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THE MYTH OF THE FAIRY LOVER IN THE NOVELS
“THE UNICORN” BY IRIS MURDOCH,
“THE ENCHANTED MUSICIANS” BY HALYNA PAHUTIAK
AND “LIUTETSIIA” BY YURII VYNNYCHUK

Bokshan H. I.

INTRODUCTION

The mysterious figures and motifs of the Celtic mythology have
inspired writers to create numerous characters and construct multiple plots
of the world literature. The Celtic myths are an inexhaustible source of the
poetics of fantasy books. It seems quite natural when they are adopted and
incorporated by the authors whose biography is geographically or
ethnically related to Ireland. For instance, in Iris Murdoch’s fiction,
namely in her novel “The Unicorn”, the reception of the Celtic mythology
IS obvious, since the writer was born in Ireland. We share J. Jarzab’s
opinion who underlines that “throughout her life, Murdoch always took
pride in her Irish roots™'. However, there are some Ukrainian authors,
whose literary works manifest an overwhelming interest in the Celtic
folkloric stories on the level of their mythopoetics. The renowned
Ukrainian writer, the Shevchenko prize winner of 2010, Halyna Pahutiak
finds a striking similarity of the Carpathian landscapes and the Irish
sceneries, and also feels “the Celtic magic” in the lands of boikos, one of
the Western Ukrainian ethnic groups, therefore she “sought the decoration
for her future novel about Those flying in the air” in her native Drohobych
region. The writer’s essays contain the stories about the supernatural
beings, in particular, elves, dancing on the valleys near the cave Pryima at
night’. The author also relates the recurring character of her novels — The
Gentleman in a black suit with lustrous buttons — to the figures of the
Celtic folklore, “called fairies by the British people”. Another famous
Ukrainian writer Yurii Vynnychuk, the prominent popularizer of the Celtic

! Jarzab J. The Significance of Space in Iris Murdoch’s “The Unicorn” as a Twentieth-
Century Irish Gothic Novel. Studia Anglica Posnaniensia. Issue 49/4. 2014. P. 5.

? Maryrsx I'. Centumentanbui Manapisku Dammaunoro. JIsiB : JIA «ITipamiza», 2014.
C. 14e.
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* Marymsik I'. Ypix Ta fforo xyxu. JIssis : JIA «Ilipamina», 2012. C. 54.



culture, published the so-called translation of the Irish poem of the
XII century “Crying over Kyi’s town” which proved to be mystification.
This author’s trick was explained by the desire to maintain the hypothesis
shared by some scientists, I. Kachurovskyi in particular, that there are the
Celts’ traces in the Ukrainian ethnogenesis: “Between the 6th and the 2nd
centuries B.C. there was a so-called “biological explosion”: the Celtic
peoples occupied nearly all the middle Europe. <...> In Western Ukraine
the cult of the Goddess Dana has been left since that time”>.

The poetics of the novels “The Unicorn” by I. Murdoch, “The
Enchanted Musicians” by H. Pahutiak and “Liutetsiia” by Yu. Vynnychuk
have been objects of various studies of the Ukrainian scholars:
S. Pavlychko considered the novel of the Irish writer as “the embodiment
of the author’s concept of human fortune and freedom™®; N.Bukina
characterized Gothic elements in “The Enchanted Musicians” in the light
of gender problems’ and identified typological analogies of H. Pahutiak’s
fairy-novel and H.Walpole’s “The Castle of Otranto”™® [1; 2];
O. Romanenko outlined the functions of oneiric motifs and determined
their role creating a unique chronotope in the Ukrainian author’s work”; the
literary critic K. Rodyk highlighted Yu. Vynnychuk’s ability to manipulate
with auto-allusions and use oneiric intertexts'. In spite of the increasing
interest in the fiction of 1. Murdoch, H. Pahutiak and Yu. Vynnychuk in
both Ukrainian and foreign literature studies, the issue of interpreting the
Celtic myths in their novels has not been examined thoroughly yet. Thus,
the principal objective of this paper is to reveal the specificity of adopting
the Celtic mythological imagery, namely the figure of the fairy lover, in

> Kauayposceknii I. Octpis ¢anractis (Ipmsupist Ta i pons y 36epeskeHHi KyIbTypH).
Tenepuxa i apximexmonixa. Kuis : Bunasanunii nim «KueBo-MorunsHcbka akagemis», 2005,
C. 40.

® Masmuko C. JlaGipuHTH MHCJIEHHS : IHTENeKTyaJbHUN pomaH cydacHoi Bemmkoi
bpuranii. 3apyOixHa miteparypa : JoCHiJK. Ta Kputud. ctarti. KuiB : Bug-Bo Comomii
ITaBauuko «OcuoBuy», 2001. C. 297.

" Bykina H. «[oTuka» B poMani «3auaposai Mysukant» Damuan [TaryTsk mig Kyrom
30py TeHJepHUX 1HTeprpeTaii. Haykosi npayi. Jlimepamyposnascmeo. 2014. Bum. 219.
T. 231. C. 24-28.

8 bykina H. Tumnonoriss poauHHOro MNpPOKJIATTS Ta MOMCTH B pOMaHl «3adapoBaHi
my3ukanTuy» ["amunau [aryrak. Crnoeo i wac. 2013. Ne 6. C. 93-97.

Pomanenko O. CemaHTHuYHE [3€pKajio CHY B YKpaiHChbKiMl BHCOKIH 1 MacoBii
miteparypi. Bicuux Kuiécvkoeo nayionanvHoeo yuisepcumemy imeni Tapaca I[llesuenxa.
Jlimepamypo3znascmeo, mososnascmao, goavkiopucmuxa. 2012. Bun. 23. C. 16-21.

10 pomuk K. PeGpenaunr mictudikaropa: perensist Ha «Jltoreniro» FOpis Bunauuyka.
URL.: https://umoloda.kyiv.ua/number/3289/164/121666/ (Accessed: 31.07.2019).
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I. Murdoch’s, H. Pahutiak’s and Yu. Vynnychuk’s literary prose and find
out typological parallels in these authors’ works.

1. The visualization of the mythological Niamh of the Golden Hair
in the portraits of the literary characters

The embodiment of the folkloric figure of the fairy lover in
I. Murdoch’s novel “The Unicorn” is the lovely “prisoner” of Gaze Castle
Hannah Crean-Smith, in H. Pahutiak’s fairy novel “The Enchanted
Musicians” her features can be traced in the Princess of Those living
underground and flying in the air, and Liutetsiia is the literary projection of
this mythological beauty in Yu. Vynnychuk’s novel of the same name. The
intertextual references to the Celtic myths, the Niamh of the Golden Hair
in particular, are mainly visualized in the female characters’ appearances.
In the Celtic mythology red hair and green clothes are considered as
indicators of fairy blood in humans™. In the portraits of Hannah Crean-
Smith the colour of her hair is emphasized several times throughout the
novel: “She had a tangle of reddish gold hair and eyes of almost the same
colour and a wide pale freckled face””. Moreover, all the maids of the
neighbouring Riders Castle also had the hair of the “fairy colour” and
similarly its hostess Alice Lejour was “a beautiful redhead”*®. The writer
highlights the beauty of Hannah Crean-Smith, this spiritual-looking
character, focusing on the portrait details distinctive of fairies. When
meeting Effingham Cooper, the mysterious prisoner of Gaze Castle “was
wearing a short dress of dark green linen”**. The folkloric sources contain
the information about the taboo on wearing red and green colours by
people: “Because of their fondness of these colours, fairies were believed
to take umbrage when humans wore them and could cause trouble for such
miscreants”".

In “The Enchanted Musicians” The Lady with fire-red hair first
appeared to the young master Matvii Domnytskyi “in a puffed dress and a
green cloak waving over it to the wind”'®. In H. Pahutiak’s novel this
marker of fairies acquires a nominative function: the mysterious female
character appears throughout the text as “The Lady with yellow/fire-red

' Monaghan P. The Encyclopaedia of Celtic Mythology and Folklore. New York: Facts
on File, 2004. P. 167.

12 Murdoch I. The Unicorn. London: Triad/Granada, 1982. P. 23.

3 Murdoch I. The Unicorn. P. 68.

¥ Murdoch I. The Unicorn. P. 89.

> Monaghan P. The Encyclopaedia of Celtic Mythology and Folklore. P. 170.

' Maryrsik T. 3auapoBani mysukanTa. Kuis : Spocnasis Ba, 2010. C. 13.



hair”. The descriptive naming of the enigmatic creatures in “The
Enchanted Musicians™ reflects the Celtic tradition to speak about fairies
using euphemisms, proving simultaneous fear and veneration towards
them'’. The writer H. Pahutiak is also a red-haired woman and she feels a
sort of mystical relation to fairies: “Nobody in my family has had such
hair. It appeared from my grandfather’s memory about the young lady,
whose ghost passed over the night fire, whose restless soul probably lives

In one of the latest Yu. Vynnychuk’s novels “Liutetsiia” (2017) the
image of the Beautiful Lady recurrently appears in the oneiric visions of
the narrator, who writes a novel about Ivan Vahylevych, the Ukrainian
cultural figure of the 17" century, whose dreams also portray the woman
possessing the features of the Celtic fairy lover: she “did not fit his ideal of
feminine beauty being a red-haired and not a blonde-haired one. She had
luxuriant ginger hair”*®. On the one hand, the narrator’s dreams bring him
pleasure, on the other hand, they torture him because of the impossibility to
take the beauty to his reality. The myths tell us that the Niamh of the
Golden Hair “was so beautiful that no human man could resist her: stately,
fear of feature and crowned with cascading golden locks”®. The
fascinating appearance of the woman from the narrator’s dreams is
allusively connected with the Irish folkloric figure: “Here she gets out of
the car, having long fire-red hair waving to the wind, and smiles at me, and
the neighbours stare at us and cannot understand what it all means, and
they are even more stunned, when this heavenly beauty hugs and kisses
me”?!. The character of the narrator’s novel Ivan Vahylevych was also
fascinated by the mysterious beauty having the appearance of the Niamh of
the Golden Hair: “Her fire-red hair flourished in front of me like the
burning bush provoking the desire to submerge my hands into it without
the fear of being burnt”**,

Therefore, the visualization of the female characters in I. Murdoch’s,
H. Pahutiak and Yu. Vynnychuk’s novels, which are the projections of the
Celtic figure of the fairy lover, proves that there are typological parallels
on the level of the characters’ appearances. While interpreting it the three

" Monaghan P. The Encyclopaedia of Celtic Mythology and Folklore. P. 170.

18 [Marytsk I'. ITanna 3 xoBTUM BojoccsM. [lomonyni 6 cuieax. JIbBiB : JIA «llipaminay,
2010. C. 59.

19 Bunnmuyk FO. Jroreuis. Xapkis : ®ouio, 2017. C. 95.

20 Monaghan P. The Encyclopaedia of Celtic Mythology and Folklore. P. 358.

21 Bunnnuyk 1O. JIrorernis. C. 160.

22 Buranayk 0. JTroreris. C. 290.



authors retained the semantic core of the mythologem and reactualized the
ancient meanings according to the fictional realities of their novels.

2. The motif of fairy kidnapping in I. Murdoch’s,
H. Pahutiak’s and Yu. Vynnychuk’s novels

The Celtic myths portray the fairy lover as a ravishingly beautiful
woman who stole away the most handsome men from this world and made
them her lovers or servants. Having tasted her charms, the entrapped men
used to forget their previous lives and utterly devoted themselves to
romantic feelings. Fairies kidnapped not only handsome men on their
wedding day, but also young girls (brides)?. In the novel “The Unicorn”
each man meeting the immensely beautiful Hannah Crean-Smith (Max
Lejour and his son Philip, Effingham Cooper, Gerald Scottow, Denis
Nolan) started feeling passion for her. When Effingham first learnt about
the imprisoned beauty of Gaze, “the lady obsessed him, she took away his
calm of mind, he even began to dream about her”**. Describing his feelings
for Hannah, he used such words as “stripped”, “attuned”, “keyed up”®.
Mad passion entirely captivated Effingham: “But the odd spiritual
tormented yet resigned beauty of Hannah seemed to him now the castle
perilous toward which he had now all his days been fairing””®. Hanna’s
charm did not leave indifferent even the elderly host of Riders Castle — the
respectable philosopher Max Lejour: in Cooper’s opinion, “the imprisoned
lady must somehow have occupied the old man’s imagination too””".

In “The Enchanted Musicians” the young and beautiful Dokiia was
snatched away and taken to the otherworld by “the handsome and noble
looking”® Prince of Those living underground and flying in the air,
accompanied by the enchanted musicians. The Lady with fire-red hair
appeared in Matvii’s life in a week after his engagement with Teklia Liska.
After meeting the Princess of Those living underground and flying in the
air the young Domnytskyi involuntarily repudiated his previous life and
started seeking the Beauty Lady who left a bleeding wound in his heart.
The Prince and the Princess of Those living underground and flying in the
air stole humans — both young women and men — lived with them and bore
children. When Matvii came to the court Pryima, he saw their beautiful

23 Monaghan P. The Encyclopaedia of Celtic Mythology and Folklore. P. 173-174.
24 Murdoch 1. The Unicorn. P. 70.

2> Murdoch I. The Unicorn. P. 71.

26 Murdoch 1. The Unicorn. P. 71.

2" Murdoch I. The Unicorn. P. 71.

%8 MMaryrsik I'. 3auaposani mysuxasTi. C. 210.



daughters and sons: “Suddenly it got silent and out of the cave came
gorgeous ladies followed by handsome knights — the children of the Prince,
the Princess and human women and men, they had neither sorrows in their
hearts, no burdens of human passions”?.

The dreams about Liutetsiia had a magic power over the narrator in
Yu. Vynnychuk’s novel: they “did not leave me, attracted and enchained
my thoughts, tempted my imagination to invent more details”®. His
visions seemed more valuable to him than the real life: “Almost every day
| think about that wonderful world, which opens to me only partially in my
dreams, and | want to know, what will happen further, | feel and believe,
that Liutetsiia is the one | have always longed for, the one | have been
looking for and dreaming, the one who will never betray”*. The narrator’s
and Vahylevych’s dreams overlap and both characters feel deeply in love
with the oneiric Liutetsia.

The motif of love for the Beautiful Lady in the interpretation of
I. Murdoch, H. Pahutiak and Yu. Vynnychuk is more similar to the Celtic
myths than to chivalric romance, where adoration is combined with
bravery and heroic deeds. In “The Unicorn” the men falling in love with
Hannah either manifest long-lasting passiveness or are insufficiently active
in rescuing the charming prisoner, thus their attempts of saving her are
doomed to failure. The dweller of the neighbouring castle Philip Lejour
“watches and waits” giving up the idea to change the situation: “He went
away. <...> He would have taken her off. He would have rescued her”*.
Denis Nolan doubts “if there is anything he wants to do — now”®. It
seemed to Effingham that “Pip derived some positive satisfaction from the
spectacle of the beautiful imprisoned creature”**. Only after seven years of
waiting had passed the younger Lejour felt ready for rescuing Hannah.
Neither was Cooper capable of taking a decisive step: he was “deeply
afraid of the possibility of really having to take Hannah away”®. He did
like the other role: “He was to be in love with Hannah, he was to be
Hannah'’s servant”®. The inclination for desertion “to the world of ordinary
life and reason™ is accentuated in Effingham’s character therefore he is

? Maryrsk I'. 3auaposani mysukantu. C. 216.
%0 Bunnnuyk 1O. JIroternis. C. 56.

8 Bunnanuyxk 10O. Jlrotemis. C. 57.

32 Murdoch I. The Unicorn. P. 61.

% Murdoch 1. The Unicorn. P. 63.

% Murdoch I. The Unicorn. P. 74.

% Murdoch 1. The Unicorn. P. 72.

% Murdoch I. The Unicorn. P. 73.

37 Murdoch 1. The Unicorn. P. 228.



not associated with a knight. We agree with S. F. Nejad’s opinion that the
motif of courtly love is parodied in Effingham’s attachment to Hannah in
“The Unicorn™®. On the other hand, heroic features are inherent in the
female character: it was Marian Taylor — the chaperon of Mrs Crean-
Smith — who offered Effingham to save Hannah and destroy the enchanted
wall around her, “with the brutality, already growing upon her, of a
desperate general”®,

In H. Pahutiak’s novel Matvii Domnytskyi character is almost entirely
deprived of heroic features: he does look like a lost sleepwalker but not a
valorous warrior. Though the writer compares him to a courteous knight,
“who falls asleep, awakes and performs glorious deeds thinking about his
Beautiful Lady”", the semantics of serving dominates in his character: he
was “like a monk worshiping Jesus or Virgin Mary”*.

The male characters loving the red-haired Liutetsia from their dreams
in Yu. Vynnychuk’s novel also lack heroic qualities. The narrator, whose
the only occupation is writing the novel about Vahylevych, is “an idler, a
reveler’. The character’s deheroization can be traced in his self-
characteristics: “I haven’t liked to work since my early childhood”*. The
narrator whose imagination was captivated by Liuteysiia’s figure is hardly
like a knight willing to perform heroic deeds for the sake of the Beautiful
Lady: “I was anxious about being drowned in her eyes, giving up to her
sight, losing my power”*. In his own novel the narrator focuses not on
Ivan Vahylevych’s self-devoted activity connected with Ruska Triitsia and
“Rusalka Dnistrova”, but on the cultural figure’s personal life. He draws
attention to the romantic adventures of Vahylevych who was very
handsome and made many women fall in love with him. Moreover, his real
love affairs were amplified with the delusions about mythical lovers who
were praised in his sonnets.

Thus, the Celtic motif of fairy kidnapping is interpreted differently in
the novels “The Unicorn”, “The Enchanted Musicians” and “Liutetsiia”. In
I. Murdoch’s version it is transformed into the motif of sad love: the fairy
lover — Hannah Crean-Smith “steals” the men’s hearts and becomes the
mistress of their feelings, though they stay free physically. In H. Pahutiak’s

% Nejad S. F. Intertextuality and Parody in Iris Murdoch’s “The Unicorn”. International
Journal of English Research. Volume 3. Issue2. 2017. P. 89.

%% Murdoch 1. The Unicorn. P. 125.

40 [Naryrsk I'. 3auapoBani my3ukantu. C. 147.

* Taryrsik T. 3auaposani mysuxasTi. C. 147.

42 Bunnnuyxk 10O. Jlrotemis. C. 14.

43 Bunanuyk 0. JIrorenis. C. 97.

* Bunnmayk 0. Jorertis. C. 55.



interpretation the Princess of Those living underground and flying in the
air actually snatched away young men and made them serve her as
musicians or bore their children, that is an evidence of retaining the core
meaning of the Celtic mythologem. Yu. Vynnychuk makes his male
characters crave for meeting the Beautiful Lady in a parallel reality, since
she captured their thoughts and feelings.

3. The fairy lover as La Belle Dame sans Merci

The figure of the fairy lover correlates with the motif of death and
generates a tragic modus of the three novels. In “The Unicorn” Hannah
was accused of the attempt to kill her husband Peter, her fatal bullet hit
Gerald Scottow, and Philip Lejour accidentally shot himself when cleaning
the gun. Miss Tailor was impressed by “a startling possessive savagery”*
in Hannah’s words about Denis Nolan: “I think he would let me kill him
slowly”*®. Marian also saw not only a Queen in her but also a woman
“infinitely capable of crimes”*’. Effingham Cooper called Hannah “a
doomed figure”, “la belle dame sans merci”, “a beautiful pale vampire”
attempting to kill him, “a pale death-dealing enchantress”*. The ominous
features of the character are explicit in Hannah’s words addressed to
Marian: “I have battened upon you like a secret vampire”™*.

In “The Enchanted Musicians”, after Matvii had escaped, his father —
Oleksander Domnytskyi — died under weird circumstances, then the old
master’s friends perished, when they were seeking the young master, and
later a number of enigmatic deaths occurred (the vendor’s, the small boy’s,
the dunter’s, the two vagabonds’, the khatnyk’s and the servant Petro’s).
The enchanted musicians explained Matvii that those persons’ deaths were
caused by the curse, impending over the Domnytskyi family: “A bloody
trace is following those who get under the earth”™®. The Lady with fire-red
hair, like mythological fairies, is capable of revenge for the harm done to
her: the misfortune could “befell those who dared cut down a fairy tree”".
She explained Matvii the disaster of his family: “Your grandfather cut

down my tree. And his family is punished for that”®.

*> Murdoch I. The Unicorn. P. 43.

“® Murdoch 1. The Unicorn. P. 43.

" Murdoch I. The Unicorn. P. 223.

“8 Murdoch 1. The Unicorn. P. 267—268.

* Murdoch 1. The Unicorn. P. 219.

*0 [aryrsk I'. 3auaposani mysukauTu. C. 208.

*1 Monaghan P. The Encyclopaedia of Celtic Mythology and Folklore. P. 179.
32 [Maryrsk I'. 3auapoBani my3ukantu. C. 217.



Such gothic arrangement of the female characters in I. Murdoch’s and
H. Pahutiak’s novels is allusively connected with the poem of John Keats
“La Belle Dame sans Merci”, telling about a nameless knight and a
mysterious fairy lady, and the paintings of Arthur Hughes, Frank Cadogan
Cowper, Frank Dicksee and others of the same title.

O what can ail thee, knight-at-arms,

Alone and palely loitering?

The sedge has withered from the lake,

And no birds sing.

<...>

| met a lady in the meads,

Full beautiful — a faery’s child,

Her hair was long, her foot was light,

And her eyes were wild™.

In Yu. Vynnychuk’s novel the motif of death is also connected with the
figure of Liutetsiia who was one of the Letter-carriers of the Order. She
explained Vahylevych that the Letter-carriers were to be killed in the real
world by “Those who are on the Other Side of the Great Battle”™*. This
interpretation of the character essentially differs from the versions of
I. Murdoch and H. Pahutiak because Liutetsia herself is a potential victim
of murdering.

It is necessary to stress that the tragic accidents in I. Murdoch’s and
H. Pahutiak’s novels are connected with the bog topos which is considered
a “symbolic site” of gothic sceneries, moreover “bogs were a prominent
feature of the Irish and Scottish landscape until recent times”, “typical
liminal zones”, “perfect entrances to the other world”*®. The character of
I. Murdoch’s novel — Effingham Cooper — was fortunately rescued from
drowning in the bog by Denis Nolan, who knew safe spots. In the novel of
the Ukrainian writer the rapacious mud swallowed Oleksander
Domnytskyi’s both friends: “Lukash’s horse got entrapped in the bog hole,
full to the brim with water <...>. The rider’s heart did not bear the frantic
chase, and Lukash had died a moment before the horse’s hoofs touched the
water”’; Mykolai, riding to intercept his friend, “was half beheaded by a
willow branch, hanging over the bog”™°. In Yu. Vynnychuk’s novel there is
also a correlation of the Beautiful Lady character named Liutetsia with the

>3 Keats J. La Belle Dame Sans Merci. URL: https://www.poetryfoundation.org/poems/
44475/1a-belle-dame-sans-merci-a-ballad. (Accessed: 31.07.2016).

54 Bunanuyk 1O. JTrorenis. C. 271.

>> Monaghan P. The Encyclopaedia of Celtic Mythology and Folklore. P. 52.

%0 [Maryrsk I'. 3auapoBani my3ukanTu. C. 149.



bog topos. It is important to underline the fact that Liutetsia was the name
of the ancient settlement of the Celtic tribe located in the place of the
modern Paris. The origin of this name has not been clarified for certain but
it could have derived from the Celtic word “luteuo” meaning “bog”.

Thus, the correlation of the mythologem of the fairy lover with the
motif of death has much in common in I. Murdoch’s and H. Pahutiak’s
novels, since many mysterious deaths relate to the female characters
embodying La Belle Dame sans Merci. Yu. Vynnychuk’s interpretation of
this correlation is different because the character representing the
mythologem of the fairy lover — Liutetsiia — could be a potential victim of
murdering.

4. The topos of fairyland and the motif of fairy music interpreted
by 1. Murdoch, H. Pahutiak and Yu. Vynnychuk

The embodiment of the mythologem of fairyland in the novel “The
Unicorn” is Gaze Castle where Hannah Crean-Smith and her “jailers” live,
in “The Enchanted Musicians™ this topos is represented by the Country
over Danube, where the Prince and Princess of Those living underground
and flying in the air reign, in “Liutetsiia” it is visualized in the oneiric
space, emerging in the narrator’s visions. Interpreting this Celtic
mythologem, the writers actualize the chronotope of parallel worlds. The
attribute of fairyland — the land of otherworld beings — which was a remote
beautiful place on a floating island in the ocean, beneath grassy mounds,
on wet bogs or floating in the air’’, is a different time dimension: “an
evening passed at a fairy dance might be the equivalent of centuries of
human time®. In I. Murdoch’s version the topos of fairyland acquires
distinct gothic features, accentuated by S. Pavlychko: “The gothic house of
Hannah Crean-Smith on the background of appalling landscapes (from one
side — the ominous, cold sea, from the other side — impassable bogs,
radiating green light at night), and the dismal atmosphere of mysteries and
horrors, and weird people living in the house — all this reminds of the
traditions of gothic novels. <...> “The Unicorn” belongs to those works of
the author where demonic passions swirl, and the images are saturated with
black symbolism™®. Coming to Gaze Castle, situated at the seaside (“the
remote and reputedly beautiful region”®), Marian Tailor immediately

>" Monaghan P. The Encyclopaedia of Celtic Mythology and Folklore. P. 174.

%8 Monaghan P. The Encyclopaedia of Celtic Mythology and Folklore. P. 179.

> Mapmuko C. JlaGipuHTH MUCIEHHS : IHTEJNEeKTyaJbHUN poMaH cydacHoi Bemmkoi
Bpuranii. C. 297.

% Murdoch 1. The Unicorn. P. 10.
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noticed its difference from the reality familiar to her and realized “the
beginning of something quite new”®". After an unsuccessful attempt to
kidnap Hannah, to take her away from the castle and break the spell, it
seemed to the girl that “many years have passed in two days”®. Effingham
also felt the existence of several realities, watching the people who lived
beyond Gaze Castle: “They did not belong to the world, to the time from
which he had just emerged”®. Jamesie Evercreech had macabre notions
about the dwellers of the castle: “All the people round here are related to
the fairies”®. Marian Tailor thought that fairy blood flew in Denis Nolan’s
veins, who was considered one of invisible creatures by Jamesie: “We call
him the invisible man”®. Gerald Scottow also appeared rather mysterious
to Marian: “So he too had fairy blood!”®. Mrs. Crean-Smith seemed to her
a youngish and beautiful and spiritual-looking in a rather fey way”®’.
Effingham felt that miss Tailor was “a frail elf, a little ghost that ran away
squeaking and gibbering when the day-light came”® and that he “had
dabbled in necromancy, he held communion with the dark powers”®.
According to the Celtic mythology there were gates or entrances between
the worlds™. This mythological feature is stressed in Pip’s words addressed
to Hannaha: “Come out through the gates into the real world”".

In I. Murdoch’s novel the character of “the prisoner” Hannah is
ambivalent, because it combines the semantics of a victim and a mistress:
“She spoke as a queen, one who highly disposes of herself’’>. Such
specific features of the character manifest themselves in Marian’s
reflections: “It was Hannah’s authority which had moved her, her sense, in
the pathetic scene of her final imprisonment, of Hannah’s sovereignty, of
her royal right to dispose of herself as she would”’®. Effingham Cooper
called Hannah a princess, his friend Elizabeth also used this “title” talking
about Mrs. Crean-Smith.

%1 Murdoch 1. The Unicorn. P. 29.
%2 Murdoch 1. The Unicorn. P. 214.
% Murdoch 1. The Unicorn. P. 192.
% Murdoch I. The Unicorn. P. 44.
% Murdoch 1. The Unicorn. P. 45.
% Murdoch I. The Unicorn. P. 47.
" Murdoch 1. The Unicorn. P. 27.
%8 Murdoch 1. The Unicorn. P. 193.

% Murdoch 1. The Unicorn. P. 193.
% Monaghan P. The Encyclopaedia of Celtic Mythology and Folklore. P. 174.
"> Murdoch 1. The Unicorn. P. 223.
2 Murdoch 1. The Unicorn. P. 223.
3 Murdoch 1. The Unicorn. P. 247.
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Dokiia, who spent a year in the Country over Danube, felt its
peculiarities: “It was not a year, but seven years, because time passes
differently among Those living underground and flying in the air”’. After
she came back to the world of humans she “wanted to retain the feeling of
the space and time of that wonderful world”™. The existence of the
otherworld reality is also realized by other characters of “The Enchanted
Musicians™: in Mykolai’s oppinion, Oleksander Domnytsky1 “lived in our
and the other world at the same time”’°. In H. Pahutiak’s book “Urizh and
its spirits” there is special concordance of the semantics of the Country
over Danube topos and the mythologem of fairyland: it is a land “where
there are no sorrows and grieves <...>. There are musicians riding
beautiful flying horses, there is an eternal festival, similar to that one on
the island Avalon”’’. The mythological fairyland was a monarchy, ruled by
a beautiful fairy queen. In H.Pahutiak’s version the Country over
Danube was governed by the Prince and Princess of Those living
underground and flying in the air. However, the Princess was considered
more powerful and mighty: one of the musicians underlined that when
speaking to Matvii: “Do you know that we serve the Princess and that she
is more important for us than the Prince?””. It was the court of the
Princess and not that of the Prince, where the spirits of earth, air, water and
trees met once a year.

In Yu. Vynnuchuk’s novel the topos of fairyland is not represented
vividly though the female character is associated with a monarch: it
seemed to Vahylevych that he spoke to “an enchanted queen who knows
her mystery and has no right to betray it”®. As in I. Murdoch’s and
H. Pahutiak’s novels, the space in “Liutetsiia” has many defining
characteristics of Gothic literature. For instance, a macabre building arises
in Vahylevych’s dreams: “Grey, unpleasant, with pointed towers, with
shabby plaster, with grinning red gums of bricks, with rich splashes of
evergreen colour, shining in the light of the Moon, it evoked cemetery

memories, turning the house into a sort of crypt”®".

" Maryrsik I. 3auaposani mysuxantu. C. 137.

» [Maryrsk I'. 3auapoBani my3ukantu. C. 149.

"® Maryrsik I. 3auaposani mysuxauTi. C. 56.

" Haryrsik I'. Vpix Ta jioro gyxu. C. 56-57.

’® Monaghan P. The Encyclopaedia of Celtic Mythology and Folklore. P. 177.
" Maryrsk I'. 3auaposani mysukauTu. C. 208.

80 Bunnnuyk 1O. JIrorernis. C. 99.

81 Bunaanayk 0. JTroreris. C. 230.
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Fairies “were renowned for their love of music”®. Almost nobody
could resist their haunting melodies, the hypnotizing rhythm of which was
distinctive from the music of mortals. The favourite instruments of fairies
were the pipe and the harp®. A mystic melody can be considered an
attribute of the fairy land in “The Unicorn”: in Gaze Castle “there was a
sort of dragging music barely heard”®. “One of the invisible beings” —
Denis Nolan — had a gift of playing the piano and singing. The atmosphere
of mysteriousness dominates in |. Murdoch’s depicting the scene of the
musical party in her novel: “The sound filled and honey-combed the
collected room, making the rapt audience one with itself, a great golden
object rising slowly through space”®. When Denis was singing the song, it
seemed “as if the audience were sitting forward in their chairs ready to
participate in some marvelous transfiguration. Yet Denis himself seemed
by now almost invisible, so much had he made sound sovereign over
vision”®.

The motif of fairy music is the major one in H. Pahutiak’s novel and it
IS more distinctive than in I. Murdoch’s “The Unicorn”. It starts to evolve
at the beginning of the narration: “heavenly” music is a part of the “wild
wedding”, watched by Matvii Domnytskyi. He had not played musical
instruments before he met the Lady with fire-red hair, but then he was
given the gift to play music: “His hands started spinning on their own, and
the strap of the tambourine adhered to his neck. And it was all without
efforts, so easily, as if Matvii had had a tambourine in his cradle and struck
it with his feet”®’. Music in the novel is endowed with a powerful force,
and the young Domnytskyi felt its effect on himself: “And it managed to
change him irreversibly, associating with the image of the Lady
accompanied by this music”®. The pipe was one of the instruments of the
enchanted musicians taking part in the “wild wedding”. Another character
of the novel, Nastia, saved from being lost in the forest by “the Lady,
dressed like a queen”, told Osyp that “where there was a bog, she heard
music and singing”®. N. Chukhontseva’s opinion is worth mentioning in
the context of our research: “In the fairy novel “The Enchanted Musicians”
music there is a significative and structurizing center, and the

82 Monaghan P. The Encyclopaedia of Celtic Mythology and Folklore. P. 176.
8 Monaghan P. The Encyclopaedia of Celtic Mythology and Folklore. P. 176.
% Murdoch 1. The Unicorn. P. 29.

8 Murdoch I. The Unicorn. P. 137.

8 Murdoch I. The Unicorn. P. 137.

87 [Maryrsk I'. 3auapoBani my3ukanTu. C. 110.

% Maryrsk I'. 3auaposani mysuxanTi. C. 86.

8 [laryrsk ['. 3auapoBani my3ukantu. C. 74.
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corresponding concept arises in the interpretations close to the ideas of the
Ancient East and Classical Greek philosophies, and also the Celtic and
Ukrainian mythical thinking”®.

In Yu. Vynnychuk’s novel the motif of love for the Beautiful Lady
similarly correlates with the motif of music. In his dream the narrator
found himself in a mysterious house where, coming in under the door,
“there was a strange music, far from being melodious, but rather ritual,
with roaring and muffled beating. <...> the music frightened and did not
predict anything good”®. In such gloomy atmosphere “a tall graceful lady
with her fire-red hair down”** appeared. It is necessary to stress that the
motif of music is immediately related to Liutatsia character, because she
was a singer: “a few musicians at the end of the hall played something
melancholic. Liutetsia stood up and went to the stage, and in a minute she
caught up the melody with her deep soft voice, fascinating the listeners,
made them sit still and screw up their eyes”®. The narrator found
Vahylevych’s notes about his dreams describing his wandering in the town
where he “entered a mysterious tavern, which he had not seen at that place
before. He was attracted by light and music. In the tavern there were a lot
of people, their eyes were turned to the stage, where the girl with ginger-
red hair was singing”**.

Thus, the spatial images, representing the topos of fairyland, are
visualized more vividly in the novels of the women-writers, whereas
Yu. Vynnychuk only outlined the oneiric space associated with this
mythologem. However, all the three female characters in the authors’
works correlate with the figure of the fairy queen, ruling the fairyland in
the Celtic mythology. The motif of fairy music evolves most evidently in
H. Pahutiak’s novel, and it can be considered a minor one in “The
Unicorn”. The allusive connection of Liutetsiia character with the motif of

fairy music is quite obvious in Yu. Vynnychuk’s work.

CONCLUSIONS
The genesis of the female characters and major motifs in the novels
“The Unicorn” by I. Murdoch, “The Enchanted Musicians” by H. Pahutiak

% Yyxonmesa H. Cemiocdepa KOHIENTY «My3nka» B pomaHax [ammam IlaryTsk.
Hayxosuii éicnux Xepconcvrozo oepacasnozo ynisepcumemy. Cepis «Jlinesicmuxay. Bum. 28.
Xepcon : XJ1Y, 2017. C. 114.

o Bunnnuyk 1O. JIroternis. C. 53.

92 Bunaanayk 1O. JTroreris. C. 53.

9 Bunnnuyk 1O. JIroternis. C. 56.

%4 Bunanuyxk 10O. Jlrotemis. C. 57.
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and “Liutetsiia” by Yu. Vynnychuk is certainly related to the Celtic myth
of the fairy lover interpreted by the writers following the traditions of
Gothic literature. The most distinct typological parallels in the writers’
novels are traced in visualizing the appearances of the fairy lover
characters (the Niamh of the Golden Hair) — Hannah Crean-Smith, the
Lady with fire-red hair and Liutetsiia (ravishing beauty, red hair, clothes of
green colour), and also in the correlation of the female characters with the
motifs of kidnapping (stolen men and women lose their will and become
dependent on their passion for fairy creatures), fairy music (the melodies
played in the fairyland have a magic power over humans) and death (in
each of the novels there are victims, and all the deaths are mysterious and
enigmatic) and also the allusions to John Keats’ ballade “La Belle Dame
sans Merci1”. Additionally, the resemblances are evident in using the neo-
mythological technique of deheroization of the knight character (the men
who devote themselves to serving the Beautiful Lady, are not ready to
struggle for her), in the atmosphere of fatal mystery dominating in the
novels (appalling landscapes and gloomy buildings inhabited by strange
people), in the relation of the tragic modus with the bog topos (it is
associated with either death itself or being on the verge of it). Unlike the
versions of I. Murdoch and H. Pahutiaak, Yu. Vynnychuk’s interpretation
of the figure of the fairy lover is notable for its oneiric nature: the Beautiful
Lady with red hair mostly appears in the male characters’ dreams. It
provokes allusions to G. G. Marques “Eyes of a Blue Dog”. These findings
can be useful for further research on similar topics, in particular, on the
interpretation of the Celtic mythology in contemporary fiction.

SUMMARY

The study examines the specificity of adopting and incorporating the
Celtic myth of the fairy lover in the novels “The Unicorn” by 1. Murdoch,
“The Enchanted Musicians” by H. Pahutiak and “Liutetsia” by
Yu. Vynnychuk. It mainly focuses on the visualization of the mythical
Niamh of the Golden Hair in the writers’ works, accentuating her
distinctive features in the characters of Hannah Crean-Smith, the Princess
of Those living underground and flying in the air and Liutetsiia. The study
looks at the correlation of the female characters with the motifs of fairy
kidnapping, fairyland and fairy music. The paper also highlights the
features of La Belle Dame sans Merci in the literary projections of the fairy
lover and the gothic arrangement of the characters. In addition, it stresses
the role of the bog topos in generating appalling atmosphere of the three
novels. The research made it possible to find out typological parallels in
the literary prose of I. Murdoch, H. Pahutiak and Yu. Vynnychuk and also
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identify the specific features which allow drawing a conclusion about
original interpretations of the Celtic mythologem of the fairy lover by the
Irish and Ukrainian writes. These findings can be useful for further
research on similar topics, in particular, on the interpretation of the Celtic
mythology in contemporary fiction.
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STRATEGIES OF MYTH-MAKING IN THE HISTORICAL
AND PHILOSOPHICAL DISCOURSE OF THE NOVEL
“THE WANDERING JEW” BY S. HEYM

Ilinska N. I.

INTRODUCTION

The idea that, “since the twentieth century, myth begins to occupy a
privileged place in the culture, and mythological consciousness turns out to
be a significant component of historical, ideological, and artistic
consciousness™, is the topos of modern. There is a huge number of
literature works on the mythocentric trends of our time. The works devoted
to the problems of the interaction of myth and literature, myth and history
(P. Ricoeur, J.-F. Lyotard, R. Bart, J. Droysen, L. Hutchen, E. Wesseling,
A. Compagnon, T. Bovsunivska, V. Malkina) are especially important for
our research in the aspects of mythologization, myth-making and
demythologization of literary texts. In the literature of the late 20 ™ and
early 21% centuries, these phenomena become links in one process, which
is vividly presented in the novel “The Wandering Jew” (1981) by German
writer Stefan Heym (1913-2001).

A few words about the title category of the work. The term “strategy”,
relevant to modern literary criticism, in the Penguin Dictionary of Literary
Terms And Literary Theory is defined as “either an author’s attitude
towards his theme and subject, or his method or technique”. Referring to
the basic definition, we understand the strategies of myth-making as
different ways of author’s interpretation of a myth (“theme”) and its artistic
embodiment (“method or technique”) in various parameters: from 1) using
its structural and semantic elements without modification to organize the
narration to 2) author’s transformations of traditional mythologies for
modeling a new artistic reality.

In our study, by discourse we mean verbal communication, the subject
of which is views on a common problem: myth-making and historical fact

! XpenoB H. A. Ot snoxu Oecco3HatenbHO MH(GOTBOpUECTBA K 3MOXe pediekcuu o
mudpe // Mudp um xynoxectBeHHoe cozHanue XX Beka /Pex. H.A. XpenoB; I'oc.uH-T
nckyccrBo3Hanus. M.: Kanon-mmoc, 2011.C..79

2 The Penguin Dictionary of Literary Terms And Literary Theory / ed. J. Cuddon
(revised by E. Preston). London: Penguin books, 1998. R. 276
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in the postmodern poetry of a literary text. The aim of our study is to
consider myth-making strategies as genre-forming ones in the historical
and philosophical discourse of the novel “The Wandering Jew” by Stefan
Heym.

Actuality and degree of coverage of the problem. S. Heym’s novel is
insufficiently studied. Only several articles (G. Ishimbaeva, T. Vilisova,
E. Boriseeva) and dissertations (N. Polishchuk, H-P. Ecker) are devoted to
it. The analysis of literary sources allows us to identify scientific gaps, the
filling of which determine the actuality and novelty of our work. We will
analyze these sources from this point of view.

Thus, in the article “Historical novels “The King David Report”, “The
Wandering Jew” by Stefan Heym: of history and historical reflection” by
T. Vilisova, the historical problems of the novel “The Wandering Jew” by
Stefan Heym are considered. According to the author of the article, “the
story in the novel is presented fragmentary: the creation of the Earth and
man, the beginning of a new reckoning after the advent of Christ, his life
and death, Germany after the Reformation, the 80-s of the 20" century in
the GDR and Judgment day”. The writer’s attention is focused on showing
the personality in the context of history, which allows the reader to
personally recognize its movement. The issues of historical responsibility,
which correlate with modern events in connection with changes in the
axiological orientations of society, are especially acute. The article focuses
on the functions of the mythological elements of the work, which form the
semantic horizon of the novel and are the “key” to its understanding.
According to the researcher, “the myth for S. Heym is a constant that
allows to order dissimilar material (legend, religion, science) and organize
it into a single text”® Agreeing with this thesis, we emphasize that
S. Heym’s appeal to biblical history and apocrypha in the novel “The
Wandering Jew” has primarily a metaphysical meaning. The writer creates
an artistic reality in which a different mythopoetic picture of the world is
presented. This aspect is noted by N.-P. Ecker who is the author of the
dissertation on “The Wandering Jew”. He believes that the history of
mankind in S. Heym’s novel is presented “as an episode of a more global
structure — the cosmos™. Indeed, the cosmism of the writer’s worldview
encompasses two key events in biblical history — the creation of the world

 Buumcosa T. Uctopuueckne pomansl Ctedana Ieiima «Kuura naps aBupay,
«Arachep» :  gemudosormzanus ~ MCTOPUM M UCTOpHueckas  peduekcus  /
https://philologicalstudies.org/dokumenti/2006/vol1/22.pdf

* Ecker H.-P. Poetisierung als Kritik. Stefan Heyms Neugestaltung der Erzihlung vom
Ewigen Juden. Tiibingen: Narr, 1987 s. 91.
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and Armagedon. Apparently, from the point of view of Eternity, non-
traditional assessments of character images — Jesus, Ahasuerus,
Leuchtentrager (Lucifer), historical figures — Martin Luther, Philip
Melanchthon, Paul von Eitzen, Lucas Cranach, were submitted by the
myth-maker. One of the priority tasks of our study is to consider myth-
making strategies in the historical and philosophical line of the novel “The
Wandering Jew” by Stefan Heym.

In E. Boriseeva’s review article “The mythologem of Ahasuerus in the
literature of post-modern epoch™, S. Heym’s novel is mentioned among
others presented in the foreign literature of the 20" and 21% centuries. The
author of the article sees the reason for the popularity of the migratory in
the differentness and incompleteness of the of Ahasuerus in any culture,
but the “eternal image” acquires a new life precisely in the dialogue of two
consciousnesses — Us-Them. It has been rightly noted that in the process of
transformation mythologem, the of Ahasuerus withdraws from pretext, the
legendary image ‘“‘acquires” new meanings, depending on contexts and
author’s intentions. Indeed, the image of the Eternal Wanderer in
S. Heym’s novel is significantly different both from the legendary pretext
and from the literary tradition. One of the further strategies of our research
is to clarify the specifics of the secondary mythologization of the image of
Ahasuerus in S. Heym’s artistic consciousness.

In  N. Polishchuk’s dissertation “Transformation of Ahasuerus’
mythologem in West European literature of the 19-20 centuries™® the
image of the Wandering Jew is considered in a transhistorical context:
from proto-text — the medieval legend of a man who insulted God, to the
post-modern version of the mythologem of Ahasuerus in the novel by
S. Heym. The author considers the ethno-specificity of this mythologem,
comparing the invariant of the European legend about the Wandering Jew
with the image of Marko Prokliatyi (Damned Marko) from the
eponymously-named novel by O. Storozhenko (1806-1874). It has been
marked the national component of the mythologem of Ahasuerus, that
symbolizes “the scattering and foreignness of the Jews themselves around
the world, which seems to be the realization of Ahasuerus’ terrible curse
on eternal”.

> bopuceeBa E. A. Mudonorema Aracdepa B nuTeparype 3M0XH THOCTMOnepHA /
http://elib.bsu. by/handle/123456789/36674

° [Momimyk H. Tpanchopmarnis wmidonoremn AracBepa B 3axiTHOEBPOIEHUCHKIN
miteparypi XIX — XX cr. ABroped. nuc... kaua. ¢inon. Hayk: 10.01.04 / JIbBiB. HaIl. YH-T iM.
I. ®panka. —JI., 2001.
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Comparing the transformations of the mythologem of the Wandering
Jew in the cultural and historical paradigms of the Romantic and
postmodernism, N. Polishchuk identifies two models: the canonical
paradigm of and the controversial paradigm of postmodernism. The
dissertation examines the ambivalence and “diversity” of the post-modern
version of Ahasuerus’ mythologem. However, the use of “author’s”
terminology without necessary explanations, for example, the “poly-
apocryphal nature of Ahasuerus’ mythologem”, “the game aspect of the
creation of meta-apocrypha” darkens the meaning of these interesting
aspects of the study.

A study of literary sources devoted to S.Heym’s novel “The
Wandering Jew” allows us to determine and correct the vectors of our

study.

1. Multi-genre nature and myth-making: points of intersection

As the analysis shows the genre structure of S. Heym’s work “The
Wandering Jew” in the context of author’s myth-making is the least
studied. And it is no coincidence, unsteady boundaries of the genre in non-
classical aesthetics give rise to thoughts of its disappearance (B. Croce,
J. Derrida). To T. Bovsunivska’s mind “... most researchers consider the
category of the genre so old-fashioned that they do not use it at all, and the
rest offer their own interpretation, which is so different from Aristotle’s
traditional times, that rather prevents the understanding and perception of a
literary work than helps to clarify its artistic nature. The age of
postmodernism shook the omnipotence of the genre”’. In the literature of
the 20" century there are new forms of literary works that are characterized
by genre diffusion (terminological synonyms — multi-genre nature, genre
polyphony, genre shift, genre convergence).

Literary critics noticed the tendency of postmodern writers to
decanonize and synthesize genres that is also observed in the novel “The
Wandering Jew” by S. Heym. Mythologizing strategies, trends, complexes
of dominant myths, processes of transformations and creations of new
models, coupled with the dynamics of spiritual and aesthetic search,
determine the multi-genre nature of S. Heym’s novel “The Wandering
Jew”. Its multi-level structure covers the genre elements of a historical-
philosophical novel, a religious-historical novel, a myth / anti-myth novel,
an apocryphal novel. The boundaries between these genre structures are

! boscyniscrka T. B. Teopis miteparypHux sxaHpiB : JKaHpoBa mapagurMa cy4acHOTO
3apyoixkHoro pomany : Ilizpyunux / K.: BunaBaudo-nonirpadpiunuii neHtp «KuiBcbkuii
yHiBepcuteT», 2009. C. 64.
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easily pervious and open (S. Averintsev’s term). The writer reinterprets the
Sacred History, historical facts and personalities of German culture of the
distant and recent past, referring to the concepts and poetics of
postmodernism.

2. Genre invariant of a historical novel in S. Heym’s modification

The genre dominant of S. Heym’s novel “The Wandering Jew” is a
historical and philosophical discourse, the specificity of which allows us to
argue that the author created a new type of historical novel. To prove this,
let us turn to the invariant model of the genre described by V. Malkina, a
comparison with which will demonstrate the author’s modifications from
the point of view of the influence / not influence of the concepts and
attitudes of postmodernism on it. In other words, it remains to be clarified
what traditions of the historical novel S. Heym inherits, what is the essence
of his innovations and how myth-making strategies are involved in the
creation of a postmodern genre form of the historical novel.

According to V. Malkina, an invariant of a historical novel, i.e. a set of
stable features and characteristics which are typical for the works of this
genre, regardless of the time and place of their writing, includes such
parameters. The main feature of the historical novel is the combination of
historicism and “Gothic anthropologism”. Among the many definitions of
historicism, she accepts M.I. Steblin-Kamensky’s “hypothesis of non-
identity”. The essence of the hypothesis 1s “the assumption that the
psychology of medieval man is not identical with the psychology of
modern man. That is, historicism appears when the differences in human
psychology are realized”.

The following feature of the historical novel invariant can be traced in
the speech (narrative) structure of the work. It implies “a combination of
points of view of different eras” and “the presence of historical
information” as a special compositional-speech form. At the level of the
plot organization, the historical novel is characterized by adventurism, the
ordeals of the hero, “the combination of the themes of “war and love”, and
all this against a background of a crisis historical era. The character system
of the historical novel traces “the connection of fate and the position of the
protagonist with a changing historical situation”; the presence of antagonist
characters®. We will consider these parameters in relation to S. Heym’s
novel “The Wandering Jew”.

® Mankuna B.S1. [Tostuka ucTopuieckoro pomana. [Ipobiema nuBapuanTa v TUIIOJIOTHS
’KaHpa: Ha Marepuane pycckoil mutepatypbl XIX — nHagana XX Beka : auccept. Kaua. Gpuios.
Hayk. M. 2001. C. 108.
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We believe that in addition to understanding the differences in human
psychology (according to Steblin-Kamensky), the concept of historical
development, the philosophy of history by its author as a manifestation of
historicism is an important component of the genre attribution of a
historical novel®. There is every reason to state its presence in S. Heym’s
work. It is indisputable for a writer to believe that absolute truth is
impossible, that truth consists of many subjective perceptions. He
considers official and generally accepted history as a mythopoeic variant
created as a result of information “filtering”: what we know is only the tip
of the iceberg'’. It is obviously, that the basis of author’s concept of history
IS post-modern understanding of it as a “big narrative” — history is what
they write about it, and therefore it differs little from literature.

The crisis of confidence in meta-stories as a characteristic feature of
postmodernism and its culture was first formulated in the work “Post-
modernist destiny” (“La condition postmoderne) by J.-F. Lyotard. In
Russian translation this work is known under the heading
«CocrosiHue noctmonepua». According to the French philosopher, in a
postmodern situation, the metanarratives have lost their “legitimizing”
function of substantiation of the laws, moral norms and structures of social
institutions . Researchers argue that even non-configurational texts are
not free from the subjective view of the historian and the appraisals
inherent in modern times (cM. 06 atom : I1. Pukep, U. Jlpoitsen)'*. Doubts
about the possibility of cognizing reality through historical knowledge and
traditional philosophy give rise to “epistemological uncertainty”. This state
of man and society produces a need to look for other ways of
comprehending being, which happens in the case of S. Heym. The writer’s
attempt to comprehend the movement of mankind in the “great time”, in
the context of relativity and distrust of explanatory systems, the desire to
find support in universals continues the tradition of the German historical
and mythological novel of T. Mann, G. Grass, K. Wolff.

It seems that in the historical and philosophical discourse of S. Heym’s
work, the specificity of the historicism of the post-modern novel is
significantly manifested. On the one hand, the writer creates a purely

¥ Cokomsckuit M.T. HcropusMm. JlureparypoBenueckue TepMuHBL: Martepuanbsl K
cioBapro. Komomna, 1999. C. 37-40.

% Bumucosa T. Hctopuueckne pomanbl Credana [eiima «Kuura maps [laBumay,
«Arachep»: neMudomoruzanus HUCTOPHH " HUCTOpHUUECKast pednexcus /
https://philologicalstudies.org/dokumenti/2006/vol1/22.pdf

1 JInotap XK.-®. Cocrossaue nmoctmoaepHa. — Cro.: Anereits, 1998. C. 7.

12 Hpoitzen, U. I'. Uctopuka . CII6.: Brnagumup [Hans, 2004. C.70, C.155 ; Puxép,
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historical novel, events in which can occur only in the described historical
era— during the Reformation or democratic Germany, which determines
the characters, actions and psychology of the heroes. On the other hand,
the author appeals to the present and tests for strength, it would seem,
unshakable truths and authorities, so that, to create his own myth based on
universal mythological structures and personal experience of historical
reality. Based on documented historical facts, the postmodern writer
reserves the sacred right of the demiurge to freedom of interpretation and
assessment of historical events and personalities, to rewrite historical
myths and their characters.

The strategies of demythologization and “rewriting” of history are
especially vividly shown in chapters devoted to Martin Luther (1483-
1546), the German theologian who laid the foundation of the Protestant
Reformation. Since he is not the protagonist of the work, this image
remained almost unnoticed in a few publications devoted to the analysis of
the novel. However, the debate about Luther and his teachings is latently
present on the pages of the novel from beginning to end, making up his
ideomyth based on the historical and philosophical reflection of the author.
It seems that one of the mythological structures — the mythologem of the
cultural hero — can serve as an interpretative model of the image of Martin
Luther.

As it is known, the mythologem of the cultural hero embodies the ideas
of harmony and order, which are consistently implemented in the
movement from chaos to space. In modern culture, its semantics goes far
beyond the boundaries of myth, encompassing the heroes of the epic,
historical and religious figures. However, at the same time, the invariant
basis is preserved — the activity of the cultural hero is assessed as
constructive from the position of Eternity, on condition that it has a
positive meaning for the regulation of being. It is quite natural that a
personality of such a scale as M. Luther, who caused controversy during
his lifetime, is surrounded by mythology in its historical existence. For the
history of mankind, which exists as a metanarrative according to
F. Lyotard, is not so important, if Luther actually nailed a poster to the
church gate in Wittenberg or sent out his 95 theses as a document®®;
whether or not he threw an inkwell at the devil — all the more several
places argue about their involvement in this event; during a storm or

13 Brendler, G. Martin Luther. Theologie und Revolution. VEB Deutscher Verlag der
Wissenschaften, Berlin, 1983. S. 107
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thunderstorm he took the oath of monasticism** There is no doubt that we
live in a world created by the Reformation. It is one of the starting points
of the history of the Western world with all its successes and failures. In
this regard, it is difficult to deny the importance of the personality of
Martin Luther’s activity, but we can tell about them, “breaking the reality
from one or another point of view”™ The choice of a way to tell a story is
determined by the narrative perspective, which acts as a semantic correlate
between the point of view and the narrated events'®. S. Heym uses several
narrative instances, both explicit and implicit in creating his own myth
about M. Luther. The first two include the narratives of the schoolboy Paul
von Eitzen — a supporter of Dr. Martinus and a professor from Jerusalem
H. Leuchtentrager — his main exposer. An implicit instance is Ahasuerus’
thoughts about the world order and free will, inviting the reader from this
point of view to evaluate M. Luther’s personality and his religious reform
activity. It is the reader whom the author opens up a wide field of free
choice in answer to the question: who was Martin Luther in history —
“a wheel that got into a rut” or “a coachman driving a bull”? This strategy
of the author’s relationship with the reader in S. Heym’s new historical
novel differs from the position of the omniscient author in the traditional
one.

The historical storyline also tells about the life of Paul von Eitzen — a
real younger contemporary of Martin Luther, a student to whom he
patronized. The son of cloth and wool merchant Paul von Eitzen goes to
Wittenberg to study theology under the supervision of M. Luther and
F. Melanchthon. At the coaching inn, he meets Hans Leuchtentrager (the
meaning of the German surname Leuchtentrager is identical to the
semantics of Lucifer: light-carrying, light-bringer), which becomes his
companion and adviser for life. Thanks to the help of Hans Leuchtentrager
(i.e. Lucifer), the lazy, not bright, but ambitious Eitzen successfully passes
the exams, receives a letter of recommendation from Luther, first becomes
a pastor and then a bishop.

14 Kantzenbach, F.-W. Martin Luther. Der biirgerliche Reformator. Musterschmidt,
Géttin%en, 1972.S.19

™ 1Imuz B. Happaronorus M.: f3biku cinaBsHckor KyabTypsl, 2003. C. 9.
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C. 321-22; Viehover, W. Erzdhlungen im Feld der Politik, Politik durch Erzdhlungen.
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The provocative convergence between Luther and Lucifer in their
patronage of the theological career of blockhead Eitsen is a clearly
unfriendly gesture of the writer towards the father of the Reformation, if
not outright sarcasm. S. Heym emphasizes such traits of the theologians
Luther and Melanchthon as vainglory, the desire to make an impression
that allows the demon to manipulate them: «Er (Leuchtentrager) hat Luther
und Melanchthon gut studiert, sie haben nichts miteinander zu reden, aber
vor Publikum versuchen sie, einander zu ibertreffen und werden zu
solchen Chrysostomos, dass die Zuhorer vor Bewunderung ihre Miinder
6ffnen» .

It is significant that the main scenes in which Luther and Melanchthon
are shown are given by the eyes of Paul von Eitzen, that is, the character
originally apologetic for them. The author’s irony manifests itself more
clearly. It evaluates, for example, their everyday behavior. So, in the
episode of the general meal, the sacred feast is clearly parodied: “In der
Mitte des langen Tisches sa3 Dr. Martinus wie Jesus Christus beim letzten
Abendmahl. Seinen groflen Kopf auf die Faust stiitzend, schaute er sich
trige die Tafelrunde an“'®. The image of the doctor is deliberately reduced:
for the sake of a tasty piece of meat («Er nahm sich das saftigste Stiicky),
he stops the theological discussion. The compromising detail is “the
expression of the eyes of Dr. Martinus is both critical and satisfied” at the
sight of the “playful” Leuchtentrager artifact — a coral knife in the form of
a naked female figure. The author notes with irony that the great
theologian “did not recognize” the devil in one of the guests of his house.

The author fixed such a feature of M. Luther as authoritarianism and
rejection of a different opinion. During the discussion, he is often annoyed,
and Paul is surprised to note his intolerance and the new outbursts of anger
that accompany his speech. Nietzsche afterwards calls the “garrulity of
anger” Luther’s manner of stringing and piling charges against his
enemies. This feature is also noted in historical sources, however, unlike
S. Heym, it is evaluated in the context of the psychology of the Middle
Ages. “He was a product of his time,” writes Dr. Benjamin Hasselhorn,
curator of the exhibition about the great reformer at his house-museum in
Wittenberg, “and Luther’s times were loud and rude. At that time, the
inhabitants of central Germany were not polite people”. But there is also
other evidence in favor of humanity, generosity and the hospitality of
Luther, when fifty students, pilgrims, and colleagues sat at his table. It is

" HeymS. Ahasfer . Fischer Taschenbuch Verlag. Frankfurt / M., 1992. /
https:/llg/vww.dieterwunderlich.de/Heym_Ahasver.htm
Ibid
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narrated by Martin Luther’s “Table Talks” (“Tischreden”), collected by his
students. It is also known that four adopted children grew up in the
theologian’s house (except for six of his own, four of whom survived), and
during the plague his house served as a hospital and hostel for students and
staff. These widely known facts from Luther’s biography could not be a
secret for S. Heym, who grew up in German culture. The tendentious
choice of historical facts, their artistic evaluation in an ironic and parody
mode, through semantic inversion, testifies to the author’s intention to
demythologize the image of Martin Luther as a strategy for a new
historical novel,

The image of Eitzen is the mirror that reflects the influence of the
personality and statements of Dr. Luther on the average person. Their
convergence especially closely occurs on the basis of anti-Semitism. The
anti-Semitism of the doctor is shown in the total rejection of Jewry at the
level of mentality and religion. So, when Melanchthon offers to hear the
story of an eyewitness Ahasuerus about the torment of Christ in order to
convert Jews to Christianity, the founder of the Reformation bursts out
with an angry invective against the Jews: «Christianisieren! Rief der
fromme Dr. Martinus aus. — Juden? Horen Sie auf meinen guten Rat:
Erstens sollten alle ihre Synagogen und Schulen verbrannt, die Messbiicher
weggenommen, und der Glaubensunterricht der Talmudisten und Rabbiner
verboten werden. Zweitens miissen junge und starke Juden mit Ketten,
Axten und Schaufeln versorgt werden, damit sie ins Schwitzen kommen,
und wenn sie nicht wollen, miissen sie zusammen mit ihrem ewigen Juden
aus unserem Land vertrieben werden; Sie alle haben gegen unseren Herrn
Jesus Christus gesiindigt, wofiir sie verflucht sind, wie der Agaspher»'®.

Using the method of intertextuality, S. Heym practically quotes a
documentary source — seven advice-recommendations from the pamphlet
of M. Luther “On the Jews and Their Lies” (Von den Juden und ihren
Liigen, 1543), which he gives to the authorities on how to behave with the
Jews. In the second part of the pamphlet, Luther for the first time brings
forward against the Jews an argument not of the theological, but of an
economic order. He accuses them of usury, greed, dishonesty and
parasitism, which finds a sympathetic response in the petty soul of Paul
von Eitzen. Listening to the doctor’s eloquence, he fixes contradictions and
double standards, discrepancies between his words and Christ’s truth,
which teaches us to love our enemies. However, in reality, getting a church

¥ HeymS. Ahasfer . Fischer Taschenbuch Verlag. Frankfurt / M., 1992. /
https://www.dieterwunderlich.de/Heym_Ahasver.htm
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pulpit is more dependent on Dr. Martinus, “kaum zu bezweifeln, dass er
recht hat.” In this way, S.Heym emphasizes the destructiveness of
Luther’s teachings and speeches, which undermine the moral principles of
Christianity. It is worth noting the realization of such a stable feature of the
structure of the historical novel as the presence of ethic conflict and moral
Issues.

Luther’s anti-Semitism is a complex and painful problem not only for
the Germans, but for Christianity as a whole. However, in S. Heym’s
novel, it covers the other sides of the versatile, of course, ambivalent
personality of a genius German, who, according to Stefan Zweig, “is
overwhelmed and swelled with power and violence of a whole nation.”
Luther’s apologists prove that his anti-Semitism has a religious basis,
being a manifestation of a traditional medieval worldview. That is really
true, since he did not profess racial theories that form the basis of modern
anti-Semitism. Nevertheless, the fact that the Nazis used the works and the
name of Martin Luther to justify the Jewish pogroms, for example, on the
so-called Kristallnacht (Novemberpogrome, 1938), is widely known. As it
is known, any ideology is subject to mythologization. The appeal to
M. Luther as the authority of the nation allowed the politicized elite to
justify their inhuman actions, giving them legitimacy, to manipulate the
mass consciousness to achieve ideological goals.

So, the analysis of S.Heym’s novel “The Wandering Jew”
demonstrates his author’s doubts about the historical viability of M. Luther
as a cultural hero who created or brought to people the fruits of
civilization, taught them ‘“norms of social life and sacred rituals” and
“performed various feats of world order”®°. The writer critically assesses
the reformist activities of the professor of biblical theology at Wittenberg
University, considering it to be destructive and disruptive by itself. It led to
an all faith schism, and then to civil war and peasant riots (1524-1525) in
Germany, which M. Luther condemned, calling for the murder of rebel
peasants as ‘“rabid dogs” (“Against the Murderous, Thieving Hordes
of Peasants”, 1525).

It is significant that in the novel “The Wandering Jew” the constant
opponent of Dr. Martinus is Hans Leuchtentrager, an angel-deity who was
cast out of heaven, secret adviser to the German princes, a professor from
Jerusalem, and one of the participants in the intellectual discussion. The
image of the fallen angel of Lucifer inherits the world literary tradition. As

2 Menernuckuii E. KynerypHblit repoit / Mudsl HapoaoB Mupa. DHIMKIONETUS :
B 2-x T. / 1. pegaktop C.A. Tokapes. M. 1997. T.2. C. 25.
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it befits the spirit of doubt, he is a great tempter and provocateur. He is
smart, skeptical, insightful, not devoid of charm and attractiveness, despite
the outward ugliness. «Part of the strength of one without a number /
Doing good, wishing evil for everything», Leuchtentrager appears in the
novel as a kind of arbiter of justice. The author trusts him with the
ideological plan for assessing the spiritual and religious activities of
Luther, which is another marker of the demythologization of the image of
the latter. Observing the crushing of human nature as a reflection of the
failure of the Higher Power («Was niitzen all die Alexander die Grofen
oder Sokrates, wenn der Himmel jetzt nicht hoher als die Zimmerdecke
1st?»), he sarcastically takes notice of the doctor’s reformism: «Zuerst gab
er dem Papst einen Tritt, aber dann erkannte er, wie notwendig er war, die
gottliche Weltordnung zu bewahren, damit das Oben oben und das Unten
unten bleibt»**. The postmodern writer plays paradoxes, offering characters
unusual roles for them: the subverter and the spirit of evil to take care of
the hierarchy and harmony of the divine universe, unlike the theologian,
who destructs this world order.

It is significant that the defender of the “dark” side of Dr. Martinus’s
activities is advocated by the director of the Institute of Scientific Atheism,
Professor Siegfried Baifus, as well as his curators from the special services
and the Ministry of Education. They do not care and do not need historical
truth, since there is an official point of view as a monopoly on truth.
«Heute erinnert dich Herr Leuchtentrager an antisemitische AuBerungen
und Schreiben Luthers und morgen zitiert er das Luther-Pamphlet aus der
Zeit des Bauernkrieges gegen die "morderischen und rduberischen Rotten
der Bauern", die er aufforderte zu ,zerschmeil3en, wiirgen, stechen,
heimlich und offentlich, wer da kann, wie man einen tollen Hund
erschlagen muss®, was nicht nur dich, sondern alle, die an der
erfolgreichen Durchfiihrung der geplanten Feierlichkeiten arbeiten, in eine
unangenehme Lage bringt»* — socialist leaders and inspirers remind the
historian of his ideology S. Baifus. In a totalitarian state, scientific
objectivity depends on the political moment and submits to ideology —
“history is being written.” Consequently, on the eve of the 500th
anniversary of M. Luther, Professor Leuchtentrager becomes an
undesirable person due to his remark about the influence of the hero of the
day on the birth of modern anti-Semitism. The so-called “discussion” is

2 Heym S. Ahasfer . Fischer Taschenbuch Verlag. Frankfurt / M., 1992. /
https://www.dieterwunderlich.de/Heym_Ahasver.htm
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closed due to the presence of only one “correct” point of view, which is
contained in the ideological myth of the great German approved by the
authorities.

The mirror roll call of the episodes, which unites the two “disputes”
occurring at different historical times, in medieval Alton and socialist
Berlin, is interesting. Their subject is the problem of reality /
symbolicalness of Ahasuerus — a man who offended Christ, a witness of
His Calvary sufferings, and more broadly — the problem of the existence of
God and the immortality of the soul. The comparison shows: times are
different, but the result is the same — the one who has power has the
“truth”. The paradox is that in the first case, a career that gives the right to
power and a comfortable existence is ensured by the glorification of God
(Paul von Eitzen), and in the second, by his atheistic denial (S. Baifus and
the socialist comrades). However, in either case, they fight against
dissidence — the theologian against sectarian, Baifus against ideological,
thereby ensuring a comfortable life.

To reveal the mechanisms of official “historical writing”, S. Heym
finds an original artistic solution. The epistolary discussion between
H. Leuchtentrager and S. Baifus acts as an insert genre, compositionally
localized in the structure of the work® The correspondence also plays the
role of ‘“historical reference” as a special compositional and speech form,
noted by V. Malkina as an invariant of the historical novel®. Here it is
worth noting such a distinctive feature of S. Heym’s historical novel, as a
mixture of historical sources with legendary and mythological, the
inclusion of hoaxes whose purpose is to verify their historical authenticity
in the reality modeled by the author. An example is a detailed selection of
national versions of the legend of Ahasuerus, a Report on the trial against
the adviser of the emperor Julian the Apostate from the archives of the
Great Port, Qumran scroll 9 Qres, etc. The postmodern principle of
nonselection used by the author blurs the boundaries between real fact and
fiction, stimulates the game with the reader, and creates an ironic mode of
narration.

A comparison of the genre invariant of a historical novel with a
postmodern one raises the question of S. Heym’s modification of such a
stable feature of a historical novel as a combination of historicism and
“Gothic anthropologism”. Researchers (V. Zhirmunsky, |. Nabytovich,
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T. Denisova, G. Zalomkina) noted the multi-level affinity between Gothic
and myth in such parameters as a picture of the world, type of
consciousness and understanding of reality, which finds expression in the
semantics and poetics of the work. The cogency of the Gothic component
in the historical and mythological structure of the novel is evidenced by the
compositional role of Lucifer-Hans Leuchtentrager as a cross-cutting
character that combines sacred and profane spheres, history and modernity.
A special feature of the historical novel by S. Heym is the recoding of the
motives and images of the Gothic novel in a postmodern manner to create
an individual author’s myth.

It is most obviously represented in the Gothic motive of the contract
with the devil and his invariant — selling the soul in return for certain
goods. In the “Dictionary of motives and plots”, it is presented the motive
structure of the contract with the devil, which includes the following
elements: “the hero 1s in dire need (in love with an inaccessible woman /
seeks to get rich / get promoted / become king, etc.) — seeks the path to the
devil (a specific place, time, through an intermediary) — concludes an
agreement / renounces Christ — receives what he wants — realizes his own
fall — after repentance (possibly through a saint) he is saved”®. Let us
compare the invariant structure of the motive with its modification in the
postmodern historical novel.

S. Heym’s transformation of this motive can be traced in several
aspects. First of all, the key moment of the contract that is the sale of the
soul to the devil is inverted. Leuchtentrager does not need it; he initially
knows the value of the human race. A rebel who did not want to bow to
God’s creation evaluates the soul of Paul von Eitzen no more than the
usual pastor’s little soul, which «davon haben wir genug, und so eine Seele
bekommt man am Markttag billiger als faulen Fisch»*°. Then why does the
demon need all this? Probably, for the sake of a game for which the
process is more important than the result.

We will call one more difference from pretext, associated with the
modification of the motive for renouncing Christ. In the novel “The
Wandering Jew”, the author portrays Eitzen as a kind of “medieval
relativist”. Having successfully passed the exam, candidate Eitzen,
«demnichst Magister, hat nicht vergessen, wem er alles schuldete: erstens

2% Ci0Baph-yKa3aTenb CI0KETOB U MOTHBOB PYCCKOM JIHTEPaTyphl. DKCIICPUMEHTAIBHOE
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natiirlich dem Gott, von dem alle Gnade kommt, und zweitens und nicht
weniger seinem Freund Leuchtentrager®’. Accepting the help of the devil,
he does not even think to deny the Savior. Both God and the devil safely
“coexist” in his wretched little soul, because they perform the same
functions — they help “to get rich / get promotion”.

Moreover, because of his lack of spirituality, he does not realize the
depth of the fall and does not consider himself an apostate. The doctor of
theology, Eitzen, does not know the feeling of remorse. When he
nevertheless has the urge to pay the bills and Ahasuerus reads him a line
from the Old Testament about the punishment of evil and hypocritical
shepherds, the bishop tries to save himself from the infernal flame by word
juggling. Habitually resorting to a set of quotes from the Bible, he claims
that «menschliche Siinden auf Gott liegen»”®. However, Eitzen
immediately puts himself into a trap, because in the sermons on the Divine
Providence he wrote differently: «Der Fluch fiir den Gottlosen ist von thm
selbst vorgegeben»>". The scene of “minor eschatology” was solved in a
gaming way — the abduction of the soul of Eitzen, who is more frightened
by the prospect of being stuck in a pipe than the flight with infernal forces.

The transformation covers other Gothic motives in S. Heym’s novel.
For example, the motive of a villain whose image is devoid of
characteristic demonization; the motive of the dead bride, embodied in the
image of Margret — the devilish spawn of rags; the motive of the birth
curse — the birth of Margarita, the youngest, hunchbacked and lame, who
was especially loved by her mother for known reasons.

CONCLUSIONS

Thus, in the historical and philosophical discourse of the novel “The
Wandering Jew” by S. Heym, a writer of a nonconformist constitution and
an opponent of any ideologies, once again denies the existence of a “right”
point of view that has been unified for all times, no matter how
authoritative it may seem. Turning to the documents of the era, historical
facts, pamphlets and texts of the teachings of M. Luther, mythological and
legendary material, using the strategies of demythologization and the
techniques of postmodern poetics, the author creates his own ideological
myth about the theorist-reformer. Moreover, “the data for the historical
interpretation are not the realities that have not disappeared, but their trace

2 Heym S. Ahasfer . Fischer Taschenbuch Verlag. Frankfurt / M., 1992. /
https://www.dieterwunderlich.de/Heym_Ahasver.htm
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in the present”®. By demythologizing the story and destroying its power
status, S. Heym uses various game strategies inherent in postmodern
poetics: total irony, parody, pastiche, semantic inversion, intertextuality,
playing with the reader, images, game element in the narrative structures of
the novel, convergence of spatial and temporal coordinates of different
eras. Relying on tradition and modifying the genre forms of a historical
novel, S. Heym creates his new type that is a postmodern historical novel.

SUMMARY

The article deals with the strategies of myth-making in the historical
and philosophical discourse of the novel “The Wandering Jew” by
S. Heym. The concepts of “myth-making strategies”, “discourse”, and
“multi-genre nature” are being clarified. Genre modifications of the
historical novel by S.Heym through its comparison with the genre
invariant of the traditional historical novel have been revealed. The
author’s transformations of the principle of historicism, “Gothic
anthropologism”, the myth-making strategies in the interpretation of
history have been ascertained. The historical images of Martin Luther and
Paul von Eitzen, the postmodern poetics of their artistic realization have
been characterized. It is proved that the main myth-making strategy is the
demythologization of history as a discourse of power. The features of the
genre structure of S. Heym’s novel “The Wandering Jew” as a postmodern
historical novel have been described.
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MAPPING SPACE IN FICTION OF ANDREI PLATONOV

Keba O. V.

INTRODUCTION

The specificity of space is the fundamental problem of A. Platonov’s
poetics. Scholars have been trying to investigate and describe correlation
between real social and geographical space (as well historical time) and
their fictional forms in the writer’s works. Spatiality as a special category
of Platonov’s prose has been studied repeatedly. Plot motifs and visual
Images associated with space attracted the attention of literary critics,
cultural experts, and philosophers: The greatest interest among works of
this direction are studies of Yu. Levin', V. Podoroga®, as well detailed
comments on the Chevengur of Ye. Yablokov®. Geographical images of
the novel Chevengur have been considered by D. Zamyatin®. It also seems
promising to consider the spatial aspects of the writer’s work in the context
of the so-called “magic realism”. One of the most important features of this
style is a “magical space”, which “although it can be quite specifically
delineated, does not completely coincide with any real geographical and
historical space, since the space of magical realism does not obey the
generally accepted forms of determinism, but lives according to its own —
magical — laws...”

The aim of the research is to identify the different aspects of spatiality
in Platonov’s fiction: “space of life” (the relation between the real socio-
historical space and the fictional one), and “space of text” (specific
language of modeling of text and a system of relations between textual
elements based on substitution of sequence in time on simultaneity in
space).

1
Jlesun 1O. Ot cunrakcuca k cmbicny u ganee («KotmoBan» A. Ilnatonosa).

Cemuomuxka u ungpopmamuxa. Bein. 30. Mocksa, 1990. C. 115-148.

2 [Tonopora B. EBnyx aymm. [lo3unus urenust u mup [Inatonosa. /lapannenu (Poccus —
Bocmox — 3anao). Anvmanax ¢hunocogcroii xomnapamusucmuxu. Buim. 2. Mocksa, 1991.
C. 33-82.

® sf6mokos E. A. Ha Oepery Heba (poman Anpapes [lnaronoBa «YUeBenryp»). CaHKT.-
[TerepOypr : U3a-Bo «bynanuny», 2001. 376 c.

* Bamsrun J[. H. WmMmepust mpoctpancTBa: reorpauueckie o6pasbl B pOMaHe
A. TlnatonoBa «Ueenryp» @uuonoeuueckue nayxu. 2000. Ne 1. C. 14-23.

> I'yrauH A. A. Marudeckuil peainusM B KOHTEKCTE JIMTEPATyphl U UCKyccTBa XX BeKa:
(eHOMEH 1 HEKOTOphIe yTH €ro ocMbicieHus. Mockaa, 1998.117 p.
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1. Spatial relations in fiction

The category of space in its relation to fiction is considered to be one of
the most relevant in contemporary literary studies. Its theory was
developed and formulated by Yu. Lotman®, V. Toporov’, J. Frank® and
others. Lotman distinguished two main approaches in the study of “time
and space”. The first is related to the Bakhtin’s concept of chronotope and
involves the study of forms, means and images of artistic transformation of
“real” time and space in accordance with the conventions of a particular
genre. The second one arises from mathematics, where space is understood
as “the set of homogeneous objects (phenomena, states, facts, figures,
values of variables, etc.), among which there are relations similar to
ordinary spatial relations (continuity, distance, etc.). Therefore, this
method requires the approach that views a text as a certain form of space
and establishes connections between different elements within the
architectonics of a literary text.

After Bakhtin axioms, saturated with exceptionally productive
methodological potential, were regarded as the characteristics of a
chronotope. They are as follows: 1) a chronotope is comprised only of that
what “has become an image in a work”, and that what is “created, and does
not create”; 2) a chronotope, as well as the genre with which it is most
closely associated, is a category of form and content; 3) clarification of the
points of convergence of real time and space and determination of features
peculiar to artistic transformation can define the specificity of a
chronotope; 4) a chronotope is revealed through the connection with an
image of a person in the literature of a particular period and the analysis of
evolution of the genre of the novel through the prism of different types of
chronotope testifies this connection.

® Jlorman IO.M. IlpoGiema XyIOKECTBEHHOTO IMPOCTPAaHCTBA B mpo3e Loroms
Hzopannvie cmamou. B 3-x t1r. Tammun: Anekcangpa, 1993. T.1. C.413-447;
Jlorman 0. M. 3ameTku 0 XyJ0)K€CTBEHHOM MPOCTPAaHCTBE. M30pannvie cmambu. B 3-X TT.
TannuuH :  Anekcanapa, 1992, T.1. C 448-463; Jlorman 1O. M. K mnpobreme
MPOCTPAHCTBEHHON  CEeMHOTUKH. VYuewwie 3anucku Tapmyckoeo 2ocyoapcmeenHoz2o
yHugepcumema. CeMuomuxka npoCmpancmea U npoCMpancmeo cemuomku. Tpyovl no
3nakosvim cucmemam XIX. Tapty, 1986. Bem. 720. C. 3-6.

! Tonopos B. H. IIpoctpancTtso u texcr. Texcm : cemanmuxa u cmpykmypa. MocKBsa :
Hayxka, 1983. C. 227-284.

® Frank, J. Spatial Form in Modern Literature. Critiques And Essays In Criticism. 1920-
1948. Selected By Robert Wooster Stallman. The Ronald Press Company. New York, 1949.
P. 315-328; Frank, J. The Widening Gyre: Crisis and Mastery in Modern Literature. New
Brunswick, N.J.: Rutgers University Press. 1963. 278 p.; Frank, J. Spatial Form 30 years
after. Spatial Form in Narrative. Ed. by J. R. Smitten and A. Daghistany. Ithaca; London :
Cornell University Press, 1981. P. 202-244.
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It should be noted that Bakhtin examined literature in all the stages of
its development staring from antiquity to the 19" century inclusive, and its
artistic paradigm can be called classical to a certain extent. In this
literature, the axiological system of an author and characters, considering a
possible complexity of the relationship between them, either had coincided
or was clearly separated and understood by the reader. However, since the
end of the 19" century a growing segment of literature has been composed
of works in which there is a sharp contrast between the values of an author
and a character; the narrative is arranged in such a manner that it is
difficult for a reader to identify the subject of speech and the latter is
devoid of clarity and stability; speech discourse “drifts” from a narrator to
a character, images of space and time pertaining to a character are
emphatically subjective and cannot be identified as authorial ones. Thus,
literature in the first half of the twentieth century certifies the artistic turn
from the reproduction of the world of phenomena to the embodiment of the
world of entities, and to overcoming deterministic principle of artistic
thinking and a mimetic image of reality.

In modernist literature a chronotope undergoes significant changes as
well. Works, in which the image of external time and space was
problematic, were distributed: it (the image) either did not clearly coincide
with real sociohistorical time (like Kafka), or fell out of the “objective”
subject representational sphere of a story (like Proust). “External” time and
space were replaced by “internal” time and space. A special type of
chronotope arose — the chronotope of consciousness, which modified the
organization of the principles of an artistic structuring of a work. The
linear causal factor lost its structure-forming significance and gaps
between text elements arose at different levels, from a story line to a
subject, signifying fragmentation as the main principle of modernist
narrative.

The new artistic practice required theoretical understanding, and
among other methodological categories that were proposed in the first half
of the twentieth century, the concept of spatial form proved to be
especially productive one. It was proposed in 1945 by the above-
mentioned American literary critic Joseph Frank in his work “The Spatial
Form in Modern Literature”. Analyzing the construction of works of
T. S. Eliot, E. Pound, M. Proust, J. Joyce, J. Barnes from the point of view
of the specificity of their perception by the reader, J. Frank notes that “the
reader is intended to apprehend their work spatially, in a moment of time,
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rather than as a sequence’. Thus, the prospects of the special reception of
“non-classical” literary text were in the focus of Frank’s attention. First, he
regarded the poetic works of Eliot and Pound in this context, and then
extrapolated the receptive method of innovation comprehending of a poetic
form and structure of a new novel. The realignment of the perception
process from temporal to spatial is caused by fragmentation of a text,
which at the level of image construction is indicated by an increase in the
number of associatively linked fragments, and at the level of narrative by a
violation of the chronological narrative. This structure of a work
complicates the work of a reader. Frank referred to R. P. Blackmore’s
definition of the Elliot method as “episodic” and pointed to the separation
of components of every single episode, the mixing of both verbal and
figurative fragments and the constant reversal of narrative. All this
required a new way of reading perception, called the “principle of reflexive
reference” by Frank™. This principle implied an active reader’s
interpretation of the connections between text fragments devoid of causal
logic, but built on the “spatial” logic, as they did not follow each other in
the process of storytelling they were connected exclusively by the spatial
logic of the whole: |To be properly understood, these word-groups must be
juxtaposed with one another and perceived simultaneously; only when this
Is clone can they be adequately understood; for while they follow one
another in time, their meaning does not depend on this temporal
relationship|*".

J. Frank subsequently returned to his idea in the article “Spatial Form
30 years after” and in view of the experience of formal school, “new
criticism”, structuralism incorporated the idea of “spatial form” into the
wider context of the text theory; at the same time spatial form came to be
understood as one of the possible ways of organizing a work of any era,
and not just as the dominant principle of organizing a modernist text.

The increase of reader’s activity in the process of text perception, the
need to compare fragmented elements of the text (episodes, motives,
images, text fragments), the non-linearity of reception, the ability to keep
in memory certain fragments of events presented considering chronological
violations, to compare different points of view, to see the connection
between storylines, details, verbal and figurative constructs, intertextual

% Frank, J. Spatial Form in Modemn Literature. Critiques And Essays In Criticism.
1920-1948. Selected by Robert Wooster Stallman. The Ronald Press Company. New York,
1949. P. 318.

19 bid., p.321.

" Ibid.
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references — all this came in the twentieth century as a consequence of the
complication of literary technology and brought to life the need for
theoretical understanding of an open spatial structure of a text.

The formation of the spatial form was caused by the reorientation of
chronotope as a mimetic time and space to the chronotope of
consciousness. It is not by chance that in the characterization of modernist
works one can often find such expressions as “inner time”, “time of
consciousness”, “heme of memory”, “overlay of the past and present in the
space of consciousness”, etc. Thirty years after J. Frank, in his adjustment
of the ideas of spatial form, focused on a significant shift in the parameters
of time embodiment in a literary work: “the efforts of stream-of-
consciousness writers such as Joyce, Faulkner, and Virginia Woolf to
break up language itself so that it would reproduce the movements of
consciousness either on the reflexive or prereflexive level. This effort to
depict consciousness is what dramatizes the difference between physical
and psychological time, and also calls into question the unity of the self”*.

The assertion of a chronotope of consciousness in twentieth-century
literature does not abolish Bakhtin’s idea: there is no impassable boundary
between his chronotope and Frank’s spatial form. Bakhtin always kept in
sight the connection of a chronotope with an epoch and its values, and for
literature of the epoch of modernism and postmodernism, such a
connection should be established as well. Bakhtin wrote about a “special
creative chronotope inside which this exchange between work and life
occurs, and which constitutes the distinctive life of the work™®®, therefore,
the world of the work and the world of the author and reader are separated,
but the border between them should not be understood as absolute and
enduring. “However forcefully the real and the represented world resist
fusion, however immutable the present of that categorical boundary line
between them, they are nevertheless indissolubly tied up with each other
and find themselves in continual mutual interaction; uninterrupted
exchange goes on between them, similar to the uninterrupted exchange of
matter between living organisms and the environment that surrounds
them...”".

Although Bakhtin did not emphasize the reader’s role in the
“depicting” world, but the often used phrase “a world of an author-reader”

12 Frank, J. Spatial Form 30 years after. Spatial Form in Narrative. Ed. by J. R. Smitten
and A. Daghistany. Ithaca; London : Cornell University Press, 1981. P. 228.
B3 Baxtun M. M. Bompocsl nurepatypel u acretuku. McecnenoBaHus pa3HbIX JIET. —

Mocksa : XynoxecTBeHHas nuteparypa, 1975. C. 403.
™ Ibid., 402.
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gives the right to say that a reader, as a co-author of the receptive creation
of the artistic world, is also connected with the described process of
creative interchange. It is at the intersection of the created text and each
time re-created by the reader that the concept of spatial form “works”. The
principle of “reflexive reference” of J. Frank begins to be actualized in the
space of meeting the world of a work and the world of an author and
reader, when a reader constructs the content of the work from the “pieces”,
fragments, and compares elements of the text, builds, and draws up a
definite artistic whole.

The ideas of V. Toporov regarding the structure of a literary text are
also very important. The latter is based on the fact that the text is always
spacious i.e. it is a sign of space, located in real space, etc.™.

Thus, we can talk about the basic aspects of the study of artistic
spatiality problems, they are such as follows: 1) spatiality is the most
important property of literary works of any period; 2) artistic spatiality can
be interpreted with the help of concepts of “chronotope” (“time and space
in the text”) and “spatial form” (text space), in the context of which
spatiality is understood as a certain system of connections between text
elements, on the basis of the time-sequential substitution for spatial
simultaneity; 3) in the 20th century the predominance of spatial literary
forms is connected with the orientation of a creative subject not toward
physical but toward psychological time, toward the spatial consciousness
of a text construction considering the possibilities of multilevel artistic
communication (author — hero — reader); 4) the author’s techniques that
actualize a spatial organization of the work, create an effect of text
fragmentation, “incomplete integrity”, “sphere of uncertainty”,
comprehension of which requires increased reader activity; 5) clarification
of a specific character of spatiality in the works with a “complicated”
artistic paradigm in the literature of the 20th century creates the necessary
prerequisites for an effective interpretation of their semantic versatility.

2. Transformation of real space and time in Platonov’s Universum
It is unnecessary to prove that Platonov’s work was inspired by the
dramatic events of his time, which in a specific refraction occupies all the
space of the writer’s works. The best example of the uniqueness of the
Platonov’s transformation of real time and space is the novel Chevengur, a
kind of author’s opus magnum. The spatial and temporal organization of

s Tonopos B. H. IIpoctpancTBo u TekcT. Texcm : cemanmuka u cmpykmypa. Mocksa :
Hayxa, 1983. C. 227.
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the novel is marked by obvious duality: it is, of course, a novel about
Russia, about Russian people and Russian society in the era of a radical
breakdown of national life; at the same time, it is a novel about human
existence, about the eternal and secret, unconditional and incomprehensible
In it. The story of the work takes place in a specific historical time-space —
on the eve of the 1917 revolution and in the post-revolutionary years.
However, this fact requires reservations. The events of the “great” story are
not included directly in the field of the plot action of the work, but serve
only as a background for depicting the wanderings of the characters in
search of "the meaning of a separate and common existence."

In Chevengur one can find many real place names associated with the
territory of the VVoronezh region of Russia, but the spatial and geographical
specificity is very relative. In the first part of the novel, published during
the writer’s life as an independent work (the story The Origin of the
Master), there are generally no “links” to a particular topography. In the
rest of the text, there is a bizarre mixture of real and invented toponyms,
and the latter clearly prevail®®. The central one is, of course, Chevengur — a
geographical name that, in accordance with the "strange" logic of the
characters of the novel, acquires interchangeability with the abstract
concept of "communism" (comp. Chepurnyi’s explanation of the place
from where he arrived in the provincial city: “U3 kommyHuzma. Cihbixan
Takoi myHKT? <..> IIyHKT ecTb TakoW — uemnblil ye3aubid 1eHtp. Ilo-
cTapoMy oH HasbiBasics YeseHryp”''.

It is significant that Platonov makes his characters fall into spatial
“confusion” very often, move in the direction opposite to what they
actually need. Let us also pay attention to how and with what speed the
characters of the novel overcome distances. So, Sasha Dvanov a few days
after a serious wound in the leg all night runs across the steppe to the
railway station, first he finds himself in a village, and then in a unfamiliar
settlement, at a stand near a certain Fekla Stepanovna. Kopenkin, who is
looking for him, passes all the villages that he encounters on his way one
after another, checks every yard, and, surprisingly, finds Dvanov soon,
although for this he probably would have taken more than one hundred
kilometers and spent a lot of time. Characteristic is the very way Kopenkin
travels in space; he is always “meiicTBoBa) 0€3 ITaHA W MapIIpyTa, a

1 See: Jlacynckmit O. XKutens pomsoro ropoga. Bopomex, 1999. C. 241-250;
AneiinukoB O.1O0. Ha moacrymax x «YeBeHrypy» (00 OJHOM U3 BO3MOXKHBIX HCTOYHHKOB
Ha3BaHUs). Quronozuueckue 3anucku. Boi. 13. Boponex, 1999. C. 177-184.

7 Mnarounos A. IL. Yepenryp: [Poman] / Coct., BeTym. cT., kOMMeHT. E. A. SI610koBa.
Mocksa : Beicmas mkoma, 1991. C. 186.
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Hayrajx ¥ Ha Boiro kous” . Indicative are the attempts of Zakhar Pavlovich
to measure the distance to the star (“paccTtaBun pyku macmrTaboM u
MBICJICHHO MPHKIAABIBAT 3TOT MacmTab k mpocrparctBy” ™) and his
concern about the existence of infinity. The sign of the peculiar
reversibility of space and time in the novel is a monument to the
revolution, the project of which is proposed by Alexander Dvanov:
“Jlexxauasi BOCBMEpPKA O3HA4aeT BEYHOCTb BPEMEHHM, a CTosYas
JIBYXKOHEUHas cTpesa — 0ECKOHEYHOCTh MPOCTPAHCTRA. . %0,

The space of Chevengur, being enriched with diverse semantic
connotations, is also revealed through the connection of natural and
transcendental. This connection is found everywhere in the novel. It is
enough to pay attention to the pictures of nature, which Platonov always
saturates with metaphysics and intense psychological perception of a man:
“3a OkHOM, Ha HeEOE, HEMOXOXXEM Ha 3eMJII0, 3pPEJU BIEKYIIHUE 3BE3IbI.
JBanoB Haumren IloysipHyrO 3BE3Qy M IOAyMal, CKOJBKO BPEMEHHM €U
NPpUXOAUTCA TCPIICTb CBOC CYHICCTBOBAHHE, EMY TOXC HaJO CIIC HOJIO
teprers””’). But even such seemingly purely everyday actions as, for
example, entering a door and crossing a threshold, looking through a
window (mutual transitions between open and closed spaces), are
penetrated by transcendental significance®.

A particularly important place in the spatial sphere of Chevengur is
occupied by motives of the road and movement. Describing the
development of the road chronotope in the history of the novel,
M.M. Bakhtin emphasizes that the road is “the point of tying and the place
of events”, it concentrates all the novel conflicts around itself, and most
importantly, “the real character’s path-road ... insensitively passes into the
metaphor of the road, life path, soul path”®,

It is easy to see that the road in its literal meaning plays the main plot-
forming role in Platonov’s novel; at the same time, the motive of the path
is directly expressed in the structural and compositional organization. In
fact, the whole novel is a road to Chevengur, a city that is understood by
the characters as a realized idea and a space point in which the past and
future cease to exist, are interchanged (see symptomatic replica of one of

'8 Ibid., 119.

 |bid., 53.

% Ipid., 144.

2! Ibid., 99-100.

?Z See: JAmutposckass M.A. CemaHTHKa MPOCTpaHCTBEHHOM rpanuilsl y A. [lnaTtoHosa.
Qunonoeuueckue 3anucku.: Boi.13. Boponex, 1999. C. 118-137.

2 Baxtun M. M. Bonpocer nareparypel U acteTuku. lMccnenoBaHus pasHBIX JIET.
Mockga : XynoxxecTBeHHas Jreparypa, 1975. C. 392-393.
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the characters in the novel: “/lepeBHs1, 4TO Jib, Takas B MaMATh OYJIyIIEro
ects?...”*"). “Unaru mo 3emue”™ is a desire and need not only Zakhar
Pavlovich (in connection with the position of which this phrase appears in
the text), but almost of all the characters of the novel: Sasha Dvanov,
Kopenkin, Gopner. In the city of Chevengur there is even a “regular
pedestrian” Luy, who believes that “koMMyHU3M JOKEH OBITh
HEIPEPBIBHBIM JIB>KEHHEM JII0ei B Aasib 3emin’’; he is convinced that it
is the “joy of movement” that is a kind of primary source and the main
factor of all overcoming in the world (with all the paradoxes and even
absurdities of the character’s logic, his “discoveries’ are very attractive, for
example: “OT4ero JETUT KaMEHb: MOTOMY YTO OH OT PAJOCTH JBHIKEHUS
JIEJIaeTCs JIErye Bo3z[yxa”26).

But not only the “real” road is significant in Chevengur. In the motive
of the path, Platonov reveals a whole complex of metaphorical meanings.
The most important thing is the “life way”, the spiritual movement, the
development of the characters.

Such a conditionally symbolic meaning “road-way” acquired in ancient
times, which is embodied in the mythological models of the world among
various nations. A known researcher of archaics and mythopoetics
V. Toporov points out that “in many mythological and religious traditions,
the mythologem of the way appears metaphorically, as a designation of a
line of behavior (especially often moral, spiritual), as a set of rules, law,
and doctrine"*’.

In the artistic and aesthetic sense, the concepts of “road” and “way”,
being closely interconnected, still differ. Yu. Lotman notes on this: “Road”
IS a certain type of art space, “way” is the movement of a literary character
in this space. The “way” is the realization (full or incomplete) or the
unrealization of the “road””®. Further, Yu. Lotman emphasizes that “with
the advent of the image of the road as a form of space the idea of the way
iIs formed as a norm of human life, peoples, humanity. Characters are
sharply divided into moving (characters of the way) and motionless”?".

The idea of the way in Chevengur is most fully embodied by Alexander
Dvanov — a key character, is regarded as the embodiment of author’s ideas

24 Inaronos A. I1. Yesenryp..., 186.

* Ipid., 30.

% Ibid., 218.

2 Tomopos B. H. [lyts. Mugwv napooos mupa. Suyuxnoneous. B 2-x T. Mocksa : CoB.
sunmkaoneaus, 1980. T.2. K-4. C. 353.

% Jorman FOM. [IpoGnema Xyn0’KeCTBEHHOTO NpOCTpaHcTBa B Impose [oros.
H36pannsie cmamou. B 3-x 1. — Tannun : Anekcannpa, 1993. T. 1. C. 413-447.

* Ibid., 446.
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in the novel. His image symbolizes the very process of becoming a person
along the way. The road/way acquired significance already in the
childhood of the hero. He, as a “rootless orphan”, a “parasite” who has
taken root in alien house, is sent with a pauper scrip to beg in the city. The
narrative emphasizes the moment of access to the road and the description
of the road itself: “IIpoxop AGpamoBHUY HaKIOHUICS K cupoTe. — Carna, Th
oI Tyaa. BoH, Buauiib, 1opora u3 AEPEBHU HA TOPY IOLLIA — Thl BCE
Tak uad ¥ uad 1o Heil">. “IJopora u3 mepeBHH Ha ropy” — this is the way
that V. Toporov calls the most important kind of mythologem of the way, —
the way from home “to the strange and terrible periphery”®. In the
psychological perception of the boy himself, the road becomes a sign of
“strange and terrible”: “Ha BwicoTe mepenoma JOpOTH HA Ty, HEBUAUMYIO,
CTOpPOHY IOJIsl MaJIbYMK OCTaHOBUJICS. B paccBere Oyayuiero qHs, Ha yepTe
CEJIbCKOTO TOPU30HTA, OH CTOSUT HaJ| K&XKYLIUMCS TJIyOOKUM IPOBAJIOM, Ha
oepery HebecHoro osepa. Cailla UCIYyraHHO TJsi/IeT B MYCTOTY CTEIU;
BBICOTA, Jajib, MCPTBasA 3CMJIA — OBUIN BJIQ)KHBIMHU U 6OJ'IBIJ_II/IMI/I, I109TOMY
BCE KA3aJI0Ch UYKHM M CTPAIIHBIM. ..,

However, gradually the movement to the “periphery” turns for the
protagonist of the novel into the second kind of path mythology — the
movement to the sacred center, “when the highest good is acquired by
gradually approaching it”**. The city of Chevengur, where Sasha Dvanov
goes, IS an idea city, a city of "communism" (see above on the
identification of the city and communism). Along this path, Alexander
Dvanov has to overcome a lot of difficulties, and this is very symptomatic,
since “the difficulty of the path is a constant and inalienable property, to
move along the path, to overcome it is already a feat, asceticism from the
side of a moving ascetic, traveler”®,

There is a train wreck, dreams about the road, a fatal wound, and a
serious illness (it lasts, by the way, nine months and ends with a new exit
onto the road, which is accompanied by significant commentary by the
narrator: “YKusHp cHoBa 3aGnectena mepen JBaHoBbIM...”""). Overcoming
all these “difficulties” can very well be assessed as the character’s
initiation — the assertion of his high mission, which was revealed to him in

% Mnaronos A. I1. Yesenryp..., 42.

3! Tonopos... C. 352.

%2 [Mnaronos A. I1. Yesenryp. .., 43-44.
33 Tonopos..., 352.

** Ibid.

% [Tnaronos A. I1. Uesenryp. .., 90.
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a dream in conversation with his father when he tells his son: ““/lemaii uro-
HUOYAb B UeBEHTrype: 3aueM ke Mbl OyJIeM MEPTBBIMU nexars...” .

The goal — “city-communism” — to which Alexander Dvanov takes so
long and hard, is deprived of analogues in the world and contrasted with
the whole “other” world in its spatial and temporal dimensions. “Kakoi
TeOe MyTh, KOTJA MBI JONLIH...”, “HCTOpHUS konumnace™’, — in these
significant expressions of the Chevengur leader Chepurnyi, there is a
complete stop in the “city-communism” of any movement — in its direct
and figurative meaning. In such a quality — as the end of the road, the
antithesis of the movement — Chevengur, of course, must perish. But even
before the immediate destruction of the Chevengur utopia, its organizers,
in fact, themselves abandon this embodied idea. Having created a city
closed in itself, stopped in space and time, they, as it turns out, are not able
to live without movement. There comes a time when each of the adherents
of “ultimate happiness” “gets tired of standing” and is about to set off
again. The above-mentioned Luy, the staunchest proponent of “walking”,
offers Chepurnyi, “4To0bl TOT OOBABII KOMMYHU3M CTPAHCTBHUEM U CHSII
UeseHryp ¢ BeuHol ocemioct”. So in Platonov’s novel, the main
passion of the Russian soul declares itself — the attraction to pilgrimage.
Ultimately, it is movement and open space that remain the last refuge of
Russian people. Truly in this novel the most convincing confirmation is the
idea that “Russia is carried out as an endless dialogue between
St. Petersburg and Russia, the city and the road. Read the “gorod” on the
contrary — the “doroga” will come out: they are antipodes. Petersburg is a
“place”, a point, and Russia is a path-road”™.

As we see, the space in Platonov’s novel appears not just as a territory
for the unfolding of an action, but turns into a universal category, forming
a special kind of existential phenomenon. The uncertainty of the spatial
spheres, the lack of topographic accuracy, the confusion of man in space,
obviously, are aimed at emphasizing the vagueness and uncertainty of a
person’s position in the world, his existential *“abandonment”
(S. Kierkegaard), the loss of meaning and purpose of existence, and the
feeling of painful impossibility to escape beyond the empirical world.

29

% Ipid., 241.
37 Ibid., 315.
% Ipid., 218.

% Taues T. JI. HaupoHansHble o0pa3bl Mupa. Mocksa : CoBerckuii mucatens, 1988.
C. 386.
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3. The space of text in a Platonov’s fiction

Now let’s take a look at what Platonov’s prose is from the point of
view of “space of text”, again on the example of the novel Chevengur. We
will take into account how the idea of spatial form is realized at different
levels of the poetics of the novel: in the plot-composition structure, in
architectonics, in the structure of characters, in the isomorphism of
architectonic form and syntactics of linguistic units. In relation to the plot
action, Chevengur is characterized by discreteness and “randomness” of
events; there are many “independent” episodes and characters in the novel,
that are loosely interconnected. Many of them generally fall out of the
main plot (such as the situation with the teacher Nekhvoraiko or the
impoverished Firs). In their sequence, individual episodes of the novel do
not explain the previous ones and do not eventually prepare the subsequent
ones. The non-causal nature of the development of the action is
exacerbated by the absence of external eventual conflict tension, and the
author’s detachment gives the impression of disconnectedness and
fragmentation of the episodes, uncontrolled development of the plot, its
free “self-creation”.

Trying to retell the plot (more precisely, the plot, in accordance with
the distinction of these concepts in the traditions of the formal school), or
even doing page-by-page commenting “after the author”, as Ye. Yablokov
does, we can conclude that the plot structure has a fairly traditional look —
linear time-based deployment with sequentially strung episodes. In
Chevengur, these are the movements of Alexander Dvanov and Kopenkin
"across Russia” in search of “amateur communism”. But in this case, we
draw a zigzag, recursive plot of the work into a straight line. In fact, the
line of direct movement all the time tries to turn into movement in a circle,
returning to the same points closer to the center of this circle, for example,
father’s death for Alexander Dvanov or Kopenkin’s tendency towards
Rosa Luxemburg.

It is important to note the characteristic changes that the text
architectonics undergo as the story unfolds. At first, it gravitates towards
realistic aesthetics (part 1). In any case, there is still no cardinal break with
realistic tradition, although the potential for overcoming it is considerable,
it’s enough to recall the scenes of the death of children on the first pages of
Chevengur. However, gradually the properties of the classical text in the
novel are lost. Strange and unusual actions, already set by the first phrases
of the novel, develop into “non-fantastic fantasy” (Yu. Mann), built on the
principles of a dream vissions or a game of imagination.

The originality of the plot correlates with the overall architectonics of
the work. Platonov does not divide the text into chapters and sections,
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although he creates special gaps in it, the purpose of which, apparently, is
to direct reading in a certain way. Episodes are simply strung in
chronological order one on top of another, without claiming to be some
kind of “special” organization, i.e. they form so-called cumulative
structure, which is recognized by many researchers of modernist prose as
one of its most significant features®.

As for the internal, deep linkages of the text, the structuring of material
Is carried out mainly on the basis of motive connections and parallels.
A vivid example of motivness as a structural-organizing principle of the
text is the implementation the death motive as a special “return” to the
original source of life in a number of episodes of the novel: the death of a
train driver, the death of an unnamed Red Army soldier after a train crash,
the death of a merchant Schapov, and the Sasha Dvanov’s immersion in
the waters of Lake Mutevo.

Another important aspect concerns the correlation of the classical and
modern versions of the spatial text is the structure of the character’s. In a
realistic novel, it is determined by a fairly stable scheme: the actions of the
heroes and their motivation by the narrator and by the heroes themselves;
biography and appearance; interior and landscape; “explicit” and “secret”
psychologization (L. Ginzburg), etc. In modernist literature, this scheme is
largely losing its significance. The sharp changes in characterology were
caused, first of all, by the concept of personality, which is reflected in one
way or another in a wide variety of works correlated with the phenomenon
of modernism. Its essence in the most general form is expressed by the
Joyce’s formula from Ulysses: «Everyman or Nomany. In another novel by
Joyce — Finnegans Wake — the most important leitmotif associated with the
image of the Common Man is conveyed by the acronym HCE, which can
be decrypted in different ways (Here Comes Everybody or Haveth
Children Everywhere), but the meaning of which in any case comes down
to the idea of depersonalization of the personality, supremacy of universal
archetypal qualities.*".

Like other modernist works, Chevengur is very far from traditional
fictional characterology. The biographical data of the characters of the
novel are extremely scarce; their appearance, as a rule, comes down to one
or two details; the inner world, if it is revealed, is basically without the
analytic penetration of the narrator into it. The connection at the level of

0 See, for example: ®enopos B. B. KyMynasSTUBHBIA NpPUHIMN CIOKETOCTPOSHHS B
HeKJlaccuueckoi noatuke : Juce. ... kana. ¢punon. Hayk.. Teps, 2011. 172 c.

1 See: Kopnyamn H. [x. [xoiic u Poccus. — Cankr-IletepOypr : «AkakaeMudecKui
mpoekT, 1997. C. 51, 57.
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"character — plot" is already indicative. The participation of the characters
in the development of the action is minimized (in the sense that plot is not
driven by causal patterns of their actions, but mainly by the will of the
author, who freely combines events and spatio-temporal plans of the
narrative). Moreover, the motivation for the actions of characters is
extremely reduced or clearly illogical. It is enough to recall the “voluntary”
death of Alexander Dvanov’s father, who “myman Bce 00 omHOM M TOM
xe — o0 unHtepece cmeptn’ and drowned in the lake because ‘“xoten
MIOCMOTPETh — UTO TaM €CTh: MOXXET OBITh, TOPA3]0 UHTEPECHEH, YeM KUTh
B celie WX Ha Oepery o3epa; OH BHUEI CMEPTh KaK JIPYryr T'yOepHHUIO,
KOTOpas pacrojiokeHa 1moji Hebom, OyaTO Ha JTHE MPOXJIaTHON BOJBI, — U
oHa ero Biekna”", or actions of the Chevengurs when they dump a tank
with a singing woman inside it into a ravine, etc.

Of particular interest in the field of character poetics in Chevengur are
the features of the disclosure of the human inner world. It seems that
Platonov completely refuses such traditional means of psychologization as
an internal monologue, free indirect speech. His attention is attracted by a
special psychological phenomenon — the “eclementary nature” of human
psychology. It is known that from the end of the 19th century a whole
branch of “elementary” psychology developed (in another way, empirical,
that is, proceeding from the idea of the predetermination of the human
psyche by concrete sensory experience). In Chevengur we are facing fact
that the inner world of characters appears as something like a
“conglomerate” of psychic elements (compare about Chepurnyi: “B rojose
Cro, Kak B TUXOM O3CpC, IlJIaBaJIk O6J'IOMKH KOorga-Tro BUACHHOI'O MHpa U
BCTPCUCHHBIX COOBITHH, HO HHUKOTJAa B OJHO II€JI0€ 3TH OOJIOMKH HE
CHEIUISUINCH, HE UMesl 11 YenmypHOro HU CBA3U, HU KUBOTO CMLICJIa...”43).
The form of expression of such a phenomenon in the novel is not the
narratological features of the style, but the actual speech sphere of the
characters and the author (as close as possible to them). This is manifested
in the consistent linguistic embodiment of the Platonov’s idea that there is
nothing in the human mind that would not be in his sensations.
Accordingly, the characters’ speech contains only what is present in their
sensory perception of the environment and even imagined by them. Hence
the following “strange” phrases in the speech of the narrator and characters

*2 TInaronos A. I1. UYesenryp..., 28.
* Ibid., 206.

49



44
of the novel: “ciyiian BHUMATEIBHBIM YMOM™ ; “CO CBOMM CIyIIAIOIIUM

qyBcTBOM""; “30pKO BCIIOMUHAIA BCIO 5KU3HD™ .

The inner world of the characters, seen by the author who is “inside the
depicted consciousness” (L. Shubin), is devoid of linearity, it constantly
gravitates toward diverse, “fan-shaped” branching and actualizes the need
for perception not of the temporal (that is, sequential and causal), but of the
spatial (that is, simultaneous and integral).

The language form of the novel is also organized in such way.
Platonov’s language style itself is a huge research problem, so we will
focus exclusively on some principles of the correlation between language
elements and the text as a whole, in particular, on the isomorphism of the
syntax and architectonics of the novel. In an interesting study by
E. Rudakovskaya, the most important features of the syntax of Platonov’s
sentence were identified: “an abundance of polynomials, union-free
sentences in which simple ones are connected by indirect connection,
authorization, repetitions, parallelisms of constructions, uneven logical
structuring of the reported material, multicomponent complication,
syntactic homonymy, convergence...”’. This structure of syntax
corresponds to the general architectonic construction of the novel, in which
there is no division into separate structural parts, and to the movement of
the novel plot, built, as was noted above, in accordance with the
cumulative principle. This allows us to discover new shades of the artistic
philosophy of the novel in each new episode and in every overtone of the
linguistic system, while permanently correcting the author’s position and
the reader’s perception.

Thus, at different levels of the artistic structure of A. Platonov’s novel
"Chevengur", a specific correlation of textual elements is traced based on
non-causal connections and the replacement of sequence in time by
simultaneity in space. This allows us to see in this work one of the
brightest examples of spatial form in the literature of the twentieth century.

CONCLUSIONS

The analyses of A. Platonov’s prose in the light of spatial theory in
literature allow us to draw the following conclusions. There are two
different aspects of spatiality in Platonov’s fiction: “space of life” (the

“ Ibid., 243.

* Ibid., 248.

** Ibid., 299.

" Pynakosckas . Poman Anpest IlnatoroBa «UeBEHIyp»: CHHTAKCHC MPEIUIOKCHHUS U
nmocTpoenue Texcra Pycckas ghunonoeus. Tapry, 1996. Ne 7. C. 230.
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relation between real socio-historical space and fictional one), and “space
of text” (specific language of modeling of a text and a system of relations
between textual elements based on substitution of sequence in time on
simultaneity in space).

“Space of life” in Platonov’s works is closely connected with the
dramatic events of his time, which in a specific refraction occupy all the
space of the writer’s works. The best example of the uniqueness of the
Platonov’s transformation of real time and space is the novel Chevengur.
The plot of the novel takes place in a specific historical time-space on the
eve of the 1917 revolution and in the post-revolutionary years. However,
the events of the “great” story are not included directly in the field of the
plot action of the work, but serve only as a background for depicting the
wanderings of characters in search of “the meaning of a separate and
common existence”. The uncertainty of the spatial spheres, the lack of
topographic accuracy, the confusion of man in space are aimed at
emphasizing the vagueness and uncertainty of a person’s position in the
world, his/her existential “abandonment”, the loss of the meaning and the
purpose of existence, and the feeling of painful impossibility to from the
empirical world.

Consideration of Platonov’s Chevengur from the point of view of
“space of text” shows that all elements of the novel’s artistic structure
correlate with the concept of spatial form. The plot of the novel is marked
by discretion; there are many “independent”, loosely connected episodes
and characters. In their sequence, individual episodes of the novel do not
explain the preceding and do not prepare? the subsequent ones. The non-
causal nature of the development of action is exacerbated by the absence of
exotic conflict tension, and authorial detachment creates the impression of
disunity and fragmentation of episodes, lack of control in the plot
development, its free “self-assertion”. The narrative model of the novel is
determined by the rejection of the omniscient author. The “obscurity” of
the narrator’s position correlates with the "wandering" point of view, when
the author allows co-existence of the opposing views in the text. This
method is extended to the actual narrative “points of view” (focuses of the
vision), extremely mobile and mutually interdependent.

SUMMARY

The article deals with the problem of spatiality in A. Platonov’s fiction.
The author interprets spatiality in two characteristics: as a specificity of a
transformation of real time and space and as a specific language of
modeling of a text and a system of relations between textual elements
based on substitution of sequence in time on simultaneity in space. Both of
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these aspects reflect Platonov’s attempts to create an amalgamation of
social, ideological, national, archaic and modern approaches in resolving
the problem of human existence. The writer focuses uncertainty on the
spatial spheres and the confusion of a man in space emphasizes the
vagueness and uncertainty of a person’s position in the world. Different
levels of the artistic structure of Platonov’s novel Chevengur demonstrate a
specific correlation of textual elements is traced based on non-causal
connections and the replacement of sequence in time by simultaneity in
space. This allows us to see in Platonov’s work one of the brightest
examples of spatial form in the literature of the twentieth century.
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THE GERMAN INTERCULTURAL NOVEL OF THE 21°"
CENTURY. «THE GREAT HOMECOMING» BY ANNA KIM

Pomohaibo J. O.

INTRODUCTION

From a periphery to the centre: ascension of immigrants’ fiction to the
intercultural German literature

In the last thirty years of the 20" century there occurred a gradual
change in the face of German national literature due to the migrant-writers’
literary contributions. Their literature emerged on the crest of great
migratory processes — the tides of guest-workers from Mediterranean areas
in 1950s —1960s as well as political asylum seekers from Eastern Europe
(since 1968), Latin America (since 1973), Libia, Iran and Syria (1970s),
South and Eastern Europe (late 1980s)*. The works of the writers having a
migratory past were initially treated as a peripheral phenomenon and in
1980s they were collectively given the names — Gastarbeiterliteratur
(“guest workers’ literature”) and Migrantenliteratur (“migrants’
literature) which rather pointed at the authors’ social and legal status,
while often disregarded the literary formal aesthetic criteria and merits.
According to M. Durzak, these writings embraced the texts expressing the
new settlers’ moods, speaking about hardships of work and assimilation in
Germany, and mostly addressed readers who found themselves in a similar
situation®.

Since late 1990s the migrant writers’ literature which had occupied a
peripheral position in 1970s — 1980s was receiving recognition of a wider
readers’ audience and finally became a weighty segment of the literary
process. M. Durzak points out that it obtained its “independent voice
having its own aesthetic coloring which essentially enriched the chorus of
modern writers with a new expressive shade”. Several factors helped
effect this, among which were growing volume of literary products,

! Chiellino C. Einleitung. Die Literatur des Konsens und der Autonomie — Fiir eine
Topographie der Stimmen. Interkulturelle Literatur in Deutschland. Ein Handbuch. Weimar,
2007. S. 51.

2 Durzak M. Die Erzihlprosa der neunziger Jahre. Geschichte der deutschen Literatur
von 1945 bis zur Gegenwart. Miinchen, 2006. S. 998.
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broadening writers’ circle as the migrants’ second and third generations
were coming into play, as well as attention and support of cultural
foundations and institutes (in particular, the Goethe Institute) and literary
prizes. The Adelbert von Chamisso Prize, which since 1985 has been an
annual award for those who write in German as a foreign language, has
attained a position of especial prominence. Among its laureates were
Natascha Wodin, Emine Sevgi Ozdamar, Feridun Zaimoglu, Sasa Stanisi¢,
Terézia Mora, Marjana Gaponenko. Moreover, the recent trends have
shown that the most prestigious literary prizes (including the German ones)
are more often awarded writers with a foreign cultural background. Thus,
the 2009 Nobel Prize for Literature was awarded Herta Miller, a German-
Romanian woman-writer. The Leipzig Book Fair Prize winners were
Terézia Mora (2005), Sasa StaniSi¢ (2014), Natascha Wodin (2017),
the Ingeborg Bachmann Prize was awarded Ukrainian women-writers
Tanja Maljartschuk (2018) and Katja Petrowskaja (2013), a Russian Olga
Martynova (2011).

The social and demographic situation has proved that the literature
created by authors with a foreign cultural background is both timely and to
the point. The present-day Germany is “an emigrant community with a
growing ethnic and cultural heterogeneity™. The early 21% century saw
more powerful globalizing processes, growing numbers of migrants and
refugees from Middle East and North Africa. According to the data
provided by the Federal Agency for Political Education (Bundeszentrale
fiir politische Bildung), every fourth resident of contemporary Germany
relates to a group of people having a migrant past. Their number in
2017 was as high as 24% of all German population (19 million out of total
82 million). Consider one more fact — 39% of children up to 5 years of age
have a migrant past. This means that a portion of former migrants living in
Germany and, generally, in Europe is expected to grow”.

The scholars of literature doing research in multicultural texts
(1. Amodeo, A. Blioumi, C. Chiellino, M. Durzak, K. Esselborn, H.
Schmitz), note both expansion of the body of texts and the number of
notions used to identify the literature in question. The following terms can

* Schmitz H. Einleitung. Von der nationalen zur internationalen Literatur. Von der
nationalen zur internationalen Literatur. Transkulturelle deutschsprachige Literatur und
Kultur im Zeitalter globaler Migration. Amsterdamer Beitrdge zur neueren Germanistik.
Amsterdam; NY, 20009. S. 7.

> Bevblkerung mit Migrationshintergrund 1. In absoluten Zahlen, Anteile an der
Gesamtbevolkerung in Prozent, 2017. Bundeszentrale fiir politische Bildung. 26.09.2018.
URL: https://www.bpb.de/nachschlagen/zahlen-und-fakten/soziale-situation-in-deutschland/
61646/migrationshintergrund-i
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be encountered among numerous definitions that have replaced the names
Gastarbeiterliteratur and Migrantenliteratur. They are: the other German
literature (die andere deutsche Literatur), literature with a migration
background (Literatur mit Migrationshintergrund) or post-migrant
literature  (postmigrantische  Literatur),  intercultural literature
(interkulturelle  Literatur), transcultural literature (transkulturelle
Literatur). In contrast to the former definitions, it is the works’ aspects
having to do with content and aesthetics that come to the foreground rather
than sociocultural or biographical ones. “The literature of migration” had
as a determining factor a direct experience of migrating to a different
country, whereas “the intercultural literature” is no more concerned with
the phenomenon of emigration and more closely conforms to the spirit of
the age of globalizing.

C. Chiellino, researcher of literature and poet from among former
migrants, is author of a programmed work Interkulturelle Literatur in
Deutschland (2007) in which he treats this literature as “a product that has
become part of the official cultural production” rather than as an artistic
product of cultural minority®. In his review of contemporary intercultural
literature he classifies texts following the principle of the writers’ national
origin (literatures of Italian, Greek, Spanish, Portuguese, Turkish
minorities, the literature of Russian Germans and emigrants, of Romanian
German-speaking minority, of writers from former Yugoslavia, Brazil,
Latin America, Africa, Asia and Arab countries). C. Chiellino’s theoretical
generalizations regarding intercultural literature appear to be of particular
importance.

1. The texts belonging to intercultural literature have common thematic
orientation. The scholar defines the main topical scope characteristic of the
former migrants’ literature in this way: “Confrontation with personal
history which has led to emigration, exile, repatriation or travelling to alien
countries, acquaintance with foreign culture, society and language; a
project of new identity based on parity and shared by both citizens and
foreigners; integration in the labor world and daily life of a receiving
country/former or new motherland; confrontation with political
developments in the country of origin; gender-oriented perception of one’s

® Chiellino C. Einleitung. Die Literatur des Konsens und der Autonomie — Fiir eine
Topographie der Stimmen. Interkulturelle Literatur in Deutschland. Ein Handbuch. Weimar,
2007. S. 57.
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own presence in the system of ethical values with different aims and
priorities™’.

2. Intercultural literature’s distinctive feature is the invariable
availability of the reader it addresses (the texts are written for German-
speaking majority) as well as its inherent dialogue form. C. Cheillino
points out that in their attraction to the dialogue the writers manifest their
desire to constructively participate in building Germany’s future®. The
authors’ deliberate choice of German in the bilingual/multilingual situation
Is also noteworthy as their preference of their new motherland’s language
Is a signal of their readiness for a dialogue.

3. One more distinctive feature of the books written by intercultural
authors is their choice of characters with intercultural biographies, who,
like the authors themselves, have plural/hybrid identity. All identity
components coexist simultaneously and in parallel in the intercultural
novel in which every ego is autonomous, has full value and manifests
completion of a definite stage in the character’s intercultural biography. In
C. Chiellino’s opinion this handling of the identity problem helps the
authors’ to overcome “the so-called alienation of living in a foreign
country” and focus the problem “that equivalent cultures are not
synchronous”.

4. The next property of intercultural texts, according to Chiellino, is
balancing between “consensus and autonomy”. On the one hand, the
authors are striving to infiltrate the common literary stream, join time-
relevant currents and trends of contemporary literature (konkrete Poesie,
Frauenliteratur, literature of the 1968 generation), while on the other hand,
specific intercultural themes remain prevalent. This makes the given type
of literature with its unique attitude to the new language an autonomous
part of the literary process.

An important role in developing a new approach to handling
intercultural literature was played by the works of I. Amodeo, a reseacher
of Italian origin (Die Heimat heifst Babylon, 1996). Asserting that
conventional techniques of literary research which focused aspects of
content while ignoring poetics of this literature had been exhausted, she
suggested applying G. Deleuze and F. Guattari’s post-structural theory, in
particular, the concept of rhizome, to German multicultural literature. She

’ Chiellino C. Einleitung. Die Literatur des Konsens und der Autonomie — Fiir eine
Topographie der Stimmen. Interkulturelle Literatur in Deutschland. Ein Handbuch. Weimar,
2007. S. 58.
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mainly concentrated on aesthetic features common for “heterogeneous
marginal literature abroad” (heterogene Randliteratur in der Fremde)™.
Referring to the writings of French scholars, I. Amodeo introduced the
concept of root-rhizome as “a non-centred, non-hierarchical system* with
its characteristic “diverse and variable cohesions and ties“''. She thinks
that transferring this model to literature will enable adequately describing
the dynamic and non-uniform phenomenon — the literature created by
foreign writers'. From |. Amodeo’s point of view, “rhizomatic aesthetics
realizes itself in intercultural texts as:

1) Redevielfalt: an immanent diversity of languages which can reveal
itself in a text both explicitly (if, for example, several languages or dialects
are present there) and implicitly, that is, the text starts a dialogue with
another language (see Bakhtin’s dialogue form principle).

2) Befremdung — “a specific rhizomatic semantic blending* revealed
on the level of a text’s content-relevant and motivating structure as
overlaying and crossing of “the native* and “the alien®.

3) Stylistic syncretism (Renate Lachmann)®,

In general, rhizomatic aesthetics of the intercultural literature is a result
of the encounter of cultures, interweaving and mixing of different cultural
traditions and abandoning ‘“the native versus the alien” opposition. The
following features may be attributed as its major artistic peculiarities:
heterogeneity, dynamism, diversity of languages, style syncretism (in
accordance with G. Deleuze and F. Guattari’s rhizomatic model)*.

1. Anna Kim as a representative of German-Korean literature
Writers from Asian countries represent the most heterogeneous literary
group among various affiliations of intercultural literature. U. Reeg, author
of the review chapter “Writers of Asian Cultural Region” in the above-
mentioned book Interkulturelle Literatur in Deutschland puts together
writers from India, Indonesia, Vietnam, Thailand, China, Japan, Korea and

19 Amodeo 1. Die Heimat heiBit Babylon. Zur Literatur ausldndischer Autoren in der
Bundesrepublik Deutschland. Opladen, 1996. S. 201.
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2 Amodeo I. Betroffenheit und Rhizom, Literatur und Literaturwissenschaft.
Migrationsliteratur. Eine neue deutsche Literatur? Berlin : Heinrich Boll Stiftung, 2009.
S. 7-8.

3 Amodeo 1. Die Heimat heiBit Babylon. Zur Literatur ausldndischer Autoren in der
Bundesrepublik Deutschland. Opladen, 1996. S. 204.

14 Esselborn K. Deutschsprachige Minderheitenliteraturen als Gegenstand einer
kulturwissenschaftlich orientierten ,,interkulturellen Literaturwissenschaft“. Die andere
deutsche Literatur. Istanbuler Vortrédge. Wiirzburg, 2004. S. 21-22.
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Mongolia. Admitting that the essential characteristic of this group of
writers is very heterogeneous and the ensuing text genre and theme
diversity is all-embracing, she finds, nevertheless, some contiguous points
in the common stream of German-Asian literature. U. Reeg notes that,
first, in contrast to, for instance, people from Iran and Irag, most writers
from this group emigrated to Europe not because of political repressions
but for reasons of personal interest as, for example, passion for the German
language, literature, getting a job and desire to be more closely acquainted
with the European country. Second, a number of general “acute problems”
may come to the foreground which characterizes the German language
literature created by the authors of Asian origin. Here belong:
a) confrontation with the new social environment and the German
language; b) cultural transformations conditioned by the historical changes
in the country of origin; ¢) women’s identity and role®”.

These observations and conclusions are very timely and appropriate
today and they are also relevant in respect of Anna Kim, German-Korean
writer. She was born in Daejeon, South Korea in 1977. Her family moved
to Germany in 1979 and then to Vienna where she has been living since
1984. Kim’s parents emigrated to Europe not for political reasons but due
to their professional interests — her father had been studying “Western art”
and her mother — German philology. The writer admits, however, that Park
Chung-hee’s regime strengthened their intention to leave South Korea.
Like many emigrants’ children, Kim seldom visited her motherland where
she came first when she was 11. The second “coming back” took place
when she was working on her novel The Great Homecoming. Anna studied
philosophy and theatre art in Vienna, had practical training in London and
Oxford. Since 1999 her short stories and poems have been published in
manuskripte, zwischenzeit and VOLLTEXT magazines. Kim is well known
as the author of short story Die Bilderspur (2004), novels Die Gefrorene
Zeit (The Frozen Time, 2008), Anatomie einer Nacht (The Anatomy of a
Night, 2012), Die Grosse Heimkehr (The Great Homecoming, 2018). Her
art has been distinguished with prestigious awards in literature; she was
awarded the Literary Prize of the European Union in 2012.

The Object of our research in the present article is poetics of Kim’s
intercultural novel The Great Homecoming. The aim of the paper is to
analyze the novel’s cross-cultural “rhizomatic” aesthetics on the novel’s
plot-content, genre, composition and stylistic levels. We assume that the

> Reeg U. Autor/innen aus dem asiatischen Kulturraum. Interkulturelle Literatur in
Deutschland. Ein Handbuch. Weimar, 2007. S. 263.
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novel can be attributed as a new type of the multicultural novel, the pattern
of a multi-level artistic synthesis. It can combine several genres of mass
literature (that makes the text fascinating and highly readable), while the
major feature of such a novel is that it must necessarily have context exotic
for the European reader. The migrants’ traditional themes (search of
identity, family and motherland, integration in a new cultural environment,
return to the land of ancestors) recede here to the background, acting as an
external rather than internal motivating force of the hero’s behavior.
Attaining actual and full identity as the basic motivation of a hero who lost
his ego gives way to an identity game, a bold identity search staging. In
full correspondence with the post-modernist author’s intention to destroy
ideologies and imperatives, there occurs deconstruction of all modern
concepts exploited in politics (motherland, history, identity).

It should be also noted that with the exception of a few reviews the
novel The Great Homecoming has not yet been the object of scholarly
literary study and, furthermore, considering that Kim’s literary work has
been insufficiently examined on the whole, whereas the vector of
intercultural research in contemporary literature in the German language is
felt to be more and more time-relevant, we hope that the given research
may be found timely and necessary.

The art of every intercultural author is the point of cross-breeding and
synthesis of diverse national and ethnic cultural trends. Anna Kim,
representing a new multicultural writers’ generation, identifies herself as
an Austrian woman-writer firmly rooted in the German language cultural
background. Nevertheless, the Asian name and appearance shape in her
readers a complex of quite specific notions. I. Mangold has so described
this “horizon of expectations”: “She has a Korean surname and looks
Korean, and her new novel’s title is The Great Homecoming. These three
facts are enough to form an idea about Anna Kim’s book before you have
read the first page: “Why, this is a novel with a migration setting! The
German writer seems to be returning to her ancestors’ country!” These
German readers’ “receptive reflexes”, here somewhat simplified, “not that
they are basically wrong, they are simply very approximate as they shield
the main thing”'®. Her observation confirms the following: the readers of
today have steady stereotypes about intercultural literature. Their biased
attitude to literature ‘“of the authors, who are not only German”,
predetermines their perception of the texts and affects the work of writers

16 Mangold I. Alles Spione. Die ésterreichische Autorin Anna Kim hat einen raffinierten
historischen Roman iiber den Kalten Krieg in Korea geschrieben: “Die grole Heimkehr*. ZEIT
online. 30.03.2017. URL: https://www.zeit.de/2017/12/anna-kim-die-grosse-heimkehr-roman
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who comply with the readers’ response and strive to meet their
expectations.

Looking at Anna Kim’s novel from the viewpoint of readers’
expectations, one can assume that The Great Homecoming has succeeded
as a specimen of post-modernist “double coding”. When the novel was
published, the reviewers unanimously appreciated the book’s main merits —
its synthesis of historical, political, love and spy novel traits. Its plot was
based on a very confusing story of relations between Yunho, his friend
Johnny and Eve Moon with whom they were in love, which were
advancing in a very exotic historical setting. The events were taking place
in the period of Korea’s division after the WWII, Cold War and the
beginnings of Kim Il Sung’s dictatorship. The writer preserved the
elements essential for a multicultural novel (a cross-cultural heroine,
motives of searching for a motherland and restoring family ties), however,
she put them outside the basic narration. The major theme of the novel is
the choice a man has to make between opportunism, political mimicry and
preserving one’s genuine personality in the situation of permanent
instability and chaos. The author puts forth in the foreground an implicit
existential and philosophical sense.

The novel’s title is poly-semantic and can be interpreted on the “double
coding” principle. On the one hand, the story revolves around Hanna, a
story-teller, who came to Korea to find her parents, and her return to her
motherland. On the other hand, the matter is Anna Kim’s addressing the
Korean subject. The third point is that the title refers the reader to the
historical fact, known in Korea as “the great homecoming”’. A big
campaign started in 1959 demanding that Koreans living on the territory of
Japan should be returned to North Korea. A historian E.V. Kim writes that
the repatriation project was a well-planned propaganda campaign
conducted under the conditions of ideological opposition between North
Korea and South Korea™. Though most Koreans living in Japan had come

17 Korea was annexed by Japan from 1910 to 1945as a result of which Korean population
was mobilized for labor service in Japan. After 1945 only some portion of Koreans returned to
their motherland. The post-war hardships, division of Korea along the 38™ parallel and Korean
war (1950-1953) were the reasons why Koreans were reluctant to return. By 1945 there stayed
more than 2 min of Koreans in Japan. Most of them returned, however, about 600 thousand
decided to stay because political and social situation had become worse. Most of them were
from the South but they sympathized with North Korea where since 1955 there had operated
“League of Korean citizens living in Japan” which demanded repatriation.

¥ Kum E. B. K BOIIPOCY O BO3BpALIEHUU I'PaKJaH Ha KOPEMCKNN MTOITYOCTPOB: J1BA IIyTH
penarpuaiun. Kopé capam. 23.03.2016. URL.: http://koryosaram.blogspot.com/2013/03/blog-
post_23.html
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from the South, they sympathized with North Korea which promised them
jobs, shelter and free education. The repatriation project started in 1959
aided by the Red Cross organization and with participation of Soviet ships.
For the novel’s heroes “the great homecoming” became fateful — Yunho,
Johnny and Eve met at this culmination point, and after that they would
lose each other forever.

2. The Great Homecoming: novel’s plot and composition

The novel’s events are evolving in two temporal planes — at present
(modern Seoul in 2000s) and in the past (Korea and Japan in 1950s —
1960s). The first temporal plane correlates with the story of Hanna, a
young girl adopted by a German couple, who came to Seoul to find her
parents. This line of the plot serves as a unique framing for the main part of
narration — a retrospective monologue of the aged Yunho recalling his
youth’s events.The heroes’ acquaintance in Seoul serves as the intrigue
uniting both lines of the plot. Yunho turned to an interpreter with a request
to translate a letter he had received from America. It contained information
that a certain Mrs. Eve Lewes had died in a nursing home for the aged. As
the woman had no relatives, the notice had been sent to the only address
found in her belongings. By Yunho’s emotions Hanna guessed that there
had been some ties between 78-year-old Yunho and Eve. Her question
“Who is Eve Moon?” activates his memory and involves the old man in a
long process of recollections. His narrative about the friendship with Eve
and Johnny stretches for several days and acquires the form of a panoramic
life story, beginning with childhood spent in Nonsan, and ending with his
expatriation from Japan to Korea. Hanna is an ideal listener to the story of
Yunho, an archivist in Seoul, whose story is, on the one hand, balancing
between deeply personal narrative confessions with the elements of self-
analysis and, on the other hand, an attempt to objectively reflect and
understand the reality, the laws of its historical development. The chapters
developing the main plot lines are interrupted with essayistic ones making
rather extensive digressions into Korean history.

Besides the frame-type composition of the novel, a fortunate technique
for uniting different narrative perspectives (the present — the past, Europe —
Asia, youth — the experience of aging), and the original architectonics of
the novel is worth mentioning. The novel is divided into two parts having
equal volumes. In the first part (“Seoul, 1959) all events take place in
South Korea. The second part (“Osaka, 1960”) transfers the place of action
to Japan, the city of Osaka where existed a large community of Korean
communist emigrants. In our opinion, this symmetry in dividing the text
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into two equal parts reflects symbolically the unnatural” Korea’s division
along the 38" parallel.

All characters of the novel, their lives and destinies are involved in the
storms of historical and political events — the post-war break-up of the
country, ideological opposition between North Korea headed by Kim Il
Sung and South Korea headed by President Syngman Rhee and fights of
underground criminal groups. Yunho and Johnny, friends from childhood,
were born and grew in Nonsan. Yunho’s brother, Yunsu, was involved in
activities of North Korean guerilla detachments responsible for disorders in
South Korea. When he was arrested, Yunho was suspected of collusion
with the communists and declared a traitor. As a result, he had to escape to
Seoul to save himself from accusations. In Seoul he met Johnny and his
girl Eve Moon and they became friends again. Johnny was mixed up in
activities of an ultra-rightist organization “The North-Western Youth”
supporting the president Syngman Rhee.

Once when they participated in a demonstration and it was being
dispersed, Johnny committed murder and the friends had to flee. By ship
they arrived in Osaka. Here in a Korean “ghetto”, sheltering Zainichi
Koreans, every home paraded Kim Il Sung’s portraits and North Korean
flags. They made themselves pass for political refugees, “two brothers and
a sister”, evading Syngman Rhee’s repressions. As such, they rented a
room in Tetsuya Yamamoto’s house. At that time the start of ‘the great
homecoming” campaign was announced. It so happened that the house-
owner’s daughter, who had been determined to return to Korea,
mysteriously disappeared, and fearing that the blame for her disappearance
might be put on Johnny, the friends took advantage of the announced
‘homecoming” campaign and planned one more escape. Jonny sailed to
North Korea, Eve abandoned her friends and secretly went to America, and
Yunho returned to South Korea. Fifteen years had passed before Yunho by
chance met Eve and her American husband in Seoul. Eve asked for his
address which she had kept until she died.

The novel’s system of characters reflects the period of complicated
political struggle in which the decisive factors were loyalty and the skill of
compromise. Yunho, a weak and apolitical man, is attached a label of
being “left”. On the whole his sympathies were really more on the side of
communists, so that he entered their underground organization. Johnny
was rather on the side of the extreme right. He participates in a radical
criminal band which did “dirty work™ for President Syngman Rhee.

Eve Moon, a Korean dancer, looking like an American girl, turned out
to be working as an intelligence agent for South Korean national security
service. She was appointed to be close to Johnny as a source of information
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about “North-Western Youth” activities. Johnny was aware of her
“assignment” but as he badly needed money he agreed for a “double play”.
Eve manoeuvres between the two camps, making use of her “lovers”.
Exploiting her power over Johnny, she talked him into killing Jinman who
had learnt about her spying and wanted to blackmail her. When she and
Yunho had become more intimate, she decided to make him her informer
as well (Yunho evoked interest as “one of the working class”).
Unsuspecting Yunho, gave out to her a certain Sangok, his brother’s friend,
who was of no threat to South Korea but was nevertheless arrested as being
potentially dangerous “red”.

In fact, the novel’s temporal frames are quite wide and embrace the
whole Korean history throughout the 20" century beginning with Korea’s
liberation from Japanese rule (1905-1945), Korea’s separation in 1945,
Korean war in 1950-1955 and ending with the postwar consequences of
South Korea-to-North Korea opposition. Numerous pseudo-documentary
digressions and historical references are available in the text.

Nonetheless, the novel The Great Homecoming cannot be taken for a
historical novel. Commenting on this, the author points at shortage of
archival materials and absence of access to documents: “Many sources
were inaccessible, the archives were closed for a long time. Taking into
account the lack of objective sources and incredible amount of propaganda,
only an imaginative work could be written'®. The basic reliable sources for
Ann Kim were: 1) photo archives; 2) talks with relatives; 3) Korean
movies of the 50s in which behind the pretty westernized scenes one could
see the streets devastated by the war. One researcher’s opinion is that
Kim’s novel is not a historical narration but a combination of “historical
facts, recollections and different interpretations of what was seen and
heard”. He thinks that the main task of the author was to show “how
incomplete was a detailed study of the Korean war and how it reverberates
in the present”. In appraising the past history “there are too many ifs,
unanswered questions and representations of the events which could have
happened so or somewhat differently”?’.

It is interesting that the Austrian (according to Wikipedia) writer
A. Kim turned to the Korean theme in the novel The Great Homecoming

19 Leitner J. Anna Kim im Interview: “Ich schreibe im Jetzt*. Tiroler Tageszeitung.
24.04.2017. URL: https://www.tt.com/kultur/literatur/12902919/anna-kim-im-interview-ich-
schreibe-im-jetzt

20 Kountouroyanis K. Als die Vergangenheit in die Gegenwart eintrat... Rezension zu
Anna Kims Roman: “Die grofle Heimkehr. Theater und DaF-Unterricht . 2017. Nr. 44. DaF-
Szene Korea. Berlin & Seoul. S. 44.
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for the first time. Before that, other “alien” territories had been the places
of action in her books — Kosovo and the former Yugoslavia (Die gefrorene
Zeit) and Greenland (Anatomie einer Nacht). Her interest in Korea and in
the past experiences of her family on the whole emerged when she became
interested in politics: “Korea interested me still more than the family
circumstances for political reasons. Cold war had always been fascinating
for me. It is not surprising that | was greatly impressed by Hungarian
refugees on the other side of the Iron Curtain”.

This or similar approach, it seems, distinguishes multicultural writers
of the new generation from their predecessors. Addressing the past of their
own country is dictated by the desire to understand the contemporary
problems rather than by the sorrow of the irreplaceable loss of their
motherland. A. Kim named the idea of urgency (Dringlichkeit) the motive
force of her creative process. In her opinion, there is a multitude of
problems one should write about now, urgently and without delay. She
considers that the main problem is that of relationship between an
individual and the world of politics, the effect of global geopolitical
decisions upon the life of every human being. She is convinced that “What
Is happening on the other side of the world is always inseparable from
what is happening directly before us'.

3. The narrative structure

There are two narrative instances in the novel (Hanna and Yunho)
conducting a dialogue with each other. Hanna, representing the author,
speaking with the author’s voice in the novel’s composional frame, is a
heroine evidently possessing autobiographical traits, that is also proved by
similar names (Hanna — Ann). Both literary personages (Yunho and
Hanna) represent the type of personal narrator-story-teller, i.e. they act at
the same time as participants of the events described. Between these
narrators’ positions there is a great distance (in gender, age, mentality and
nationality). Hanna is a young European, fluent in three languages.
A 78-year old Yunho is a Korean, who lives as a recluse, and yet, despite
the obvious differences, there is something that brings them together: inner
loneliness, the feeling of being deprived of any ties and home as well as
having a psychic wound: Hanna had been deserted by her parents, and
Yunho betrayed by a dear person. Each of them needs the other in his or
her own way so as to fill in their soul’s emptiness and find spiritual
balance. Yunho, revealing his secret to Hanna, restores his bonds with the

2! Leitner J. Anna Kim im Interview: “Ich schreibe im Jetzt“. Tiroler Tageszeitung.
24.04.2017. URL: https://www.tt.com/kultur/literatur/12902919/anna-kim-im-interview-ich-
schreibe-im-jetzt
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present, and Hanna, in her turn, listening to Yunho’s confessions, recovers
the lost part of her identity.

Hanna’s image in more respects than one corresponds to the concept of
a typical character of hybrid identity found in multicultural novels. The
profession she works in emphasizes the cross-cultural nature of her image.
She is a translator, interpreter, an intermediary between languages and
cultures. Hanna’s appearance confuses Yunho who expected to see a
German girl. “You look like a Korean...You are not like a German at
all”, — declares he seeing her for the first time. “I am both”, — explains
Hanna. In reality, she was brought up far from her native culture and
language. Thanks to her nanny she learnt Korean, but though Junho
identifies her as “one of his people”, he notices at once that her speaking
Korean is “artificial” and “has a Japanese accent”.

The main function of Hanna as a participant in the dialogue is to listen
to Yunho, to make him speak. She is a neutral, unengaged figure free from
any biased ideas about her own country’s history. Thanks to her hybrid
identity (a German with Korean looks), the aged story-teller perceives her
both as one of his people and a foreigner. After several prolonged talks
they had for a few days, Hanna finally understands, why he confided his
secret to her and nobody else. “Nun verstand ich, warum er mir die
Wahrheit iiber Eve erzdhlt hatte: gerade weil wir einander nicht
wiedersehen wiirden. Bei einer Fremden wie mir die Beichte abzulegen,
war ungefdhrlich, denn mir war die Grammatik dieser Gesellschaft
unbekannt. Ich kannte sie zu wenig, wusste nicht genug, um den Siinder zu
bestrafen, ich war nicht einmal fahig, das wahre Ausmal} der Verbrechen
abzuschitzen, in die Johny, Eve und Yunho verwickelt gewesen waren”%,

Hanna’s personal motives, Yunho’s voluntary listener, are not made
distinct enough in the novel. It is obvious that her desire to understand why
her mother left her child is what internally motivates her, and though
Yunho’s story does not have anything to do with her family’s goings-on,
Hanna feels to have indirectly become part of her ancestors’ country
history through Yunho’s narrative, and she undergoes what I. Mangold
calls “existential initiation”. This i1s how A. Kim managed to show that her
heroes’ destinies are parallel and common. Finally, it occurs to Hanna that
history is ambivalent and relative. She will never learn the reason why her
mother dropped her, however she will never accuse her.

Both heroes are at one in their feeling of being homeless and deprived
of motherland (Heimatlosigkeit). Yunho, for one, had never felt at home in
South Korea: he was always reminded that he was a communist and was

22 Kim A. Die grosse Heimkehr [Roman]. Berlin, 2018. S. 538-539.
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“on the wrong side”. Hanna feels she is a person occupying an
intermediate position between the two identities. In Germany she has never
been accepted as a German but South Korea has not become a home for
her. Having come to Seoul, she concluded that she was not disappointed
with South Korea, but rather with her not being able to feel it was her
motherland: “Nein, antwortete ich, nicht enttduscht vom Land Siidkorea,
jedoch enttduscht davon, dass es sich nicht wie Heimat anfiihlte”*. A. Kim
intended to demythologize the notion of Motherland exploited in politics.
Her heroes perceive motherland not as a geographical space but as a place
of an individual significance. Hanna says: “Ich glaube nicht an Heimat.
Das heisst, ich glaube nicht an den Ort Heimat. [...] Ich glaube, dass es
Orte gibt, die man liebt. Ich glaube sogar, dass es Orte gibt, in denen sich
die Seele zu Hause fiihlt, Seelenlandschaften”?.

Two strategies overlay, and run in parallel to each other. Epical,
detailed description of the events is accompanied with lyric rendering of
the hero’s feelings and sufferings. The space in which converse the main
characters resembles a cave “filled with noises and sounds” and piled up
with books and vinyl disks®. This is a space for memories, a place where
past and present cross, where real-time laws are not in effect. People and
objects lose their shape, Yunho’s figure becomes dematerialized and to
Hanna he does not look a living human being, but a photo, a picture woven
of light and shade inside which there sounds a voice: “Mit der Zeit meinte
ich keinen Menschen vor mir zu haben, sondern eine Fotografie, ein Bild
aus Licht und Schatten, in dem eine Stimme lebte, und etwas
Rauch [...]"%.

In the memory space, chronology loses its regularity. All clocks in
Yunho’s flat indicate different time: “die Kuckucksuhr an der Wand
schneller war als der Wecker auf der Anrichte und dieser flinker als die
Standuhr mit dem tiefen Gong™*’. Music creates a special lyric setting in
the novel, it carries the hero to the past and evokes nostalgia. The song
“Blue Moon” performed by a woman jazz singer Billy Holliday becomes
the main tune, leit-motif accompanying their meetings: “Blue Moon, sang
Billy Holliday; tatsdchlich befanden wir uns auf einem blauen Mond,
zwischen uns eine Stehlampe, deren Schein die niedrigen Tische und
Kissen, die iiber dem Holzboden verstreut waren, sowie den glidsernen

28 Kim A. Die grosse Heimkehr [Roman]. Berlin, 2018. S. 280.
** Ebd. S. 281.

* Ebd. S. 14.
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Aschenbecher mit einem bldulichen Schimmer iiberzog, sogar den Qualm
blau einfarbte, der der Zigarette entwich [.. 1%

Combining two lines of the plot enables the heroes to move from the
past to the present, from the real time dimension to the subjectively
experienced time span of their memories. When this happens, the past does
always dominate the present. In Yunho’s story it revives and becomes
“more present than reality”. Becoming immersed in his stories, Hanna gets
more and more alienated from reality, feels outside the real life, not part of
it (“Ich bewegte mich durch die Stadt wie hinter Glas”)®. The past,
forgotten or pushed out the memory while processing the wound, masters
the present: “[...] es waren die Stunden, in denen Yunho von der
Vergangenheit sprach, die sich gegenwaértiger anfiihlten als die Gegenwart,
und es war die Gegenwart, die meinen Empfindungen nach vergangen

war — vergangen, noch ehe sie angefangen hatte”®.

4. ldentity and the problem of its political instrumentalization

The instrumentalization of identity is one of the most significant
themes of the novel, that is, the use by a person of his or her political or
social identity to achieve some particular goals. Eve Moon’s image is of
special interest from this point of view. If Hanna owes her hybrid identity
to not being accepted by either Germans or Koreans as “one of them”, Eve
changes her identity always to remain on the strong side: “Ich bin auf der
Seite der Starken, der schon immer stark Gewesenen und der stark
Bleibenden”®. She had several names — two American ones, one Korean
and one Japanese: “Sie war Mrs Henry Lewis, Eve Lewis. Sie war
allerdings auch Eve Moon, Yunmee Moon und Mizuki Takahashi”**. She
easily adapted to any new political situation, changed her roles,
appearance, the way she behaved. In one of her interviews A. Kim said that
her heroine did not correspond to the Asian idea of a woman. She is strong,
active, and in contrast to many she does not take a passive victim’s way
but a way of a person who feels to be “master of his or her own destiny”.
When Americans “marched through her country”®, she changed her
appearance to suit their beauty ideal, smoked “Lucky Strike”, curled locks
in her hair dyed blond, put red lipstick on her lips and powder on her face.
As a result her face began to look like “a frozen mask”, and became an

28 Kim A. Die grosse Heimkehr [Roman]. Berlin, 2018. S. 21.
* Ebd. S. 292.
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embodiment of the Koreans’ stereotype of American women. It was this
sexually appealing “Americanized Korean girl” that Johnny and Yunho fell
in love with. They overlooked her working in brothels for American
soldiers — the so-called Dancing Schools, in which Korean girls were also
taught how to dance, dress and speak “in the Western way”. Here they
believed in “the fairy-tale” about an orphan-girl from good family who
once had fallen in love with an American soldier. That Eve had in fact
been a spy, Yunho learnt much later: “Spéter lernte ich zwischen der
echten und der unechten Eve zu unterscheiden, viel spéter, als Johny
bereits auf dem Weg nach Nordkorea war...”".

In Japan where the heroes had “to lie low” for the sake of their safety,
Eve changes again — this time she posed as a Korean, sister of Johnny and
Yunho. She behaves as a typical Korean — a quiet, plain Korean servant
girl having no striking features: “Eve, die wie eine Konigin durch Seouls
Stralen geschritten war, benahm sich in Osaka wie eine Dienerin. Sie sah
niemandem ins Gesicht, achtete darauf, ihre Augen gesenkt zu halten, und
wenn sie Japanisch sprach, klang sie wie ein Kind”*. Even Johnny who
had been “a rebel and a mutineer” had to make his identity more pliable, he
learnt not to stick out, to change his position, speak about Kim Il Sung with
respect and behave “immaculately”. The only one who did not have a
chance to play strange roles was Yunho having no skills of a liar. Eve
remarked about him: “Ein Hase benétigt kein Hasenkostiim” (“A rabbit
does not need a rabbit’s suit”)®.

Talking about the past was for Yunho an attempt to realize his life
experiences and understand what Eve Moon had been guided by, when she
deceived her friends. He is trying to find out why lies and hypocrisy
became for her more important that truth, reality and sincere feelings, and
generally, if she had any feelings at all — or it was one overall instinct — the
instinct of survival®’. As a result, he acknowledges her right for making a
choice — the choice “to be on the strong side, on the side of those who have
always been and remained strong”. Everything she was saying about
patriotism had in fact nothing in common with patriotism (“Eve war so
wenig Patriotin wie ich Buddhist bin. Sie hatte lediglich eine Nische
gefunden, in der sie leben konnte, wie es ihren Vorstellungen am néchsten
kam. Sie hatte ein sehr genaues Bild davon, wie die Welt funktionierte, mit
den realen Gegebenheiten gab sie sich nicht ab, den diese waren komplex,

**Ebd. S. 28.

* Ehd. S. 348.

% Ebd. S. 349.
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ambivalent, verwirrend”®. The motto the multi-faced Eve-Yunmi has,
sounds like this: we don’t choose the authorities, our survival depends on
how convincing our loyalty is (“wir werden von den Regierenden
ibernommen, wir kdnnen sie uns nicht aussuchen. Und unser Uberleben
hingt davon ab, wie iiberzeugend unsere Loyalitit ist”)*. This emphasizes
relativity of historical truth and that all estimates are unreliable and
ambiguous. A. Kim demonstrates that in any unstable time when
authorities and country frontiers change often, individual identity is hard to
keep. Striving to survive, one has to hide his or her real ego behind
numerous masks and roles.

CONCLUSIONS

Our observations may be generalized in the following conclusions:

1. The intercultural novel of the 21% century ceases to remain a
peripheral genre as the idea of a nucleus and a centre in literature becomes
diffused and displaced. The intercultural literature asserts itself in a similar
situation as an important and competitive segment of the contemporary
literary process. The Great Homecoming by A. Kim is a model of main
stream genre forms in a post-modernist synthesis (spy, love and historical
novels), retaining exotic elements characteristic of intercultural literature
(place of action, historical political figures, heroes’ names and Korean
idioms).

2. The author of the new intercultural novel does not position him— or
herself as a writer belonging to the intercultural borderline area and
working on the crossroad of the two worlds. On the contrary, he or she
becomes identified as belonging to representatives of the literature in the
German language, well discerning readers’ preferences and using the
hybrid identity as an advantage.

3. In the emigrants’ novel of the 1980s the author perceives the
“alien” German culture through a prism of his or her “own” native one,
whereas in the new intercultural novel there takes place acquaintance with
the country of the author’s ethnic origin through a prism of the German
culture which is already perceived as a native one. Thus, Hanna arrives in
Korea with a set of European values and convictions, but after she meets
Yunho, she learns to be more loyal.

4. The intercultural novel is an example of crossbreeding different
cultural traditions, of synthesis and dialogue between cultures. This idea is
artistically realized in the novel being reflected in its genre form, its
peculiar intercultural subject matter and problems touched upon, its

3 Epd. S. 529.
% Epd. S. 182.
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compositional and narrative features as well as its system of heroes and the
choice of a hero with a flexible identity.

5. The heroes’ interest in family history, their motherland’s past
emerges in the new novels not as a result of the heroes’ becoming aware
that they lost their identity. Addressing the past ensues solely from the
necessity to solve the problems of the present.

SUMMARY

The article deals with the poetics of the modern intercultural novel The
Great Homecoming by the Austrian writer Anna Kim. The paper examines
the novel’s cross-cultural “rhizomatic” aesthetics on the novel’s plot and
storyline, genre, composition and stylistic levels. It is shown that the novel
can be viewed as a new type of the multicultural novel, as an example of a
multi-level artistic synthesis. It combines several genres of popular fiction
(that makes the text entertaining and “readable”) and provides the exotic
Asian context for the European reader. The migrants’ traditional themes
(search of identity, family and motherland, integration in a new cultural
environment, return to the land of ancestors) recede here to the
background. In full correspondence with the post-modernist author’s
intention to destroy ideologies and imperatives, there occurs
deconstruction of all modern concepts exploited in politics (motherland,
history, identity). The writer preserved the elements essential for a
multicultural novel (a cross-cultural heroine, motives of searching for a
motherland and restoring family ties), however, the major theme of the
novel is the choice a man has to make between opportunism, political
mimicry and preserving one’s genuine personality in the situation of
permanent instability and chaos.
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AUTHOR’S CONCEPT OF SELF-CONSCIOUSNESS
IN THE NOVEL “THE ENDLESS DEADLOCK?”
BY DMITRY GALKOVSKY

Shtepenko O.

INTRODUCTION

At the end of the 20" century, the literary process is distinguished by a
special intensity of self-determination and tends to be highly dramatic, to
have deep philosophical context, to revise cultural and historical guidelines
and literary hierarchies. Writers deeply experience cultural and worldview
revolutions, which require the master of words to define his own position.
Reflection of the end of the “thaw”, internal collisions while formation and
resistance to officialdom in the era of “stagnation” and the realization of a
complete change in the social and cultural realities of the 1990s stimulated
an interest in the problems of creativity precisely in the context of global
philosophical issues and led to the emergence of a wide range of self-
identification models. All these features gave the impetus for in-depth self-
reflection and reassessment of the entire set of previous models of creator’s
self-identification, as well as accelerated the dynamics of these processes
and intensified their inconsistency.

In-depth self-reflection is imposed on the general tendency of literature
to self-comprehension, encourages the search for identity, dialogue with
other generations and metatexts of different periods. Therefore, the
intention to self-determination gains scale and takes on specific features in
the work of different generations precisely under the conditions of
fundamental changes at the end of the 20" century. M. Abasheva qualifies
them as a search probe for new ideas and forms in the radically changed art
of words, as “... a field of various aesthetic experiments on which new
models of writing behavior are produced”".

In Russian literature of the late 20" century, it is difficult to find a work
of art that could be compared to D. Galkovsky’s famous postmodern
hypertext “The Endless Deadlock™ in breadth of understanding of self-
consciousness. The work provides a concept for discussion, aimed at

! AGamesa M.II. Jluteparypa B momckax muma (Pycckas mposa komma XX Beka:
cTaHOBJIeHUE aBTOpckou maeHTH4uHocTH). [lepmb: U3a-Bo Ilepmckoro ynusepcurera, 2001.
320 c.-C. 37-38
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awakening the reader, providing a keen dialogue with artistic and
philosophical traditions, which is an original, experimental form of meta-
prose at the same time. It reflects the brightest features of the generation of
CONsciousness.

The relevance of the study and interpretation of D. Galkovsky’s
hypertext from the perspective of self-reflection of literature is caused by
the dominant theme of self-consciousness in this work, which covers a
wide material of cultural self-determination of generation and individual.
As already stated by the researchers, D. Galkovsky’s novel is “a reflection
of Russian culture (and especially literature) and the tragedies of national
history supposedly caused by it, as well as the narrator’s self-interpretation
as a typical product of this particular culture and a certain segment of this
tragic history™”.

In our opinion, the author is faced with a supertask — to model a bridge
between the cultural identity of different periods — especially the Silver Age
and modern times. This is declared from the first pages of the novel:
«V kaoicooil nayuu dondicna ObIMb PAYUOHATILHASL CKA3KA, OX8AMbLEAIOUAS]
NJIONMHBIM KOJIbYOM 8CE€ CMOPOHDbI obvima u u32u6ai0u;aﬂ Uux no HanpaejieHuro
K yeHmpanoHomy mug)y <...>. Mne HyocHO Ob110 8bic6emums peaibHOCHb
HOBOU CKA3KOU, HOBOU AKMYanu3ayuel pyccKko2o Mucj)a»3.

The innovative intentions of the novel are highlighted in the
monographs by R. Nefahina®, L. Shevchenko®, G. Merezhinska’,
N. Bieliaieva’, L. Sadykova®, I. Skoropanov’.  Modifications  of

2 Mepexunckas A.JO., Komunapen T.B. Pycckas nmoctmonepHucrckas auteparypa
koHma XX — Hauyama XXI| Beka: 3HAKOBBIM KOJ M CTPAaTETUU XYyJ0KECTBEHHOTO TMOWCKA.
Xepcon: Ainant, 2007. 220 c. — C. 65

% TankoBcknii JI. BeckoHeuHsIit Tynuk (OcHOBHOU TekcT) // beckoHeUHBIH TYyNUK: B
2 KH. u3JaHue 3-e, HCIpaBleHHOe W jonoiHeHHoe. M.: M3parensctBo [Imutpus I'an-
koBckoro, 2008. Ku. 2. C. 2.

4 Hedaruna I'.JI. Pycckas mnpo3a Bropoil monmoBuHbl 80 — Hauama 90-x ronos
XX Beka:yueOHOe TmocoOHMe il CTYIEHTOB (DUIIOJOTMYECKHX (PaKyabTeToB. MMHCK:
N3narensckuil neHTp « 9koHOMIpece», 1998. 231 c.

® Illepuenko JIU. Pycckas mposa tpex mocnemaux aecstunetnid (70-90-e rombr
XX cronerus). Kielce: Academii Swietokzyskiey, 2002. 295 c.

® Mepexunckas A.JO. XynoxkecTBeHHas mapajaurma NepexoJHON KyJIbTypHOH SIOXH.
Pycckas npo3za 80—90-x ronoB XX Beka: Monorpadus. K.: UL «KueBckuil yHUBEpCUTET»,
2001. 433 c.

" Bensiea H.B. TIooTHKa Macku B PYCCKOM POMAHE: MHTEPTEKCTYANbHBIE acTeKThI //
Pycckas mareparypa. UccrnienoBanust. C6. Hayd. TpynoB. Bem. VI. Kues: Jloroc, 2004. C. 38-53.

CanpixkoBa JI.B. OcoOeHHOCTH Masioru3mMa B pyccKoil accenctuke pyoexeir XX Beka //
Pycckas mareparypa. UccrnienoBanust: CO. HayuH. Tp. Kuis, 2008. Bem. XII. C. 276-290.

CxopomnanoBa M.C. Pycckas noctmoaepHuctckas aureparypa. M.: @aunra: «Haykay,
2007. 608 c.
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postmodernism, the originality of the “Russian version” and features of the
late stage of its dynamics are emphasized in the works of the mentioned
literary critics.

However, the novel “ Endless Deadlock” by D. Galkovsky has not
been consistently considered in terms of self-consciousness and identifying
strategies for self-reflection, as well as in the aspect of the author’s concept
of personal and national consciousness. Therefore, we choose it as the
main guideline of our reflections and observations and make an attempt to
solve this particular problem.

1. Specificity of generational consciousness in the novel

In his work, the writer focuses on the artistic study of the process of
self-consciousness and treats it as very painful and dramatic. One may
argue the emergence of such accents by experiencing a crisis, transitional
state of society and culture. Reflecting on the state of modern man, the
narrator compares it with a hermit crab, who has lost his old carapace and
is frantically looking for a new one. The carapace, of course, means a
system of solid landmarks that disappeared in a situation of social and
philosophical cataclysms of the late 1980s and early 1990s. Personal and
general cultural aspects of the artistic study of consciousness turn out to be
closely intertwined, and the specificity of generational consciousness is
expressed clearly in the process of self-reflection.

D. Galkovsky was born in 1960 and formed as a personality,
philosopher and writer in an atmosphere of “stagnation”. He creates a
phenomenal artistic image of this period as a fatal, infernal spell that has
created a specific worldview worthy of artistic and scientific interpretation.
In the essay “ Endless Deadlock (Main Text)” this period is characterized
as “twilight”. But it extends its scope to the entire 20" century. The
aesthetic approach to the terrible, a kind of “decadent” accent, reveals
clearly. The writer tries on a mask of aesthetic decadent, experiencing
“fatal minutes” and finds beauty in a disaster: «4 ocugy 6 snoxy cymepex.
B KOHY€E npoutiloco 6eKa O4€eHb OosIUCL DMO20 C0E6A. KCIS’CUZOCb, ymo smo
ymo-mo cmpauiHoe, 6a2po8o-KpacHoe, Kak Ovl npeddsepue ada. CymepKu
CO3HAaHRUA, cCcymepedHoe CO3HAHUe. Ho CymMepKku — 9no coecem He
cmpawroe, a kpacugoe cioso. Haboxoe cxazan: “Cymepku — amo makotui
mommwiil cupeneswiii 38yk”»'. In the novel, the seemingly marginal years
of “stagnation”, which lose in the external dynamics to a fractured “thaw”,

0 Tankosckuii J]. BeckoHedHsIit Tynuk (OcHOBHOW TeKCT) // beckoHeuHbI TyNmuK: B
2 KH. u3laHue 3-e, UCHpaBIeHHOEe M JomnojHeHHoe. M.: W3marenbctBo JMuTpus
I'ankoBckoro, 2008. Ku. 2. C. 1170.
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are characterized as «usromunxa naweii snoxu»™. They are conceived as a
time of internal not an external action, the maturation of self-
consciousness, the most auspicious period for self-absorption and setting
the problem of personal and national identity. Looking at the entire Soviet
era with its totalitarian suppression of man, D. Galkovsky finds either an
obscureness, a specific darkening in the 1960-1980s, or an assessment of
only external phenomena without clarifying the inner, hidden essence of
the spiritual life of this period: «llucaroco u nuwemcs 06
IKcmpasepmupoeadrHHblX yorcacax. A ecmb eue yorcacsl
UHMPOBEPMUPOBAHHbLE, 8 pealbHOCmuU He 8uonble. M smo cmpawnetl. Kax
paz 60-80-e smo npeumywecmeenHo 3n0xXa UHMPOBEPMHO20 UHDepHO.
IIpeodvioywue nokonenusi 00 He20 NPOCMO He 00PACMAU, HE OONCUBAIU.
l'on00, 6otinbl, 3nudemuu — mym He 00 ncuxonoeuu. Jluunas sxcusuo, “a”
yenoeeka He 00pacmanu 00 HYHCHO20 YPOGHs, He OKVHAIU CB0U MO32 8
X0JI00HOe B8epXHee 3/10padcmeo. Mo ceuyac moabKo pa320peﬂ00b»12.
However, according to the narrator of the novel, the opportunity to
comprehend the “basic questions of being” was realized in the 1960s —
early 1980s in an ugly form and under the pressure of the wrong
mechanisms of socialization. D. Galkovsky, immerses himself in
autobiographical material and creates a self-parody: an unfortunate, no-
one-needed “genius” — Odinokov. The author focuses on the distortions of
Soviet pedagogical concepts, forcible collectivism, the persecution of lone
wolves who stand out from the rest, mania for “reforging” and “re-
education”. While in the West they sent peculiar children to a
psychotherapist, in “stagnant” Russia “such” get kicked: «4Ymo orce,
abcmpazupyeutvcs om xoinekmusa? <...> Beuime ezo, pebsmalll" <...>
Mamemamurxou 3anumaemcsa? — He eapmonuuno! Ilyckait pucyem.
A smom, umo pucyem? — B mamemamuxy eco. <...> Inasnoe, umob
CAPMOHUYHO. Umobwi yejloeeka  MOIHCHO 6bl.710, KaxK caApmMouKy,
pacmicueaniv u coxpau;amb»w.

The writer creates his myth about the 1960s — 1980s, his contemporary
and contemporary’s self-consciousness. In the context of such a meta-
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narrative, this period is interpreted as the climax of socialism (the
achievement of its peaceful utopia), a hell that absorbed the features of
specific decades and, at the same time, a lull that allows the individual to
understand fundamental issues, that is, a gracious time.

Inferno forces aim at destroying any individual and turning over the
picture of the world, reflecting the peaks of culture in a dark mirror (for
example, substitutes with opposite potential immerge in the place of
geniuses, signs of culture: instead of Leonardo da Vinci and Goethe there
Is the socialist version of thinkers and creators).

Experiencing such a period in the subtext is compared with passing
through hell, with the extraordinary initiation, the realization of a fabulous
impossible task, the battle with the infernal enemy. All these mythological
landmarks are part of the author’s idea of himself and the generalized
contemporary.

There is a clear author’s focus on the mythologization of the Soviet
period (and especially its utopian peak — “stagnation’), on searching some
archetypal foundations in the realities of the ideological life. The axis
“sacral / infernal”, as well as “harmonious, integral / deformated, split”
appear in this process. The following model arises: the fatal events of the
Revolution destroy the old cosmos, and the new one is constructed as
distorted, reduced and travesty. An example of such a conversion realizes,
in particular, in the reflections on the “Soviet religion”. Therefore,
Absolute, philosophical aspect of the world is chosen as the criterion for
assessing the distortion, the inversion of the world: «Hoswiii cmpoti 6o3nux
KdK paccmpoﬁcmeo, KdakK xaomuunoe - paspacmanue OmMOeIbHbIX
(dpacmenmos paszpyuienno2o mupogosspenus. Tax ackemuyeckuii udeai
ObLl BOCHPUHAM KAK Udeasl OYX08HO20 00eOHeHUs, a pPYCCKou oyule,
eekamu HdCMpClMGdeMOﬁ HA MOHACmMbIPb, npumMumueHdas nypumaHcKasl
oemazocusi Haulla  C60u apxemunuqecmtﬁ PE3OHAHC. Taxas oice
O6M0p0’~lHOCI’I’Zb, nepenjiemeriHocnb npopouYecKux pa3ealiun xapakmepHa u
0Nl Opyeux acnekmos cosemckou penueuuxu. Ecau mownvie cmeosvi
BeUKUX peﬂueuﬁ eblpacmaiu ecnecmeerHo, Cc030A4845Cb mulicAavenemusimu,
U OUEHb OP2AHUYHO 6KIIOYAIUCH 6 ()ywy YyenoeeKkd, HeoObIYalHO ycuaueaiau
u obnazopadcusanu ee, mo CO8eMCKAs peaucus — 3mo oymagopckoe
0])860, CO6pClHHO€ U3 3dCoxXmux eemoveK CnuilerHHoco xpucmuancme‘a»“.

The generational aspect of the problem of self-consciousness
organically combines personal and general cultural principles. According

Y Tankosckuii J]. BeckoHedHsIit Tynuk (OcHOBHOW TeKCT) // beckoHeuHbI TyNmuK: B
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to the narrator, the whole post-October period, and the “introverted
inferno” of the 1960s—1980s in particular, leads to the fatal slowing-down
of national consciousness, threatened to fade away in the “twilight dream”.

But the experience of the narrator and Odynokov as his defamiliarized
alter ego is intended to show the opposite: strong personalities manage to
understand themselves and time in a broad philosophical context deeper
than “fathers” and “‘grandfathers” and thus approach the cultural peak of
the Silver Age, its broken tradition.

Passing such a test of chaos and deformity is explained by the hero (a
man of the 1970s-1980s) as the initiation and choice of several paths at the
existential intersection. The results of such initiation are interpreted in a
range of contrasting, antinomic possibilities.

The first position is death (“<...> ece 6wi10 paccuumano na moe
YHUSMCEHUE U YHUYMOINICEHUE. Bom 2oe CamaHuHCKMZZ, anmuyenogeyeckutl
xapakmep nawezo mupa <..>")"®. We may consider deformity of
personality as variation of death. And the narrator exclaims not without
play and coquetry: «4 max kmo s? — Yénooox»'], knowing that the whole
work, its philosophical depth and aesthetic organization refute this self-
humiliation, make it interpreted as foolishness, argumentum a contrario.

The second possibility is the maturation of abilities despite all the
infernal forces of “stagnation”. Actually, the work aims to prove it.

And finally, in the comments, which are compositionally close to the
ending, a third, positive, possibility of initiating by ‘“stagnation” is
formulated. It consists in becoming a winner. This self-identification is
based on a generalization of personal experience and correlates with the
philosopher K. Leontiev’s considerations about the ordeals caused by the
coming socialism. «Ecau Jleonmveg ne 3nan, umo e Moxcem ymeuunis
epAoyulec0 HO8020 Yenoseka, ‘“‘ackema’”, y Komopoz2o 0Oyoem OmMHAMA
peiaucusd ¢ uoeeil 8e4H020 6]1619:‘C€HCW1861, mo noeecmeoeameilb C y4enom
npuo6pemeHHoeo ucmopudeckoeo u KyabniypHoco onbslma KoHcmamupyem.
“3amo  mwvl  y3Hanu. Mpwi, nobeoumenu. (A 6edb OelicmEUMENbHO
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nobeoumenu. Tom, xkmo ocmanca odcumv nocie ‘“‘nupa 60208, —
no6edumenv)»"’.

The author gives hopes for a possible revival. However, the revival
interpreted from the religious point of view (in contrast to infernal
motives) is not declared but problematized. Moreover, deformities of the
personality, caused by “stagnant” period and its ugly programs, are
declared again: «Peuv wuoem, makum 006pazom, 0 peUSUOIHOM
603p09fCO€HLlu. ﬂ]l}l MEHA, KAaK JUYHOCmu, 39mont nynib HEBO3MOINCEH.
B koneunom umoee s cmo2y npuiimu 8 yepkogb, HO Ky0ad dce MHe 0e8amb
moe ()emcmeo, JUUICHHOE C6enmJjiblx 06pa306 Pperucuo3Hoco onvlmd, omou
OCHO6bl npaeocﬂaeuﬂ? Hnu kmo mne 6epHem MOI0 IOHOCmMb C ee CILONCHOU
u 3anymeHHOL7 6ymeen0ﬁ HCU3HDBIO, HO OIJICU3HBIO COBEPUIEHHO BHE
Kkamezopuii 11066u? Boobwe, Kak MHe 8MeCmums paspocuieecsi MbluleHUe
OO YEpPKOBHbIU KYNOJA, eCclu OYulad MOsi UCKAdCeHd, Oehopmuposand,
npocmo 80  MHO20M  uH(pammuibha, Hedopazeuma?»r. However,
recognition of these deformities does not abolish revival, but transfers it to
another sector of culture: from religious to creative (artistic and
philosophical). It is no accident that a “writer” 1s the last self-
determination.

At the same time, the main story is the search for identity, a meaningful
process of cultural consciousness. The difference in the interpretations of
the widest range of phenomena becomes the mainspring of the internal
action: from literary discoveries and images to historical events,
philosophical concepts and political processes. The narrator proceeds from
the statements of philosophers, literary images, his reflections after all, and
creates commentaries on them, where he develops or makes paradoxical
the ideas from the primary sources, brings them to absurdity,
demythologizes them. His evidence is also not flawless and may be
counter-reflective. ~ Odynokov’s  world-view  deformations  are
comprehended as typical, generated by the times of an “introverted
inferno” and peculiar to the entire generation formed in its context. It is
implied that precisely this generation has the mission to form
consciousness in its personal and national coordinates and, therefore, to
win and promote cultural revival.
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2. Characteristic features of the process of self-reflection
in D. Galkovsky’s hypertext

Let us trace the features of the process of self-reflection, its relation to
philosophical problems in the literary text “The Endless Deadlock”.

D. Galkovsky represents the process of self-reflection, firstly, as the
realization of a philosophical type of thinking and, secondly, as a feature of
national consciousness, its desire to “speak out” and define its borders,
stable supports. These theses are not declared, but are often directly proved
by the opposite, which corresponds to the postmodernist way of playing
the fool. In the novel, this idea is explained as follows: «Creoosamenwvno,
Haboxoe omxaszancs om camonosznanus. Yenosex 6 evicuien cmenewnu
CNOCOOHBIU K CAMONO3HAHUK, OH HUKO20A He NoCmasull 8 uenmp
noeecmeo6aHrUuA camoco ceos. Eco mMemyapbl qucmo 6HEUlHUe,
onucamelilbHble. On OoMmuamHyics om ceos. Poccus nomep:ia
2eHUANbLHO20 Quiocoga, HO npuobpera cuacmiuso2o uenosexkda. Beow
cyobba Haboxoea maxcumanvho cuacmauea ONsl  PYCCKUX €20
noxonenusi»™ . The opinion is expressed in a provocative manner, but it
becomes a part of the system of proofs of the author’s approach correctness
and contrasts with the recognition of V. Rozanov (the author of “Solitaria”
and “Fallen Leaves”, aimed specifically at the self-discovery) as the first
true Russian philosopher, as well as the discoverer of this subject.
D. Galkovsky consistently identifies himself as V. Rozanov’s student,
armed with the aim of defining the pillars of personal and national
consciousness. Literary analysis of artistic thinking dominates among
many aspects of consideration of the problem (such as historiography,
history of Russian philosophy in the context of the world philosophy,
conspiracy, imagology).

A wide range of ideas about creativity is exposed to self-reflection in
the novel. Creativity is described as a mystical act, the closest one to the
mystery of the world creation and man’s fate. It results in the constant
replacement of positions on the scale from the author to the hero, because
the haughty writer (it is V. Nabokov in the following passage), who
masters the hero’s life, 1s himself a work. Moreover, the hero of the novel
can acquire mystical autonomy and, unexpectedly for the author, to parody
his creator, to hint at the existence of incomprehensible interdependencies
of these figures. That is why, according to D. Galkovsky, the problem of
creativity is philosophical and can be considered, but not solved within the
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relevant discourse. The quoted commentary is a response to V. Nabokov’s
words about the pleasure of modelling Luzhin’s fate, inventing its fatal
turns, “playing subtly and ingenious” with it: «Ho nackonvko eco 2epoii
aenaemcs e2o cepoem? He ecmv nu 6ce eco nogedenue — 6opvba c
asmopom u crodxcemom? B cywnocmu Jlysxcun Oocaovieaemcsi 0
croorxcemHocmu U npe()yszmﬂeﬁﬁocmu ceoell  JICU3HU. HO, KOHEYHOo,
002a0Ka He Modcem Oblmb HUYEM UHbIM, €20 Xaomuueckas ‘Oopvba’”
JIUWb NPUXOMAUBHLU U32UO ClOdCemHOU TuHuu. Aesmop mo2ywecmeen. Ho, ¢
Opyeoii cmoponwbl, asmop duce u koneuer. On cam JIyxicun no OmHoueHUuo K
HekoeMy  NnooaurHomy Aemopy ceoeti  odicusznu. IIpoussedenue-mo
meonozuyeckoe, uirocogpcrkoe. Omo ecmv c600600a 604U U KAK OHA
couemaemcsi ¢ 60AHcecmeeHHbIM npedonpe()eﬂeﬂuem. U ne YyMo3unmenbHo-
mepMuHoio2uiecKu, a pearvHo. <..> Kakx smo moeno 6vi Ovimsb npu
pealoHocnmu Cyuecmeoearnus Buvicueco mupa. U 6 xaxou cmenenu uenosex
Modcem 002a0bl8aAmMbCsl 0 603MONCHOCIU Makoeo20. He ¢ moii Jau, 6 Kaxkou
Jyorcun dozadwiéancs o cywecmeosanuu Haboxosa?»>. Throughout the
novel, Odinokov repeatedly compares himself to Luzhin, looking for
differences, already acknowledging the similarity in advance. The author
models Odinokov’s image upon literary patterns, acknowledges that his
thinking is “literary”, seeks for a higher meaning and logic in his destiny
by addressing the Higher world (problems of religion, mystery of words,
human nature, mysteries of personal and national consciousness).
Literature displace the “meaning of life” provocatively. A lot of
transformations and substitutions occur: the author turns into Odinokov,
who, in turn, tries on the masks of different literary heroes. One’s own life
is read from the perspective of literature, which raises the question of the
possibility to find an identity in general, exacerbates the postmodern
“death of the subject”, the fundamental “secondaryness” of the individual,
his dependence on cultural texts, the ineffability. The following
provocative reflections of the narrator may serve as an example:
((CJZylluJZOCb camoe Henenoe. A npespamujicii 6 pOMaAHmMud4ecKkozco cepo, 6
00bIYHO20, 3aypsa0HO20 2enus. Mos buoepaghus apxauuna, oa u npPocmo
Aenaemcs  wmamnom. "2eHuanvbHuvlil 0OUHOYKA, U320U, CMOAWUL 8
Kocmiome apieKkuna nocpe()u 3AYYMIEHHO2O0 20p0()a u xoxoqyu;uﬁ CMEeXOM
camanunckum”. Ho kaxoso mue, koeda 3ma nowisamuHna (a 0as pyccKoco
CO3HAHUSL 2MO 6ce20a Oyoem NOWIAMUHOL) 80pye OKA3ANACh MOell
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cyowboii. Eciu mak 6ce no nenenvim knueam gviuioy> . One’s own image,
which is based on literary models, is doomed not only to be secondary but
also to become a parody, stylization or travesty of an authoritative model.
And we can trace the “mockery” of the individual on the part of the
process of self-knowledge and language. Mockery turns to be the answer,
as Odinokov demythologizes and brings down to earth authoritative figures
that claim power over the world. Accordingly, the images of VI. Solovyov,
M. Berdyaev, A.Chekhov are desacralized, Familiar relations are
established with beloved V. Rozanov, who is re-sacralized and relocated in
the centre of Odinokov’s worldview: «/0e-mo nocepeoune, 2oe-mo mesicoy
HUBMEHHOU U 6eynoll  cywHocmbio (0y0b  mo  ObsBONLCKOU UL
Goocecmeennoiin®.

The miserable self moves in a circle of literary images and iconic
figures, its autobiographical experience, terrified by the inability to escape
from this coordinate system. And one of the interpretations of the symbolic
title of the novel breaks through in this — the danger of not going beyond
the walls of one’s interpretations, of being stuck in the process of
describing, writing, inventing one’s “life story”, making the guidelines
literary.

The philosophical question of the possibility of personality
transcending and the strategies for this process is practically raised. By the
way, this feasibility of a qualitative leap forward is considered both in
relation to the hero’s consciousness and as the form of hypertext, which is
threatened by repetition, loss of meaning, loss of reader’s interest:
«Kamacmpoga «beckoneunoeo mynuxa». OOuHokos npespawiaemcs 6
becyenvHylo cmuauzayulo, UOUOMCKU 00ObICPLIBAIOWYIO  COOCMBEHHYIO
eenuanvrocmo. A Conosves, Yepnviwescxuii, Jlenun, Habokos, Yexos u
o0p. obopauusaromcs auub 0BOUHUKAMU MOe20 «s». Bewu oorcusarom u
npespawiaromcs 6 nePCOHAINCU, NEePCOHAIHUCU 060paqu6ai0mc;l JllO@bMu,
100U JIce OKa3blearomcs Hd NOBEPKY JUULb ABMOHOMHBIMU IJEeMERMAMU
Moe2o «ay. «beckoneunbviul mynuKky» npeepauiaenmcs 6 molCAYECMPAHULHYIO
cxemy, TUUWEHHYI0 KOHKPemHOo20 cooepaicanusi. He mak .
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The problem i1s resolved paradoxically, in D. Galkovsky’s manner of
thinking. The very search process turns to be a transcendental strategy.
This is because fundamental philosophical questions (including self-
determination) do not have definitive answers, but the path to solution
invariably elevates a man. This opportunity to escape in the act of self-
discovery, to rise above the whirligig of samples and somebody else’s
quotes, distinguishes Odinokov from the heroes he provocatively identifies
himself with: «4 Jlyswcun, no co cmpannoii ocobennocmoio — s uepaio ne 6
waxmamsl, d 6 HCU3Hb. Csou CO6CI1’I8€HHyi0 orcuznb. Mos cneyuaiuzayusl —
a cam. A Jlyowcun, enonne noHumarowull u ocosHarwul ceos Jlysxcunvim
<...> Ho y Habokoeckozo 2ceposi pa3zpvi@ ¢ CcO0O0U, BO3MOINCHAS
mpancgopmayus ceoe2o 0apa U, Ccied008amenbHo, XOmb KAKAs-Mmo
KoMneHcayus, ooHapyycusaemocms u3 peaivHocmu. Mot dice oap Hukax
He npoAaesiisemcs 6 mupe, OH abconromer U HeGUHEH. ﬂyofctu omoeco He
Haoo. Ou He 3ameyaem C€6}Z, u emy 6disCeH 6blucpblil KAK maxosou. Ho
Mmou eblucpsvlit — 9mMoO CHbl U, umoOvl CHbl evlucpaiu, HYIHCHO UX
wapjiamaHnckoe npu3HaHue»24.

Not only the autobiographical hero, but also the historical figures are
subject to “becoming literal”. Mainly, a grotesque image is created and the
effect of paradox, defamiliarization and travesty is modelled. For example,
V. Rozanov (beloved by the author) unexpectedly puts on the mask of a
character from M. Gogol’s “Marriage” in the narrator’s reflections about
Russian eros. «Pozanos — smo npocmo oicenusuuiics Ilookonecun.
llooxonecun, mak u He 8vinpvieHyguiuli u3 okowka. Ilooxonecun — I'oeonw
BLINPBICHY (8ce-maku Odeiicmeumensho, "pycekuti Hapod cmensiil”)»>.
A rather broad and paradoxical spectrum of possible landmarks of self-
identification and literary “roles” for iconic figures is considered. This
game is often based on a serious implication, characterizing the change of
cultural epochs, the conditions in which D. Galkovsky’s generation was
formed.

In the manner of D. Galkovsky, the philosophical problem “becomes
literary”, i.e. it finds its plot. In this case, it is a “twinning” plot:
VI. Solovyov, V. Rozanov and Odinokov appear in complex mutual
reflections. Odinokov searches for his ideal, he looks with envy at the
externally beautiful figure of VI. Solovyov. But the narrator interprets

24 TankoBcKHii . beckoneunsiit Tynuk (OcHOBHOU TekcT) // beckoHEUHBIN TymHHK: B
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Solovyov as a temptation, an unsuccessful romantic sample, whose
archetype is carried in other heroes’ souls and who embodies their dream
about themselves. His image represents the dark side of V. Rozanov and
Odinokov’ nature: «On omka3zancs om ceoezo uenoseueckozo. /la s cam
Ol om Heco omkazaicsa. Toavko oHO U anywams He zaxonieno. Tym
uzoesamenbcmeo Hecavixannoe. A meuman o Hecuacmuotul Jl}066u, a ee He
ovL10. B smom-mo u CAKPpAIIbHOE 60CXUWEHUE Conosvesvim y Poszanosa.
On mooun 6 Conogvbese HEYOaABULYIOCS BbICOKVIO uYacmb c8oeco ‘s’
"Brecmawyro, xon00nyr0 u cmanvhyr". Ho smo-mo u ommankusano
Bacunusa Bacunvesuua. Omcrooa "0emonuszm” Conosvesa, mo ecmo Heumo
eenuyecmeerHtHoe u 0@H06p€M€HHO uyoicoe, memHoe. Po3zanos onnaxuean
C6010 IWHOCMb U Yyecmeosdsl, Umo niakamv-mo Heueco. Huueco ne
Gvi10»°°.

Failure (V1. Solovyov’s loss of human form, double hysterics)
multiplied by failure (impracticability of dreams of V. Rozanov and
Odinokov) gives an unexpected positive result — the fruitfulness of the
search, the healing nature of self-knowledge, the transcension over the
samples, the feeling of a new level of freedom. The achievement of such
result is, in our opinion, the purpose of the novel.

3. Artistic strategies for the self-consciousness process
and for creation of the author’s myth about creativity

In the novel, special attention is paid to the dramatic nature of the
process of self-consciousness, to the elaborate system of artistic strategies
for its depiction. Let us highlight some dominant ways of artistic
interpretation.

They include the already mentioned whirling of thought, rotation of the
same landmarks in the plane, as well as in the “deadlocks” of subjective
evaluations. A situation of mocking turnover of self-consciousness is
created: «O6osznamywku-nepenpamywruy. A 2oeopio moavko o cebe.
Haoice 6 omye — 51 cam. O mupe s cyoxcy no «» guiocooé u nucamernetl,
00 Ux «4» no mem xice JHO0AM, KOmopbwix s 3Hal <...> O HUX, 6 C6010
ouepedsb, no ceoell buozpaguu, Haxkouey, o cebe, KAK O «», KOMOpoe
Aesenmcia Mupom, — no KHuUucam, HANUCAHHbIM IMUMU JiCe€ CAMbIMU
dunocodpamu u nucamenimu. Imo 6ecKoHeu bl MynuK»*. .

26 IanKoBCKHUiA J. beckoneunsrii Tynuk (OcHOBHOU TekcT) // beckOHEUHBIH TYMHK : B
2 KH. UW3JlaHWue 3-¢, WCIpaBJICHHOe W jomnoiHeHHoe. M.: W3marenbctBo JIMHTpHs
I'ankosckoro, 2008. Ku. 2. C. 668—669.

2" Tankosckuii J]. BeckoHedHslit Tynuk (OCHOBHOM TeKcT) // BeckoHEeuHBIN TYNMUK: B
2 KH. u3laHue 3-e, UCOpaBleHHOe W JgomnoinHeHHoe. M.: W3marenbctBo JMutpus
I'ankosckoro, 2008. Ku. 2. C. 1022,
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The next strategy is to demonstrate the parody of the self-discovery
process, exacerbation of the problem of authenticity / imitation,
unoriginality. Odinokov gives himself a symbolic definition: «<..> 2
napoous mviciawasy’, and creates allusions to B. Pascal’s “roseau
pensant”. There is a constant balancing act between the parts of the
mentioned opposition, and even their overturning. In addition, a double
parody is modelled, which creates the effect of seriousness:
«Pacwugposannas napoous, napoous, 0CMuICAAOUAs Cebsl KaK napoouio,
ucuesaem»™. It results is a feeling of tragedy and high points of view of
the self-discovery process. His decision is brought to the absolute and
utmost philosophical abstractions, crossing the boundary of personal self-
determination. The self-replicating chain of parodies reaches the Absolute,
becomes a “parody of the infinite” and turns over again, carnivalically
falling to zero: «Ho uem cnoorcnee, uem epanouosnee, mem GHympeHHul
CMBICTT M0e20 COOCMBEHHO20 Cyuyecmeosanusd cmaHosumcsia npouie u
cmexomeopneer™. By the same logic of turning over, the true man is the
one who reflects his own parody. The narrator finds an example of such
self-interpretation in V. Rozanov, who was ironical towards himself,
doubted his own authenticity, and therefore was real and did not play
somebody else’s role. A similar program is inherited by Odinokov.

An important strategy is to single out contrasts and oppositions, to test
any program or pattern from the opposite. For example, the novel contrasts
examples of successful self-identification with unsuccessful projects. The
former include V.Rozanov, while the Ilatter embrace A. Biely,
VI. Solovyov, A. Chekhov, and even V. Nabokov, who allegedly
abandoned self-reflection. So let us give a provocative interpretation of the
figure of Andrei Biely, who seemed to be lost in his own fantasies and
could not self-determine: «Kocmoc bBenozco me cozoan 00 kouya, He
SAMKHYN U pacuiupsiaemcs 6 HOJIb. Pacnycxaemc;l 6 Huumo. Hem Kapkaca
manmepuailbHblx Humet — benviti ne meopéey, OH He MOoc ocyuiecmeuniob
C6010 npocpammy, oa u cama npocpamma e2o npockakueaem 6
beckoneunocms. OH ucnopmuin cebs gunocoghueti, camoiti "gpunocogpcrun”
pycekuil nucamens (2osopun: "a ompasnen Kanmom"). Hapywenue mepuol

28 Tankosckuii J]. BeckoHeqHsIit Tynuk (OCHOBHOU TeKCT) // BeCKOHEeuHbI TyNuK: B
2 KH. u3laHue 3-e, UCHpaBIeHHOe M JomojHeHHoe. M.: W3parensctBO JMuTpus
I'ankoBckoro, 2008. Ku. 2. C. 1033.

%% TankoBcKHii . beckoneunsiit Tynuk (OcHOBHOU TekcT) // beckoHEUHBIN TymHHK: B
2 KH. UW3JaHue 3-¢, WCIpaBIIeHHOe W JonojHeHHoe. M.: MW3marenbctBo JIMuTpHs
l'anxosckoro, 2008. Ku. 2. C. 1033.

% Tankosckuii J]. BeckoHedHsIit Tynuk (OcHOBHOU TekcT) // beckoHeUHbIN TyHHK: B
2 KH. u3laHue 3-e, UCHpaBIeHHOe M JomojHeHHoe. M.: W3parensctBO JMuTpus
I'ankoBckoro, 2008. Ku. 2. C. 1033.
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no CpdeHeHUIo ¢ Poszanosvim u Ha501<06bl]l/l, U 6 pesyibname Hecuacninasi
napooutinas  auunocms u  cyovba»>. Undoubtedly, any vague
Interpretations are also the self-characteristics of Odinokov. They contain
his idea of the unsuccessful self-knowledge, the reflection of negative alter
ego and fear of repeating a mistake or tragedy. These are all mirrors that
reflect the hero.

As a result, a model of the hero is created. The following system-
forming features characterize it. Firstly, it is a philosopher and writer who
tries to identify the support of personal and national consciousness, and
who reconsiders established models and authorities. Self-reflection is the
most significant feature. It is considered as a process of philosophical
comprehension of the whole world, since it is a set of interpretations in
subjective reflection. Such character constantly resorts to self-reflection,
provocatively evaluates it as a flaw, but interprets it as a productive
process that facilitates the rise and transcendence in subtext: «B moeii
HCUSHU eCcmb opeaHutteCKuﬁ NOpOK, degbekm. Kaxas-mo ucknoyumenvnas
2laynocms maumcsa 60 6cem, umo npoucxodum CcO MHOI. KaKy}O-I’I’IO A 6
CB80€ll JHCUZHU POKOBYIO OUUOKY OONYCmUl, 4mo camoe 0OUuoHoe — ymy
MOeMy He O0OCMYNHYI0, HeNOHAMHYI0 <...> Moowcem 6vimb, u owudOKa-mo
KaK pas 6 3mom owyweHuu oumuboyHocmu ceoel orcusnuy . This person is
completely subjective, reserved and literarycentric, inclined to self-parody
and stylization («Bce ucuezaem 6 cmunuzayuuy, «llonvimka
CAMOCO3HAHRUA cpo3um npespamunvcCil 6 IHCEMAHH)YIO cmwlu3az4ui0»33).
Romantic hero, underground man, “superfluous man”, “little man”,
Luzhin, V. Rozanov, V. Nabokov are selected as models for stylization.

Odinokov acts as an aesthete, close to modernist traditions. He clearly
sympathizes with V. Nabokov’s aristocracy. Emphasizing this feature in a
favourite writer’s appearance is an element of self-reflection, self-
characterization. Aestheticism is interpreted paradoxically: the most distant
principles — aristocracy and democracy — are integrated: «Habokos 6wvin
caAmMbim aeMOKpamu’iHblM PYCCKUM nucameiem. Eeo deMOKpamuuHocmb —
a apucmokxpamusme, 6 NOCMOAHHOM noduepkueaﬁuu AJIUMAPHO2O
xapakmepa xydoofcecmeeﬂﬂozo meopudecnmeda. Paccmampueaﬂ 6eCb Mup

3 Tankosekuit . beckoneunsiii Tynuk (OCHOBHOM TeKCT) // BeCKOHEUHBIN TYNUK: B
2 KH. u3JaHue 3-e, UCOpaBleHHOe U jgonoilHeHHoe. M.: W3marenbctBo JMutpus
I'ankoBckoro, 2008. Ku. 2. C. 1024.

%2 TankoBckuii J1. beckoneunbrii Tynuk (OCHOBHOM TeKCT) // beCKOHEUHBIN TYNMHK: B
2 KH. UW3JlaHWue 3-¢, WCIpaBJICHHOe W jomnoiHeHHoe. M.: W3marenbctBo JIMHTpHs
lankosckoro, 2008. Ku. 2. C. 1023-1024.

%8 Tankosckuit JI. BeckoHeuHbIH Tynuk (OCHOBHOM TeKcT) // BeckoHEeuHBIN TYNMUK: B
2 KH. u3aHue 3-e, UCOpaBlIieHHOe W JAomnoilHeHHoe. M.: W3marenbctBo JMutpus
I'ankosckoro, 2008. Ku. 2. C. 1020.
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yepesz NpuzMy SMOU DIUMAPHOCMU, OH OOHOBPEMEHHO NOOUEPKUBAIL
opeanuuHOCmb 10006H020 nodxoda Kk mupy»>. At the same time, such
close aestheticism inverts and start being evaluated as a pose, theatrical,
outer form that covers the void. This quality extends to the national
mentality unexpectedly (the constantly repeated Rozanov’s definition of
Russian as "nonsense with art"). It defamiliarizes the natural artistry, inner
self-absorption and the tendency to fantasies. The subtext of the novel
“Crime and Punishment” is also waved into the reflections: Raskolnikov’s
question «YemnoBek s mim TBaph apoxkaias?» IS replaced by a phrase,
which is more interesting than the constantly quoted «rBapp»: «Ox,
acmemuvecKkas A 60ulb, U bonbule HuYe2o» >

The hero acts as a pure introvert, who differs from the “underground
man” by his declared and well-grounded “genius”, while the problem of
relations between the outer and inner worlds is exacerbated to the limit.
Absolute primacy is given to the inner world. (“Tom awce Haboxos ckazan:
“Buewnue eneuamiaenus He CcO30A0mM xopoutux nucameﬂed, xopoutue
nucamejiu camu 6’blayﬂ/lbl6’ai0m ux 6 MOJZOOOCI’I’ZZ/I, a nomom ucnojilb3yrom
maxk, 6y0mo OHU U 8 camom Oere cywecmeogaiu’. Bvloymka moocem
ObIMb 2eHUANILHOU U MOJCEm NOYMuU NOJIHOCMbIO 3AMEHUMb peafszblzZ
oneim»™®). The contrast between the hero’s perception in these coordinate
systems is modelled. He is a genius and a creator in the inner world and a
bored marginal weirdo in the outer world.

The dramatic clash of worlds and roles, the unresolved conflict gives
birth to the author’s myth. Traditional structures, fairytale and literary
implications are involved in this myth. For instance, Odinokov is in the
fantasies and dreams of his own world, like a sleeping beauty, or Hamlet,
who has fallen asleep and sees dreams: «f cozdan coeécem 0Ons umotl,
00bIYHOU Jicu3HU. BHewne coscem 00ObIUHOU, a GHYympeHHe abCONHOMHO
¢anmacmuueckou, evicuiel. Hacmonvko evicutel u ceemjoi, Ymo COH
cmaHem 6blmu€ﬂ/l, a ovim crom. U enewne smo 6)/()6}71 co6CeM He3AMENHO,
coecem He CcmpautHo. Xoms ons OKpYIcarnwux MeHA )Yoce Ccoecem

3 Tankosckuii J]. BeckoHeqHsIit Tynuk (OCHOBHOU TeKCT) // BeCKOHEeuHbI TyNuK: B
2 KH. u3laHue 3-e, UCHpaBIeHHOe M JomojHeHHoe. M.: W3parensctBO JMuTpus
I'ankoBckoro, 2008. Ku. 2. C. 638.
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cxyuno»®’. Thus, the image of the “destitute”, which absorbs and inverts
the Block subtexts («O Pycp mos! XKena mos...»), traditions of the
“superfluous man”, biblical subtexts, is modelled. The motives of mockery
of the genius become more intensive. Not a crowd, but a cruel, even
infernal world mocks him now: «Huxmo, nu 0oona ne nooymana: «mme 6om
amo2oy, «a, noxcanyu, QOuHoKko8a 603bMy» <...> A JHCEHCKUMU 21a3aMU
Ha meHs cmompena Poccus. U pewuna: ne naoo. U demeii om makozo He
HAOO. Hem, He MOJIbKO 51 BUHO8AM 6 C80eM OOUHOYecmee. }IMupy amomy
He HYJCEH. <.. >»,

The fierce confrontation of the outer world (cruel and totalitarian) and
the inner self results in the creation of another myth about the victor, the
unconquered one who went through death and survived. It is already a
heroic myth that absorbs the model of initiation, the plot of Orpheus, the
Easter archetype, which further substantiates the need to find firm
foundations of one’s self and national consciousness.

CONCLUSIONS

The Russian literature of the late 20" century is characterized by an
intensive process of the self-reflection of literature with a tendency to
globality. The leading trend is the combination of the search for personal,
cultural and national identities.

D. Galkovsky’s prose is the central artistic phenomenon of the
consciousness of the literature of the 1980s —2000s. It establishes a high
level of artistic study of the process, in which philosophical, artistic,
sociological and cultural perspectives are synthesized.

The author’s ultimate priority is the synthesis of artistic and analytical
types of thinking in hypertext, the unity of philosophical and artistic
principles, identified by D. Galkovsky as “philosophical impressionism”. It
originated in V. Rozanov’s and V. Nabokov’s works and became the basis
of his own author’s strategy for the development of a comprehensive world
view from the fragments of being through complex associations,
reflections in the system of mirrors using the game and style complexity.

Both analytical models of personal and national consciousness and
myths about them are created in D. Galkovsky’s novel. Search vectors are
common in creating these concepts. These are in-depth self-reflection,

¥ Tankockuii J1. beckoneunsrii Tynuk (OcHOBHOU TekcT) // beckoHeUHBIN TyHUK: B
2 KH. UW3JlaHWue 3-¢, WCIpaBJICHHOe W jomnoiHeHHoe. M.: W3marenbctBo JIMHTpHs
I'ankosckoro, 2008. Ku. 2. C. 1022.
38 o . . . )
[NankoBckuii J[. beckoneunslit Tynuk (OcHOBHOM TekcT) // beckoHeuHBINH TYMUK: B
2 KH. u3JaHue 3-e, UCOpaBlieHHOe U jgonoinHeHHoe. M.: W3pmarenbctBo JIMuTpus
I'ankosckoro, 2008. Ku. 2. C. 698.
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analysis of others’ authoritative interpretations, identification of closest
figures and forms of self-reflection.

The model of author’s self-identification in the work is expressed as
follows: the writer and philosopher, who reflects the fundamentals of
personal and national consciousness, projects the features of self-reflection
In the situation of ideological and aesthetic shifts. Typological features of
such model are dramatic and transcendental self-reflection, being literary,
aestheticism, elitism. A wide range of literary heroes and historical figures
(romantic hero, “underground man”, “little man”, “superfluous man”,
Luzhin, V. Rozanov, V. Nabokov) are rethought as models.

The author’s myth about himself intertwines contrasting fundamentals
and equalizes irreconcilable contradictions: the conflict of romantic genius
(“Hamlet who sees dreams”, “sleeping beauty”, “destitute” with Block
subtexts) is put on a par with low reality; the proclaimed marginality and
mediocrity are opposed to the archetypes of the victor, harmonious cosmos
builder, Adam, who gives names; a cultural hero who rectifies fatal
mistakes and facilitates to intertwining the fragmented consciousness.

In fact, such guideline is realized in the dominant author’s myth about
creativity. It is interpreted as finding the solid foundations of self-
identification, building a harmonious world on their basis (the construction
archetype), naming these foundations (like Adam who gives names),
rectifying fatal mistakes with the word and facilitating the flowering of a
new cosmos.

SUMMARY

The article concentrates on the study of the controversial authorial
concept within the context of understanding of self-consciousness in
Dmitry Galkovsky’s postmodern hypertext “The Endless Deadlock”. This
concept combines an original experimental meta-prose with a sharp
dialogue of artistic and philosophical traditions and demonstrates synthesis
of creative and analytical types of thinking. The interpretation of the novel
from the perspective of self-reflection shows the specificity of generational
consciousness and embraces dominant strategies for cultural self-
determination of the individual. The article also examines the model of
author’s self-identification and defines its typological features (dramatic
and transcendental self-reflection, aestheticism, elitism and being literary).
Scientific interest is focused on the author’s concept of personal and
national self-consciousness and on the creation of their analytical models
and myths about them in the artistic text. In this combination, the author’s
myth intertwines the contrasting contradictions of the writer’s search for
the basics of self-identification of the person and the development of a new
model of the postmodern universe based on them.
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THE RULERS OF EARLY KIEVAN RUS
IN T. BABITSKAYA’S STORY “PRINCESS OLGA”:
LITERARY CONTEXT AND PECULIARITIES
OF THE AUTHOR’S INTERPRETATION
OF THE SOURCE BASE AND HISTORIOGRAPHICAL
EXPERIENCE

Vysotsky A. A.

INTRODUCTION

The era of Kievan Rus, full of dramatic and crutial events, have always
fascinated the masters of belles-lettres in Ukrainian and Russian literatures
from the 18" century to our time. In the second half of the 20™ century in
Ukrainian and Russian literatures to the initial period, for example, the
period of existence of Russ referred the acknowledged masters of the
fiction-historical prose as well as less well-known writers, choosing for
their preferences varied plots, characters, genre forms, and the like.
Val. Ivanov, S. Sklyarenko, P. Zagrebel’ny, Ant. Ladinsky, Y. Alexandrov,
A. Zagorsky, V. Muravyov, S.Ponomarev, Y.Prodan, R. lvanchenko,
S. Voevodin, V. Yavorivsky and others — is not a full list of writers, who
appealed to Russ antiquity at different times.

In “old” works of some of the artists the description of the fate of a
fictional character was associated with adventure intrigue (historical-
adventure novel of I. Kovalenko “Uleb The firm hand” (1978)). In other
cases, the lives of the characters and description of epy staged historical
periods strongly rely on the information of relevant sources (“Sviatoslav”
(1959), “Vladimir” (1962), S. Sklyarenko, “The funeral of Gods” (1986),
I. Bilyk). Stories and novels which were written by historians (“Black
arrows of Vyatichi” (1977), “Sviatoslav” (1982) of V. Kargalov; “New
Sky” of Y. Jejuly (1989)) are interesting because of their informational
richness of the historical background. Speaking of the works of the
Belarusian literature of the indicated period, one can mention
E. Skobelev’s novel “Miroslav, Prince of Dregoviches” (1979), written in
stylized as “archaic” language, etc. The novels of S. Voevodin' and

! Boesoaun C. Patauk kusruau Onbru: Poman. X.: Kny6 cemeiinoro mocyra, 2018.
288 c.; Boeromun C. Bemero Omnera: Poman. X.: Kiryd cemeitHoro mocyra, 2019. 256 c.
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V. Yavorivsky® are among the newest books that came to the Ukrainian
reader.

It can not be said that the theme “Rus in fiction” refers to the
unexplored topics by literary critics as well as by historians. The list of
special works (V. Donchyk, M. Slaboshpitsky, V. Fashchenko,
V. Oskotsky, V. Chumak, M. Illnitsky, Y. Bondarenko, O. Kolinka,
T. Sushkevich, T. Litvinchuk, V. Kargalov, V. Pashuta and many others)
could take more than one page. Of course, the experts-precursors have
accumulated considerable biobibliographic material, highlighted the poetic
properties of “ancient” works. We would just like to supplement their
experience with some considerations regarding the specifics of the writer’s
interpretation of medieval sources and historical concepts of his and past
epochs in the creation of images of the first rulers of Rus, taking into
account works that, for one reason or another, have been overlooked by
meticulous research attention. The following observations are just
approximate sketches that can be used as the subject of special studies (in
particular, devoted to identifying the author’s aesthetic and moral
orientations in comparing present and past, the specifics of understanding
traditions in the fictional reproduction of the Rus realm of ancient times,
the process of formation of its own artistic manner, renovation of the
stylistics of historical prose in the new social conditions, etc.).

1. Oleg and Olga in T. Babitskaya’s story: state-making
and personal dimensions of the author’s “portraiture”
of characters and its literary context

Soviet and Ukrainian film director Y. llyenko did not accidentally
name one of his films “The Legend of Princess Olga” (1982). Olga, the
Kiev ruler, still remains one of the most mysterious figures in national
history. Rus’ first female diplomat to outwit the Byzantine emperor;
mother of militant Svyatoslav, known by the descendants for his famous
“l come against you!”; a stern princess who viciously avenged her
husband’s death; a humble Christian, who, according to the chronicle, was
“the forerunner of the Christian land” — all this is Olga, whose image is
tightly wrapped in a flurry of legends. It is not surprising that the life and

actions of the princess have attracted the attention of many writers.
The base for Tatiana Babitskaya’s story “Princess Olga” (1990) is a
chronicle of events of the first half of the 10" century, which are related to

2 SIBopiBchkuii B. Y mene BeuepsiB Icyc. Kusirunsa Onbra — Benuka rpiliHULS, sKa cTana
cearoro. K.: bpaitt byke, 2019. 344 c.
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the names of the Kiev statesmen Oleg, Igor, Princess Olga. According to
the name of the work, its main figure is Olga, who began to rule after the
death of her husband Igor in 945. Through the princess’ prism of life
T. Babitskaya reflects the leading tendencies and processes of the distant
epoch, the difficult conditions for the formation of ancient Rus statehood.

Once A.-L. Schlozer lamented: “...there is no information about the
origin of this immortal wife (Olga. — A.V), of her birthplace, age,
education, and other insignificant circumstances that one would like to
know. These words have not lost their relevance today. The problem of
origin, in particular its social and ethnic aspects, has not been finally
resolved. “The Tale of Bygone Years” states that Olga was brought to
Kyiv “ors ITneckosa™. If the chronicle “Pleskov” is Pskov, then the future
princess could be from Krivich genus®. loakimivsky Chronicle, known to
us in V. Tatyshchev’s retelling, considers Olga to be a relative of the
Prince of Novgorod, also known as mayor of GostomysI®. The anonymous
author of Olga’s Life (the end of the 17" — beginning of the 18" century)
writes about the Varangian origin of Olga, emphasizing the nobility of
Olga’s family’. Olga’s homeland was considered an anonymous land by
the village of VVybut near Pskov. There is a version about the origin of Olga
“from the Varangian people, from ordinary people”®. “The uncertainty
about the origin of Igor’s wife and the similarity of the name “IlinbckoBs”
with the name of the Bulgarian capital Pliska, — wrote M. Brychevsky, —
gave rise to the assumption that Olga was a Bulgarian princess”’. Among
the researchers, one of the most common is the opinion that Olga came
from a noble family who lived in Pskov land™.

Such divergent thoughts about the origin of the princess could not but
affect the fictional concept of her image in historical prose. For example, in
S. Sklyarenko’s novel “Sviatoslav”” Olga mentions her orphan youth in the

3 HInenep A.-JI. Hecrop. CII6., 1816. Y. 2. C. 594.
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Vybutsk region of Pleskov land™. The main character of V. Panova’s story
“The legend of Olga” (1966) is the daughter of the chief of paddlers on the
Velyka River near the Vybutsk region of Pskov'. If Olga is shown in the
V. Kargalov’s novel “Sviatoslav” as the daughter of a simple Pskov
foreman®, then Olga’s father in S. Ponomaryov’s novel “Thunderstorm
above Rus” 1s a Pskov governor who died while protecting the city from
the Germans™. And here, in I. Bilyk’s novel “The funeral of Gods” Helga-
Olga is a daughter of Varangian Oleg, who was married to a Bulgarian
prince, and later, for the second time — to Igor'®. This series can be
continued.

T. Babitskaya models her own concept of the image of Olga,
synthesizing data from historical sources, contemporary special researches
and drawing on the experience of her predecessors, prose writers.
Generally speaking, without deviating from the leading tendency in the
hagiographic and historiographic literature, the writer using Olga’s mouth
states that “BoHa— 10YKka TICKOBCHKOTO BOEBOAM 1 BHYYKa KHA3
kpusmais”°. For T. Babitskaya the origin of Olga is not relevant to the
concept of the work, as, for example, in I. Bilyk’s mentioned novel, whose
characters are divided on national grounds into parties at war with each
other. If, according to M. Ilnitsky, the leading idea of the “The funeral of
Gods” is “to show how the Varangians usurped power in Rus from Rurik
to Igor, and how Volodymyr’s Rus was liberated from their domination”",
T. Babitskaya seeks to reflect the contradictions and cruelty of a distant
epoch when the ancient laws were broken and family members stood
against each other (Hotovid storyline).

Our acquaintance with the heroine of “Princess Olga” occurs at the
beginning of the story, when the daughter of the Pskov governor Hotobud
appears before the eyes of Kiev prince Oleg. The girl expresses such
thoughts that the experienced statesman Oleg has only to wonder at her
wisdom. Here’s an example: «— I1]o  Take Bi1aHICTh, JIBYUHKO? — THXO
3anutaB Ojer.
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— Lle KOJIH 3aBXIH [OPYY — Y WIACTI, y Topi i 3aHemami» .

Being a teen Olga says: «Ma0yTsb, 1ie 100pe, Koiu Tedbe 0osThes. S 0
X0TUIa, mo0 MeHe Oosummcs. Boporu, 3BuyaiiHo, ajge W Jpy3i TPOIIKH.
BTtiM, y MoryTHBOI JtoauHU HEeMae Jpy3iB. TinbKH BiagaHi Joau. B Mene
Gyze 6araTo Takmx. A CBOTO YOJIOBIKa s 3po0IIo KHsi3eM» . T. Babitskaya
may be exaggerating a bit, forcing her heroine to say things that would suit
a mature person. However, in our view, these authorial efforts can be
explained by the influence of the pictorial tradition. Emphasizing the
wisdom of the girl, the writer seems to give the reader a peculiar setting for
further perception of Olga’s growth as a statesman.

Olga was brought to Kiev by Prince Oleg, who, in order to secure
himself a reliable rear during his march to the Caspian Sea, took the
daughter of the Pskov voivode hostage. It was on behalf of the prince, as
T. Babitskaya says, that Olga got her name. Even M. Karamzin, wondering
where it came from, wrote: “She took her name (Olga. — A.V), it seems, on
behalf of Oleg, as a sign of their friendship with this worthy princess, or as
a sign of Igor’s love to him”?°. In such a way he evoked the ironic reply of
M. Pogodin, who believed that in the rough 10" century there could not
have been such exquisite courtesy that would have added honor to the 19"
century®. Pogodin, who was inclined to recognize Olga as a Norman,
wrote that her name, also Norman, came from Oleg’s name®. Modern
scholars, seeing the names of Olga and Oleg as a common root, derive the
last name (Scandinavian-Slavic) from Helgi — “sacred”®. Perceiving the
derivation of Olga’s name, T. Babytskaya explains its formation in such
way: the people of Kyiv, believing that Oleg (Olg) would take young
Pskovian woman as a wife, began to call her: “miBun Omera kHs3s,
omke — Onbra”™,

Prince Oleg, named by the chronicle “Prophetic” , — is an episodic
character in the story, but his appeal to some extent may serve to
characterize the artistic concept of Olga’s image. Oleg’s board has been
called a “dark period”® by historians. Foreign sources do not even know
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his name or his activities®®. Therefore, it is clear that T. Babitskaya was
faced with the difficult task of “reviving” this mysterious figure of the
early history of Rus by means of artistic words.

The writer does not provide a description of Oleg’s appearance (the
story is stingy on portrait characteristics). According to Oleg, we learn that
he is sixty-three years old”’. Once Oleg, “ronory rHemacroro”, was kindly
hosted by Ladogian Prince Ruric, “pazom Ooponucs 3a Hosropon, 3a
Kuis ...”%%. In those times, Oleg was a ruler and warrior glorified in the
surrounding lands. But first of all, the writer is not interested in the foreign
policy successes of the prince (which are discussed briefly), but his
domestic politics, the essential principle of which is the well-known words
“divide and rule”®. Oleg shares the secrets of his power with Olga,
because he liked her. The conversations with Oleg were not in vain for her.
In the story we see that Olga later in her activities repeatedly followed the
advice of the old prince.

Knowing her own self-worth, Olga offers herself to be a wife to Oleg.
Olga is convinced that “pasom BoHu Moriu 6 mpaButh cBiToM™>". However,
Oleg was in no hurry with the decision, knowing well that “Bona HikoiH HE
OyJie YH€EIOCh, BOHA 3aJIMIIUTHCSA TUIBKK c000t0. I TOH, XTO Bi3bME ii 3a
IPYXUHY, BCe KUTTs 6151 Hel mpokpytuthes™'. Still, Oleg underestimated
Olga and realized this when he returned from a trip to the Caspian Sea.
This mistake cost him his life.

Almost nothing is known about events related to the last years of the
reign of Oleg. In this regard, B. Rybakov wrote that immediately after
Oleg’s march to Byzantium, “when a combined army of Slavic tribes and
Varangians took indemnity from the Greeks, the “Grand Duke of Rus”, as
written in the 911 treaty, disappeared not only from the capital of Rus, but
also in general from the Russian horizon”*. Only in 912, citing the text of
the said treaty, “The Tale of Bygone Years” presents the famous legend of
Oleg’s death from a horse®™. There is little information about foreign
sources.
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T. Babitskaya offers her answer to a question that has long troubled
researchers: what was the subsequent fate of Prince Oleg after his famous
trip to Byzantium, dating from the chronicle of 907*. We learn from the
story that Oleg, executing the allied duties enshrined in the treaty with the
“mapem mapepanacbkum’”’, went to the Caspian Sea to fight the enemies of
the empire. “BoroBaB kus3p, — the author writes, — mpaBna, 3 ynadero,
BEJUKY 3700MY y35B, ajle Ha 3BOPOTHOMY HUIIXYy B Xa3zapil Hamajiud Ha
HBOT'O apcii, MyCyJbMaHCbKlI HallMaHIIl Xa3apiB, — MCTUJIUCA 3a PO3rPOM
CBOiX OJHOBIpIIB Ha XBanuHcbkomy (Kacmiiicekkomy. — A. B.) mopi.
30BciM Majo BOIHIB 3aymmmiaocd B Ojera, 310014l B3aranii Higkoi”®. The
source of the passage is the testimony of an Arab author of the 10" century
al-Masudi, who reports the losses (more than 30,000 people) suffered by
the Russians on their way back®®. This unfortunate period for the Russians
began in 912, that is, the following year after the signing of the Russ-
Byzantine treaty®’. Al-Masudi’s message is consistent with the information
of the Khazar document of the 10" century that a certain Helgu-Oleg had
mastered Tmutarakan shortly before the Caspian march®. Namely al-
Masudi writes about the Tmutarakan Rus people®*. The Novgorod
chronicle reports that shortly before his death Oleg went “over the sea”,
without specifying which sea it was™ (in the scientific literature there is an
opinion that it was the Black Sea). So, sending Oleg to fight in the east,
T. Babitskaya presents her explanation of the mysterious disappearance of
the prince from Kyiv, that has some documentary evidence.

While Oleg was fulfilling his obligations to Constantinople, a coup
took place in Kyiv, where he left Igor. Olga became his main figure,
according to T. Babitskaya. Marrying Igor, she already knew firmly that
she would make her husband a prince. By bribery, flattery, not neglecting
the spread of false rumors, Olga conspired Kyiv people against Oleg.
When the prince returned from the campaign, Kyiv was already a hostile
city to him. With no strength for the siege, Oleg had to go to Ladoga,
which, according to B. Rybakov, was the base of the Normans in northern
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Rus*. Here again, we see a “reconstruction” of events that could have been
behind the stingy lines of the document: bearing in mind the message of
the Novgorod Chronicle that Oleg had left for Ladoga® before his death,
the author shows the reasons that led the prince to such a step.

It seems that the chronicle of the death of the Prophetic Oleg is still
being asked in the plot of the story. At one time, the nineteenth-century
Russian writer Z. O. Volkonskaya did not resist the temptation to use it.
She introduced in her “The Legend of Olga” (1820’s (?)) an episode of the
death of Oleg from the bite of a snake that crawled out of the skull of
princely horse Athel®. And obviously, this is not surprising, because this
translation is quite a winning from a creative point of view. Moreover, we
don’t know much about those times. How is this plot used in the story
“Princess Olga”? Without dismissing some of the motives behind the
chronicle narrative that extend to the Scandinavian saga of Orvar Odd,
T. Babitskaya offers her vision of the situation that underpinned the
famous story. Oleg in the story dies not from the bite of the snake, but the
Killer sent by Olga. The old prince was too dangerous rival in the power
struggle. Realizing that Oleg can lead Varangians from the sea, Olga
orders to kill him. And to avert suspicion, she spreads rumors that Oleg
was bitten by the snake. That’s how the legend was created.

Here is an illustrative passage in which Olga talks to the late Oleg who
appeared in her morbid imagination: «— Yacro crana KIMKaTH MEHE,
KHSTHHS, CTapiell. A CBOTO 4acy T HE CyMHIBaJIacs, IK BYNHUTHU 31 MHOIO.

Omnbra 3apurnynacs.

— MepTBi 3HaIOTh yCe, — MOSICHUB BiH.

Bona xBoJ10 060poHSsIacs:

— Beci BigatoTh mpo Te, 110 Tede BKyCcHiIa 3Misl.

KHus13p 3aperoras:

— AJIe 110 3Mi10 3BaJIM TBOIM IMEHEM.

Obra po3raiBajnacs:

— Hiuoro gopikatu MeHi. | T BUMHHUB O Tak camo»™. As we can see,
Olga was a worthy student of the prince, who, according to the chronicle,
was involved in the murder of Askold and Dir. The last shelter of Oleg was

“2 pricakos B. A. Kuepckas Pyce u pycckue kusxectsa XII — XIII BB. C. 310.
3 Hosropoxackas Ilepsas neronucs crapuiero 1 muazaumero n3soaos. C. 109.
* Bomkonckas 3. A. Ckasanne 06 Ousre. Boaxonckas 3. A. Couunenus. [Tapux —
Kapncgya, 1865. C. 98 — 99.
Badouneka T. M. Kasaruas Onsra. C. 102 — 103.

98



Ladoga, where he got a mound*® (“morsuta” — according to the Novgorod
chronicle®).

2. The story base of “Princess Olga”: socio-political and “home”
aspects of the author’s conception of the 10" century in its encounters
with other writers and researchers of the era

After Oleg’s death, the son of Rurik Igor became known as the ruler of
Kyiv. The prince’s desk got to him thanks to the efforts of Olga, who,
knowing that she would never become a princess, made lgor the prince to
rule Rus on his behalf. Even in the life of Oleg, she applauded his pupil
Igor with a constant reminder that he was only the handyman of the mighty
prince, “6imst crpemena OmeroBoro xomuth”*. To Igor’s matchmakers
Olga replied: “S migy 3a Iropst ... Tinbku 3a kHs3s Irops, 3a BEJIMKOIO
kus3st KuiBepkoro™. These Olga’s words and the subsequent reaction to
them by Igor and his circle, almost literally coincide with the
corresponding place of the saga of Harald Harfagr, the hero to whom the
beautiful Gude gave a pumpkin, motivating her act by the fact that he is
not the conun of Norway’. Such a parallel in the story is obviously not
accidental. First, it reflects the scientific point of view regarding the
closeness of some of the details of Olga’s chronicle to Scandinavian
sources>". Secondly, it allows the author to add into the characterization of
Olga a colorful and yet real detail for the 10th century, without violating
the traditional idea of the princess of Kyiv as a proud, imperious and
energetic woman.

Igor as a statesman (this aspect is on the first place in T. Babitskaya’s
story) is significantly inferior to Olga. In fact, Rus was ruled not by him,
but by his wife. But clever Olga skillfully hides her true role. “Ilo3asx
BoHa xotina, — T.Babitskaya writes, — mo06 Pycs Oyna Benukoro
JepkKaBoro, a Irop — BeTMKUM AepikaBlieM, HIXTO HE TTIOBUHEH OA4UTH, 1110
BiH T mstoro B xinkwn”~-. Unaffected Igor is the complete opposite of the
restrained and silent Oleg. T. Babitskaya’s hero has no power over himself
or his own people. Doing so he is different from Oleg, who was able to
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hold his army in hand. Unstable to foreign influence, lIgor readily
persuades the Byzantine diplomat Theophanes, who, by rescuing the
empire from the invasion of the northern barbarians (the campaign of Rus
in 944, skillfully avoids danger; quickly adheres to Olga’s proposal to
appoint a landlord to the land of Drevlyansk, without even thinking about
the possible consequences of this step; he condones his younger squadrons,
who by their voraciousness have driven the prince to the grave. He is
devoid of Olga’s foresight and sometimes acts contrary to her reasonable
advice to satisfy his ambitions.

Igor’s surroundings dislike their prince. And first of all — Olga, who
feels for him — as to a person and as to a prince — disgust. Also in the story
Igor is opposed to the warriors. Experienced senior combatants are
outraged that Igor not only often neglects their right thoughts, but also tries
to humiliate someone who has a different perspective of the princely.
Igor’s younger squads are dissatisfied with their prince because they
received less prey in the Tsarigrad campaign than the one brought by the
Varangian Sveneld from the Caspian Sea. Even the mercenary Sveneld,
whose work is to wield a sword for Kyiv gold — is surprised at Igor’s state
myopia. And Kyiv’s enemies Drevlyany consider the prince a “worthless
successor” of Oleg. It is remarkable that in the story we almost do not see
Igor, who would reflect on some state problem. Olga thinks of him. The
prince is more willing to hunt and feast, his favorite theme is horses. “IIpo
KOHEI[ BiH MOXXE TOBOPHTH IIUIHH nens”™, — characterizes her hero
T. Babitskaya. Still, the writer does not deny the prince in positive
features: Igor meets his death with dignity™.

The artistic concept of the image of Igor in the story “Princess Olga” is
consistent with the point of view of some historians and writers. For
example, S. Solovyov, and then S. Platonov, M. Pokrovsky, and others
were inclined to characterize the prince of Kyiv as a worthless, self-loving
and a miser human. A similar one-sidedness fell into the eye of
M. Hrushevsky, who wrote about this: “In the Story (the chronicle — A.V.)
Igor, tucked between two heroic princes — Oleg and Sviatoslav, is depicted,
in contrast, indistinctly and unfriendly: he does not have that warlike
temper, he has no military happiness, he is selfish — a great flaw in the eyes
of his wife. Due to this fact, in the recent historiography, the
characterization of Igor as a poor and unsympathetic prince has long been
established. The characteristic, however, belongs entirely to the field of

>3 [osicTs Bpem’stHuX IiT. C. 66 — 67.
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fiction; we cannot rely on the characterization of folk legends, and the
place that Igor occupies in the evolutionary process of the Rus state speaks
strongly against it. It had to be energetic and capable in nature, when he
did not allow so complicated and shaky state structure to collapse. First, we

[13

can take here a brief description of the older version of the Tale: “m
BO3PACTILIIO e eMy HTopio, 1 OBICTh Xpabopb i Myaps ™.

M. Hrushevsky’s words have not lost their relevance even many years
after they were written. In the historical prose of the last decades, Prince
Igor is portrayed not so much as a statesman, but as a warrior of his army,
for whom war and entertainment are above all. Here is what, for example,
V. Kargalov writes in a novel “Sviatoslav”: «HampacHo »maiud cBOEro
oxo4uero nao paSBHC‘ICHI/Iﬁ KHA3A TWUYHBI Ta OIHHIIAHWHBI, HAIIPACHO
MOJCTEpPEraii €ro y BOPOT OO0sipe M BOEBOJbI CO CBOMMH 3a00TamMu — y
KHA38 Wrops He HaXOAWIOCh BPEMEHU Ha CKYYHBIE 6yI[HI/I‘H>Ie nena. OH
HCKPCHHC BCPHJI, YTO JIMIIb IIMPbI, OXO0Ta H BOMHA ﬂOCTOﬁHBI €ro
BHUMAHUSL.

Camo €000# TMOMYyYMSIOCh, YTO JIFOJW, OTYASsBIIHECS JOXKIAThCS
KHSKECKOTO BHUMAHMS, CTAJIA UCKATh cyJa y KHAruHu Oneru. <...> Urops
KEC MCUTAJI IIPOCIHaBUTB CBOC HMA IIOXOJOM HaA L[apbrpaz[, KaK
IIPOCIIaBUIICA U OCTAJICA KHUTb B APYKNHHBIX IIOMHHAJIbHBIX IICCHAX BGIHI/Iﬁ
Oxer»”’. V. Kargalov’s point of view broadly coincides with the position
of I. Bilyk (in “The funeral of Gods™ Igor is treated as a prince-unwell),
S. Ponomaryov (in “Thunderstorm above Rus” it is underlined Olga’s
dislike for “cautious and stingy”, “indecisive” prince®®) and others.

On the other hand, some of the writers endow Igor with the qualities of
a shrewd, visionary ruler, tieing his name with the strengthening of Rus.
This applies, for example, to S. Sklyarenko, who characterized Igor as a
wise and courageous prince, B. Komar, whose hero is portrayed as a
supporter of the interests of the state (the story “Squirell” (1960) *®). In the
historical science of recent times the prince was similarly characterized in
the works of M. Polovy, A. Sakharov and others.

The fullest disclosure of Olga’s abilities as a wise ruler are in the story
of T. Babitskaya after Igor’s death, when Olga lay on her shoulders the
entire burden of state power. The record of the actions of this period
reflected the main features of her personality — wisdom, authority, cruelty.
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T. Babitskaya retains the historical basis of character, focusing on these
qualities of the princess. In this way the heroine of our author differs, for
example, from V. Panova’s heroine Olga. In “The legend of Olga”, this
writer is interested in Olga first of all as “a baby-girl, girl, wife, widow,
mother, mistress”®.

Much space in T. Babitskaya’s story was given to the activities of the
princess in ordering the Rus lands. The main rivals of the Kyiv table here
are the Drevlyans. By his extortion, Igor exacerbated relations between
Kyiv and Iskorosten, which expectedly led to the Drevlyans uprising. The
roots of this confrontation go back to the ancient times. “Bonu (Drevlyans—
A. V.) Kuesy six Gymnu Boporamu 3 gaci Kus, tak i mummmes”™, — Olga
says. The memory of the events of several hundred years of enmity lived in
the minds of the Drevlyans, prevented them from quenching the freedom-
loving sparks that roasted under a layer of outer obedience. It is known
from the chronicle sources that the princes of Kyiv repeatedly had to
“npumyuyBatu’ rebellious neighbors. One of the uprisings, which by the
“The Tale of Bygone Years” took place in the year 913%, was also
attended by T. Babitskaya’s hero, Prince of Drevlyans people — Mal, then
still "ronmit i Heposaxuuii” *. The longing for the former might of the
Drevlyan’s land is felt in the words of the story’s heroes, who form the
“opposition” to Drevlyans’ camp (Tuzhir, Radonega, Sukhan). But, as the
potter Suhan remarked, “ne Beprerscs mumyme”™*: Kyiv was constantly
extending its power to the land of the Drevlyans.

The chronicle of the three revenges of Igor’s widow Olga,
T. Babitskaya treats with a great care. Aware of his folklore origin, the
writer uses only the legend of a sober after Igor, where five thousand
Drevlyans were killed (Olga’s “third revenge”®). This episode naturally
fits in with the events that took place after the death of the Prince of Kyiv.
After all, as S. Solovyov wrote, “with the underdeveloped social relations
then, revenge for a relative was mostly a feat; that is why the story of such
a feat aroused the general live attention, and so it is so freshly and
beautifully preserved in the memory of the people. <...> the one who had a
holy duty of vengeance was a hero of truth, and the more cruel the revenge

% Hunos A. A. [Ipumeuanus. Ilanosa B. @. Cobp. cou.: B 5 m. JI.: Xynox. nut., 1989.
T.5.C. 547.

®! Ba6umpka T. M. Kusiruas Ounsra. C. 102.

%2 Mogicts BpeM’siHuX JiT. C. 62 — 63.

% Ba6uupka T. M. Kusiruas Oxsra. C. 90.

64 Baoumpka T. M. Kasruas Onsra. C. 54.
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was, the more pleased the society of that time was, the more it glorified the
butcher as a worthy relative” °®. In the light of these words, the reaction of
the Drevlyans to Olga’s revenge at first glance 1s understood:
“IToMCTHBIIIMCh TaK CTPAIIIHO, KHATUHS BHCOKO ITIHECTACS B iXHIX OdYax,
aJDKe HaJ yce BOHM IIaHYBaJIU piL[”67. We add that the appeal to the
chronicle of the plot gave T. Babitskaya the opportunity to decorate the
story with a colorful picture of the funeral rite®, the description of which is
borrowed from the Arab author of the 10" century Ibn Fadlan®.

Following the chronology of the events, the author outlines the further
course of Olga’s struggle with Prince Mal, who, having been defeated in
the battle, hid in Iskorosten. Using lightning arrows (not birds like it was in
the chronicle™), Olga’s soldiers burned the city. The last prince of
Drevlians people Mal was suffocated in smoke™. After that Drevlyans land
once again became a part of the Kyiv state.

It should be noted that the author’s concept of the eternal confrontation
of Polyans and Drevlyans has a certain historiographical basis. It,
apparently, is based on the existing assumption about the ancient belonging
of Kyiv to the Drevlyans land, which was stated by I. Zabelin™.
Archaeological excavations of the 1970s on the top of Starokyivska Gora
revealed a cultural layer of the 6™ century with ceramics of the Drevlyans
type™. It was suggested that in the 6" century there was a Drevlyan’s
village, which in the 7" century was seized by Polyans Prince Kyi. Kyi
built in this place a fortress named after him. In due time, scientists noted
that Kyiv was obliged by its exaltation to war of Polyans with the
Drevlyans™. It should be said that the “Drevlyanska” concept was in
demand in historical prose. For example, in “The funeral of Gods” by
I. Bilyk, Y. Jejula’s novel “New Sky”, the era of Igor and Olga is presented
as the dramatic finale of a long-running battle between two powerful
rivals — Kyiv and Iskorosten, which ended with the conquest of the
Drevlyans™. Actually, we see the same in T. Babitskaya’s work.
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The story of “Princess Olga” ends with a description of the Kyiv’s ruler
trip to Constantinople. Describing this visit, the writer has encountered
some difficulties, because historians still have no unanimous opinion on
the purpose, content and results of the Rus-Byzantine negotiations.
P. Tolochko on this occasion suggested that Olga and Konstantin
Bagryanorodny discussed issues of a trade and economic nature,
confirming the provisions of the 944 treaty, as well as the problem of the
Christianization of Rus’. Today, the question as to when, where and under
what circumstances Olga was baptized remains open. If chronicle and
hieroglyphic sources link this event to being in Constantinople, then there
is still no such unanimity among the researchers.

Having thought of “matu pycuyam HOBY Bipy, TpeubKy”,
T. Babitskaya’s heroine goes to Constantinople. But it is not the only thing
that excites the princess. However, if the issue of increasing the Byzantine
tribute to Rus and the security of the Rus borders from the Pechenegs was
resolved, the problems of duty-free trade for Kyiv merchants and dynastic
marriage remained unresolved.

Focusing on the chronicle, as well as on the works of S. Solovyov,
A. Sakharov, V. Pashut, T. Babitskaya writes about the baptism of Olga in
Byzantium. Thus, she draws closer to V. Panova, who relied on ancient
Rus sources’’, and at the same time disagrees with S. Sklyarenko, whose
Olga has already been baptized in Constantinople. If S. Sklyarenko, casting
aside the chronicle of Olga’s baptism in Byzantium and Konstantin
Bagryanorodny’s courtship, tells of the important political and economic
negotiations of the Princess’®, then there are several other accents in the
story “Princess Olga”. T. Babitskaya, like her predecessor, leaving aside
the “chronicle of fables” about the emperor’s courtship, focuses not so
much on the negotiation process as on the psychological state of Olga, who
was on the verge of a new faith. In Kyiv, Olga realized that a Christian
god, who “3 >xOIHHMM IIJIEMEHEM HE 3B’S3aHMIA, a HANTOJIOBHIIIE — YY)KHIA
s poxy””, can give her power of a new quality. But it was only in the
church of St. Sophia in Constantinople that the princess, fascinated by
"HezeMHOO My3ukor’ made it clear that the new faith was also the way to
inner renewal, peace and harmony. «My3uka po3uynuia i 10 CIi3.

® Tomouko II. TI. JpeBHsis Pych: odepku colMalbHO-NOIUTHYECKON ucTtopuu. K.:
Hayk. mymka, 1987. C. 42.
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[ToBUIPHO HaIIMBaJIa BOHA HAa KHATHHIO, 1 AyIa i Kyrnanacs B IUX 3ByKax,
SK y JITEIUI, 3BUIBHSIOUNCH BIJT JIXK1, Opyay 1 BChOTO, 110 HAKOMTUYUIIOCH 32
JTOBT1-7IOBI1 POKHU JKUTTSI Ta BOJoaaproBaHHs. Cepiie 3amemMiso BiJl MouyTTs
HETIONPABHOCTI MHHYJIOTO 1 CTPAITHOI MPOBHHH, aje COJOJKI TOJOCH, IO
JIAIIACS 3ycibid, IepeKOHYBaIH, 10 BCE IIIe MOXKHA CIIOKYTyBaTH» . In this
scene, the author portrays not an austere and powerful ruler, but an old
woman, tired of a difficult life, which required the utmost exertion of
physical and moral forces. This view is a good touch to the princess’
colorful psychological portrait created in the story.

Proving that Olga became a Christian even before her visit to
Constantinople, S. Sklyarenko emphasizes to some extent her
independence from the Byzantine emperor®. Since T. Babitskaya’s Olga
was baptized in the capital of Byzantium, her patriotic feelings have not
diminished at all. The composition of the princess’ character does not
allow her to think that she is able to yield to the emperor at the expense of
Rus. “Princess Olga 6axana mns Pyci Bucokoi nmomi. 11{o6 Bemnuka,
MOT'YTHS, OaratoiitogHa AepkaBa cTajia B3IpLeM IS 1HIITNX HapCTB”gz.

CONCLUSIONS

Appealing in the story “Princess Olga” to the important for the East
Slavic history era of the first descendants of Rurik, T. Babitskaya first of
all drew facts, plot collisions and interpretations from the chronicle
heritage, modeling of which is generally related to the scientific work of
the past and nowadays studies (works of M. Pogodin, M. Hrushevsky,
O. Rydzevska, V. Pashut, B. Rybakov, M. Brychevsky, P. Tolochko,
A. Sakharov, M. Kotlyar, etc.). From this material, the writer first of all
selected the one that most suited her author’s intention — to create images
of the Kyiv statesmen, to reflect (of course, in the language of artistic
creativity) the leading socio-political tendencies of the chosen era. The
image of the chronicles of the Rus rulers Olga, Oleg and Igor by the writer,
on the one hand, is marked by the originality of the author’s approach
against the background of other writer’s interpretations (Z. Volkonskaya,
I. Bilyk), and on the other — executed in the focus of traditional
imaginative experience (S. Sklyarenko, V. Panova, V. Kargalov,
S. Ponomaryov). A special place in T. Babitskaya’s story takes the author’s
reconstruction of events, which are briefly reported by domestic or foreign
sources. The scanty lines of the document act here as a kind of impulse to

8 Ba6urpka T. M. Princess Olga. C. 175.
8 Yymak B. I'. Cemen Cxusipenxo: JliteparypHo-kputnunuii Hapuc. C. 159.
82 Ba6urpka T. M. Princess Olga. C. 186.
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create an original reconstruction of a situation that may have polemical
color. And this already testifies to the appropriate level of historical
thinking, characterizes the writer as a thoughtful researcher.

The events of the historical source overgrow in the “Princess Olga”
with motivated details, get a psychological connotation, fit logically into
the story canvas. The fact used here relates to T. Babitskaya with the
characters of the heroes, the relationships of the historical persons acting in
the work, “working” on the author’s conception of a certain image and
historical situation (Prince Oleg’s plot line, “Drevlyans™ collisions of the
story, etc.).

SUMMARY

The aim of the article is to make an attempt to characterize
T. Babitskaya’s story “Princess Olga”, to look through the works about
Kievan Rus of V. Panova (“The legend of Olga”), S. Sklyarenko
(“Sviatoslav”), V. Kargalov  (“Sviatoslav”), S.  Ponomaryov
(“Thunderstorm above Rus”), I. Bilyk (“The funeral of Gods™), etc. in the
historical and literary context. The author seeks to find out the conceptual
features of the approaches of these writers to the artistic reconstruction of
ancient Rus reality, the nature of the usage of source materials. At the same
time, the achievement of the historiographic thought of both the previous
and the contemporary prose is taken into consideration, which expands the
understanding of the connection between scientific experience and artistic
creativity. We are also aware of the expediency and fruitfulness of the
identification of figurative traditions in the works of these authors, which
date back to the historical prose of the 19" century. The substantive
originality of the novels and stories selected for analysis is in line with the
writer’s principles of using the source, attention is paid to the specifics of
the artistic generalization of the documented features of early medieval
reality and its reflection. The content of the publication helps to understand
more precisely the specifics of the creative position of the author’s
“Princess Olga”, to clarify the original features of artistic and historical
works of V. Panova, V. Kargalov, I. Bilyk and others. The results of the
study may lead to the conclusion that further consideration of these issues
will be relevant to characterize both the literary process of the 60 —
90 years of the last century as a whole and to assess the creative skill of a
particular artist.
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