIAPHOTO MOIOKA 1 DKl K peKe KynaThes. Brikymnasuiuics B
pexe, Ilymkun oxucs Ha Tpasy u cran o obega. ITocne obepa Iymxnn
cran B ramaxe. IIpu Berpede ¢ BoHiounmu Myxuxamu I1ymkun Kusan um
TOJIOBOM ¥ 3)KUMAJI TIAJIbLIAMU CBOK HOC. A BOHIOUHE MY)KHKHU JIOMAJI CBOU
LIANKA U roBopuy: ‘910 HU4aBo . 6. [lymkun JIO6MIT KUATHCS KAMHSIMI.
Kax yBupuT KaMHE, TAK ¥ HAYHET UMH KUgaThes. FIHOTA TaK pasogercs, 9to
CTOMT BECh KPACHBII, PyKAMU MaIleT, KAMHSAMU KUJAETCS, IPOCTO yoKac! 7. Y
ITymxuHa 66UT0 YeTbipe chiHa U Bee nanoTsl. OFKH He yMe Jake CufeTh Ha
cTysie v Bce Bpems magat. ITymKuH-To 1 caM J0BOJIBHO IUIOXO0 CUJEI Ha CTYJIE.
Dr1Baio, CIutomHas yMopa; CUAAT OHM 34 CTOJIOM: Ha OFHOM KoHue Iy
BCE BPEMJ CO CTyJIa ITAJACT, 4 Ha APYTOM KOHIIE — €ro ChIH. I1pocTo X0Th CBATHIX
BoH BhiHOCH!». (Xapmc 1939)
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BCKPbhIBAA Y€PE3 CMEX M IMAPATOKC HpO6J’I€MbI CaKpaIr3anuu
KyJIbTypbl H Mma6I0HHOTO MbIIJICHUSA, CO3[1aBasg IIpU 3TOM
YHHKAJIbHOE, TPOTECKHOE 3€PKAJIO CBOCIO BDEMCHU:

DTOT HYIIKUH-KYKYLIKUH TOXKE HeOOCh JKEHUTHCS HE XOTEI,
YIHPAJICA, ITAKATI, 4 HOTOM >KEHUJICS — U Hudero. Bepuo?
Bosnecca BBIILIE OH I[JIaBOIO HETTOKOPHOM
aJIEKCaHIPUICKOTO CTOMMA. B camax espuir. Ot Mplmein
TpeBokuIcs. Io 6abam 6eran, rpymu oxonauusai. [Tpo-
CIIABUIICS: Temephb MbI ¢ Hero Oypartuny pexxem. (Tomcras

2015: 181)

Bor oH cTOMT, KaK KycT B HOYM, JAyX MSATEKHBIA U
THEBHBII: TOJIOBKY HaObldmI, ¢ DOKOB HA JIMYMKE [BE
KaKjIeThl — OakeHOapasl fpeBHero $pacoHy, — HOC HOIY,
manpnaMu Kak 6pr xadran Ha cebe pser. Ha romose,
KOHEYHO, NTHUIA-OIAfyHHUIIA paccesach, a Takas y ei
MaHepa, y 0ecCOBECTHOM: Yero yBUAUT, TO U 0bragur,
OTTOTO U IPO3BHILIE €1 JAHO CPAMHOE, 32 CPAMOTHIIY 32

ee. (Tomcraa 2015: 197-198)

MaJieHpKOI YEPHON TAJIOYKOM B IIYTAHHIIE YIOYEK CTOAT
MYIIKUH, TOHEHBKON HHUTOYKOHM BHJENACH C BBIIIMHBI
BepeBKa C OestbeM, METETBKOM OXBATHBIIAS LICIO ITOITA.

(Toncras 2015: 313)

<...> IYUIKAH-KYKYLWKMH, YCPHBIM Ky[JIATBIM HJOJIOM
B3METHYBIIMICS HA [IPUTOPKE, HABEYHO CILTIOMICHHDIN
3abopamu, O yWM 3apOCHIMI YKPOIIOM, IIyIIKHH-
00pybOK, Oe3HOrMI, IIECTHITANIBIN, TPUKYCUBIINIL A3IK,
HOCOM YTKHYBIIHICA B IPY/ib, — ¥ TOTIOBBI HE IIPHUIIOHSITS!
— IYLIKKH, PBYIIUI ¢ cebs1 OTpaBIeHHYIO pybaxy, BepeBKH,
ternu, KagTaH, yAaBKY, JPEBECHYIO TAXKECTb: IIYCTH, IycTu!

(Toncras 2015: 341)
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MooxHO 3aMeTuTh, 4TO /14 beHemuKTa «IymKUH>» ABIAETCA
MMEHEM HAPUIATETbHBIM M IMIIETCA MCKITIOYUTEIBHO CO
CTpO4HO¥ OyKkBBI. brarogaps MHUIMATHBE OZHOTO U3 KIPEKHUX>,
Huxursr FiBanosuya, r1aBHbIN repoit y4aCTBYET B MUSTOTOBJIEHUH
u BosBeeHuMH mnamAatHuka [lymxuny. Opgnako u  sTOT
OCKBEPHAETCS KaK CAMUM €0 TBOPL[OM — IIAMATHHUK HOJY4aeTCs y
Benegukra mectunansiM 1 6€3HOTUM —, TAK U CTUXMEH OTHA — BO
BpemMs noykapa y Ilymxuna cropaer sumo u mecTunanas pyka:

9TO BepHO, KPUBOBATHIH ThI y MEHSI, M 3aTHUIOK y Tebst
IUIOCKUI, U C MAIIBYUKAME HEHOPSIOK, ¥ HOT HETY — CaM
BIDKY, CTONsIpHOE feso monuman. Ho yx xakoit ects,
TePIIY, FUTATKO, — KAKUE Mbl, TAKOB U Tbl, 2 He uHade! Thi
— Hame BCe, a Mbl — TBOe, U Apyrux Heryru! Heryru
apyrux-to! Tax momorait! (Tomcras 2015: 289)

B ycra Benepuxra Torcrast BragpiBaeT KPUTHKY O iCTPAfaLiin
KYJIBTYPHBIX LIEHHOCTEH U JIULEMEPHOE OTHOIICHUE K HUM B
COBpEMEHHOM 00IIecTBe, KOTOPOE MPOJOIKAET (GOPMATBHO
IIOKJIOHATBCS CUMBOJIAM BBICOKOM KYJIBTYPBI, IIOTEPSIB, OFHAKO,
[IOHMMAaHKE CYTH MX TBOPYECTBA. MOHOIOT OTpaskaeT rOpPbKyIo
UCTHHY: KYJILTYPa U e¢ HaCJIeAHe CYLIECTBYIOT B TOM BUJIE, B KAKOM
0011ecTBO CTOCOOHO MX BOCIIPUHATS.

3. Mu¢si o myraromeit Kicu u npexpacnoit nrune Ilayman

Keich B pomane npepicTaeT Kak HeBeJOMOE MUPUUECKOE CYIIECTBO,
JIETEH/A, TIEPElaBAEMass  «CTAPBIMHU  JIIOILMH>», KOTOPbIE
YTBEPIK/AIOT, YTO B IJTyXUX M HEPOXOIUMBIX JIECAX HETIOAATIEKY OT
(DC,ILOP-K}’SBMI/I‘{CKa JKMBET 3TOT 3arafiouHbIi 38eph. OH BHyIIaeT
CTpax BCEM YKUTEJIAM FOPOJIKA U OJHOBPEMEHHO OJIMIIETBOPSAET
MUQPUIECKYIO CUITY, Ha KOTOPYIO JIIOfU IIEPEKIabIBAIOT CBOU Oeibl,
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HEJJOCTATKH XaPaKTepa M BCE TO, YTO BHIXOAUT 3a IPEJENIBl HX
nonumanus. Lonybuuku omuceiBalor Keick Kak HeymoBuMmoe,
MUCTHYECKOE U 3JIOBENIEE CYIIECTBO, KOTOPOE CHMBOJIH3UPYET
HeyTo HeoOBACHMMOe u paspymurenpHoe. OnHa sABIAeTCA
BOIIJIONIEHUEM UPPALMOHATBHOTO CTPaXa U CHJIbI, Pa3pyIIaioniei
HE TOJIBKO TEJIO, HO M [yIly 4eJI0BeKa, OCTABIIAA IOCIe cebst ero
nycTyio 060JI0YKy, CHUMBOIUBUPYA YIPO3Y, KOTOPAs UCXOAUT U3
HEOIIO3HAHHOTO MUPA, U Myras CBOEM MUCTUYECKON IPUPOIOM:

B Tex necax, crapele oy CKasbIBaloT, KMBET Kbich. Cupur
OH4 Ha TEMHbIX BETBSX M KPHYUT TAK JUKO U XKATTOOHO: KbI-
BICBH! KBI-BICH! — a BUZETh ee HUKTO He MoxKeT. lloiger
YEJIOBEK TAK BOT B JIEC, 4 OHA EMY Ha IEI0-TO C3afH: XoIr! 1
xpebruHy 3ybamu: Xpycs! — a KOITEM ITTABHYIO-TO XKHIJIOUKY
HAI[yTIAeT U IEPEPBET, ¥ BECh PA3YM U3 J€JTOBEKA U BBIM/ICT.
Bepwercs Takoit Hasaz, a OH yoK He TOT, U I71a3a HE Te, ¥ HJET,
He pasbupas [Opory, Kak ObIBAET, K MPUMEPY, KOTAA JIOTH
XOJIAT BO CHE TIO7] JIYHOH, BRITAHYBIIHN PYKH, U TaTbIAMU
IIEBEJIAT: CAMM CIIAT, a camu xopat. (Toscras 2015: 7)

DenenuKT, BbIZIEICHHBINA U3 YHCTIA JPYTHX <TOMYyOUMKOB>» KaK
repO, PasMbIIIAIOMUN O )XUSHUA HACTOAIIEN U 6y,uy1ueﬁ, OYeHb
bourcsa Keicu. Yacro mononoit demosek 3afaeT cebe BOIPOCHL,
KOTOpbIE HA MPOTAKEHUH MHOTHX BEKOB BOJHYIOT 4EJIOBEYECTBO:
«/1a n aTo MeI Ipo sxusHb 3HaeM? Esxenu mogymaTs? Kro eit Benen
ObiTh, XxH3HE-TO? OTdeEro conHIe Mo Heby KaTUTCS, OTYErO MbILIb
1meOy pIuuT, JePeBbst KBEPXY TAHYTCS, PYCaIKa B PEKE ILIELLIET, BETEP
[IBETAMU IIAXHET, YEJIOBEK UeJOBEKA MAJIKOM IO TOIoBe ObeT?»
(Toncras 2015: 64). Heopuoxparno benegukr mpegaercs Tocke,
Pa3MBIIIIAS O COOCTBEHHOM YXM3HU, TTOJIATAsL, YTO TAKUE MBICIIH €TI0
HOCENTA0T UMEHHO, Koraa Kbich HarmpaigeT cBOi B3IJIAJ HE HETO:
«OmsATh B ronose paspgBoeHME KaKoe-To. 10 Bce 6p10 mMpocTo,
ACHO, CYACTIIMBO, MEYTHI BCAKHE XOPOIIHE, 4 TO BAPYT OyATO KTO
C3a]¥ IIOJIOIIEJ /1A BCE 9TO CYACTHE U3 FOJIOBHI M BHIKOBBIPHYL... Kax
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KOrTeM BBIHYIL.. Kbich 9T0, BOT uTo! KbICh B CriiHy cMOTpHT»
(Tomcras 2015: 109). BenesukTy MOCTOSHHO KaXKETCS, YTO KTO-TO
HEBUJMMBIH CIIEJUT 32 HUM, BIJLAJBIBASACH CKBO3h CYMPAK, YTOOBI
pasriazeTs ero Bo ThMe. ITo mepe Toro xax Keich <<HOJ16I/Ip3.CTC}I>>
Ourrie, He3pUMBbIE HUTH, CBSIBIBAIOLIME €€ C TEPOEM, CTAHOBSITCS
Bce Kperrde. FIMeHHO o7 ee BIMSHIEM IIPOMCXOIUT IIpUobIIeH e
benepgukra x pearensHoctn CaHUTapOB: IOCIE OYEPESHOM
«Bcrpedn» ¢ Keicoio on beper kpiok, caautcs B Kpacupie Canu u
ormpasyaercsa BMecTe ¢ KyzeapoBeIM «JIEUUTS JIIOfIEE>» , H3BIMAS
sampemenHble kKHuru. Korga sxe benepuxr Bmecte ¢ ImaBHbIM
Canurapom ycrpausaoT pacnpasy Hag Habomsmum Mypsoi,
IJIABHBIA TEPOM CJIOBHO CTaHOBUTCA BomomenueM Keicu:
«MATKUM JITMHHBIM TPBIKKOM BeHEIUKT MPBIrHY K IOIKAM;
€CJIH 3AKPBITH 71434, 3BYKH JIy4IlIE CIIBIITHO; 3aKPBUI [71a3a, HOBOIHLT
TOJIOBOM U3 CTOPOHBI B CTOPOHY; eltie ObI YK IIPHIKATh — COBCEM
XOPOLIO Obl; HO3PH PA3AYIUCh — MOXKHO | 110 3armaxy» (Tosmcrasn
2015: 322).

JKaxga HAaKONUTENBCTBA KHUT, CTPEMJICHHME K YTEHHIO,
KEJTaHME IOCTHYh CMBICJI YUTAEMOTO HE IPUBOJAT Iepos K
IyXOBHOMY M HPABCTBEHHOMY POCTY, 2 HA000pOT, crtocobcTByeT
Pa3pYIIECHHUIO €T0 YEIOBEYECKOM CyITHOCTH. ITeHNe He UJIET BIPOK
repoio BOBCE: OH HE 3aJlyMbIBACTCSA O TOM ITTyOOKOM CMBICTE,
KOTOPBIM BKJIAJIBIBAET KKK aBTOP B CBOE NPOHU3BEJCHUE, A
CaMOe ITTABHOE — OH IIPOCTO He B COCTOSAHMU 1oCTUYb ero. Kpurnk
ITasen Jlagoxun monraraer, yro Keick aT0 He opyxoTBOpeHHOE
CymiecTBO, a 9acTh gymu: «KpIich — saronsm uenoBeyeckuii, a He
SKMBOTHBIM. KBICH — 4YesoBeYECKOE, K COXKAJIEHMIO, ABJICHUE,
CrIocobHOCTD yOUTD, OTIPaBbIBas YOUICTBO BRICIIMMU LICJISIMHU, 3TO
— OTOPBAHHOCTb OT IPOILIJIOrO, OT OIBITA ITOKOJEHHUH, 9TO
»KaTOOHBIH 1 037100JIeHHBII B3I B bectpenenprocTs» (Jlagoxun
2002: 41).

3araioyHoe CyIIecTBO, JaBllee HazBaHME pomaHy loscToit,
HECET MHOXECTBO CHMBOJMYECKUX cMbIcioB. O6pas Keicu
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CTAaHOBHTCSI CUMBOJIOM YEJIOBEYECKOTO YIAAKa, OH SBISETCA
MeTadopOit  yTPaThl CBA3M C  KyJbTYPHBIM — HACIE[MEM,
cymecTBOBaHMs 6€3 OIOPHI Ha OIBIT MTOKOJIEHHI. B wacTHOCTH, B
COBPEMEHHOM POCCUICKOM OOLIECTBE MOIBITKA EPEOCMBICIICHHA
DAMATH O COBETCKOM BPEMEHH IIPOJOJDKAET OKAa3bIBATH
3HAYUTEIIBHOE BIIMSHUE Ha MBIIIUICHHE ¥ BOCIIPUATHE HACTOALIETO,
MOPO’KAAsk IPOTHBOPEUUE MEXK/y HOCTAIBIUEH IO YIIeAImeMy
BpEMEHHU U OOJIC3BHEHHBIM OCO3HAHUEM HEY/OBJIECTBOPEHHOCTH
TEKyIL|EH PeaIbHOCTBIO. TOJICTas 3aTparuBaeT KIoUYeByIo mpobiemy
TaKOTO BOCIIPHATHSA:

Tocka 1O nHpPOWIIOMYy BTOPMYHA, 4 IEPBUYHO
HEAOBONBCTBO — HacToAmumM. dem  6osbme  mopu
HEJOBOJIBHBl ~ HACTOSIGMM, TeM  0OoJblie  OHM
3AMHTEPECOBAHBI IIPOILIBIM, TEM YaIle OHU JYMAIOT, 4TO
passie 65110 s1y4e. J{e10 1 He B aMHE3UHU, XOTs MHOTHE
HCTOPHUKU TOBOPAT O IOCTCOBETCKOM aMHE3HHU, KOIZHA
JIOAM HE HHTEPECYIOTCA NpounisiM. Mos mosumms
IPOTUBOIIOIOKHA: JIOAM AYMAIOT O HEM CIIMIIKOM MHOTO,
HO OHH BCE €lIle He 3HAIOT, KaK 1 4T0 06 9TOM fymars. Jls
O4YeHb MHOTUX COBPEMEHHBIX JIIOIEl COBETCKOE IIPOLLIOE
— 5TO HABASYMBOE COCTOAHUE, KOTOPOE HUKAK He IIPOMHCT.
(D1xuug 2016)

Poman Taresusr ToscToit mocTpoeH Ha ONMOSHILUMM JBYX
LIEHTPATBHBIX MH(OIOTHIECKHX 00pa3oB: HEBEJOMOM TEMHOIM
CHUIE, CUIMBOJIMBUPYIOIIEH Xa0C M HECYIIEH JIOfIM 3J10, besymue u
cMepTh mpoTuBocTouT npekpacHas IItuna Ilaymun — cumBon
JyXOBHOM YKCTOTHI, HEBHMHHOCTH, TAPMOHHH, JIOOBH, MHPa,
BCesieHCKoro nopsaka. Mud o ckazounoit ITrune Cuacres Beerga
CHMBOJIMSHPOBAJT HAJIEK/BI U MEUTHI JIJIs PyCCKOTo YesoBeKa. B
pomane IItuna Ilaynun nossngercs mumb B CHaX ¥ PaHTAHAX
benepuxra, ycrmoxamBas ero u Bcenaa Hagexay. B oero
BOOOPaYKEHNH OHA YXUBET Ha JIECHOM MOJIAHE, TOKPHITOM KPACHBIM
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KOBPOM U3 TIOJIBIIAHOB, U IPHUIJIAIIAET €r0, IIPE/IAras yTeleHUe 1
6e301aCHOCTb:

A Ha BETBSIX-TO XBOCT O€JIBII PE3HOM, KAK CETh KPyIKEBHA,
TO COHJETCS, TO OMATH PACHYCTUTHCS. A MOBEPX TOTO
xBocta xossaiika — Kusmxpsa ITtuna Ilaynun, roasamu
CMOTPHT, caMa Ha cebs mobyercs. A poT KpacHSI KaK
TIONIBIIAH. A TOBOPUT OHA eMy: «3apaBcTByl, benenukr,
COKOJT ACHBIH, IPOBEJATH MEHS IIPULIEN?.. A HET OT MEHA
BpeJla HUKAKOTO, a ThI 9TO 3Haemb... My ciona, benenuxr,
ties10BaTh MeHs byaem>». (Tomcras 2015: 176)

ITpororunamu  Kusxeeit  Iltuner  Ilaynuu  coysxar
¢ombrIopHbIe 00pasbl BOMIEOHBIX NTHUI-KEHIUH, TAKHX KaK
Cupun, Anxonocr u Iamaon. tu  obpassl  sABIAITCS
TIOITYJIAPHBIMHE IIEPCOHAKAMU JIATEPATYPBI PYCCKOTO MOJIEPHI3MA:
Hdyurpuit Mepexxosckuit, Koncrautun bamsmont, Cepreit
Conosres, Badecnap Vpanos, Huxonait Iymunes, Huxomnai
Kiroes, Cepreit Ecennn 1 MHOTHE Apyrie 00pamannck K STUM
0bpasam, CUMBOIMYECKH OCMBICIISL U niepeocMbicisi ux (CrmBak
2015: 331).

AJIKOHOCT BBIIJIAJIUT, KaK IMTHLA C )KEHCKOH FOJIOBOM U PyKAMH.
To cBAmEHHAA NTUNA, kuTeapHuna Mpus, craBanckoro pas; ee
00pas IPHCYTCTBYeT B PYCCKHX JIETEHZAX, CKA3KaX, a4 TAKXKE B
1300pasUTEIBHOM UCKYCCTBE, 3074ecTBe. B HapogHO# Tpaguyu
nrunpl CUpUH 1 AJIKOHOCT ABJIAIOTCS MPAKTUYECKHU JBOMHUKAMU,
9TO BUJIHO, B YACTHOCTH, U3 ONIPE/EJICHUI, KOTOPbIE JAIOTCA UM B
Toaxosom crosape snsozo sesuxopycckozo 23vika Bnapgumupa Jlams:
«AJIKOHOCT — CKa304YHAs PAFICKas NITULIA, C 4€JIOBEYCCKHIM JIULIOM,
1300paKaBIIAsCsS HA HAWKUX TyOOYHbIX KapTuHax>» (1978: 11); B
cnoBapHoi crathe 0 CHupuHe PaKTHYECKH HOBTOPSAETCS Ta HKe
aeunu: «Ects mybouHbIe KapTHHBI, H300paKatoNye PACKUX
ITUL, CUPHHA U JIKOHOCTA (CHpEeHa?), ¢ KEHCKUMH JIMIAMU U
rpysbio» (Jams 1980: 189).

274



Beunsie mosTopenus: mudonormueckue obpaser B pomare Tarpsanst Toncroit Kouco

Tamaton — emre opHa cBAmEeHHAA NTUNA CTaBaH. B HapomHex
JIETeHZJAX — 3TO IVIAIIATal GOroB, Bewlas NTULA, KOTOPAs TPOPOYUT
cyacThe M MOXKET Tnpenckasats Oyamymee. Hapsagy ¢ nruma-
My CupHH U AJIKOHOCT, €€ 4aCTO MPE/CTABIIAIOT XKUBYIIEH B
BeTBAX Muposoro /IpeBa, ¢ KOTOPOro OHa CIYCKAeTCA K JIOJAM
TONBKO IJI TOTO, 4YTOOBI COOOIIUTH 4YTO-TO BaKHOe. Ei
TIPHUITMCBIBAETCS POJIb PACCKABYMILEI, TAK KaK [amaion sHaeT 060
BCeM, UTO OBLII0, €CThb U ke OyzIeT, OBCTPEUaB ee, YEIOBEK MOXKET
Y3HATb BCE, YTO 3aXOYET, €C/IM [aMaloH PEIUT OTKPHITh STH TaMHbI
gentoBeky. I 1o nerenpe, korga nruna [amaion HaYMHAET NET, JTIOAH
3abbIBaloT 000 BCEM Ha CBETE, CYUTACTCA, YTO OHA HE BPESHUT
TOAAM, A HEM3MEHHO NPHHOCHUT CYACThE: YETOBEK, KOTOPBIN
JCIIBIIIMT ee HeHUe, oOpeTaeT sHaHUA U M30aBIeHHE OT CBOMX
HecyacTui u bep.

Takum 06pasoM, KyJIETy PHO-CEMaHTUYECKHI KOMILIEKC 100pa
u sma Oygymero mpefcTaBieH MH(OIOTHIECKMMHU 0bpasaMu
HEBEIOMOM M HENOCTWOKMMOM KbBICM M BeIMYEeCTBEHHOU
npexpacaor Kmmxpenn Ilruner Ilaymun. OTa monspusanus
OTPaYKAETCA U BO BHYTPEHHEM MHUPE LIEHTPAJIBHOTO Iepos: Ha
opHOM nomoce — yyxacHas Keick, koTopyto benepuxr 6ontes, Ha
apyrom — npekpacHas IItuma, Bommomenue meuts repos. B
HayaJjle OBECTBOBAHUA B CBOMX PpaHTasuAX beHeaukT cTpeMuTcs
naitu [ltuny Ilaymn u O6peCTI/I JlyXOBHYIO TAPMOHMIO, OIHAKO
B QHHAJE YEIOBEYECKOE HEBEXKECTBO OepeT Bepx Haj CBETJION
HAJIOKOM O BHYTPEHHEM MHpPE M [JYXOBHOM OJarormosyduw,
KOTOPBIE  IOJABJAITCA MOMIHOM  CHJOM  HPAaBCTBEHHOM
besrpamorHOCTH U OesgyxoBHOCTH. MeduTa, K KOTOpOH TaK
CTPEMUJICS TIJIABHBIA TE€POM, HMBBEPraeTcA M (UHAJbHBIE
pasmernuieHHs beHeanKTa ICHO CBUIETENIBCTBYIOT 00 9TOM:

bpet, Bo104mII TAIITH Ha OTBBIKIIMX, KBEJIBIX HOTAX K 3HAJ
ACHBIM, BIPYT HAJIETEBIIMM 3HaHHeM: 3psa. Her mm
nosgnbl, HU [Iltuupl. BeiTonrana mosnsHa, CKOLIEHBI
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Tynbrassl, a [laynur — uro x, [laynmun gaBHO mMoriMana
CHUIKaMU, JABHO IIpoBepHyTa Ha KaxseTsl. Cam u e1. Cam
U CIIAJT Ha IOJYIIKAX CHEXXHOTO, KPY>KEBHOTO IIEpa.

3Han — a Bce ke Opest, Opest, MOYTH PABHOZYIIHO, KAK
Tepey; CMEPTHIO HIIH CPasy [OCTIe CMEPTH, KOIZA BCE YKe
COBEpLIMJIOCH ¥ HUYEro He monpasumsp <...>. (Tomcras

2015: 338-339)

4, 3axmodeHue

Ha nporsxennu Bcero npoussesieHNA IJIABHBIN TFePOM TEP3AETCA
U3BEYHBIMU BOIIPOCAMU, U B OIPEJETIEHHBI MOMEHT CTAHOBUTCS
BO3MOXXHBIM HPEANOIOXKUTb, 4YTO B POMAHE MBI CMOXKEM
Ha0JTI0aTh 9BOJIIOIIUIO T€POA YePes3 Pa3BUTUE €rO MOPAIBHBIX U
HPaBCTBEHHBIX KadecTB. OJHAKO 3aKJIIOUUTEIBHBIN IIPUTOBOP
ABTOPA MIMEHHO O HECTOCOOHOCTH COBPEMEHHOTO Y€JIOBEKA IUTATH
KHUTM ¥ MOCTUTaTh MX CMBICI. JTOT HPUTOBOP PaspymIaeT
HPUBBIYHYIO IS PYCCKOM KyJBTYPhl JTUTEPATYPOLEHTPUIHYIO
MOJIENTb, B KOTOPOX MUPOBO33PEHHE YEIOBEKA 3aBUCUT OT BIIMAHUSA
UTEpPaTyphl. MBI mpuxogMM K 3TOMY BBIBOZY, OCO3HABAs, YTO
ASBHIK M LIEHHOCTH IJIABHOTO TEPOS OCTAIOTCSA HEU3MEHHBIMU:
«Kuura» He cymena npeobpasuth NpUMUTHBHBIM yM benepuxra,
He CMOTJIA MTOBJHUATh HA PA3BUTHUE ETO MHTEJIEKTA U OTKPHITHE
HPABCTBEHHbIX 3aKOHOB U LieHHOCTel BHYTpHU cebs. Hu B knure,
HU BO BJIACTH HE HAXOJUT T€POM BBICHIEM UCTUHbI M CMBIC/IA; OHU
U TPUYMHOXXHJIM B HEM OIymIEHME IYCTOTH U
0e3BBIXOHOCTH, B TO BPEMs KAK OH M3HEMOTAET OT TATOCTHOTO
3HAHMA 00 OTCYTCTBUU MCKOMOTO MM CMbIC/IA JKH3HH.
ITucarenpauna ucnonbsyeT MUGOTOTHIECKHE U KYJILTYPHBIE
00pasbl 711 CO3TaHUSA MHOTOCTOMHON KAPTUHBI PEATBHOCTH, B
KOTOPOM IMEPENJIETAIOTCA MUl Pa3HBIX 9I0X, MPEBPAIAACh B
UHCTPYMEHT JiIA BOILIOMEHUS aBTOPCKOM 3sagymku. Muder,
KYJIBTYpHBIE CHMBOJBI M 00Opassl (ONBKIBOPA CTAHOBATCH
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BOKHBIMM HOCHUTEJIAMU HE TOJIBKO TPafULIUAN obmecTBa, HO U
JEMOCTPUPYIOT UKJIUYHOCTh POCCUMCKON UCTOPUH, KOTOPAs B
[IOIIBITKE CO3MaTh «6y;;y1uee» HENU30eKHO BOCTIIPOU3BOIUT
SIIPOLLIOE>.
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XI.
The Mistress of the Mountain:
2017 by Olga Slavnikova

Gabriella Elina Imposti

In 2006 Olga Slavnikova published the novel 2017 and in
December of that year she was awarded the prestigious Russian
Booker!. The author claims that the first idea for this book dates
back to the mid-1990s, but at the time she had to acknowledge
the fact that she did not have the necessary skills and experience
to fulfil her project®. After her move to Moscow in 2003, she
started to work on her new novel, which was announced several
times in the literary journal Novy: mir under the title of The

1 See the reports in some online papers Novaia Gazeta 11 December 2006,
Radio Svoboda 7 December 2006, Lenta.ru 7 December 2006.

2 Inher review of the novel Mariia Remizova (2006) quotes a long excerpt from
a conversation between O. Slavnikova and K. Reshetnikov published in the
newspaper Gazeta (May 17, 2006, Ne 81), where she says: “It was my first
attempt with a big format. But at the time I couldn’t handle it, maybe because
I didn’t have enough experience in constructing the plot.” (“9ro 6bu1 Moit
HEPBBII MOACTYII K 60IBIION popme. Torpa 51 ¢ sTMIM He CIIPaBUITIACh — MOXKET
OBITH, [IOTOMY, YTO MHE He XBATHJIO OIIbITA B IOCTPOeHUH crokera”). In another
interview published in the journal U knizhnoi polkz, Slavnikova says “The first
variants of the novel were written and burned in Yekaterinburg” (“Ilepseie
BAPUAHTHl POMaHa ObUIM HAIMCAHBI M COXOKeHBI emie B Exarepunbypre”,
Slavnikova 2006b: 5). All the translations are mine, unless otherwise stated.
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Period. Fragments of the novel were published as self-contained
stories in literary thick journals®. When it was finally published as
a volume by Vagrius, the date 2017 was chosen as a title, which is
a clear reference to Orwell’s famous novel 7984 and suggests
inclusion in the genre of dystopia.

The year in the title of this novel clearly marks the centenary of
the Bolshevik Revolution, which, when the book was published,
was 11 years in the future. The time when this novel is set is
unquestionably meaningful and relates to the ‘celebrations’ of the
centenary of this fateful event that “shook the world™. In the novel
these celebrations take the aspect of tragic and meaningless
bloodshed that in a way makes history go back in a circle, hence
the dystopian character of the novel, on which several critics have
commented’. According to Beliakov, however, the initial title of
the novel The Period was also connected to the idea of the
repetition of the October Revolution, a repetition that smacks of
farce (Beliakov 2006).

Olga Slavnikova, however, does not consider that her novel

3 As Slavnikova (2006b) explains, after her move to Moscow, it took her three
years to complete the novel, because of the many work commitments she had.
She did not always have time to devote to writing and there was even an
interval that could have compromised its being finished. She thinks that the
right time for writing a novel is two years.

4 The exact date (June 7, 2017) when the main story line starts is stated only at
the beginning of the English translation but not in the original Russian
edition. It should also be noted that in the English translation entire
paragraphs are placed in different positions compared with the original or are
even missing (for example two pages that precede the episode of Krylov being
attacked by a gang of youths in the industrial zone of the city on pp. 35-36 of
the original edition and also on p. 206 of the English edition where two
paragraphs on p. 265 of the original are missing).

S See for example Chantsev 2007, Pustovaia 2007, Agren 2014, Possamai 2019,
Possamai 2020.
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belongs to the dystopian genre, as she states for example in an
interview with Maia Kucherskaia:

My novel is not a dystopia. Naturally, the title of the book
immediately reminds the reader of George Orwell’s novel
“1984”, written in 1948. But in that novel, there was a
rather large distance between the date of its creation and
the time of its action. In mine it is a lot less distant. The
world won’t have time to change much by then®.
(Slavnikova 2006¢)

Elsewhere, describing the process that led her to the conception
of the novel, she states:

The present [...] could not be the space of the novel, at the
time everything was happening too quickly and
meaninglessly. And I thought, what should I do? Should
I take it all back to the past? But the Soviet past was dull
and plotless. And finally, I realized that events needed to
be moved to the future’. (Remizova 2006)

6 “Moit pomaH He aHTHyTOImMA. ECTecTBEHHO, O HA3BAHMIO KHUTH YUTATEIh
cpasy BcomuHaer pomad Jlxxopmixa Opyanna «1984», Harmcanusiit B 1948
rogy. Ho Tam paccrosnne Mexpy faToil CO3IAHMS U BPEMEHEM JCHCTBUS
Z0BOIBHO Oosbmoe. Y MeHs HAMHOrO MeHsine. Mup He ycmeer cuibHO
usmenuthea.” In Russian the term “antiutopia” is prevalently used as an
equivalent of both the English “dystopia” and “antiutopia”, despite the
theoretical distinction between the two terms.

7 “Hacrosmee Bpems [...] He MOIIO 6BITh IPOCTPAHCTBOM POMAHA, TOIAA BCE
IPOUCXOAUIO CIMMIKOM ObIcTpO 1 becembicnenno. M st gymana — Kax sxe
6prTh? Iepenocurs Bee 510 B pountoe? Ho coserckoe npomuioe — 510 rryxas
beccioxerHocTs. M HAKOHEL 5 OHAIA, YTO COOBITHA HAZO HEPEHECTH B
bymymee.” This is Remizova’s quotation from Slavnikova’s interview with
Kirill Reshetnikov published by the newspaper Gazeta, No 81, on May 17,
2006. The site of Gazeta is no longer available.
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In this novel, Slavnikova skilfully manages several narrative lines
and plots, each implying a variety of literary genres and modes.
There are not only the features of dystopia, but also of a love story,
a detective story and the fantastic. As many critics have pointed
out, however, what is particularly remarkable in this book is not
just the balance that these narrative lines manage to keep within
the novel, but the complexity and the mastery of the author’s style:

Slavnikova indeed surprises [...] by the very quality of her
writing, which has long become her trademark. This
trademark is a dense metaphorical writing [..] Slavnikova
works with the word, striving to find the only possible
name for things. Her metaphor is not an end in itself but
only a revelation of the essence of things [...] in spite of all
the metaphorical load of the text, the transparency of the
style is not obscured by anything superfluous®. (Elagina
2007)

According to the author herself, however, the main narrative
line is the love story” between Krylov and a mysterious woman who

8 “CuasuukoBa u ypusiser gapyruM. CaMuM Ka4eCTBOM IHCBbMA, JABHO
CTABIIMM e¢ PUPMEHHBIM 3HAKOM. DTOT PUPMEHHBI 3HAK, MeTapOpHIECKast
rycromucs [..] CnaBuukosa [...] paboras co cIoBOM, CTPEMUTCS K Ha3bIBAHUIO
€/IMHCTBEHHO BOSMOXKHBIM 06pasom. MeTadopa y Hee He CaMOLIeIb, HO JIHIIb
BBIABJICHHE CYTH [...] mIpu Bceil MeTadpoprdecKoil HArPY>KEHHOCTH TEKCTa
IIPO3PAYHOCTH CTUIA He 3aMyTHseTCA HideM mmauM.” Beliakov (2006) agrees
with this statement and adds: “Slavnikova is a rare master. Perhaps she is the
best stylist in our literature today. She is amazingly inventive in coming up
with new comparisons and metaphors.” (“CiaBrukosa pepxuit Mactep. Boits
MOYKET, OHA JIy4IIUH, HA CETOJ[HANIHUIM IEHb, CTUIUCT B HALIEH JIUTEPATYPE.
OwHa nopasuTebHO U300peTaTeIbHA B IPH/YMBIBAHUK HOBBIX CPABHEHUI U
Mmeradop.”).

9 “2017is actually a love story. Two persons meet, fall in love, but they do not
believe in what is happening to them.” (“Ha camom pesie «2017» — pomas o
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happens to be at the railway station at the same time when he is
seeing Professor Anfilogov leave for his expedition in the North in
search of precious stones. In their relationship, they do not reveal
their real names to each other. They choose fairly common names:
Ivan for Krylov, and the woman calls herself simply Tania'®. They
keep their relationship constantly on the brink of dissolving by
“practising the topographical correspondent of Russian roulette™!
(Remizova 2006), which consists in randomly choosing the place
of their next encounter in the city’s atlas. This has much of
superstition and is definitely a challenge to Fate. In the end, they
will lose track of each other when the riots of the “masked
revolution” start. As it turns out in the final chapters of the novel,
the woman’s real name is Ekaterina Sergeevna, and she is
Anfilogov’s wife. The other woman in Krylov’s life is his ex-wife,
Tamara, who is a successful businesswoman and owns a very
exclusive funeral home. In the novel she also plays a role similar to
that of the raisonnenr and in her dialogues with Krylov she
“explains [...] the metanarrative foundation of the urban world as
opposed to the surrounding wild [...] world of precious stones”
(Agren 2014: 142). Baudrillard’s (1994) concept of simulacra

mobBu. J[Boe BCTpeyaroTes, BIOOIAIOTCA, HO He BEPAT B TO, YTO C HUMH
npoucxopur.” Slavnikova 2006c¢).

10 These names, however, suggest some interesting intertextual connections. For
example, the main male character shares his name and surname with the well-
known nineteenth-century poet and fable writer Ivan Andreevich Krylov
(1769-1844). This could be a hint at the fantastic, fable-like component of the
novel. Sutcliffe (2007: 10) interprets his surname as derived from the word
“kryl'ia” (wings): “Krylov is seemingly blessed by the wings of success”.
Krylov’s real name and patronymic is Veniamin Iur’evich. It is mentioned only
once towards the end of the novel (Slavnikova 2006a: 334). Tania is clearly a
‘literary’ name linked with Pushkin’s ‘novel in verse’ Evgenii Onegin, but its
literary intertexts do not limit themselves to this, as we will show in this paper.

11 “nmpaxTukyior Tonorpaduueckoe nogobue pycckoit pyserku’.
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underlies her vision of the globalized world, where the distinction
between reality and representation vanishes and what she defines
as “the world molecule” (Slavnikova 2010: 164-168, passim) keeps
the status quo.

Another major plot of the novel is linked with Krylov’s mentor,
Professor Anfilogov, a “rock hound” (khitnik) who explores the
Urals, aka the Riphean mountains, in search of precious stones
and in the end finds his death there. This narrative line introduces
the fantastic element with the appearance of the spirits of the
Mountains and above all Bazhov’s Mistress of the Mountain, who
in turn in the love story plot also appears in one of her multiple
transformations as Tania/Ekaterina.

It is interesting to notice how frequently the word “myth”
occurs in the first reviews of Olga Slavnikova’s novel. In
Belyakov’s review (2006), for example, this word and its
derivatives occur seven times. As Elena Elagina (2007) points
out, in Slavnikova’s novel a specific myth of the Urals is
developed. Unlike the much older and better-known Petersburg
myth, the myth of the Urals was created by a single author, Pavel
Bazhov (1879-1950), and in much more troubled times: during
the notorious 1930s of the Great Purge. Bazhov’s Uralian
“fakelore” (or “quasifolklore”) (Lipovetsky 2008: 265) was in
fact based on “rather vague folkloric beliefs and moulded [...]
into an original mythology” (Lipovetsky 2008: 264)">. However,

12 Bazhov’s biographer, Liudmila Skorino, underlines the fact that Bazhov was
born in the family of an iron puddler, Petr Vasil'evich Bazhov, who worked in
the iron factories of the Sysert district, 40 km. south of Yekaterinburg. Because
his father often moved from one factory to another, young Bazhov got to
know the industrial area very well. He also had the opportunity to meet several
old workers that would tell stories about the ore mines and their folklore.
When he was 12 years old, he met Vasilii Khmelinin, who “was one of the best
storytellers [...] and his tales left an indelible impression on him, he
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as Slavnikova remarks in an article about the “Upper and lower
landscapes of Yekaterinburg”,

13

Pavel Bazhov’s relevance lies in the fact that, drawing much
more from imagination than from folklore, he created a
specific Ural mythology, which was needed by the equally
specific consciousness of the inhabitants of the Riphean
range. As it turned out, he not only created, but also
artistically legitimized the world of mountain spirits,
which previously vaguely existed in the boastful and scary
tales of prospectors, tricksters, and the restless mass of
mining people and convicts. He established hierarchy and
kinship ties among the spirits, which is important for the
viability of the myth and of the plots that can be developed
out of it. Despite being a stylization and a mystification,
the “Malachite Casket” corresponded to a reality much
deeper than the reality of folklore.

This is above all a deep geological reality in the literal sense
of the word. Bazhov’s images correspond to the structures
of the underground mountain world, the mysterious
elements of the hidden landscape, which is no less plastic
and expressive than the visible upper landscape that
traditionally serves the interests of literature®.

remembered them for all his life” (Skorino 1947: 32). Bazhov himself recalls
some episodes of his youth in the essay “At the old mine” (“U starogo
rudnika”, Uralskii sovremennik, n. 3, 1940, pp. 179-199).

“Axryamsrocts ITaBma BaxoBa 3aKioqacTcss B TOM, 4TO OH YepIas U3
BoOOpaKeHUs ropasgo Oomblie, Hexend U3 PONBKIOP, CO3HAI
CrenuIIEcKyI0 yPaIbCKylo MUGOIOTUIO, B KOTOPOE Hy>KAATIOCh CTOMb XKeE
crenuduyeckoe cosHanue oburaresneit Pudeiickoro xpebra. Mup roprsix
IyXOB, CMYTHO CyIICCTBOBABIUMII B XBACTJIMBBIX M CTPAIIHBIX Oaiikax
crapaTesiedf, XWUTHUKOB, B HECIHOKOMHOM Macce TOPHO3aBOACKOTO M
KATOPIKHOTO JIO/iA, OKA3AJICA HE TOIBKO OPOPMIICH, HO M Xy[OKECTBEHHO
Y3aKOHEH MEXJly AyxaM ObUTM YCTAaHOBIECHBl WX HEPAPXMUYCCKUE H
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Since their first publication, the skazy — later collected in a
volume under the title The Malachite Casket (Malakbitovaia
shkatulka, 1939) — and the Uralian mythology they create, with
fantastic creatures like the Mistress of the Copper Mountain, took
firm roots in the imagination of Soviet citizens and are still very
much alive in today’s Russia (see Lipovetsky 2008). In 1943,
Bazhov was even awarded the Stalin prize for his collections of
‘folk’ stories and his books are still present among recommended
readings in Russian schools. A major contribution to the
popularity of Bazhov’s skazy is due to the film The Stone Flower
(Kamennyi Tsvetok), directed by Aleksandr Prushko (1900-1973)
and released in 1946. It was seen by over 20 million people in the
USSR and was also awarded the prize for Best Colour at the 1946
Cannes Festival'*,

Lipovetsky suggests that at the time Bazhov’s Uralian folklore
produced an uncanny effect on the Soviet reader:

The promise of escape from Soviet history and the
discovery of the uncanny in the place of a protective
private, local, home — these effects produced by Bazhov’s
tales were indeed both frightening and comforting for

POACTBEHHbIE CBA3H, YTO BAKHO [/ SKUBHECIIOCOOHOCTH 1 CIOXKETHOCTH MUpa.
Dypyau crunmsanueit u muctuukanmed, «Manraxurosas mKaTymKa»
COOTBETCTBOBAJIA PEANBHOCTU ropasgo Gosee 11y6OKOM, YeM PEasbHOCTD
domsriropa. [...] IIpesxze Beero aTo rybokas B GyKBaIBHOM CMBICIE CIIOBA
peassHOCTb reosorndeckas. Obpasam baxoBa coOTBETCTBYIOT CTPYKTYpLI
II0/3€MHOTO TOPHOTO MUP4, 3araflOYHbIE SIEMEHTbI CKPBITOTO MeH3aKa — He
MEHee [UIACTUYHOTO U BBIPA3UTE/IBHOTO, HEXKEJIM BUAMMBLI [JIA3y BEPXHUI
eH32K, TPASULMOHHO CIyKaluil uHTepecaM auTeparypsl”. (Slavnikova
2000: 295)

14 See the review of the New York Times of December 30, 1946 at
<https://cinemafirst.ru/the-new-york-times-o-filme-kamennyj-tsvetok-
1946/?ysclid=m87j9pt61r839486518> accessed November 2024.
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Soviet readers. Skazy were frightening as the sightings of
death and self-destruction in the realm of the familiar.
They were also comforting as the articulation of hidden
and repressed trauma. Bazhov’s tales thus directly
communicated to the Soviet unconscious, collective, and
individual alike. This explains the uncanny popularity of
Malakhitovaia shkatulka among several Soviet — and
possibly post-Soviet — generations. (Lipovetsky 2008: 281)

According to Slavnikova, Bazhov’s mythology is an essential
ingredient of the literature created by authors of the Urals:

[Uralian] Mythology is not only alive but also enters the
metabolism of the Ural people and their interaction with
the environment. Pavel Bazhov gave a literary treatment of
this mythology consistent with his time and his readers. I
have tried to do the same thing in the present day
projecting it onto the year 2017. When people go to the
mountains in search of precious stones, they enter the
realm of the unpredictable. Thus, they get into a
relationship with the “genius of the place”: the Stone Gitl,
the Dancing Pyralid and similar creatures®. (Slavnikova
2006b)

15 “[Ypaﬂbcxaﬂ] MHQOTIOTHA HE TOJBKO JKHBA, HO BXOJFUT B OOMEH BEIjeCTB
YPATBCKOTO 4YeIOBEKA C OKpy»kamomei ero cpepoit. ITasen Baxos pan
JIUTEPATYPHYI0 00pabOTKy 5TOHM MHU(OIOTUM IPUMEHUTENLHO K CBOEMY
BPEMEHH, K CBOEMy 4dTaTesmio. S mombiTanack cpeiars TO dke caMoe B
CErofHAMHEM JHe U B Tpoexnuu Ha 2017 rog. Korpa yenosex uger B TOPBI 32
APArOLICHHBIM KAMHEM, OH BCTyITAeT B 00/1aCTh HEmpezcKasyeMoro. Tem cambim
OH BCTYIIA€T B OTHOWIECHH!A C ‘TeHueM MecTa’: Kamennoit lesxoit, [Tsurymeit
OrueBkoi1 1 TOFOOHBIMH CYIIECTBAMK .
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As an example of the persistent popularity of Bazhov’s skazy,
Lipovetsky mentions the creation in Chelyabinsk in the early 1990s
of a neo-pagan sect that used Bazhov’s tales as their sacred texts.
The members of the sect, or Academy of the Innermost
Knowledge, called themselves bazhovtsy, Bazhov’s followers
(Lipovetsky 2008: 265; Semenova 2004)°.

In the novel, the Urals are constantly referred to as “Riphean
Mountains”, adopting the ancient denomination of a mythological
mountain range that since the seventh century BC was thought to
be situated somewhere at the extreme northeast end of the world
known at the time. They were also mentioned and described in
Latin and late antique literature and in geographic texts during the
Middle Ages. In the late fifteenth and early sixteenth century, “the
mythical Ryphean and Hyperborean mountains invariably
appeared” in the maps of ‘Sarmatia’, “by Bernard Wapowski (1507)
and by Martin Waldesmfiller (1511), [...] based on old concepts”
(Zantuan 1968: 330). However, Krakow scholar Maciej
Miechowita (1457-1523), in his Tractatus de duabus Sarmatiis
(1517), “questioned the vision of a remote land, vague and
fantastic, [...] based chiefly on the writings of Aristotle and
Herodotus” (Zantuan 1968: 328), denying the existence of the
“fantastic” Riphean and Hyperborean Mountains. In this he was
supported by Baron Sigismund von Herberstein (1486-1566), who
in the 1510s visited Moscow and later wrote Rerum Moscovitarum
Commentarii (1549), in which, while confirming the nonexistence
of the Riphean Mountains as Miechowita maintained, corrected
a series of factual errors of his Tractatus (Zantuan 1968: 335-336).
After that, the Riphean Mountains gradually disappeared from
geographical maps.

16 See also Abashev 2014a for other examples of how mass culture has used and
reinterpreted Bazhov’s mythology.
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From this brief historical overview, we can infer that Slavnikova
adopted this rather transparent pseudonym for the Urals not only
as a means of estrangement, but more probably because of the
evanescent and phantasmatic nature of the millenary myth that
surrounds this mountain range. Indeed, these features fit well in
the general conception of the novel, in which, as we have seen
above, the discrepancy between reality and illusion, copy and
imitation, is continuously emphasized. This is aptly synthesized in
Krylov’s perception of “the world [...] as a string of copies without
an original.”"” (Slavnikova 2010: 57). Even the centenary of the
Revolution in this civilization of mystification is celebrated
through its imitation (see Remizova 20006).

As critic Beliakov (2006) noted, Slavnikova “belongs to that
rare type of writer who not only create their own isolated artistic
world but also become creators of their own mythology. [...] [She]
has radically reinterpreted Bazhov’s mythology”*®. A clear example
of this process of mythologization can be the city where the story
is set. Its name is never mentioned, it is often referred to as “the
four-million Riphean capital”*” (Slavnikova 2010: 179). However,
the reference to Yekaterinburg / Sverdlovsk is rather transparent,
and reinforced by certain details like “the abandoned TV tower

17 “Mup npegcran neper 0HsM KpbUtoBeIM depeoio Komnuit bes opuruHama’.
(Slavnikova 2006a: 58)

18 “OHa OTHOCHTCA K TOMY PEAKOMY THITY IIHCATENEH, 9TO CO3MAI0T HE TOIBKO
CBOI1, U30IMPOBAHHBIN XYAOKECTBEHHBIN MUP, HO U CTAHOBSTCA TBOPLIAMU
coberBennoit muonoruu. [...] [Owna] papukanbHO mepeocMbicanIa
baxxoBcKyio Mudomoruio”.

19 “B neHTpe YeTHIPEXMUIUIMOHHOM |[...] pudeiickoit cromuusr” (Slavnikova
2006a: 223). This is an example of Slavnikova’s mystifying play with reality
and fiction: Yekaterinburg is indeed the fourth city in the Russian Federation
for number of inhabitants, but it does not reach four million, it amounts to
approximately one and a half million inhabitants in total.
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that the Riphean called the Toadstool” (Slavnikova 2010: 62), or
“the open-air geology museum, where the big chunks of jasper
flushed out by the dam looked like pieces of stone meat shot
through with quartz veins”*' (Slavnikova 2010: 69). For somebody
familiar with it, this is enough to recognize the city. There are
plenty of details, however, that Slavnikova adds, creating “a space
of its own, which is only partly copied from the original, and partly
artificially synthesized”** (Beliakov 2006). For example, she
represents the pulling down of the tower, which in fact happened
more than a decade later, in 2018%. Afterwards, the city’s skyline
assumes a “spectral nature” (Sutclifte 2007: 10) with the lingering
“of the dusty spectre of a fatter Toadstool”** (Slavnikova 2010: 71).
It is not surprising that for her novel Olga Slavnikova chose
Yekaterinburg, which became infamous because of the slaughter
of the imperial family in July 1918. This allows her to mix the story
of a new cycle of revolution beginning on the centenary of the
Bolshevik upheaval with Bazhov’s mythology. This city, which the
two lovers explore in search of a temporary refuge, offers only
desolate concrete landscapes and is inhabited by gangs of aggressive

20 “sabpowenHyio TenebamIHIoO, HMMEHyeMylo Y pudeiines ‘moraHkoi’”.

(Slavnikova 2006a: 64)

21 “reomormyeckuit Myseil og OTKPHITHIM HEOOM, e OpOoLIAeMbIe [ITTOTHHOM
AIMOBBIE [IBIObI HATOMUHAIN KYCKH IPOJIOYKEHHOTO KBAPLIEBBIMI YKIIAMH
xamennoro msca”. (Slavnikova 2006a: 73)

22 “[...] cospaer cobcTBEHHOE IPOCTPAHCTBO, KOTOPOE JIHLIb OTYACTU CIIUCAHO C
OPMIHHAIIA,  OTYACTH — CHHTE3MPOBAHO MCKYCCTBEHHO .

23 When the novel was written the Tower was still standing, and there was even
talk of restoring it. It was finally pulled down in 2018, despite the inhabitants’
protests. See the report at https://meduza.io/feature/2018/03/24/v-
ekaterinburge-snesli-zabroshennuyu-telebashnyu-samoe-vysokoe-zdanie-v-gor
ode-reportazh-meduzy, accessed November 2024.

24 “mplpHBIA IPUSPaK Kak Obl pacToncrenmeit ‘moranky’ . (Slavnikova 2006: 76)
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teenagers”. The Toadstool in it represents an anomaly and in fact
it is “the true symbol and expression of the Riphean spirit”, it is
“the largest of those irrational phenomena that seemed to have
come about purely to arouse the Ripheans’ principal instinct [...]
to conquer what you weren’t supposed to, or, even better, were
forbidden to”* (Slavnikova 2010: 69).

Slavnikova introduces her long digression about the Riphean
Mountains by describing them as “an old, stretched out scar [...]
on a relief globe” (Slavnikova 2010: 53)*. The Ural region
represents a completely different model of geological space in
comparison to the dominant one of Russian “flat vastness”. Rather
than underlining, as in the case of the Caucasus, the vertical
dimension of the mountain range, it stresses the idea of the “bowels
of the earth” and their “dark and inexhaustible underground
depth”?® (Abashev, Abasheva 2012: 146), where “untold natural
resources are stored: gold and precious stones, copper and coal,
marble and malachite” (Skorino 1986: 3).

Because “the Riphean range® is in one of those enigmatic

25 Slavnikova (2010: 39-41; Slavnikova 2006a: 35-39) describes how Krylov was
attacked by a group of youths in a desolate industrial zone.

26 “B pefcTBUTENBHOCTH HCTHHHBIM CHMBOJIOM M BBIPA3UTENIEM PHPEIICKOro
Zyxa OblyTa JIMIOBEBIIAS HAZ TOPOLOM “HOraHKa” — CaMblil KPYIIHBIH U3 TeX
VP PALIIOHAJIBHBIX CHOMEHOB, YTO BOSHUKAIIM, KA3aJI0Ch, TOIBKO I TOTO,
4r06bI BO3OYAUTS B prUEiIax MX IITABHBIA MHCTHHKT [...] K OcBOeHMIO He
IIpeHASHAYCHHBIX, 4 JIydiie sanpemeHHsx [0bbexro]”. (Slavnikova 2006: 73)

27 “Puderickue ropsl Ha pebe¢pHOM r100yce MOXOXKU Ha CTAPBIH PACTAHYTHIH
mpanm”. (Slavnikova 2006a: 53)

28 “Ha Ypaure pycckoMy 4eIOBEKY €fyBa JIH He BIEPBbIE OTKPBLIUCH 3EMHbIE HEAIPa,
UX MOLb ¥ TAHHA, U C YPAJIOM B PYCCKYIO KyJILTYpPY BOILIA HOBASL MOZEIb
IeONPOCTPAHCTEA, JOMUHUPYIOLMM HAYATIOM KOTOPOIT CTAja He PABHUHHASA
BecKpaiTHOCTh, 4 TeMHAs M HEUCTOIMMA ITOA3eMHas TybuHa”.

29 “Aro Ypai, B Hefpax KOTOPOrO XPaHATCS HECMETHBIE IIPUPOZHbIE HoraTcTBA:
30710TO 1 JPArOLCHHbIE KAMHH, MEib ¥ KAMEHHBI YTOJIb, MPAMOP U MAJIAXUT .
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»30

(Slavnikova 2010: 29) and “the true Riphean’s thinking [is]
fantastic thinking”" (Slavnikova 2010: 31), Slavnikova creates a
myth of her own about the “true Riphean mentality”** (Slavnikova
2010: 55), and the “essence of true Riphean-ness”** (Slavnikova
2010: 68):

In the Urals, there are the so-called rock hounds, people
who mine gems without a license. They are not
professionals or geologists. [...] their true life is a “romance
with arock” [...] The “romance with a rock” is excitement,
luck, fortune. It is hazard [...] All people who engage in
risky activities are superstitious. The Riphean person is
deeply connected with the world of mountain spirits. At
his time Bazhov described this world. But this world also
exists outside his fairy tales. For a Riphean person it is
real*. (Slavnikova 2006¢)

The Riphean Mountains represent an anomaly ‘zone’ in

contrast to the city, which stands as a symbol of human civilization

30

31

32
33
34

“Pudeiickas rpsga, HECOMHEHHO, PACIIONATACTCS B OFHOM K3 TEX 3arafjO4HbIX
PErMOHOB, Tfje IIEF3aK HEIOCPeCTBeHHO Biusier Ha yMmbl . (Slavnikova 2006a:
78)

“MBIIIIEHME MCTHHHOTO pudeina ecTh MblUICHHE (PaHTACTUIECKOE .
(Slavnikova 2006a: 81)

“B KOpeHHyI0 pudeiickyio MerTansHOCTs . (Slavnikova 2006a: 57)

“cyTs npupognuoro pudeitcrsa”. (Slavnikova 2006a: 72)

“Ha VYpaite cyuwiecTByIOT TaK HasblBacMble XUTHHUKH — JIOAH, 0e3 TULCH3UH
nobbiBatomye camonersl. OHU He IPOPECCHOHANI, HE TeOoNOorH. [...] nx
IIOA/IMHHAS XKU3Hb — 9TO «POMAH C KaMHeM> |...] «PomaH ¢ kamHeM» — 9TO
asapr, yaaua, gapr. 1o puck [...] Bee mopm puckoBaHHbIX 3aHATHI CYEBEPHBL.
Pudeiickuit yeoBex rybOKO CBA3aH C MUPOM FOPHBIX yXOB. DTOT MUP
omucan B cBoe Bpems Ilasen BakoB, HO 9TOT MHpP CyLIECTBYeT M BHE
baxxoBckux ckasos. [l pudeiina on peanen”.
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in its current state. They are an alternative to the abomination
produced by humanity. The rock hunters are familiar with this
anomaly and its “phenomena”:

Like many others, he [Krylov] had seen lesser phenomena
in campfires, when the flame, after crumbling the fragile
blazing coals like wafers, suddenly seemed to rear up onits
toes and start dancing, turning the team’s faces into a
flickering movie. Later, in the ash-gray fire ring, they
would find characteristic “bruises”: solid patches of dark
purple which led prospectors in the know to gold-bearing
sand within a twenty-meter radius®. (Slavnikova 2010: 73)

Here Slavnikova is describing the manifestation of one of the

spirits of the Mountain, the Dancing Firemaid (Ognevushka-
Poskakushka)*. She is a little girl who appears dancing in the fire
and makes the snow melt revealing where to find gold. A few lines
after introducing her, Slavnikova describes the rock hunters as
“stalkers” (szalkery), repeating the word a couple of times in similar

35

36

“eMy, KaK ¥ MHOTHM, IIPUXOJHJIOCH BUAETH C1abble pEHOMEHBI B KOCTPAX,
KOI/IA OTOHb, PACKPOLIMB, KaK BaJIM, NBILYLIHE XPYIKHUE YIOMbs, BEPYT
CJIOBHO IPUBCTABAII HA LIBITOYKH ¥ IPUHUMAJICA TAHIIEBATS, IPEBPALAst JINLA
APTENBIIUKOB B Jipoxkamee KUHO. ITOTOM B mOcCezeBIIEM KOCTPOBMIE
OOHAPY)KUBATIHC XAPAKTEPHbIE ‘CUHAKK : TIOTHBIE IIATHA TEMHO-JIMIOBOTO
1IBETa, [I0 KOTOPBIM 3HAIOLKE JIOAU OTBICKUBAIHN B PafUyce ABYX JECSITKOB
MeTpoB 30110101 necok”. (Slavnikova 2006: 90)

Literally the “jumping / hopping fire girl”, also translated as “The Fire-Fairy”.
In the novel, during his second expedition to the Northen Urals in search of
precious stones, Anfilogov and his companion find a malignant version of this
spirit, the Dancing Pyralid (Pliashushchaia Ognevka), who on the contrary
transforms fire into ice and reveals nothing to the rock hunters, trying to kill
them (Slavnikova 2010: 193).
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contexts of the novel”. This is a clear reference to Arkady and Boris
Strugatsky, who introduced this word into the Russian language
in their philosophical science fiction novel Roadside Picnic (Piknik
na obochine, 1972). In this book, stalkers are people who trespass
into the forbidden area known as the Zone where an extraterrestrial
event, the so-called Visitation, has occurred. They steal valuable
extraterrestrial artifacts from there in order to sell them. In 1979,
Soviet film director Andrei Tarkovsky based his film Stzalker on this
novel, and the screenplay was written by the Strugatsky brothers
themselves. Slavnikova adds to Bazhov’s mythology this element
taken from science fiction and from Tarkovsky’s film. Along with
the mythical spirits of the Mountain that haunt the Urals, she even
mentions UFOs3,

Slavnikova’s own mythmaking is in conflict with the traditional
reproduction of “the nature logos™ (Slavnikova 2010: 30) of the
Urals, as she calls the visual clichés of decorative folklore connected
with Bazhov’s skazy (Abashev 2014a: 152). Her representation of
one of the most iconic figures of Bazhov’s mythology, the Mistress
of the Copper Mountain, “looks nothing like the beautiful actress
in the fake blue eyelashes and green headdress who represents the
Mistress in local theater matinees.”* (Slavnikova 2010: 33). Unlike
what happens in Bazhov’s skazy, where she appears to the mine
workers in the full glow of her beauty, she can take the form of

37 The English translator uses instead the word “aficionados” (Slavnikova
2010: 73).

38 On pp. 39 and 299 of the English translation and pp. 265, 267, 413 of the
original one.

39 “Tlpupogusie nororums” . (Slavnikova 2006a: 80)

40 “Kamennas [leska, oHa sxe Xossiika rOpHI, BOBCE HE TT0X0Ka Ha KPACHUBYIO
APTUCTKY B CHHMX HAKJIA/IHBIX PECHHIAX U B 3€JCHOM KOKOLIHHKE, YTO
npezcTasisieT X03aMKy B yTPEHHUX CHeKTak/ix gpamrearpa’. (Slavnikova
2006a: 85)
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ordinary women and easily mix with the population of the Ural
region and appear even in the middle of the city:

The Stone Maiden can appear to a rock hound in the most
ordinary guise — for instance, like the middle-aged
vacationing schoolteacher stained with berries, besieged
by mosquitoes, and carrying a pail of cucumbers; or like
the woman at the little train station’s snack bar with the
starched tower of bleached hair and pufty, yearning eyes;
or like the fifteen-year-old girl who has a breeze flying
down the neck of her loose t-shirt as she bends over and
works the pedals of her rickety bike*. (Slavnikova 2010:
33)

In Bazhov’s skaz the Mistress of the Copper Mountain has an

imposing and statuary appearance:

41

42

It was a sort of deep black, that plait of hers, and didn’t
dangle as our maids’ do, but lay close and straight down
her back [...] Her robe, now, it was something you'd never
see anywhere else. It was all made of silk malachite, that’s
a kind you get sometimes. It’s stone but it looks like silk,
you want to take and stroke it*>. (Bazhov 1945: 12)

“Kamennas JleBka MOXET SABUTHCS XMTHUKY B BUJIC CAMOM OOBIKHOBEHHOM:
MOKA3aThCSl, HANMPUMEP, HEMOJOJON  MHTEJIMTEHTHOM  JJauHHUIEH,
UCIIAYKaHHOM ATOJAMU U PA3/IaBJIEHHBIMU KOMAPAMU, C BEJPOM OT'yPLIOB; MM
Oyderunueil Ha MaJCHBKOM CTAaHUMM C HAKPaXMaJIeHHON OamHeit
06eCIIBEeYEHHBIX BOJIOC ¥ TOCKYIOLIMMH I71a3aMH B IIPUITYXJIBIX MEIIOYKAX; UITH
NIEBYOHKOM JIET IATHAJIATH, Y KOTOPOl B TOPJIOBUHY cBOOOIHOM MaMKu
BaJIETACT BETEPOK, KOIZA OHA, IPUTHYBLIKC, SKMET Ha Il Opsaomero
sesocunena”. (Slavnikova 2006a: 85)

“Koca ccusa-uepHast 1 He KaK y HALIKX JIEBOK OOJITAETCSL, 4 POBHO IIPHUIMILIA K
cnune. Ha KoHIe JIeHTHI He TO KpacHbIe, He TO 3enenbie. CKBO3b CBETEIOT U
TOHKO 9TAK IT03BAHKMBAIOT, OYJTO IMCTOBAS MELIb. [...] A onexan BEPHO TaKas,
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Tanya, who, as we have seen above, is in fact one of the

incarnations of the Mistress of the Copper Mountain, does not at
all resemble her, she is rather transparent and immaterial. Perhaps
it is exactly this transparency that attracts Krylov to her:

The stranger shone through her thin, gauzy dress and was
silhouetted in a sun cocoon, like a shadow on a dusty
windowpane. [..] A cursory glance had taken in
vaccination scars like oat flakes, a tiny patent leather purse,
and a pink, mannish ear, behind which unconscious
fingers kept tucking a lock of hair cropped short. Standing
close to the stranger, Krylov for some reason lost his sense
of his own height and couldn’t tell whether he was in fact
taller or not. This woman seemed wholly self-contained*.
(Slavnikova 2010: 9, 11)

The choice of the name Tanya in Slavnikova’s novel acquires

further significance, if we consider that the protagonist of skaz
“The Malachite Casket” is called Tanyushka. At the end of the
previous skaz “The Mistress of the Copper Mountain”, Stepan dies

43

9TO APYTOI Ha CBETE He HaiiAelb. 113 memKoBoro, CBIIb-KO, MAJIAXUTY ILIATEE.
Copr Taxoit 6piBaet. Kamers, a Ha 17123 KaK LIEJIK, XOTh PYKO MOIIAJUTh .
(Bazhov 1986, I: 53-54)

“HesHakoMKa IIpOCBeYrBaIA CKBO3h TOHKOE MAPJICBOE TUIAThE M PUCOBATIACH
B COJIHEYHOM KOKOHE, OYJTO TeHb HA NBUIBHOM CTeke. [..] Mesbkom
BpocaeMblii B3I BBIXBATEIBAM TO CJIEbI IPUBMBOK, OXOXKHE HA OBCAHBIC
XJIOIbs, TO KPOLIEYHYIO JIAKOBYIO CYMKY, TO KPYIIHOE, MY’KCKOTO KpOS,
PO30BOE YXO0, 32 KOTOPOE HEOPEKHbIE ANIbLIBL, HAPYLIAs PABHOBECHE OUKOB,
TO U [I€JIO 3aIPaB/sUI KOPOTKO 0bpybiennyio npsias. Crost 6musko ot
He3HAKOMKH, Kpbu10B mouemy-To Tepsit mpeacTasieHue 0 coGCTBEHHOM POCTe
U He MOT OIIPE/Ie/IUTb, BBILIE OH €€ MIIM BCe-TAKHM HeT. DT XKeHIMHA Ka3a/I1ach
eMy abcomoTHO 3amKHyTO# B cebe” (Slavnikova 2006a: 6, 8). For a Russian
reader the fact that in this first encounter Tania is defined “neznakomka”, here
translated as ‘the stranger’, is a clear hint at Alexandr Blok’s well known poem.
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leaving his widow a precious malachite casket the Mistress had
given him before his marriage. They have a daughter, Taniushka,
who “wasn’t like her mother or father either [...] with dark hair
and [...] green eyes” (Bazhov 1945: 23-24)*, just like the Mistress.
Unlike her mother, who felt discomfort when wearing the jewels
contained in the casket, Taniushka

tried on this and that, and it was a wonder, whatever she
put on, you'd have thought it was made for her. [...] She
kept on saying: “Oh, Mummie, I feel so nice in Father’s
presents, they’re all warm, it’s like sitting in the sun and
somebody stroking you very, very softly.”* (Bazhov
1945: 24)

Not only the jewels from the casket make Taniushka feel
comfortable when she’s wearing them, but their radiance probably
saves her by blinding a robber that slips into her home (Bazhov
1945: 25; Bazhov 1986, I: 65). Later, a mysterious woman vagrant,
“not very tall, dark, with sharp, keen eyes”* (Bazhov 1945: 27),
turns up at their home asking to stop there for a rest. She keeps
calling Taniushka affectionately “child and daughter”. The girl
takes a liking to her but Nastas’ia, her mother, is not very pleased
and thinks “[she] found herself a new mother”™ (Bazhov 1945:

44 “a 9Ta, KAK TOBOPUTCS, HU B MaTh, HU B OTIA. [...] Cama yepnenska [...], a
rrasku sesereHbkn”. (Bazhov 1986, I: 64)

45 “I BOT IMBO — KOTOPYIO IIPUMeEpSIeT, Ta 1 1o Heit. [...] [la eme rosoput: —
MaMoHBKa, CKOJIb XOPOLIO TATHHO-TO TofapeHbe Temo or Hero, 6yaTo Ha
IPUTPEBHHKE CUAMILD, Ja eie KTo Tebst markuM ragur”. (Bazhov 1986, I:
64-65)

46 “Ilpuxogur K HuM d>keHmmHa. Hebompmoro pocty, depnssas, [..] a
Bocrpornasas’. (Bazhov 1986, 1: 67)

47 “«Hamua cebe HoBylo pogrio»” (Bazhov 1986, I: 68). Stepan would explain
the fact that his daughter did not resemble him or her mother, with his work
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28). After Tania reveals to her the existence of the casket and its
precious content, the old woman shows Tanya the same vision of
the fantastic malachite underground palace that Stepan saw when
he met the Mistress of the Copper Mountain. This is a clear sign
that the mysterious woman is in fact the Mistress of the Copper
Mountain herself in one of her hypostases. Taniushka’s own
appearance is transformed in this vision,

[...] like in a mirror, stood a beautiful maiden, the kind you
hear in fairy-tales. Her hair was dark as night and her eyes
shone green. She was decked with precious stones, and her
robe was of green velvet that gleamed all shades*. (Bazhov
1945: 29)

As it turns out at the end of the skaz, when Taniushka is taken
to the empress’s palace in St. Petersburg, after showing her
stunning beauty, she disappears melting into the malachite walls
of the palace. “[...] Talk started going round that the Mistress of
the Copper Mountain had a double: folks would see two maids in
malachite robes, two of them together”* (Bazhov 1945: 46).

In Slavnikova’s novel there is another hypostasis of the Mistress,
whose name is linked with another female character in Bazhov’s

underground digging up huge quantities of malachite all of his life (Bazhov
1945: 24; Bazhov 1986, I: 64). However, it seems that through him, the
Mistress of the Copper Mountain transmitted her features to his daughter,
thus acquiring the role of her real parent.

48 “B sepKaie, CTOUT KPAaCABUIA, IIPO KAKMX TOJIBKO B CKA3KAX CKA3BIBAIOT.
Bouocsl, kak HOUb, a 11asa seseHsle. L1 BCA-TO OHA U3YKpalIeHA JOPOIUMU
KaMEHBSIMY, 4 IIJIaThe Ha HEH U3 3eeHoro Oapxaty ¢ nepenusom”. (Bazhov
1986, I: 69)

49 “Cxaspisany, 6yaro Xossiika MegHOM ropsl ABOMTHCA CTAJIA: CPA3Y ABYX ACBULY
B MAJIAXMTOBbIX TIaThaX Jiiofu Buganu” . (Bazhov 1986, I: 83)
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tales. It is the case of Anfilogov’s third wife, whom he marries a
few months after his discovery of the fabulous corundum vein. Her
name is Ekaterina Sergeevna, and this is in fact the true identity of
Krylov’s “blonde”. During the expedition, when the professor and
his partner are looking in vain for precious stones, he dreams of a
woman, “alizard-narrow creature”*°

“aroused Anfilogov incredibly”™>:

who is crying and whose tears

At the same time he was aware that the woman was by no
means a stranger to him; moreover, it was very definitely
one of his distant relatives, a decent, ordinary young girl
whom Anfilogov occasionally slipped a little money and
who, in gratitude, in thanks, dashed over to clean his
inviolable apartment and once broke a delicate porcelain
teacup that had lived a grand life”. (Slavnikova 2010: 110)

In the morning, he reflects on his dream, “at the thought of this
schoolmarm of a woman, always dressed in crummy little sweaters
and stupid jean skirts that looked like they'd been dyed with ink,
his heart for some reason contracted” (Slavnikova 2010: 111)%°.
Exactly when he is reaching the decision to leave the camp and

50 “B yskom, cioBHo smepuia, cymectse”. (Slavnikova 2006a: 135)

51 “bessByunbie ciessl HeBeposATHO BO3Oysxaanu Auduorosa”. (Slavnikova
2006a: 135)

52 “BTo ke BpeMs OH OCO3HABAJ, 4TO JKEHIJMHA €My He BOBCE HeSHAKOMa, boree
TOTO — 5TO COBEPIICHHO TOYHO OJHA €TI0 AAJIbHSA POACTBEHHUIIA, OObIIHASL
ryMaHUTapHAs JEBHLIA, KOTOPOI AHPHUIOTOB HHOINA OAOPAChIBAT HEMHOTO
JHCHET, 4 T2 OTBETHO IIOPBIBAIACH CAEIATb yOOPKY B €ro HEIPUKOCHOBEHHOM
KBAPTHPE M OFHAXKAbI PasOUIA TOHKYIO, IPOXKUBLIYIO OOJBIIYIO XKUSHD
dappoposyio gamxy”. (Slavnikova 2006a: 135)

53 “Ho npu MpIcin 06 3TOM XKEHIMHE THIA ‘YUK , BCEIJA OfECTON B HUILUE
CBUTEPOYKH U B KAKKE-TO HEJIETIbIE, OY/ITO KPAIICHHBIE YePHUITAMH JPKUHCOBBIE
100KH, y Hero modemy-To saxogunock cepaue”. (Slavnikova 2006a: 136 )
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return home, he notices “a woman’s silhouette as if through tissue
paper”>*:

The woman was standing under a deep umbrella, and he
couldn’t see her face, but Anfilogov recognized her by her
slender legs and her laced boots sunk in the clay. The
woman turned around very slowly and began walking
uphill [...] the creature vanished, without reaching the
limit of visibility but simply dissolving in the thickening
drizzle [...] Trying to walk decisively, feeling his heavy heart
grow heavier with each step, he climbed up to where the
Mistress of the Mountain had lingered a few minutes
before. There, in the diluted clay, the traces from her heel
prints were distinctly visible>. (Slavnikova 2010: 113)

It is the Mistress of the Mountain, who has taken the
appearance of Anfilogov’s cousin in order to show him where to
continue searching for the rich corundum vein in the prospecting
pit, which had been abandoned because before nothing valuable
was found there.

However, after finding the precious stones, Anfilogov and

54 “OuexJiblil, BUJHBIN CITOBHO Yepes HAMUPOCHYIO OyMary )KCHCKHIL CHITYIT .
(Slavnikova 2006a: 138)

55 “YKenmmma crosura oy, rrybOKMM 30HTOM, JHUIA ee OBIIO He PasmIAAETb, HO
AHQuIOroB ysHasI ee 1 [0 HOTaM, COCTABJICHHBIM TECHO, TOYHO POCIIHM, KaK
ABOFHOE JIEPEBLIE, U3 ODILIEro KOPHs, U [0 YTOHYBIIUM B ITIHHE IIHYPOBAHHBIM
6orunkaM. OdeHb Me/ITIEHHO OBEPHYBIIKCh, KCHINMHA CTA/Ia TOJHUMATHCS
B TOpY [...] cymecTBO HCUesno, He FOMAL FO IPEAeIa BUAUMOCTH, 2 IIPOCTO
PACTBOPHBLIKCE B 3arycTeBiIeii MOpoc [...] Crapascs marats pemurensHo,
OIyIast, KaK C KOKABIM YAApOM IpubaBiseT B Bece TSKEJIOE CEPALE, OH
IIOJHAJICS Ty, [e HECKOIBKO MUHYT Hasaj TonTanach Xossiika ropst. Tam,
HA PaBKIDKCHHOM IIMHE, ObLIM OTYCTIMBO BUJHBI [IOXOXKUE HA CIIEABI OT
Tabyperku orneyarky kabnykos”. (Slavnikova 2006a: 138)
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Kolian cannot stop digging at the risk of starving. They are literally
obsessed with the vein that “demanded that the rock hounds die
alive, that they burn the last calorie there was to burn in their
human bodies and, emptied, remain here, so that they would
always — with their dead sight — see this terrible beauty”>
(Slavnikova 2010: 116). They are replicating Danilo’s obsession
for the stone flower that makes him leave his fiancée Katia and stay
in the Mistress’s Mountain workshop for a few years in Bazhov’s
skaz of the same name. In The Mountain Craftman, however,
Katia keeps waiting for him and in the meantime, she learns the
craft of making malachite brooches with stones she finds up on
Serpent Hill. She thinks that Danilo has left them for her to find,
because he has not forgotten his Katia even in the underground
realm of the Mistress of the Mountain. For this reason, she finally
manages to make the Mistress let Danilo go back to her.

In Slavnikova’s novel it is Anfilogov, alias Danilo, who, by
remembering the name of the woman he has dreamed of and
whose appearance the Mistress has taken, manages to free himself
of the obsession for the corundum pit:

[...] Distracted, Anfilogov tried to remember the name of
the humanitarian girl. Irina? Inga? He thought it started
with an “I.” The names that collected in his mind seemed
artificial. “Ekaterina,” a distinct, honey-filled voice said at
the professor’s ear. Instantly the professor felt the charms
of the corundum river recede and how much room there
was everywhere. [...] Anfilogov stood up and looked
around. There, to the southwest, beyond the thick, furlike

56 “XKuna TpeboBaa OT XUTHHKOB YMEPETh JKHBBEM: CXKEUb O MOCICHHEL
KaJIOPUH TO, YTO TOFUIOCH JJIA CKUTAHUA B MX YCTOBEYCCKHX TENaxX, U,
OIIyCTEB, OCTAThCA 3/IeCh, YTOOBI BCEIJA — ¥ MEPTBBIM 3PEHUEM — BUJETb 5Ty
crpamsyo kpacoty”. (Slavnikova 2006a: 141)
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forests [...] in a city [...] there was a real woman for whom
the professor was now experiencing a passionate and
painful curiosity. He realized that the Mistress of the
Mountain was herself dragging him out and back to life
[...]7". (Slavnikova 2010: 117)

However, once he is back home and has married Ekaterina

Sergeevna, Anfilogov cannot stop thinking about the precious
stones he found and comparing his new wife with the vision he
had near the pit: “[he] did not find in her standard, somewhat
papery appearance any specific signs of aging, but she did notatall
match the subtle, milky, tear-stained image in which he dreamed
of her by the corundum prospecting pits on the eve of his main
find”>®* (Slavnikova 2010: 195). He visits his wife’s apartment on
set days to perform his conjugal duty but does not show much
affection towards her. He does not even give her any money for

« o
57 OTBJ'ICK&}ICI), AH(I)I/IJ'IOI‘OB IOIIBITAJICA BCIIOMHMTD HMA TYMaHHUTAPpHOW

S8

nesunpl. Mpuna? Flara? Yro-ro kak 6yzro Ha M. Fimena, mogbupaemsie B yme,
KasaJIUCh UCKYCCTBEeHHbIMHE. ‘ExaTeprHa’, — mpousHec Hajl yxoM mpodeccopa
OTYETIIUBBIA TOJIOC, HATIOJHEHHBIA MeioM. [...] On mormmar, uro Xossiika
rOpHI caMa BBIBOJUT €ro 06paTHO B XKU3Hb, HO IIOKA HE MPEACTABILLI, KAK
cyMmeeT aTUM BocrionbaoBatkcs” . (Slavnikova 2006a: 142-143)

“AHUIOTOB He HAXOQMI B e CTAHJAPTHOM, HECKOIBKO OyMakHOM
BHEIIHOCTH HMKAKIX KOHKPETHBIX [IPU3HAKOB Bo3pacTa. OHa COBEPIIEHHO He
COBIAAJIA C TeM CYOTHIIBHBIM, MOJIOYHBIM, 3AIUIAKAHHBIM 06PasoM, B KAKOM
IIPYCHUIACH eMy BOIMSH KOPYHJOBEIX MyP(OB HAKAHYHE IJIABHOM HAXORKU
(Slavnikova 2006a: 248). Krylov also notices that Tania seems “young but at
the same time completely ageless; [...] Tania could have been thirty or fifty.
He didn’t like thinking just how old. ... At times Krylov thought Tania was in
some — by no means Christian — sense immortal” (Slavnikova 2010: 45). “Omna
6bLa KaK OyATO MOJIOA — HO IIPU 9TOM COBEpILIEHHO bes Bospacta. [...] Tane
MOIJIO OBITh ¥ TPUALATS, ¥ IATHAECAT, M CTPAIIHO IOAYMATh CKOJIBKO. |...]
Munyramu Kpsinosy xasamocs, uro TaHs B KakOM-TO — BOBCE He B
XpUCTHAHCKOM — cMbIicre becemepTha”. (Slavnikova 2006a: 45)
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clothes, tolerating her shabby and “faded wardrobe. For some
reason the professor found the notion of Ekaterina Sergeevna in a
mink coat highly distasteful” (Slavnikova 2010: 195). However,
he starts thinking about death, and rewrites his will, leaving
everything to her. Only a few days before leaving on his expedition
to the North, does Anfilogov fleetingly experience a sort of
tenderness towards his wife. The night before his departure he gives
her all the codes of his credit cards and reveals to her where his
precious stones are hidden. But once he left for his expedition, and
“Ekaterina Sergeevna was back in the city, [...] the sole heir and
mistress of all his secrets, Anfilogov had the feeling he would never
return”® (Slavnikova 2010: 198).

Krylov’s ex-wife, Tamara is probably the female character whose
appearance most recalls that of the Mistress of the Mountain as in
the cliché illustrations of this character. While Tania is an

el (Slavnikova

evanescent “through-the-looking-glass creature
2010: 25), she is statuesque, elegant and beautiful. She favours an
emerald necklace (Slavnikova 2010: 24; Slavnikova 2006a: 26) and
the colour green, like the Mistress of the Mountain. Her name,
however, is not connected with a character of Bazhov’s skazy, but
rather with the actress Tamara Makarova (1907-1997), who played
the role of the Mistress of the Mountain in Ptushko’s famous film
The Stone Flower. In spite of having divorced her, Krylov is still
emotionally attached to her, and spends much time with her

listening to her monologues, which convey some of the main

59 “OH He jaBas Cympyre JEHEr Ha TPSIKHU M CO3HATEIbHO TEPIIET €€ JINHSIBII
rapaepo0: ordero-to npegcrasiaenue o6 Exarepune Cepreesre B HOpKOBOit
mry6ke 651710 Ipodeccopy Kpaiine HenpusaTHo” . (Slavnikova 2006a: 250)

60 “Ho Tereps, xorga Exarepuna CepreeBHa oCTanach B TOPOJAE MOTHOM
HACJICHULICH ¥ XO3SIIKOM BCEX €r0 CeKPeTOB, y AHGUIOroBa OBLIO OLIyIIeHHe,
6ynTo oH HuKorna He BepHercs gomoir”. (Slavnikova 2006a: 252)

61 “Tamn Geima cymecrsom 3asepkanbs’. (Slavnikova 2006a: 27)
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conceptions that lay at the basis of the novel. She is very rich and
has a successful funeral home, and she is also called “Mrs Death”¢*
(Slavnikova 2010: 302), not only because of her business, but above
all because of her connection with the “cyanide heap leaching
sectors for the Severzoloto gold-processing plant”® (Slavnikova
2010: 298), which has polluted the groundwater for miles,
ultimately causing the death of Anfilogov in the far North of the
Urals. The reader cannot but wonder if at the time when she was
briefly the owner of the plant, the Mistress of the Mountain might
have “taken up residence” in Tamara’s body, creating the
conditions that would lead Anfilogov into the mountains,
destroying him, “and then, as if nothing had happened, [she went]
back to her job and family”** (Slavnikova 2010: 284).

After learning from Tamara about Anfilogov’s death and its
real reasons, Krylov gets Tania’s address and finally finds her. She
has radically changed her appearance, she has had some kind of
facelift and is wearing “a pink fur jacket, and rhinestones sparkle[d]
on her legs, which wobble[d] in pink boots with mirror heels”*
(Slavnikova 2010: 385). Her appearance makes her resemble
Tamara, they share the same makeup and even some jewellery that

62 “Jla ona u ects Tocnoska Cmepts!”. (Slavnikova 2006a: 416)

63 “DTO OfMH M3 YIACTKOB KyYHOTO BBIIIEIAYMBAHNSA 3010TOOOOrATUTENBHOM
$pabpuxu ‘Cesepsonoro’. (Slavnikova 2006a: 411)

64 “YKenmunsl, B koTopbix Beesstercst Kamennas JleBka, roBopsit, bepyTcs Bosce
He u3 Boapyxa. [...] Takas sarybur uesoBeka, 3aBefieT €ro B TOpbl, a IOTOM KaK
HU B 4eM He ObIBaso BosBpamjaercs Ha ci1y»k0Oy u B cempio”. (Slavnikova 2006a:
396-397)

65 “ BeTep pasgyBal 10 YKPOMHOIO CBETIIOTO IIyXa PACIIAXHYTYIO Iy6Ky posoBoro
Mexa, Ha HOTaX CBEPKAJIM CTPA3AMM U BUILSAIM 3CPKATbHBIME KabryKamu
posossie canoru” (Slavnikova 2006a: 507). These high heel shoes clash with
the flat, worn sandals Tania used to wear.
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seems to be coming “out of one of Tamara’s safes” (Slavnikova
2010: 397). She has inherited Anfilogov’s treasures and is not going
to let them go. As she explains to Krylov, she is not interested in
money as such. Hers is a dream of eternal youth, a variant of the
dream of immortality. She needs money to struggle against
women’s “only one illness: old age™” (Slavnikova 2010: 396).
Paradoxically, however, she can win this battle only at the cost of
losing her humanity and crossing through the looking-glass into
the dimension of the spirits of the Mountain, as Taniushka does
in the skaz The Malachite Casket, completely merging with the
Mistress of the Mountain and acquiring her mineralized
consistence: “What Krylov had taken for a facelift done at a beauty
spa may have been the onset of mineralization. Tat’iana’s skin
looked like it had been seized from the inside by cold quartz ice”*®
(Slavnikova 2010: 399). Furthermore, she seems to have grown in
height, in her transformation she will probably reach the gigantic
dimensions of the “the Mistress of the Mountain, the richest
woman in the world, [who] is nearly four meters tall”*” (Slavnikova
2010: 399).

When Krylov leaves the luxurious but lifeless apartment Tania
has inherited from Anfilogov, having given her his telephone
number in a futile attempt to keep in contact, in the hall he sees a

“blue-curled old lady who had been there before [...] sitting in the

66 “sonoroe ykpawenue ot Tiffany [...] kasanocs B3sTbiM B ofHOM 13 TamapuHbix
ceitdpos”. (Slavnikova 2006a: 521)

67 “Ho y senmuH, noitmu, ects ogHo 3abonesanue: crapocts”. (Slavnikova
2006a: 520)

68 “To, 4ro KpbioB IPHHII 32 HONTSKKY JIMLA, CAETAHHYIO B CATIOHE KPACOTHI,
BT, BOSMOYKHO, HA9JIOM MUHEPAIIM3ALIAN: KOXKY TaThsSHBI CIOBHO CXBATHIIO
MBHYTPH XOJIOZHBIM KBapuieBbiM jtegkoM”. (Slavnikova 2006a: 525)

69 “Toopsr, Xossitka ropsl, camast Goraras eHIMHA MUPA, POCTOM IIOf YeThIPE
merpa”. (Slavnikova 2006a: 524-525)
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leather armchair, her very soft hands folded on the knob of her
cane [...] and her rejuvenated silicon face” raised to look at him. Is
it a reminder of what Tania might be in a few years or another
hypostasis of the Mistress of the Mountain?

After this encounter, Krylov has a dream that in a way confirms
his intuition about Tania’s transformation and her being engulfed
in the underground realm:

In the freezing shroud a four-meter female silhouette could
be made out just barely. The Mistress of the Mountain’s
bright, faceted eyes were wide open, and a frozen pink fur
coat that stung like a brush hung on her stone shoulder.
Broken suitcases lay open at the feet of the richest woman
in the world, on the snow-speckled boulders, and delicate
women’s dresses fluttered, turning to ice”. (Slavnikova
2010: 406)

Thus, Krylov is finally free of his obsession with Tanya and a
few days before the ominous date of the centenary, from the very
same station where Anfilogov left a few months before and where
he met her, he leaves with Farid in search of Anfilogov’s corundum
vein, which they have managed to locate in the Northen part of
the Riphean Mountains. Like the Strugatsky brothers’ novel
quoted above, Slavnikova’s 2017 has an open ending: the
expedition might be successful or turn into a tragedy. Perhaps the
Mistress of the Mountain will spare Krylov and his companion

70 “BenpIM JBIMOM JIBIMUJIHCH 4epHBIE Jleca. B Mepmaiomell meeHe efBa
PHCOBAJICS YETHIPEXMETPOBDII XKEHCKUI cryaT. CBeT/Ible IPaHEHBIE 171232
X03s#KK TOPBI OBUIM WHPOKO PACKPHITH; HA KAMEHHOM IIJIeye ee BHCEIa
MepaJtast, KOmodas, KaK IieTka, pososas mybka. ITog Horamu camoit 6oraroit
KCHIMHBI MUPA Ha PAOBIX OT CHEra BaJIyHAX BaJLUINCH Pa3OUThIE YEMOJAHBI,
TpeneTay, CTeKIIeHest, HeKHbIe skeHcKue Tpsanouky’”. (Slavnikova 2006a: 533)
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Farid, whose great secret is his goodness, or maybe, like Danila and
others, they will be taken prisoner in the chthonic realm that
Bazhov described so well in his skazy.
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Abstracts

AJRES, Alessandro

Abstract

In these most recent years the figure of the Great Goddess has
conquered the covers of magazines and was the protagonist of an
acclaimed film, such as: God Exists, her Name is Petrunija (2019).
Its presence in contemporary Polish literature can be observed
starting from a poem by Wislawa Szymborska, A Paleolithic
Fertility Fetish (from the collection No End of Fun, 1967), up to
the most recent books by Nobel laureate Olga Tokarczuk, such as
Anna In in the Underworld (2006) or Drive Your Plow Over the
Bones of the Dead (2009). Along this path, the Great Goddess
“strengthens” her presence in Polish literature to the point of also
appearing in Szczepan Twardoch’s novel The King of Warsaw
(2016) where the point of view is mainly male, when not macho.

Keywords: Literature; Cinema; Poland; Polish literature; Great
Goddess.
GOSCILO, Helena
Abstract
Myth, according to Roland Barthes, constitutes a social stereotype

passed off as something natural, whereby ideological imposition
appears as “what goes without saying”. Since cultures generate
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myths to present their norms as facts of nature, myth is a form of
communication creating a system of second-order meaning. For
centuries Polish culture aligned with Europe’s myth of
womanhood, but with the dissolution of the Eastern bloc and
Poland’s recovered independence, an extraordinary revolution in
Polish women’s cultural production has overturned this hardy
but improbable icon of femininity, to reclaim a different
womanhood. While the postmodern art of Ewa Juszkiewicz
exposes the erasure of women as individuals in male art of
previous eras, the prose of Manuela Gretkowska and Olga
Tokarczuk, as well as the films of Agnieszka Smoczyriska,
Malgorzata Szumowka, and Olga Chajdas, reconceives women as
individuated, active, creative, sexual, independent, strong beings.
Russian parallels and contrasts, and notably Tania Antoshina,
Viktoriia Lamashko, and Liudmila Ulitskaia, are discussed.

Keywords: Marxism; French Feminism; Virgin Mary; Polish
Women; Women Studies

IMPOSTI, Gabriella Elina

Abstract

In 2006 Olga Slavnikova published the novel 2017 and at the end
of that year she was awarded the prestigious Russian Booker. The
date 2017 in the title is a clear reference to Orwell’s well-known
novel 1984 suggesting the inclusion into the genre of dystopia.
The time when this novel is set is unquestionably meaningful and
relates to the ‘celebrations’ of the centenary of the Bolshevik
Revolution, which turn into a tragic and meaningless bloodshed
that in a way makes history go back in a circle. Hence the
dystopian character of the novel that combines romance and
“fakelore” (Lipovetsky) created by Pavel Bazhov in the 1930s and
setin the mines of the Urals. His tales (sk2zy), with their fantastic
creatures, while recalling the trauma Soviet citizens were
experiencing at the time, “were both frightening and comforting
for Soviet readers” (Lipovetsky). They soon took firm roots in the
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imagination of the Soviet citizens and is still very much alive in
today’s Russia.

In this paper we examine how Slavnikova transforms Bazhov’s
skazy into a new contemporary myth, starting from the setting in
the Urals, which the author renames ‘Riphean Mountains’. She
also develops the motif of the “true Riphean mentality” and the
“essence of true Ripheanness”, which are embodied by the so-
called “rock hounds”. They are not professionals or geologists but
explore the mountains in search of precious stones. In this they
are similar to some characters of Bazhov’s tales. Krylov and
Professor Anfilogov belong to this category. The professor, who
is the protagonist of one of the major plots of the novel, after
finding a fabulous corundum vein in the North of the Mountain
range, dies there as a consequence of deadly pollution. This
narrative line introduces the fantastic element with the
appearance of the spirits of the Mountains in shapes and ways
that deeply differ from the fantastic characters of Bazhov’s
mythology. Slavnikova focuses her attention on the
transformations of the Mistress of the Mountain, who plays a
central role in Bazhov’s tales. She takes the shape and the
personality of ordinary women and makes her appearance even
in the main city of the region. Krylov’s lover, Tanya and
Anfilogov’s wife, Ekaterina Sergeyevna are the same person. They
both are hypostases of the Mistress of the Mountain, and they are
also linked to other female characters from Bazhov’s tales, as we
show in the paper. Another female character, who physically
resembles the most conventional representations of the Mistress,
is Krylov’s ex-wife, Tamara, a successful businesswoman who
owns a very exclusive funeral home. In Slavnikova’s novel the
spirits of the Mountain come back to take their avenge on humans

creating a messianic and eschatological neo-mythology of the
Urals (Abashev).

Keywords: Slavnikova; Women Studies; Myth Studies; Folklore;
Ural Mountains
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MARCHESINI, Irina

Abstract

Considering myths as value-laden narratives, this article discusses
a possible narratological framework to investigate their
deconstruction and rewriting within the wider perspective of
Gender Studies. This theoretical approach proves to be
particularly useful not only in hermeneutical terms, as it helps
disclosing new meanings, but most importantly in terms of social
intervention. The second part of the contribution offers an
overview of the essays contained in the book, presenting their
innovative aspect. Through to the rewriting of myths, the Polish
and Russian artists discussed in this volume sought to redefine
feminine identity not only in relation to other traditionally
excluded groups or to other participants, but also in relation to
Nature and the nonhuman world.

Keywords: Narratology; Narrative Theory; Myth Studies;
Ecocriticism; Value of Narrative

PETRUSHANSKAYA-AVERBAKH, Elena

Abstract

The term “cluster” in music refers to a consonance similar to a
sound “spot” generated by adjacent dissonant sounds that do not
fit into traditionally structured chords. In literature it means a
diagram indicating the influences and sources of the phenomenon
which is the object of this study. In the works of Russian women
composers, especially in the twenty-first century, the features of
various mythologies, with their transversal points of junction and
fusion, are particularly clear. This trend acquires the quality of a
“cluster of mythological traces”. For example, the composer Sofia
Gubaidulina’s music and ideas are combined with the features of
the ancient and more recent mythologies of the East and West,
like Egyptian mythology, Slavic and Tatar pagan epics, Biblical
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and Christian mythology, and the philosophy of Martin Buber.
Such phenomena testify to the boldness of women composers in
exploring the horizons of their identity. The article offers a
comparison of the mythological “clusters” that can be traced in
the books of a number of popular Russian women writers, mainly
of detective stories, including Victoria Platova, Guzel Yakhina and
Ekaterina Ru. The field of observation is prose associated with
“musical themes”, “musical mythology” and its cluster
connections with other mythological traces.

Keywords: Clusters; Music Studies; Russian Women Composers;
Russian Women Writers; Myth

POLITI, Gloria

Abstract

In The Time of Women (2009) by Elena Chizhova, the legacy of
Stalin, marked by suspicion and fear, infiltrates everyday life,
driving people to live beneath the surface in a silence that becomes
a stronghold for the construction of a feminine identity. The
history of Russia runs through the lives of the protagonists —
mothers, daughters, and grandmothers — revealing difficult
relationships and complex events. The proposed analysis focuses
on the artistic processes employed by the author in deconstructing
and reconstructing ancient and modern myths within a
dramaturgical narrative deeply marked by memory and trauma.
The novel captures historically significant moments and
traumatic events, such as the consolidation of the Soviet system

and its subsequent collapse following the disintegration of the
USSR.

Keywords: Women’s prose; Byt; Trauma; Myth; Identity.
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SHYLNIKOVA, Iryna

Abstract

This article analyzes mythological images in Tatyana Tolstaya’s
Kys’, where myths emerge as significant symbols and metaphors
that reveal the philosophical ideas of the novel. The author
explores how myths, cultural symbols, and reality intertwine in
the novel, creating an image of “eternal repetitions” where the
past, present, and future merge into a unified whole. The article
addresses issues of cultural perception, literary centrism, historical
memory, and human self-discovery, demonstrating that myth
functions as a tool for the author’s worldview to illuminate
fundamental themes of human existence and the recurring
patterns of human history.

Keywords: Tatyana Tolstaya; Myth; Kys’; Deconstruction of
Myths; Ecocriticism.

SOBOLCZYK, Piotr

Abstract

The text offers a comparative reading of two Polish novels from
1993 by two female writers of the new postmodern and feminist
wave: Manuela Gretkowska’s Parisian Tarot and Olga
Tokarczuk’s The Journey of the People of the Book. Both these novels
are read in two interwoven aspects — feminism and female
presence and esoterism as represented by Tarot and its 22 Major
Arcana. Gretkowska’s employment of Tarot is overt and in
Tokarczuk’s case it is hidden and “hermetic”. However, both these
novels have a double-coded address which implies also a
“cognizant” reader who understands esoterism. In reading
esoterism, a Jungian and post-Jungian approach is used, including
the understanding of archetypes and synchronicity.

Keywords: Tarot; Gnosis; Feminism; Archetypes; Jungism
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SWIERKOSZ, Monika

Abstract

The paper demonstrates how Olga Tokarczuk refers to the critical,
non-anthropocentric tradition of mythologization in order to
deconstruct from within homogenous “grand narratives” of any
(clear) identities. The author points out the subversive usage of
the figures of dolls (puppets), monsters, saints-freaks, and
goddesses, which, following Donna Haraway and Rosi Braidotti,
might be understood as posthuman figurations of the subject.
The article discusses the possibilities and limitations of
Tokarczuk’s narrative strategy of mythmaking and her search for
a new form of universality in context of posthuman ethics and
politics of storytelling.

Keywords: Olga Tokarczuk; Mythmaking; Figuration; Posthuman
Ethics; Storytelling.

SYSKA, Katarzyna

Abstract

The aim of this article is to explore the interrelation of fairy tale
and documentary discourse in Svetlana Petriychuk’s play Finist
the Bright Falcon (2019) — about young women from the Russian
Federation recruited by the militants of the Islamic State.
Furthermore, this study extends its inquiry to the corresponding
performance by Yevgenia Berkovich (2020). We analyze the ways
of introducing and functioning of folklore intertext in the
material, which consists mainly of court session protocols. We
come to the conclusion that the folktale becomes a profound
metaphor for the Russian socio-political contemporaneity with
its mythological and archaic orientations.

Keywords: Svetlana Petriychuk; Evgenya Berkovich; New Russian
Drama; Postmodern Fairy Tale; Rewriting Myth
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VORONTSOVA, Kristina

Abstract

Being one of the key figures of Leningrad underground culture
and Russian postmodernism, Elena Shvarts not only did
deconstruct and reconstruct different traditional myths
extensively (Ancient Greek, Roman, Egyptian, eschatological),
but she also perceived her own biography as a Myth in the context
of Russian Silver Age’s concept of Life and Creative Work, and
mystifications of the Postmodern era. This paper focuses mostly
on the autobiographical short stories Miraculous Incidents and
Mysterious Dreams written by the author in 1996. Strategies of
narrating, evolution of the genre of scary stories (bailichkas) and
the usage of Myths while creating the image of Self are considered.

Keywords: Elena Shvarts; Myth; Autobiography; Table-lifting;
Monsters.
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Gloria Politi is a specialist in contemporary Russian literature, with a
particular focus on themes such as memory, trauma, gender, and
ecocriticism. She is the author of numerous internationally recognised
academic publications, including studies on contemporary Slavic women
writers and essays dedicated to authors of classical Russian literature.
She has served as the principal investigator for various national and
international research projects, including the PRIN projects “Myth
(De)construction in Contemporary Women'’s Literature in Russia and
Poland: A Comparative Study” and “From Post-Trauma to Ecology:
Contemporary Gender Narratives in Slavic Cultural Texts”. She has also
organised conferences and seminars with a strong interdisciplinary focus.
Gloria Politi holds editorial roles in prestigious journals both in Italy and
abroad and is actively engaged in teaching Russian Language and
Translation, as well as Russian Literary Civilization, at the University of
Salento. Her academic work stands out for its dialogue between the
humanities, its focus on translation, and its promotion of intercultural
exchange within contemporary literary studies.



Myths have long shaped the way societies understand identity, gender roles, and power
structures. Given their regulatory function, it is then important to reflect upon what values
old and new myths (still) generate in contemporary societies. What happens when these
ancient narratives are reimagined? This research question guides the essays included in this
collection, which explores how the rewriting of myths can challenge — or even overturn —
deeply entrenched gender paradigms that have dominated cultures for centuries.
Focusing on literature, visual culture, music, and performance, the contributors reveal how
Nature acts as a powerful catalyst for this shift, offering alternative perspectives that
reshape our understanding of identity and social values. By weaving together myth studies,
cultural theory, and gender narratives, this volume highlights the need to reposition the
feminine within the broader landscape of literary and cultural discourse.

Notably, the exploration of space too plays a pivotal role in this study. By examining how
space interacts with myth and nature, the authors uncover strategies and frameworks that
offer vital insights for contemporary Russia and Poland. In fact, in these post-Soviet
countries, myth rewriting serves as a powerful tool for addressing the traumas of the past
and forging new, collective identities.

This publication is the result of multiple National Research Projects, including “Myth
(De)construction in Contemporary Women'’s Literature in Russia and Poland: A Comparative
Study” (PRIN 2015) and “From PostTrauma to Ecology: Contemporary Gender Narratives in
Slavic Cultural Texts” (PRIN 2022), and demonstrates the powerful role nature plays in the
retelling of myths.

In a world marked by uncertainty, this volume underscores the transformative potential of
narratives — crucial for understanding cultural shifts, challenging outdated values, and
fostering more sustainable, resilient societies.
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