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INTRODUCTION

This special issue of “Studia Rossica Posnaniensia” concentrates on urban
experiences of conflict and pinpoints the role of Eastern European cities as sites
of power and powerlessness, as spaces where pain is inflicted, contemplated, em-
bodied, expressed or (re)negotiated. The authors situate their analyses in a va-
riety of geographical and temporal contexts and use a range of methodologies,
seeking connections between different disciplines, such as literary studies, film
studies, linguistics, gender studies, urban studies, memory studies, anthropology,
and urban psychology, to name just a few. The issue also offers perspectives on
the city space as a battlefield for one’s dignity, rights and identity; it explores the
link between the aesthetic and the political, thereby inevitably referring us to Su-
san Sontag and Nicole Stéphane’s powerful documentary Waiting for Godot... in
Sarajevo (En attendant Godot... a Sarajevo, 1993, France), filmed in the Bosnian
capital during the prolonged siege that the city endured between 5 April 1992 and
29 February 1996. Today the film brings to mind the narratives of urbicide and
genocide that we are witnessing in Ukrainian cities, and makes us reflect on the
new language of conflict present in the visual images and metaphors of contem-
porary documentary and feature films created by Ukrainian women directors, such
as Maryna Er Gorbach, Alina Gorlova, Kateryna Gornostai, Masha Kondakova,
Alisa Kovalenko, Iryna Tsilyk and Natalya Vorozhbyt, among others. Many of
their films portray people, civilians and soldiers, and especially women, living
and fighting in the towns and villages on the frontlines in the Donetsk region of
Eastern Ukraine.

Donetsk is a focal point of interest for two of the authors whose work is in-
cluded in this issue. Anna Antonova’s article analyses Daisy Gibbons’s 2021
translation of Tamara Duda’s novel Daughter (Dotsya, 2019), a fictionalized re-
telling of Russia’s 2014 occupation of Donetsk, examining the techniques em-
ployed and the choices made by the translator in order to reconstruct the complex
interplay of Eastern and Western Ukrainian identities and to convey the internal
tensions — fueled by Russian propaganda — that exist in the fragmented city, which
is unequivocally presented as a victim of urbicide. Eleonora Shestakova examines

StRP 49(1), 2024: 9-12. © The Author(s). Published by: Adam Mickiewicz University Press, 2024
Open Access article, distributed under the terms of the CC licence (BY-NC-SA, https.//creativecommons.org/licenses/by-nc-sa/4.0/).
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the history of the different names by which this industrial city has been known,
demonstrating that they reflect the transformations of imperial politics: Yuzov-
ka — Stalino — Donetsk. In her informative study, the author traces the relationship
between Donetsk’s metatext and the city’s changing character, imposed by Soviet
ideology.

The focus on Ukrainian culture continues in Kristina Vorontsova’s article,
which provides an analysis of Boris Khersonsky’s book of poetry Family archive
(Semejnyj arhiv, 2006). The work of this acclaimed Russian-speaking Ukrainian
poet from Odesa tells the tragic history of the 20" century through the author’s
family history. Vorontsova examines Khersonsky’s representation of the histori-
cal and geographical region of Galicia, associated with Eastern European Jewish
heritage and the tragedy of the Holocaust, placing a special accent on Polish cities
and towns, prompting the reader to reconstruct the image of Poland with all the
connotations and cultural myths evoked by multicultural experience. Emily Julia
Roche also considers Jewish experience, presenting the history of Jewish-Polish
architects from 1937 to 1945 to demonstrate how architectural networks reacted to
the onset of the German occupation in 1939, the changing conditions of the Sec-
ond World War, and genocide. Drawing on archival documents, the article shows
that interpersonal relationships and wartime networks were of great consequence
in determining the wartime fates of Jewish architects and in shaping the post-1945
structure of the architectural profession.

The year 1945 is one of the timeframes of the novel which constitutes the focus
of attention in Svetlana Pavlenko’s article, namely Shadows of the Teutons (Teni
tevtonov, 2021), by the contemporary Russian writer Aleksei Ivanov. Pavlenko
examines the means used to create the urban spaces depicted in the novel and their
transformation as a result of armed conflicts, focusing on the urban landscapes of
Baltiysk (Pillau) and Malbork (Marienburg). Her analysis explores somatopoetics
and thanatopoetics, the auditory and olfactory dimensions of everyday wartime
experiences, memoryscapes, Teutonic castles and underground settings.

The significance of memoryscape is also discussed in the articles by Kiun
Hwang and Daria Khrushcheva, who both explore the role of memorial plaques in
shaping collective memory and historical narratives in Russian cities. Highlight-
ing how these plaques create a sense of historicity, Hwang outlines the controver-
sies surrounding the selection of individuals to be remembered and the aesthetic
concerns associated with their design, linking the project with the phenomenon
of resistance and the contested nature of public space. Khrushcheva’s analysis
interprets the plaques as an attempt to change the perception of certain historical
events and an important communicative strategy for different groups of Russian
society, enabling the boycotting of imposed narratives of historical and political
events. The politics of memory also concerns Anya Free, whose article provides
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insight into the role of museums in the Soviet cities of Moscow, Kyiv and Minsk
as important propaganda tools during the Second World War. Her article focuses
on two types of war-themed projects: trophy exhibitions and the exhibitions and
museums that focused on building the historical narratives of the war. She also
examines regional differences in the narration of the war, which can be observed
in the representation of the Holocaust in the museums of Kyiv and Minsk, as well
as the local histories of particular museums after the end of the war.

Three authors — Anna Troitskaya, Jolanta Brzykcy and Andrzej Polak — focus
on the problem of representations of St. Petersburg. Troitskaya adopts the meth-
odology of New Local History, in which contemporary urban space is explored
with the aim of rediscovering the historical potential of the city. She analyses new
approaches to understanding urban space and new memory practices, offering al-
ternative interpretations of the past. Brzykcy offers a reading of Vladislav Kho-
dasevich’s poem Petersburg (Peterburg, 1925), examining the image of the city
from several perspectives: cultural, biographical, intertextual and metatextual. Po-
lak, in turn, analyses Andrei Bely’s novel Petersburg (Peterburg, 1913) through
the lens of post-colonial theory. He perceives in the text the clash of two hostile
narratives — eastern and western — which he suggests is the result of an impulse
towards self-colonization, or internal colonization.

Two articles — those by Audinga Pelurityté-TikuiSiené and Walentyna Kru-
powies — focus on the image of Vilnius in Lithuanian prose. Pelurityté-Tikuisiené
chooses texts by two modern writers, Antanas Ramonas (1947-1993) and Ricar-
das Gavelis (1950-2002), to show how they create contrasting pictures of the
same mythical city — divine and demonic, hopeful and hopeless. They serve as
a model of the dominant viewpoints on the world, history and the human being
as expressed in modern Lithuanian literature. Krupowies examines four novels
by three different authors, published between 1989 and 2011: 4 Lithuanian in
Vilnius (Lietuvis Vilniuje) by Herkus Kuncius, Vilnius poker (Vilniaus Pokeris)
by Ricardas Gavelis, and The park of forgotten Jews (Park zabytykh evreev) and
Dream about the vanished Jerusalem (Son ob ischeznuvshem Ilerusalime), both by
Grigory Kanovich, a Lithuanian-Jewish author who writes in Russian. Krupowies
demonstrates that in all these works the dominant image of Vilnius depicts the city
as a conglomeration of multiple cultural traditions.

Anna Seidel’s article turns our attention to literary works by women authors,
examining the staging and coding of femininity in texts focused on cities during
wartime by Lidiya Ginzburg, Anna Swirszczynska, Zlata Filipovi¢ and Yevgenia
Belorusets. Drawing on Judith Butler’s reading of Luce Irigaray and Henri Lefe-
bvre’s The production of space, Seidel argues that these women-authored texts
challenge conventional war narratives, demonstrating how they stage their female
authorship as an appeal against phallogocentric linguistic, spatial and narrative
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structures and articulate the precarity of the feminine within the cities during war.
Estera Ghuszko-Boczon identifies the experience of the city, depicted as a space
of threat, violence, repression and death, as one of the recurring motifs in Herta
Miiller’s work. Discussing selected works by the Nobel Prize laureate, in which
the aesthetics of ugliness acquires an important meaning, the author proves that
the cities are models of all cities under the dictatorship of Nicolae Ceausescu;
places of depravity and terror, they became the embodiment of the experience
of the whole community of ‘the Strangers’ in Romania. The closing article, by
Claudia Fiorito, offers a comparative analysis of the representation of the relation-
ship between the inhabitants of the city of Pryp’iat’/Pripyat and their homeland
in television series and films made in Ukraine, Belarus and Russia between the
early 1990s and 2021, as well as in the Anglo-American television series Cher-
nobyl (HBO, Sky Atlantic 2019). Themes considered include the development of
romantic narratives within the contaminated zone, which often bring the protag-
onists into conflict with the authorities, the visual representation of radiation, and
the depiction of the local institutions’ response to the disaster.

We hope that the broad range of fascinating topics explored in this special
issue will prove intellectually stimulating and that it will serve as inspiration for
future studies on Eastern European urban narratives of conflict.

Seth Graham
Rachel Morley
Beata Waligorska-Olejniczak

Seth Graham, University College London, London — United Kingdom, s.graham@ucl.ac.uk, https://
orcid.org/0000-0001-8146-8681

Rachel Morley, University College London, London — United Kingdom, rachel.morley@ucl.ac.uk,
https://orcid.org/0000-0003-2920-7358

Beata Waligorska-Olejniczak, Adam Mickiewicz University, Poznan — Poland, beata.waligorska@
amu.edu.pl, https://orcid.org/0000-0002-0433-9920
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ANNA ANTONOVA

A landscape of shifting identities amid urban invasion:
Tamara Duda’s novel Daughter through a translation lens

JlanmadT MEHAIOIKXCS UACHTUYHOCTEN Ha ()OHE BOEHHOTO
BTOpKeHUs: pomaH Tamapsl [lynbl [Joys CKBO3b PU3MY
repeBoa

Abstract. In the environment of Russia’s ongoing war against Ukraine, literary translation acquires
critical significance as a way to get Ukraine’s narratives of destruction and urbicide across cultural
and political borders. This article will focus on Daisy Gibbons’s 2021 translation of Tamara Duda’s
2019 novel Daughter, set in the Eastern Ukrainian city of Donetsk, to examine the translator’s pro-
ject of reconstructing the complex interplay of Eastern and Western Ukrainian identities embroiled
in the narrative of crawling occupation. Daughter tells the story of Russia’s 2014 invasion of Do-
netsk, dissecting the city’s fragmented identity along cultural and linguistic divides and exploring
internal tensions and propaganda-fueled conflicts leading to its eventual downfall. The storyline
adopts the female protagonist’s insider/outsider perspective, tracing her gradual evolution from an
invisible observer to a fearless insurgent fighting for the survival of her unravelling home. The anal-
ysis will centre on the translator’s approach, which combines textual and paratextual techniques to
highlight the processes of division and destruction — with their transformative impact on the urban
space —and to enter into a visible dialogue with the narrator/protagonist’s voice to amplify and rein-
force its distinctly pro-Ukrainian perspective.

Keywords: Russo-Ukrainian war, urbicide, identity conflict, translating project, translator’s textual
visibility, translator’s paratextual visibility

Anna Antonova, University of Alberta, Edmonton — Canada, aantonov(@ualberta.ca, https://orcid.
org/0009-0006-6295-0724

Introduction

On the night of February 25, 2022 — twenty-four hours after the start of Rus-
sia’s full-scale invasion of Ukraine — the Ukrainian writer Tamara Duda wrote to
her Canadian publisher Mosaic Press: “It’s getting even worse than we expect-
ed. Not sure that we’ll be able to get in touch soon. Just take the novel and go

StRP 49(1), 2024: 13-28. © The Author(s). Published by: Adam Mickiewicz University Press, 2024
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14 Anna Antonova

ahead... pray for us and tell the world about Ukraine”. The novel in question was
Daughter, Duda’s fictionalized retelling of Russia’s 2014 occupation of the city
of Donetsk in Eastern Ukraine, and the message conveyed in that late-night email
sent from the heavily bombed Kyiv was not simply one of fear or desperation —
it was an author’s appeal to use the translated novel as literary warfare against
political misinformation and military aggression. Duda’s determination to reach
her English-language readers at that critical moment reveals the translation’s re-
sistance potential, realized by aligning the translator’s project with the author’s
political message to amplify its ideologically charged narrative. In the environ-
ment of Russia’s continuing and relentless military attack, translation of Ukraine’s
war-themed literary texts such as Duda’s Daughter acquires critical significance
as a way to get the nation’s narratives of devastation and urbicide — but also deter-
mination and resilience — across cultural and political borders. In this article, I will
focus on Daisy Gibbons’s 2021 English translation of Daughter (/[oys, 2019) to
examine the translator’s project and visibility in reconstructing the complex inter-
play of shifting and divisive Eastern/Western Ukrainian identities embroiled in the
chronicle of urban destruction.

Ukrainian war-themed literature (“Veterans’ writing”)

Duda’s Daughter, apart from presenting a compelling account of a vibrant
city’s dramatic fall — a truly tragic event in Ukraine’s recent history, often seen
as a precursor to Russia’s brutal escalation in 2022 — is remarkable as a text rep-
resenting the emerging genre of Ukrainian war-themed literature, also known as
“veterans’ writing”. A significant phenomenon in Ukraine’s literature in recent
years, “veterans’ writing” centres on two key themes: processing of the Ukrainian
experience of the Russo-Ukrainian war in the post-2014 period and negotiation
of Ukrainian identity as separate from and opposed to the Russian ideological
perspective. The fact that this (literary as well as real-life) identity clash is un-
folding against the backdrop of the continuing military conflict makes the issue of
Ukrainian self-identification and self-awareness a particularly pressing one.

Ukrainian researchers Hanna Skorina and Maryna Riabchenko point out that
“veterans’ writing” is currently one of the most productive trends in contempo-
rary Ukrainian literature. It comprises over 500 literary texts written after 2014
both in Ukrainian and Russian, including memoirs, diaries, documentary chroni-
cles, thrillers, melodramas, realistic historical novels, poetry, humorous sketches,
etc. (Skorina, Riabchenko). The authors of these texts are often first-time/amateur
writers who experienced the war directly as combatants or volunteers and are
writing from personal experience. Up to 260 texts have been written by current
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or former army members alone (Skorina); Iryna Tarku classifies this sub-category
as autobiographical “combat prose” that is aimed predominantly at “bearing wit-
ness” (Tarku 48). In Duda’s case, her war-time volunteer background and the the-
matic scope of her work reliably position Daughter (her literary debut) within the
“veterans’ writing” category in its more fictionalized “non-combat prose” variety
(Tarku 48)'. Tt should also be noted that “veterans’ writing” demonstrates a sig-
nificant gender disparity, as approximately 70% of the veterans’ texts have been
produced by men (Skorina, Riabchenko). In this respect, Daughter offers a unique
female perspective on the war as a text both authored and translated by women.

Author, translator, and storyline

Tamara Duda (published in Ukraine under her pen name Horikha Zernia?) is
a Ukrainian prose and poetry author and practicing translator who is also known
as a political activist. After the war broke out in Eastern Ukraine in 2014, she took
a break from her career to work as a frontline volunteer and spent two years on the
road in the combat zone supporting the Ukrainian army. Daughter was inspired
by those experiences and, by the author’s own admission, is largely grounded in
real-life events in Donetsk in 2014 and personal testimonies of numerous eyewit-
nesses and survivors who served as the characters’ prototypes (Horikha Zernia
2021b: 4).

The English version of the book was produced by Daisy Gibbons, an
award-winning British translator from Ukrainian and Russian, also known for her
translations of Vakhtang Kipiani’s and Oleg Sentsov’s writings. Formerly a Kyiv-
-based editor for a political think tank and for the Ukrainian publisher Osnovy
Publishing, Gibbons is currently working on the coverage of the Russo-Ukrainian
war for “The New York Times” and collaborating with the Tompkins Agency for
Ukrainian Literature in Translation (Vincent 3). Until recently, she has also been
collaborating with the Ukrainian army in an unofficial capacity (Goyette).

The novel itself centres on the Eastern Ukrainian city of Donetsk, the capital
of the Donbas region that was occupied by Russian military forces in 2014 and
remains under occupation today. The central plotline of the novel — the narrative

' Among other “non-combat prose” authors, Tarku lists Serhiy Zhadan, Volodymyr Rafeyenko,
Andrey Kurkov, Yevgenia Belorusets, and Sofia Andrukhovych, while “combat” authors include
Oleksandr Mamalui, Dmytro Yakornov, Borys Humeniuk, Valeria Burlakova, Roman Zinenko,
Valery Ananiev, and Olena Bilozerska (48).

2 The Ukrainian version of Daughter was published under the author’s pen name (Horikha
Zernia), while the English translation used the author’s real name (Duda). The citations hereafter
will follow this distinction.
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of crawling occupation that transforms the city and its people — is presented from
the perspective of a nameless female protagonist positioned as an insider/outsider.
The heroine lives in Donetsk and is deeply connected to the place through her fam-
ily’s history, but she grew up in Western Ukraine and therefore is not immediately
accepted by the locals as one of “us”; this complex relationship with the city gives
her a stronger sense of national (rather than regional) identity and a clarity of vi-
sion that most people around her are lacking. Putting the central character — known
only as the titular “Daughter” (a common local form of endearment), and later by
her nickname “Elf” — in the way of major political and ideological forces of her
time, the novel traces her gradual evolution from an invisible newcomer to a talent-
ed local artist, savvy entrepreneur, political activist, daring frontline volunteer, and
fearless insurgent fighting the occupation regime to protect her newfound home.
Most importantly, her insider/outsider perspective foregrounds the Eastern/Western
Ukrainian identity clash underlying — and enabling — the occupation narrative.

Identity conflict(s) and the translator’s position

The question of “us” vs. “them”, understood as a conflict of cultural self-iden-
tification and opposing political beliefs between Eastern and Western Ukrainians,
is the key dilemma faced by the protagonist herself and by multiple characters
around her. It is further complicated, however, by the brutal intrusion of Rus-
sian military forces and by Russia’s aggressive cultural and political propagan-
da. Another level of complexity is created by volatile allegiances and positions,
as more residents of Donetsk become exposed to or affected by the horrors of
the war, and as the roles of victims, survivors, witnesses, perpetrators, and col-
laborators continue to shift within the city space, making it impossible to navi-
gate. Susan Sontag, in her essay Regarding the pain of others on war images and
their cultural import, problematizes the distinction between insiders and outsid-
ers, victims and spectators in the context of war-time experiences, claiming that
“In]o «we» should be taken for granted when the subject is looking at other peo-
ple’s pain” (Sontag 7). At the same time, Sontag insists that the looking subjects
themselves are never neutral and that even seemingly objective representations
of war inevitably “represent the view of someone” (31)°. In this respect, Duda’s
novel offers more than a snapshot of the unfolding war; by combining and artisti-
cally processing the author’s own lived experiences and the personal testimonies
of her characters’ prototypes, it reconstructs a landscape of shifting identities in
the precarious urban space, while accentuating profound subjectivity of the narra-

3 Author’s italics — A.A.
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tor/protagonist’s voice and attempting to locate its own idea of “we”, to build up
a like-minded community both within her fictionalized city and outside of the text.

If the novel’s author and her alter ego, the narrator/protagonist, can be seen as
survivors presenting their account of events they lived through, then — according to
Sontag’s paradigm — the translator may take the place of a war photographer broad-
casting these events to wider audiences. This perspective raises the issue of the
translator’s non-neutrality — a proposition that has been widely discussed and active-
ly defended by feminist translation scholarship (see Lotbiniere-Harwood; Flotow;
Simon). Refracting the text through the lens of their personal perception, a transla-
tor becomes deeply involved in the framing of the narrative and, therefore, cannot
remain a completely objective observer. A translation project inevitably reflects the
translator’s personal agency and self-positioning, creating the so-called “transla-
tor-effect” (Flotow 35). Lotbiniére-Harwood, while arguing for the need to recog-
nize the translator’s agency, claims that “//Janguage is never neutral. A voice comes
through a body which is situated in time and space. The subject is always speaking
from a place. The «I»’s point of view is critical when translating” (Lotbini¢re-Har-
wood 94)*. Feminist scholars of translation advocate for gender-sensitive, resistant,
and interventionist translating practices realized through “wordplay, grammatical
dislocations and syntactic subversion” (Flotow 24) as a way to mark the translator’s
presence in the text, while pushing to reimagine the structures of authorship and the
“hierarchy of writing roles” as “mobile and performative” (Simon 13). Lawrence
Venuti’s (in)visibility theory further addresses the translator’s role in a similar vein,
criticizing the historically normative expectation of the translator’s self-effacement
and arguing for “developing innovative translation practices in which their work be-
comes visible to readers”, particularly by means of paratext (Venuti 273).

These theoretical frameworks largely inform Daisy Gibbons’s translating po-
sition, even though her decision-making is motivated by solidarity rather than
resistance. As a literary translator, Gibbons is distinctly and consciously non-neu-
tral: she sees her work as a cultural mission of giving an international voice to
Ukrainian authors on their own terms. In a recent interview, she stated that

[h]aving texts that people have been making in Ukraine for other Ukrainians and having that
accessible to people who don’t speak Ukrainian, is really important [...]. It helps us see that
Ukraine has its own culture, language and literature and history that’s very separate from Rus-
sia’s. It can draw sharper lines of this being a colonial war (Goyette).

The translator’s task and agency are therefore manifested in her objective to pre-
sent the Ukrainian perspective on the war to Western English-speaking audiences,
to help them make sense of the ethos and implications of the Russo-Ukrainian

4 Author’s italics — A.A.
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conflict and ultimately to raise their political awareness and awaken their sympa-
thy. The fact that this distinctly politicized translating project, which locates the
translator’s “I”” within the Ukrainian collective “we”, is undertaken by Gibbons,
who, despite her familiarity with Ukraine’s cultural context, is still positioned
outside of it, makes it even more impactful. In the case of Daughter, this approach
finds its application in the use of various textual and paratextual techniques, in-
cluding the translator’s treatment of recurrent urban devastation imagery and vi-
sual representation of speech, as well as footnoting and prefacing, which allow
her to enter into a visible dialogue with the narrator-protagonist’s voice to explore
identity negotiation as a means of resisting the occupation.

Occupation as urbicide

In terms of the author’s and translator’s project regarding the 2014 events in
Donbas, it is significant that the novel unequivocally presents the occupation of
Donetsk as an urbicide, a form of political violence defined by Martin Coward as
“the destruction of the built/urban environment” (Coward 2007). In Coward’s view,
the concept of urbicide is marked with its kinship to genocide and by the same “ex-
terminatory logic” of the aggressor (Coward 2007) — an argument also echoed by
Sontag: “[A] cityscape is not made of flesh. Still, sheared-off buildings are almost
as eloquent as bodies in the street” (Sontag 8). Urbicide has been widely discussed
in the context of the 2022 war escalation, particularly with regard to the fate of Mar-
upol, another Eastern Ukrainian frontline city that was razed to the ground by Rus-
sia’s army in the spring of 2022. As Michael Gentile writes, Russia employed there
“an urbicidal strategy which, after having destroyed much of the city’s buildings,
now aims at destroying what is left of its social heterogeneity, its soul, and possibly
even its name” (Gentile 5). Compared to that purposeful and methodical eradication
of the city and its people, discussion of urbicide in the context of the 2014 Donetsk
may seem unexpected, as the latter’s urban spaces and infrastructure, although se-
verely damaged and disrupted, have largely survived the occupation and remained
operational until now. However, a wider examination of the concept clarifies the
author’s (and the translator’s) perspective.

Many scholarly approaches consider urbicide in a broader context that goes
beyond destruction of buildings. First and foremost, it can be seen as a manifesta-
tion of total war that is targeting civilian population specifically, disrupting their
lives and their safety: “The logic of total war that makes the home front the battle
front, where there are no innocent bystanders, and where civilians are de facto
implicated in the war policies of tyrannical governments, converted cities into
military targets. The logic of total war culminates in urbicide” (Mendieta). Fur-
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ther, Kanishka Goonewardena and Stefan Kipfer, while tracing the connections
between urbicide and “new imperialism”, point out that for the civilian residents
of a threatened city this form of violence becomes a profoundly personal attack on
their political beliefs, their lifestyle, and any possibility of difference:

[TThere can be little doubt as to what it means to the inhabitants of quite a few battered cities
now unwittingly lined up on the wrong side of a bloody “clash of civilizations”: a mockery of
their political sovereignty, a brutal destruction of their socio-spatial infrastructures of resistance
to the latest manifestations of imperialism, and a cruel militarisation of their everyday life
(Goonewardena, Kipfer 23).

Coward concisely defines urbicide as “destruction of heterogeneity through de-
struction of the buildings” (Coward 2008: 53), where heterogeneity of identities
and beliefs associated with urban lifestyle is seen by the aggressor as a potential
threat that must be destroyed. In this framework, destruction of infrastructure be-
comes secondary to the elimination of undesirable thoughts or practices.

A city may be seen as dangerous precisely because of its multiplicity of so-
cially produced cultural/spatial practices and associated values that are continu-
ously evolving and are, therefore, difficult to control. An urbicide, in this respect,
may be interpreted as a violent attempt to impose homogeneity by eradicating
difference. Anna Seidel, in her study on literary narrations of urbicides, points out
that this inherent heterogeneity of urbanism can coexist with the cities’ ability to
become “concepts abstracted into symbolic, monolithic ideas, pawns in political
or historiographic narratives”, meaning that a city’s destruction or survival may
signify victory or defeat of a particular political ideology or value system (Seidel
51). Accordingly, urbicides target not simply an urban space but “a routinized
practice that emerges at a specific urban site in relation to historical events, ma-
terial products, cultural practices, and economic or political figurations™ (Seidel
53). Not only the physical fabric of urban buildings comes under fire, but an entire
intertwined system of practices, beliefs, symbols, and identities is pushed to the
brink of extinction — perhaps to a greater extent than the space itself. In the context
of a violent aggression, forceful disruption of these interconnected meanings may
be perceived by the residents as the death of the city itself — even if the familiar
buildings are still standing.

Translator’s techniques: Urbicide imagery

This is how the narrator/protagonist of Daughter sees the unfolding Russian
occupation of Donetsk. In her eyes, takeover of the city by the Russian military
signifies its imminent and unavoidable demise, even in the absence of apparent
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physical destruction. The turning point in this realization for the main character
comes after a peaceful protest by pro-Ukrainian city residents turns into a brutal
slaughter of unarmed activists; blood spilled in the central square of Donetsk be-
comes a fatal wound to the city itself. The fact that Donetsk seemingly remains
oblivious to the tragedy means that an irrevocable change has already taken place
without being processed or consciously registered — the city must be dead or dying
and does not even know it:

JIOHEIbK JIeKaB Mepesl HaMH, K BeTHUe3HUH HemoBOPOTKHil 3Bip. oMy IIOIHO BIIOpCHYIH
OTPYTy IPSMO y CIMHHHMH MO30K, 1 TiJIO 3Bipa BXKe BiMHpa€e. 30BCIM CKOPO BiH HE 3MOXKeE
MOBOPYXHYTHUCS, 1 TUIBKK O0aunTHMe, sK IpiOHIMMM, aye OiTbII BIPAaBHUIl XVIKaK IIMATye
fioro moTh. [lomepeny dekae 10Bra arouis, aje 3axMeJijia TOJIOBa HE BIOBIIIOE TPHBOKHHIX
CUTHAJIB Bij nepudepiiiHol HepBOBO1 cucTeMHu. Y TOJIOBH 1MOKH 110 Bee noope (Horikha Zer-
nia 2021a: 67).

Here, the author’s graphic animalistic imagery underscores the city’s lack of con-
trol over its fate and the inevitability of the ongoing transformation — but also the
local residents’ inability to process what is going on around them or to face un-
bearable visions of the future’. Gibbons, in her translation, reframes the metaphor
through multiple repetitions of the pronoun “it”:

Donetsk lay before us, like a great, inert beast that had just had a shot of poison injected right
into its spinal cord. Its body was already dying. Soon it would be unable to move, and would
only be able to watch as it gets gobbled up by a smaller, but nimbler predator. A long period of
agony awaits it, and its peripheral nervous system has raised the alarm, but its groggy head has
not yet got the message. In its head, everything is still ok (Duda 71).

The translator’s insistent use of the neuter pronoun when referring to the city,
in combination with precise biological and medical terms describing the process
of poisoning, emphasizes animalism and embodiment of the city’s imagery, asso-
ciated with lack of reflection and agency in this helpless, liminal state. Rearranged
sentence structures in this translated passage accentuate the idea of a threat (dou-
bled here as the “alarm” and “message”), thus foregrounding the growing dis-
connect between mind and body, inside and outside, and highlighting the violent,
destructive nature of the ongoing transformation. Both the Ukrainian text and the
translated version — perhaps to an even greater extent — clearly describe the un-
folding crisis as a brutal act of killing.

The motifs of helplessness and loss of control reoccur at various points in the
novel to address the city’s dramatic decline. Typically, they are manifested either

5 This apparent denial is contrasted with the heroine’s almost mystical visions in the next scene
where she glimpses the tragic future fates of the unsuspecting people around her.
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in animalistic metaphors or in the imagery of natural disasters beyond any human
control, such as the eye of a storm (Horikha Zernia 2021a: 75; Duda 82) or crack-
ing ice (Horikha Zernia 2021a: 255; Duda 279). Implicit here is perilous insta-
bility of the once familiar environment and the impossibility to prevent or resist
the danger. The fact that up to a certain point the threat remains hidden does not
make it any less deadly: “Lle sik pamiaris. Tu 11 He Oaunt, He BiIUyBa€eNl Ha CMaK,
TIJIBKH B IOBITP1 BUTAE MPo30pe, 1 ToO1 Kpale BUMTUTH Hoay abo TiKaT, JOKU He
mizHo” (Horikha Zernia 2021a: 8). The translation, once again, underscores the
unknowability and persistence of danger with the repetitive use of pronouns: “It is
like radiation. You cannot see it; you cannot smell or taste it; it floats, transparent
in the air; and you would do well to either drink iodine, or run away before it is too
late” (Duda 6). In both textual versions, the metaphor of occupation as radioactiv-
ity evokes potent associations with the legacy of Chernobyl and brings up images
of a decay that is impossible to counteract.

Towards the end of the story, this invisible danger becomes all too real, as the
protagonist is taking a final look at the neighbourhood she is preparing to leave:
“PaiioH HE TIPOCTO TIOMHUPAB, BiH PO3UMHABCS SK ITICOK Y BOI, 3HUKAB 13 Mary OyT-
TS uiiMu BynunsMu. TyT yce pylHyBanocsi, HiOM OyaMHKY Oy BETMKHMH KH-
TOBMMH TYIIaMH, KOTPi BUHECIIO HA Oeper Ha MoTajy COHIIO Ta CTePB’SITHUKaM”
(Horikha Zernia 2021a: 277). The animalistic metaphor introduced at the beginning
comes full circle, revealing the fate of the occupied city: “The district hadn’t mere-
ly died: it had dissipated like sand in water, with whole streets disappearing off the
map. Everything here was in ruins. The buildings were huge whale carcasses left on
the beach to ruin by the sun and by vultures” (Duda 301). Gibbons, in her transla-
tion, changes the verbal forms, shifting the focus from an ongoing process of dis-
integration to its outcome, and accentuates the motifs of abandonment (“left”) and
destruction (the repetition of “ruin(s)”); these translating decisions foreground the
overwhelming sense of spatial erasure. What is being erased here is not so much the
city itself as the local people’s belief in the continuity of life, which in their minds
is linked to certain everyday routines, spatial orders, and cultural or political prac-
tices. Here, the recurring imagery of threatening natural disasters and helpless dying
animals signifies urbicide understood as the destruction of meanings attached to
a place — and people’s freedom to determine these meanings on their own.

Translator’s techniques: Linguistic divisions

Most importantly, in the case of Donetsk, this urbicidal attack is meant to
eradicate pro-Ukrainian loyalties and any potential for Ukrainian resistance in the
already heavily Russified city. Even divided by political and linguistic allegiances
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after decades-long exposure to Russia’s propaganda, Donetsk can only be forced
into complete submission if a uniform pro-Russian identity can be successfully
imposed on it — and this destruction of cultural and political heterogeneity is ex-
actly what the occupation is trying to achieve. Therefore, linguistic divisions —
meaning both the choice between speaking Russian or Ukrainian and the ability
to switch codes — becomes crucial for establishing one’s identity and offering re-
sistance under the occupation regime.

Throughout the text, the complex identity conflict that the central charac-
ter finds herself caught up in finds a visual linguistic manifestation. The narra-
tor/protagonist is a rare Ukrainian speaker in a predominantly Russian-speak-
ing city that views Western Ukrainians with suspicion. The heroine’s language
marks her as an outsider in the Russian-dominated urban space. The novel it-
self flips this situation by narrating the story entirely in Ukrainian, with Rus-
sian inclusions used to represent the speech of Donbas locals, particularly to
emphasize their hostile, prejudiced, and narrow-minded views or to reflect the
main character’s mimicry attempts when she becomes engaged in resistance ef-
forts. True belonging becomes possible for the protagonist only when she starts
working with a like-minded group of colleagues. When some of them, initially
marked as Russian speakers, start switching to Ukrainian, this shift indicates
a turning point in the central character’s journey of finding acceptance and her
community. Therefore, linguistic code-switching acquires a double role: it is
key to disguising a part of one’s identity, a tool of sabotage and espionage — and,
at the same time, it is a form of “translating of self”” and identity-building. Both
interpretations are consistently underscored by the translator’s speech represen-
tation technique.

While the source text seamlessly integrates the two languages, underlining
their mutual intelligibility despite the apparent linguistic divide, the translation
has to convey embedded linguistic differences with the means of one language.
To signal these instances of code-switching in the English text (where they would
otherwise remain invisible), the translator resorts to consistent italicization of the
Russian text. This decision visualizes the underlying differences between Russian
and Ukrainian speakers for the target text readers, foregrounding the characters’
divisions along the lines of cultural self-identification and ideological/political be-
liefs. One scene in particular, where the main character talks to her elderly neigh-
bour, illustrates this conflict of identities:

— JleTo4ka, TaK 4TO Ke, KOI/[a BaIllK IPUIYT, HAC PACCTPENISAIOT?

S Butpimmiacs Ha Banentuny CtenaHiBHY Tak, HiOM B Hei BUpocia Ipyra rojiosa.
— Xto0 1e ,,Hamri”? Bu npo mro B3arami?

— Bamu GeHaepsl.

I s me 3naitnacs, mo Bianosictu (Horikha Zernia 2021a: 49).
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“My child, so what then, when are your lot going to come kill us?”

I goggled at Valentyna Stepanivna as if she had grown a second head.
“Who is «our lot» then? Who are you talking about?”

“Your Benderies”.

I did not know what to say to her (Duda 51).

Here, the elderly woman has been brainwashed by Russian propaganda to
think of Western Ukrainians as enemies, and the lack of understanding results
from opposing political beliefs rather than two different languages. But language
here is the means of revealing the conflict and the impossibility of communication.
In this case, visual demarcation between the two languages through typographic
means is used in the translation to “other” the Russian language and its speakers,
thus indicating the translator’s self-positioning in the clash of the two worldviews.

The longer the occupation lasts and the further propaganda reaches, the less
possible communication becomes, up to the point where the heroine refuses to
resort to any language at all:

51 B3araii 3ycTpivaroduch 3i 3HallOMUMH MyTHKaja, sk Hima. ,,OH, 101, Kak Jaena, Kak Oa-
oymika? Kak Hactpoenue?” — ,,Aaooy”. — ,;Ta He ToBOpH, y Hac To ke camoe. He yesxkaere?” —
,»Yrm”. —  Hy Hudero, nact bor, cnacyt Hac ot atux 6annep. Oroobemcs”. — ,,Ara” (Horikha
Zernia 2021a: 77).

In general, when I ran into acquaintances, I would mumble like I was a mute.

“Oh, daughter, how are you, how's your grandma? How are you feeling?”

“Ah, hm”.

“You don t say, for us it’s just the same. Are you going to leave?”

“Mhm”.

“Well, never mind, God willing, we’ll be saved from these Banderites, we’ll fight them off”.
“Aha” (Duda 84).

In episodes like this, where the presence of Russian in the source text becomes
overwhelming and the narrator/protagonist’s Ukrainian voice is practically si-
lenced, the translator’s visual representation technique signals for the target-text
readers how Russian language and narratives start pervading people’s minds and
conversations, effectively ruling out any possibility of dissent. For the protagonist,
continuing to speak Ukrainian and maintaining her true identity not only involves
arisk of exposing herself as a dissenter and an enemy, but also becomes a form of
protest against the ongoing occupation.

In this protest and in her loyalty, however, she is not alone. In a key episode fo-
cusing on the divisions and tensions between Eastern and Western Ukrainian iden-
tities, exacerbated by the continuing presence of the Russian military in the city, the
main character’s friend Tetiana reveals another side to this opposition — one that
portrays Ukraine as a desirable dream and flips the insider/outsider dynamic:
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Mu TyT 3aBxan Oynu HiIOM i pu YkpaiHi, a HiOM B 4yxi BikHa 3anmsiiaeMo. OT y Bac 110 Tam
BoauThes? KyTs, konsiaku, BepTer, Tak? | BUlmBaHKy, i MOBa, 1 TpaauIlii... A B HaC e BCE 5K
3eNICHUH BUHOTPAJ — 1 XOYEThCs, 1 KOJeThes. SIkOM XTOCh TOM camuii BepTer 3poOuB, Horo 6
3aKIIOBai. MU 3aBKIH lyMaJiy, 110 1Ie He 1715 Hac. [ ...| Xoxum Mu Oynu, He YKpaiHIi, OT i Bce,
1o Moru co6i mo3Bonutr (Horikha Zernia 2021a: 135-36).

Here, it’s always been like we’re part of Ukraine, and at other times it’s like we’re looking
through the window from the outside at what you’re doing over there. There’s the kutia Christ-
mas puddings, Christmas carols, vertep puppet shows. Vyshyvanka shirts, the Ukrainian lan-
guage and traditions... It’s sour grapes, it’s like we want it all, but also find it all hard to
swallow. If someone here tried to start a vertep show here, he’d be laughed out of town. We’ve
always thought that all this Ukrainian stuff just isn’t for us. [...] We’re khokhols, not Ukraini-
ans, that’s all we’re allowed to call ourselves (Duda 146).

Here, the same italicization technique is used in combination with explication
to highlight the concepts characteristic of Ukrainian culture, positing them si-
multaneously as something external to the character’s experience and something
desirable that she is willing to embrace — the same way she embraces the pejora-
tive khokhols used by Russians to talk about Ukrainians; when appropriated by
(Eastern) Ukrainians themselves, it signifies their desire to negotiate their identity
as separate from that of the Russians. It is significant that at this point in the story
Tetiana is already speaking Ukrainian; when asked about how the ongoing occu-
pation of Donbas changed the locals’ self-identification, she says: “3apaz? 3apas
S TyMaro, 10 HaM Tpeba BUKHUTH W OJ pyCHI BIIOUTHCS. A TaM yke Hac YKpaiHa
npuiiMe TaKUMHU, SIK €, MH i YCSKi MPUTOAUMOCS, 1 TIIyXi, 1 HiMi, 1 Oe3mam’sT-
Hi. [loBuB4aeMo Mu Bamri Kossiiku, Hikynu BoHH He miHyThes (Horikha Zernia
2021a: 136) / “Now? I feel that we need to survive and fight off these Russians.
Then Ukraine will accept us for what we are; we’ll come in handy for her then,
deaf, dumb, and with no memory. Then we’ll learn your carols, they’re not going
anywhere” (Duda 147). The negotiation of Donbas’ regional identity, which start-
ed with Eastern and Western Ukrainians pitted against each other, is resolved here
with a stark opposition between locals and “these Russians”, and with the locals’
commitment to embrace the desirable Ukrainian identity, if not yet full acceptance
of'it.

In a later episode, the novel zeroes in on an even more significant instant of lin-
guistic code-switching that offers an unexpected resolution to the identity dilem-
ma. One evening, the protagonist, exhausted by the continuing danger and devas-
tation around her, comes out into the courtyard and starts humming a Ukrainian
song to herself — and is unexpectedly joined by her neighbours, emerging from the
basement bomb shelter and from their half-destroyed apartments. Without ques-
tions or comments, they join in the singing, and it turns out that they knew the
lyrics to all the landmark Ukrainian songs all along:
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Mu cniBanu i ciiBanu, O6e3 ynuHy. 3BiKH st 3HaJa ciioBa? A BOHHM 3Bijku 3Hanmu? ,,B camy ryms-
nma”, i,,lanr0”, 1 ,Yom T He npwuiiios”, i ,Yeprony pyty”, i,,['yuynky Kcenr”... [lo Hac min-
XOIIWITH CYCIJIH, 3MA€ThCS, TYT 310paiics BC )KUTEN; HIXTO HE TIOCHIIIAB JI0 YKPUTTS, OOSITUCS
MOBOPYXHYTHCS. S| He Oaunna oOnuY y TeMpsiBi, 51 TIIBKH Uyna, SIK Y MEHE T€4yTh CIbO3H IO
IIOKaX i TPEMTHUTB TOJIOC, 1 TAK CaMO TPEMTLIH i oOpuBanucs roiocu B Moix cycinok (Horikha
Zernia 2021a: 254-55).

We sang and sang some more, without stopping. How did I know all the words—the others too?
We sang the folk songs and Ukrainian classics: “She Walked through the Garden”, “Halya”,
“Wherefore Did My Love Leave Me?”, and “Chervona Ruta”, and “The Hutsul Girl Xenia”...
More neighbours joined us — the whole block, it felt. No-one hurried down to the shelter:
no-one dared move. I did not see people’s faces in the dark, I only felt the tears run down my
cheeks and the trembling of my voice, and the same trembling and cracking in the voices of my
neighbours (Duda 279).

Here, the complex identity negotiation of the Donbas locals uncovers their
profound Ukrainian roots and their deep-seated (if not quite conscious or explicit)
self-identification with Ukrainian language and culture that years of propaganda
and Russification politics could not completely erase. The text’s seamless integra-
tion of the Ukrainian song titles, where some translations lean towards translit-
eration combined with minimal added explications, signifies acceptance without
othering: these people, the author and the translator suggest, are more Ukrainian
than they themselves realized. Tragically, this realization only comes when the
Russian occupation regime is already in full swing.

Translator’s techniques: Paratexts

The translator’s paratextual presence reflects the same complex, continuously
evolving approach to the representation of Donbas’ urban identity. As the trans-
lated text provides comments on culturally specific Ukrainian concepts or perso-
nalia in the footnotes, these paratextual intrusions reveal an attempt to address
complexities of the national discourse and identity-building — and express the
translator’s distinct pro-Ukrainian stance, rather than a neutral position. For the
most part, such footnotes deal with stereotypes, ethnic or local slurs, and propa-
gandistic clichés. For instance, the explanation of the local slur “Benderies/Ban-
derites”, which is used to designate Western Ukrainians, ironically deconstructs
the concept’s etymology and reveals its absurdity by labelling it a “misnomer” and
a fear-mongering tactic:

There is a town called Bendery in Transnistria, the breakaway state internationally recognised
as Moldovan that borders Western Ukraine. Here, however, Bendery is a misnomer for the con-
troversial far-right politician and freedom fighter, Stepan Bandera (1909-1959), who was one
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of the leaders of the Ukrainian national movement in Western Ukraine. The figure of Bandera
has become something of a bogeyman in the national discourse, especially after the escalation
of events in 2014 (Duda 52).

Similarly, when addressing the ethnic slur “khokhol/khokhly”, the translator
chooses to focus on the Ukrainians’ appropriation of it as a form of identity-build-
ing: “Khokhol is a word often used by Russians as an ethnic slur for Ukraini-
ans; alternatively, many Ukrainians call themselves khokhly as a form of ethnic
self-identification, to differentiate themselves from Russians” (Duda 136); this
approach mirrors the characters’ own treatment of the concept in the text.

Further, the translator’s political self-positioning is clearly manifested in
the paratextual comments on Russia’s post-World War II annexation of Western
Ukraine and the cultural legacy of Ukraine’s historic national movement (Duda
90), as well as the definition of Russia’s “ikh tam niets” as “Russian-backed para-
militaries based on Ukrainian soil” (Duda 164). As the concept first originated in
connection with Russia’s annexation of Crimea in the spring of 2014, the mention
of “Ukrainian soil” in this context makes it a distinctly political statement that un-
equivocally asserts the Ukrainian identity of the annexed and Russified Crimea,
and, by extension, Donetsk itself. In all these instances, paratextual spaces reveal
the translator’s own process of identity negotiation — a process that ultimately
aligns the translator’s position with that of the author and the narrator/protagonist.

These footnoting decisions are mirrored by the translator’s prefacing approach,
as seen in the Author s note at the beginning of the book. In the original Ukrainian
edition, this one-page paratext contains acknowledgments where the author explains
that the story is based on real events, names the real prototypes of her characters,
and expresses her appreciation for her publisher’s and collaborators’ input. In the
translated version, this note is significantly shortened, and its title is changed to
A note on reading this book — a change that further distances this paratextual element
from the author herself. The author’s acknowledgements are shorter and less specif-
ic than in the source text, and the author is referred to in the third person — “she” as
compared to “we/us” in Ukrainian. The second paragraph (absent in the Ukrainian
text) introduces personal testimonials provided by the real-life prototypes of the pro-
tagonist and other characters — five stories in total that conclude the book and were
translated specifically for the English-language edition but were never included in
the Ukrainian version (Duda 312—-347). Finally, the note ends with a powerful state-
ment on the novel’s significance:

Daughter is a testament to the Russian invasion of Ukraine and a eulogy to the people the war
has taken. For this reason, the author felt a translation into English was necessary, in part to
raise awareness among an Anglophone readership. You are advised to bear the above commen-
tary in mind as you read on (Duda 3).
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This statement — which was not part of the Ukrainian text — clearly expres-
ses the editorial team’s political and ideological self-positioning and explains the
author’s (and, implicitly, the translator’s and publisher’s) motivation behind the
translation project. Although this paratextual element is not openly identified as
translator-authored, in combination with other translating decisions — both textual
and paratextual — it reads as the translator’s creative declaration of intent.

Conclusion

As my analysis demonstrates, complex representation of the Eastern/Western
Ukrainian identity clash and its entanglement in the workings of Russian propa-
ganda and urban occupation pervade both the author’s own writing and the trans-
lator’s creative project, occurring simultaneously at the textual and paratextual
levels in the translated novel. The translator’s choices bring to the foreground the
urbicidal nature of the unfolding city takeover by hostile military forces, while ac-
centuating linguistic differences and code-switching both as a form of identity ne-
gotiation and the means of resistance. Apart from the textual intrusions, the trans-
lator continues to explore the complexities of national identity-building in the
accompanying paratexts. Most importantly, in addressing all these complexities,
the translator’s project invariably aims at clarifying and reinforcing the author’s
distinctly Ukrainian perspective on the ongoing war and the nation’s continuing
fight for survival, which — particularly today — is in itself a most profound and sig-
nificant expression of cross-cultural solidarity.
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BBenenue

Joneuk, naunHas ¢ pyoexa 2013—-2014 rr., onuH U3 caMbIX eYabHO U3BECT-
HbIX ropoaoB mupa. HecMoTps Ha To, 4To OH ¢ KoHIIa XIX 1 B TeueHue Bcero XX
BB. OBLJI CHMBOJIOM CTPEMHUTEIBHOTO YIAYHOTO MHYCTPUAILHOTO POCTa OKPauH
Poccuiickoii nmnepun, a 3aTeM OHOTO 13 KJIFOUYEBBIX TPOMBIIUIEHHBIX PETHOHOB
CCCP, ¢ 10-x rr. XXI B. JloHEIK mMpeBpaTWiCcsS B 3HAK I'€OTOTUTHYCSCKON KaTa-
ctpodbl. C HUM M MIPOUCXOISAIIUME B HEM COOBITHSIMH COTIPSKEHO 3apOKICHUE,
(opMupoBaHue, pa3BUTHE MPOLECCOB ,,[ION3y4YeH’ aHHEKCHH, BCIE 3a TEM OK-
kymanuu PO BOCTOUHBIX perHOHOB YKpawHbBI U — ¢ peBpans 2022 . — MHOTOMe-
CAYHBIX KECTOKUX 0OEB, TOTAIBHBIX Pa3pylIeHUI rOpoI0B-CITyTHUKOB JloHelKa.

C KyJnBTYpHO-UCTOPUYECKOW TaMsAThIO Topoia U Bcero pernona JlonOacca
TUTAHOMEPHO WTPaJiv, CO3/1aBasi Yepe3 MaccMenna Creu(puIecKyio COIHaIbHyIo
mudonoruio (Sestakova 2018; Sestakova 2022). Monozoit, ocHoBaHHbIi B 1869
I. B BUJIe HEOOIBIINX pabOYMX MOCEIKOB, OBICTPO Pa3pOCIIUICS, ¢ HECKOIbKUMH
[EHTPAILHBIMH YIUIIAMH, MHOKECTBOM ,,KPACHBBIX 37[aHUH XapaKTEPHOTO JIJISt TOH
snoxu apxurekrypuoro cruns” (Uzovskoe ObsSestvennoe Sobranie, 31eKTpOH-
HBII pecypc) U MOMyYUBIIHHA cTaTyc ropoaa ieroM 1917 r., B HOBelIe# nctopun
JloHEeIIK HEOAHOKPATHO OKA3bIBAJICS HA TMEPEKPECTKE T'€OMOIMTUYECKUX TpPaHC-
(opManmii U KaTakJIM3MOB. DTO YETKO 3alleyariieHO B HCTOPUH €0 MIMEHOBAHHIA,
OTpaXKarIuX MepTypOannuy B MOMUTHKE MBYX mmrirepuii: HO30Bka — CranuHO —
JloHenk.

KiroueBble Te3uchl, KOTOPBIMH HAacCTOMYMBO M JUIMTENbHOE BpeMs PO mbl-
TaeTcsi 00OCHOBaTh OKKYIAIIMIO, IMOJHOMACIITa0HYI0 BOWHY TMPOTHB YKPaWHBI
U JApyTHe JIeCTPYKTUBHBIE T€OMOIUTUYECKUE IIAarH, — 3TO SKOOBI HCTOPHUECKOE
BOCCOCIMHEHUE PYCCKUX 3€MENib, K KOTOpBIM oTHOCHTCS U JloHOacc; 0O1IHOCTD,
€IMHCTBO UCTOPUH, KYJIBTYPBI; 3aIlIUTa PYCCKOS3BIYHOTO HaCETIeHHs pernoHa. [{is
TOTO YTOOBI, BO-IIEPBBIX, OHSITH HEIPABOMEPHOCThH MOI0OOHOTO PoJia 3asBICHUIM
u maroB P®; Bo-BTOPBIX, IPOSICHUTH OCHOBHBIE METO/IbI, TPUHIIMIIBI, TEHICHIUH,
3a/1a4¥ WACOJIOTHU3AINH, TIOTUTH3ANN HarmoHanbsHoro Borpoca B CCCP (rocy-
napctBo — Mudouieonorema st PD), ero crpemiieHus k crieiupuueckoit nHTep-
HAI[MOHAIM3AIMH KPYITHOTO MH]IyCTPUAIBHOTO PETHOHA, HEOOXOIMMO IPOaHAIIH-
3WpOBATh B COBPEMEHHBIX KYIBTYPHBIX, COIMATBHBIX, HICTOPUIECKUX YCIOBHUIX
JTUTEPATypy 00 3TOM pEeruoHe.

JloHelKy — ropojiy B CTEMsX, OCHOBaHHOMY KarmurtainuctoMm Jl>xornom HO3om,
MTOCBSIIIEHO CPaBHUTEIHFHO HEMHOTO XY/IOXKECTBEHHBIX MPOM3BeAcHIH. Bee onn
OTHOCSITCSL K TaK Ha3bIBAEMOW MaAIOU, pecuOHAIbHOl CIOBECHOCTH M CO3/IaHBbI
ypoxeHamu JloHeuka u ero roponoB-cnyTHUKOB B 30—80-x rr. XX B. D10 npe-
KJ1e BCero npo3a u nyonunuctuka Jleonnna XKapukosa, bopuca ['op6arosa, [1as-
na BaiineOypsl, Bana Kocteipu, AHaronusa KpaBuenko u apyrux mpodeccuo-
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HaJbHBIX JOHCLKHUX MUCATeNeH, )KypPHAIUCTOB, a TAK)KE BOCIIOMUHAHUS MECTHBIX
JKUTeINeH, Bomre/myre B cOopHrukn ouepkoB 1960—1980-x roaoB.

Kapukos (1911-1985), I'opdatos (1908—1954), Baiinedypa (1901-1985) —
M3BECTHBIC W 3a mpenenamu JloHOacca mucarenu, MyONUIUCTBI, KYJIBTYpPHBIC
nearenu, Kotopble B 1920-X I'T. NPUHSIN UICONOTHUIO COBETCKOM BiacTu. OHU
HauMHAJIW Kak pabodme Ha maxrax, 3aBojgax HO30BKH, paOKOpBI, )KyPHAINUCTHI
MECTHBIX u3JaHuil. baiineOypa mucan Ha JIBYX SI3bIKAX — PYCCKOM M yKpauH-
CKOM, TIOYTH BCIO >KM3HB mpoBen Ha JloHOacce, Bo3rmapmsin JloHenKyto opra-
HU3aIUIO coo3a mucareneld Ykpaunsl. JKapukos u [opbatoB B 1930-x rr. me-
peexanu padorate B MockBy. JKapukoB niepes TeM, OKOHYUB ,,KPATKOCPOUHBIC
TeIarOTHIECKUe KypChI”,

YUUTEJILCTBOBA B JIHENPONETPOBCKOW 001acTH, y4acTBOBAJI B CEJIbCKOXO3SHCTBEHHOU
KOMMYHe, YYWICS Ha TeaTpalbHOM pabdake B TearpalbHOM HHCTUTYTE MMEHH JIbIceHKo
B Kuepe. Hekotopoe Bpemst paboTai B Tearpe, ObUI PEIOPTEPOM BEYEPHEH I'a3eThl, CIIYKHI
B apMUHM OrPAHHYHUKOM. [ ...] Yanscs B Jluteparyprom nuctutyTe nMenn [opskoro [...] (Za-
rikov 2).

TopOaroB, caenaB kapeepy B MockBe, ,,0€3 COXaJICHUS OCTAaBUI PYKOBO-
IATTYI0 paboTy”’, BEpHYJCS JTOMOM, ,,CTaB CEKpeTapeM JTOHOACCOBCKOTO HILIIO-
CTPUPOBAHHOTO JIByXHe/ebHuKa «3a00i»” (Dicenskov 6). Muxaun /ludeHckoB
B MIPEIUCIOBUH K POMaHy /{oHOacc Tak ONpEAeNI U OCHOBHBIC BEXU TOH 3I10-
XM, MAKCUMAJIbHO HACHIIIIEHHOH Te0MOIUTHICCKIMH, O0IIECTBEHHBIMU CJIOMaMH,
TpaHC(POPMALIUIMH, U CYyTh XapakTepa 3HAMEHHUTOTO 3eMJIsKaA:

Kpacnoapmeer; TopHOCTPEIKOBOTO MOJIKA, Pa3be3AHON KOPPECTIOHNEHT ,,IIpaBmsr”’, 10o6poBo-
JIEI-3UMOBIIHK HA TTOSIPHOM OCTPOBE, YYACTHUK OCBOOOIUTEIHHOTO TTOX0/a Ha 3amagHyio be-
JIOPYCCHIO, BOGHHBII KOPPECHOHJICHT B 005X ¢ OenodguuHaMu u Ha (poHTax Benukoit Oteue-
CTBCHHOM BOWHBI, MPEACTABUTEb COBETCKOM MPECcChl BO ABOpIe mpaBocyaust B HropubOepre,
B XXWINIIax OenHskoB B SlnoHnyn, Ha DumunnuHax, B pe3HICHINY SITIOHCKOTO MMIIEpaTopa,
onuH n3 pykoBoxurelei Coro3a COBETCKUX NMUCATeNel U MpekIe BCEro, BCErza U Be3ze — Ila-
MEHHBII aTPUOT, nucarelns, myomunuct (Di¢enskov 7).

JKapukos, ['opbaroB, baiineOypa — aBTOpHI MMOBECTEH, POMAHOB, JIAypeaTh
npectkHblX B CCCP npemuii, Harpaa. MHOTHE UX TPOU3BEIEHHUS, Ty OINIICTH-
Ka PErMOHAIBHBIX >KYPHAJIUCTOB BXOIWIH B CIIMUCKH JIMTEPATypbl AJIs BHEKJIAC-
CHOTO YTEHHS B IIKOJIaX, B TEPBYIO O4Yepeab BOCTOKAa YKpawHbI, 00pasyd (oH
1 (QOHJ 3HAHWH, KOJUIEKTUBHOH, KyIbTYPHOH, COIIMAIBLHON MaMsITH, YCTOHYMBEIC
HaOOPHI UIEONIOTeM T HECKOIBKUX moKoneHuid Jlonbacca. B Jlonernke ecth ymu-
161, HOCAIIME UX UMEeHA. JInYHOCTH mucareneil, X Mpou3BeeHNs], PerHOHAIbHAS
nyonuuuctika, B 1960—1980-x IT. BBI3bIBAaBIINE HHTEPEC Y KPUTUKOB, JIUTEPATyPO-
BezoB (Brykin, Galin, Ionov, Karpova, Kolesnikova, Dicenskov), mociie pacnama
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CCCP orouuu Ha conuainbable MapruHanun. O0pasbl, e, MUPOUACOTOTEMBI
JloHelka, co3aHHbIE UMU, paboTaroT 10 cux mop. B XXI Beke BHUMaHue K HUM
aKTUBU3HUPOBAJIOCH TPWKABL: B 1990-x TT. mocne ycranosneHnus HezaBucumocTn
VYkpauns! (Olifirenko, Roman’ko), mocie peromtoruit 2004 u 2013 romos. s
YHUBEPCUTETCKOM mpodeccyphl, pasnenenHoit B 2014 1., BRIOpaBIeil CTOPOHY
TeOTOIMTHYECKOTO (PPOHTA, BO3BPAIICHUE K TBOPYECCTBY JOHELKUX MHCATENeH
COBETCKOM 3MOXH — BO3MO)KHOCTb IIEPEOCMBICIIUTE B PETPOCHEKTUBHON CUCTEME
KOOPAMHAT IIEHHOCTH, OCHOBBI, MPUHITUIIEI MupoBuaeHus JJorbacca (Kirillova,
Roman’ko).

OpHako MCCIIe0BaTeNN HE KacallCh Ba)KHOTO, B NIEPBYIO OYEpE/b B CUTYya-
LIUH PEBOJIFOLINH, OKKYIallMy ¥ BOMHBI, KOMIIJIEKCA BOIIPOCOB O B3aUMOCBSI3H UH-
JIyCTPUAIBHOW, YPOAHUCTHYECKOHN KyIBTYPbl U HATUOHAILHOW ITOJIUTHKH B TBOP-
YecTBe JOHEIKHX nucareneit, myonunuctos 1930—1980-x rr., uto obycioBiuBaer
00I1yI0 aKTyaJIbHOCTb CTaTbU. YaCTHBIHM aCEKT aKTyaIbHOCTH ONPEAEIIIIOT (ak-
TOPBI, CBSI3aHHBIE C UCTOPUEHN TOPOJIA.

I'oponckoe mpocTtpancTBo JloHerka ¢ koH1a XI1X B. ObicTpo hopMHupOBaIOCH
13 pabouuXx MOCEJIKOB, BBIPOCUIMX BOKPYT IIAXT, 3aBO/OB, )KUBYIIIUX CAMOCTOsI-
TEJIBHOU, TOYTH 000COOJIEHHOH KU3HBIO, YTO 0TOOpaxeHo B mpo3e o Jlonbacce.
Xyn0KeCTBEHHO-ITyOIMIIMCTHYECKUI TEKCT TOPOAa CO3JaBalIics IIOUTH OIHOBpE-
MEHHO C caMHM ToponoM. Ho u Te, KTO ero BBICTpaWBall, CAMH CTAaHOBHJIHCH
TEKCTOM TOPOJICKOTO MPOCTPAHCTBA, J]aBas yIullaM CBOM HMEHa. DTO MUCATENH
Y 3HAMEHHTBIE B COBETCKYIO 310Xy YAApHUKHU TPyZa, OOLIECTBEHHbIE NEsTENN —
Anexceit CraxanoB, Hukura M3oroB, EBgokus Koponésa, koToprie ecTecTBeH-
HO CTAaHOBMJIMCH I'€pOSMHU JKYPHAJTUCTCKHX, MyOJHIHMCTUYECKUX MaTepHalioB,
JUTEPATypPHBIMHU TEPCOHAKAMH, XYI0KECTBEHHO-IOKYMEHTAIbHBIMH 00pa3a-
MU U Mudoueonsoremamu. Ho mocne 1917-ro u no 1990-x rr. ropoxa moce-
JIOBATEIILHO CTUPAIL, ,,He IIOMHWI, ,,HE BUJEI CBOEro UcToka — FO30BKkH, ObLI
CKOHLIEHTPHUPOBAaH HA CBOEM COBETCKOM HACTOSLIEM, YTO CBOHCTBEHHO IOJIH-
tuke CCCP. [loHenk u nureparypa o Hem, Oyay4H MOJIOIBIMH, CO3IaBAEMbIMH
B TpaHHIax ypOaHu3Ma, OBICTPO, €CTECTBEHHO BKIIOUMIMCH B CO3JJaHHE, COXpa-
HeHue Toro, uto Kpuctuan Maitep, Aneliia AccMaH Ha3bIBalOT MEMOPHUATBLHON
KYJIBTYpOH, COCPEAOTOYEHHOW Ha OHOW TpyIle, MPOU3BOJIAIIEH CErperamuio
B yroay ,,MeMopuaibHoi uHIycTpun’” (Assman 154). B pesynprare uero memo-
pHasibHas KyJIbTypa ,,MCIIOJIb3YyeT NaMsTh B paMKax HMOJIUTUKH UACHTUYHOCTH
U C TIOMOIIBIO €€ MPOU3BOIUT MOJIUTHUECKYI0, HIEOJIOTrHUYECKYI0, COITMAIBHYIO
cenapaiuy, CTaBsue ,,l10/1 Yrpo3y HalMOHAIbHYI0 KOHCoMuaanuio” (Assman
154). Urto Takoe HarmoHadbHas KoHcomumamnus B ycinopusx CCCP u ungycrpu-
aJIbHOTO0, Pa3BUBAIOIIETOCS MOJIOJIOTO TOPO/Ia, KAKOBBI €€ MPHUHIIMIIBI, 33J1a4l —
3TO BOIPOC, OTBET Ha KOTOPBIH B XyH0KECTBEHHO-ITyOIIMIIUCTHYECKON CIIOBEC-
HocTH O JloHerke.



1030BKa — CtanuHo — J{OHETK: MOIUTH3AIMS HAMOHAIFHOTO BOIIPOCa B TIPO3e 33

MaTepnaJI HCCJICA0BAHUSA

Buumanue cocpenoroueHo Ha [losecmu o cyposom opyee (1936, 1950) XKapu-
koBa, pomane /Jonbacc (1951) ['opbaroBa, cOOpHUKAX BOCIIOMUHAHUH /[opoeamu
Eeponut (1975) u donwkiiopa [llaxmepckue cxazol (1987), B koTopbIx 6mnorpadus
Jonenka, Ouorpagust aBTOpos, ,,0Morpadus repoeB Hepa3pbIBHO MEPEIIeTAIOTCS
¢ ouorpadueii crpanbr” (Dicenskov 11). Ilosecmsv o cyposom Opyee, ,,B OCHO-
Be KOTOPOI JIeAaT BOCIIOMHHAHHMS TIEPEKUTOTO0, BrieyaTienns aercta” (Zarikov
2), — 3TO TepBasi, MOCBsIEHHAs JICHHHCKOMY KOMCOMOITY, aBTOOHOrpaduyecKast
kanra JKapukoBa o xu3HU FO30Bku ¢ 1910-x rT. 10 60eB ¢ apmueit JleHnkuHa
B 1920-x 1. JJonbacc — 310 TOXKE BO MHOTOM aBTOOMOTpa(pUUeCKOe MPOU3BE/IC-
Hue. OHo nosectByeT 0 1930-x IT., ,,MHIYCTpHAJIBLHOM IpOpbIBE” peruoHa. Ilo
3ambIcity [opbatoBa Jonbacc nomkeH ObLT cTaTh AUIOTHEN, U BTOPYIO KHUTY OH
,,TIPEJIIoJIarall MOCBIATUTH COOBITUSIM MPEIBOCHHOMN KU3HU, BOWHBI M BOCCTAHOB-
nenus” (Gorbatov 364). 13 3agymanHOro ycries HanucaTh NepBylo miay /lpowja-
HUe: pacckas 0 TOM, ,,KaK U3 MIaXThl, 38 HEHaJOOHOCThIO, HOAHUMAIOT TIOCIECAHUX
JIONIaJiel ¥ KaKk ¢ HUMU MIPOILAIOTCS TEPEXO/SIIUe Ha APYTyI0 paboTy KOHOTOHBI”
(Gorbatov 364). /[onbacc — 3T0 BO MHOTOM HOBaTOpCKUH /i Havyana 1950-x .
CIUIaB COOCTBEHHO XyIO’KECTBEHHOI'O Y ITyOIMLIMCTUYECKOTO Havyall, IpeiBapeHue
KOHIICTIIIMM HOBOW aBTOPCKOM akKTUBHOCTH B npousBeeHnu (Bernstejn). CoopHu-
KA OYEPKOB BOCIIOMHHAHMH, IIAXTEPCKOTO (POIBKIOpAa OCHOBAaHBbI Ha COYCTAHUH
000CTPEHHO JMYHOCTHOI'O, 3MOLIMOHAIBHO OKPAIIEHHOIO Hayaljla, s PacCKa3yuu-
KOB M BHMMaHUs K (pakram, neraysam xu3Hu JJonbacca. Takoil BeIOOp MaTepuasia
MO3BOJIWII TIPOCIIECANTD 33a7a4i, B3aUMOCBS3U UACOJIOIMYECKOTO0, MOJIUTHIECKOTO,
COLIMAJIbHO-TIOBCEIHEBHOIO, YPOAHUCTUUECKOI0, XyA0KECTBEHHOI'O Hayall B CJIO-
BECHOCTH, TIOCBSILEHHON MOJIOIOMY HHAYCTPHAILHOMY TOPOY M CTAaHOBSIIICHCS,
KOIISIIIIEH, NIEPEOCMBICIISIIOIIEH BMECTe ¢ HUM HaMATh O COLHMAJIbHBIX KaTaKJIH3-
Max, CONPsDKEHHBIX ¢ JlonbaccoMm.

Du10c0(PCKO-METON0JIOTHYECKA OCHOBA HCCJIEI0OBAHUSA

3a cTONB Manoe UCTOPUIECKOE BPEMS TOpPOJ, MPOILIOE KOTOPOro 0003puMO
" HC YXOOUT BI‘JIyGI) BCKOB, NIEPECIKNUIT U HAKOIINJI CTOJIBKO UCTOPUYCCKU BAXKHBIX,
HOJIUTUYECKHU, UICOTOTHUECKH U JaKe OOBIICHHO HACHIIICHHBIX Pa3HOPOIHBI-
MH CUTyallUsIMHU, CMBICJIaMH, SMOLIUAMU CO6BITI/II>’I, YTO HEBO3MOXXHO HE€ 3aaaTb-
Csl BOIPOCOM O TOM, KaK OpPraHM30BaHa, CYIIECTBYET M 4YEM IOJJICPKHBACT-
Csl B HEM OOIIECTBEHHAsI COMMAAPHOCTh. JTO TOT BOIPOC, KOTOPBIA MCIAHCKUH
¢unocod Xoce Optera-u-I'accer mocrasun B 1921 1. B pabore becxpebemnas
Hcnanus, pasMplnuiss 0 IPUPOJE U CYHIHOCTH B3aMMOCBSI3M TOCYJapCTBEHHO-
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r0, PETHOHAIBHOTO, KOPIOPATUBHOTO, KIACCOBOTO M HAIIMOHAIBLHOTO CO3HAHMSL.
Jns FO30BKH, TpyaHO, HO ObICTpO craBmieit CranuHo, a 3areM JloHemKoM, 3TOT
KOMILIEKC MPoOIIeM TOKe KpaifHe aKTyaeH BCJICACTBHE TOTO, YTO OPHEHTHPOBAH
Ha TPOBOKAIMOHHBIN BOMIPOC O COMUIAPHOCTH JIOICH, OObEAMHEHHBIX CHCTEMOM
(hakTOpOB, KOTOPBIE B TOPOIAX C JIOJITOH MCTOPHEH, CKIIaBIBATICH €CTECTBEHHO,
MOCTEIICHHO, BO B3aUMOJICUCTBUU C JPYTMMHU HE MEHEE BaXKHBIMH (DaKTOpPaMH.
B Momnojom, “3Ha4YaIbHO UHYCTPUAIBHOM TOPOJie, OCHOBAHHOM Ha CBOEOOpa3-
HOM JTOOpPOBOJIEHOM ,,BABUJIOHCKOM CMEIICHHUN  JIONEH, TAaKOTO poja MpPOIeCChl
Y HAKOTJICHUE MaMSITH HEBO3MOKHBI. Kak HEBO3MOXKHO U TIPEOJI0JICHHE HEM30exK-
HO BO3HHKArOIIeH TaOUPHHTO00Pa3HOI B3aNMOCBSI3U TOCYAapCTBEHHOT0, KI1acCo-
BOTO, HAITMOHAJILHOTO, HAPOJTHOTO, PETHOHAIHHOTO HavuaJ:

Bce sTHHUECKHE co00IIecTBa, MPEXKAE YeM BOMTH B rOCYIapcTBO, CYIIECTBOBAIN OTAECIBHO.
[...] HaoGopot, kmaccel u mpodeccroHanbHble TPYNIBI U3HAYATIBHO MPEACTABIAIOT COO0M
YacTH LIEeJIoro. l'[epBble TaK WX UHAY€ MOTYT BEPHYTHCS K HE3AaBUCUMOCTHU. BTOpble HUKOI'Z1a HE
JKHJIM U He CMOTYT KUTh caMy 1o ceGe. [ ...] Harms skuBeT HopMaIbHOM )KU3HBIO, KOT/Ia KaKaast
13 TPYII HOHUMAET, OHA — TOJIBKO 4acTh OOIIECTBA. [...] HAI[OHAIEHOE COCYIIECTBOBAHNE HE
cTaTHyecKas, a AMHAMUYeCcKas peajbHOCTh. [ ...] OObeAMHCHHUE HALMIT BCET/Ia CBSI3aHO C KAKUM-
TO BAKHBIM HPEINPUATHEM, C 3aMbICIIOM, TPEOYIOINM BCEOOIIEro y4acTHs M CIIOCOOHBIM
BooxymeBuTh Joaei (Ortega-i-Gasset 302, 303).

B BBIOpaHHBIX JUTS HCCIIEIOBAHMUS IPOU3BEICHUSIX OTH MOMEHTBI KaK pa3 Hauoo-
Jiee OYeBHJIHBI: MHUCATENH, MyONUIHUCTHL, (GOKYCHPYsl BHUMaHHE Ha OOILECTBEH-
HO-TIOJIUTHYECKUX MOMEHTAaX JKH3HH TPYIOBOIO PETMOHA, HA TIOBCEIHEBHOCTH
€ro Pa3IUYHBIX MOJUTUYECKUX, COIMOMEHTAIBHBIX KIJIACCOB, T'PYIII, KacajucCh
HAIIMOHATBHBIX MPOOJIEM, HE Jefiast X [EHTPATbHBIMHU, HO U HE CTPEMSICh CKPBITh
KITIOYEBYIO MIAPTHHHYIO 3a/1a9y — (OPMUPOBAHUE COBETCKOTO YeOBeKa. BHuMa-
HUE Mucarenel, MyOIuIUCTOB, MPOCTHIX JIIOJACH, OMyONUKOBABILIUX CBOH BOC-
MOMUHAHUS, CMEIHATLHO WM €CTECTBEHHO, HEBOJBHO OOpAIleHO K TOMY, Kak,
BCJIEAICTBUE Yero u paau vero skurens FO30Bku — CranmHo — JloHenka cTaHo-
BUTCSI TPAKAAHUHOM, ,,[IOKHJIAET Y3KUH MUP CBOHMX 3200T M UyTKO BCIIyIIHBACT-
csl B TO, YTO MpoucxoauT B O6onbmoM mupe” (Ortega-i-Gasset 303). Kiaccosoe,
IPYIIIOBOE, MPEKE BCETO BOILIONMICHHOE B CO3HAHUY OypiKya3HH, axTepoB, Me-
TaJUTyproB, PEeBOJIOLHOHEPOB, U HALMOHAIBHOE, W3HAYaJlbHO MHOrooOpasHoe,
Hayasa B MOJIOZIOM MPOMBIIIICHHOM TOPOJIC HE TOJBKO BCTPEUYAKOTCS, CTAKHBA-
I0TCSI C COOCTBEHHBIMH TPOOIeMaMu, MPOTHBOpedrsiMi. OHU B3aUMOICHCTBYIOT
HE TaK, KaK B ypOaHHCTUYECKOH KyJbType, OCHOBAaHHOH, 3HAIOIIEH, TOMHSIILEH,
YUUTHIBAIOIIEH MOCTENEHHOE MHOTOBEKOBOE CTAHOBIICHHE MOHOHAI[MOHAILHO-
T0 KyJBTYPHOTO, HCTOPUYECKOTO, COIMATIBHOTO OIbITA WM HACHIBCTBEHHOTO 3a-
CeJICHUSI pEerMoHa MHOTOHAIMOHAJIbHBEIME oOIHOCTMU (Lacson; Bebbington;
Ballantyne; Chung-to; Minor). B BeiOpanHOI 1151 aHajM3a JUTEPAType OTIYETIH-
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BO IPOCIICKHUBACTCS WHOE. [0poj1, KOTOPBIN 3apowics, (POPMHUPOBANICS B IIEPHO-
JIbI OOIIECTBEHHBIX KaTaKJIM3MOB M3 Pa0OYMX TOCENIKOB, cl1a00 COOTHOCSIIIXCS
C LEHTPOM, BCE K€ CO3/Iall, COXPAHUI CBOIO ,,COIIMAIBHYIO AIIACTUYHOCTD : ,,CTIO-
COOHOCTB TepeiaBaTh HMITYJIBChI OT OJJHOM YaCTH K JJPYTOi’” U yCIOBUE KUBYUECTH
,,BCSIKOTO 3710poBoro 00mecTBa” (Ortega-i-Gasset 304).

Bonvwas v manas ucTopusi, apXUTEKTypa, KyJbTypPHOE CO3HAHUE, HAPOIHAS,
KOJUICKTHBHAsI, COIMAJIbHAS MaMsTh JlOHEIKa HE TOJBKO YJIaBIUBAIHCH U OTO-
OpakalluCch B XyHAO)KECTBEHHOW JINTEPAType, MyOTUINCTHKE, TOCBAIICHHON eMYy,
4TO TPAaAUIMOHHO. OHU MOSBISUTUCH OJHOBPEMEHHO M CO CTAaHOBJICHHUEM TOPO-
Jla, ¥ CO CIIOBECHOCTBIO O HEM, H (POPMUPOBAIUCH 3TOU CIO0BECHOCTHIO. OHA BBI-
TIONTHSUTA TPAJUIIMOHHBIE XY/I0KECTBEHHO-3CTETHYECKHE, 00IIeCTBEHHO-HIE0II0-
rudeckue (PYHKIMM W peau30Balia 3aja4 TBOPLA WHIMBUIYAJIBHOCTH TOPO/Ia,
OCHOB MUPOBUJICHHUSI, MHPOBOCIIPHUSATHS JIOHETUAH KaK MCTOPHKO-KYIBTYPHOTO,
MEHTAJIBHOTO €MHCTBA. JTO 00YCIOBIMBAET ONWH M3 MapaJOKCOB M CO3MaHWS,
U uccliefioBaHUs MerarekcTa JloHenka B coBeTckoW mpo3se. [y rymaHuTapu-
CTHKH, 3aHMMaroleiics Bonpocamu ypbanmsma (Dukov; Stepanova; Steinberg;
,»Review: The Urban Landscape”; ,,Landscape Journal”; van der Borg, Russo;
Rugkhapan; Cities in Film; Latham, Brown; Myers; The Implementation of the
UNESCO; Eldridge; Keshtkaran; Smith; Iovene, Picerni; Soule; Rethinking the
Urban Landscape; Journeys through Welsh literary landscapes), MmeTomonorude-
CKH BaXKHBI BOITPOCHI, C(HOPMYITHPOBAHHBIC OJJHIM U3 THOHEPOB ATOTO HAIPaBJIc-
Hust Huxomaem AnmmdeposbivM. OH mpesuiaran (GOoKyCcHpOBaThCs Ha ,,TPAKTOBKE
ropojia Kak 0Co00¥ MCTOPUYECKON MHIUBHUIYAILHOCTH ; ,,0TOOpaKECHUH TOPO/I-
CKUX JIaHTIA(TOB |...]| KaK 4acTeil eqUHOr0 IEJIOT0, ONPEACIUBIIIETO MOHYMEH-
TambHBIA OOMHMK TOpona”; ,,METOaX O3HAKOMIICHHS IMHCATENs C TOPOJIOM H €ro
TBOPYECKOH J1aboparopuu’; ,,BIIACTH TOPOJIa HaJl CO3HAHUEM U MOCTYIIKaMH Tiep-
COHaXKeH YpOAHUCTHUYECKOM XY/I0KECTBEHHOH JTUTEePaTyphl’”; ,,0CMBICICHHUH UCTO-
pudeckoro myTu ropoaa” (Anciferov 12). Ecim mist ropomoB ¢ noiroii uctopuei
1 MEMOPHAJILHOHN KyJIbTypOH Takas METOJOJIOrUs NEHCTBEHHA, TO Jis JloHenka
0oOHapyXHUBaeT Psiji MPOOIEM, COMPSHKEHHBIX U C YaCTOH CMEHOM TOTHTUYECCKUX
PEXHUMOB, ¥ BOITPOCOM COOTHOIIEHHSI HHIUBUIYaIBHOTO, HAITMOHAIBHOTO, KJIac-
COBOTI'0, IPYIIIIOBOI0, PETHOHATILHOTO, TOPOJICKOTO CO3HAHMI Y UEIIOBEKA-TPYIKE-
HUKA, [IOTPYKEHHOTO B OecrpecTaHHbIe OOIIECTBEHHBIC KaTaKIIH3MBbI.

Ienu u 3a0auu cmamyu o6ycIOBIECHBI U MaTEepPHaJIOM, M TpoOIeMaMH JIu-
TEpaTypPOBEICHHUSI, 3aHUMAIOIIETOCS PETMOHAIBLHOW CIOBECHOCTHIO, ypOaHU3-
MOM M MEMOpPHaJIbHOU KyIBTYypOil: 4epe3 OCHOBHBIE TPOU3BEICHHUS, C TTIOMOIIBIO
KOTOPBIX JUIUTENbHOE BpeMs (DOpMHUPOBATIOCH MHPOBHICHUE, MUPOBOCIIPHUSTHE
xuteneid Jlonbacca, MPOSCHUTD CIEAYIOIINE KIIIOYEBbIe MOMEHTHI. Bo-IepBbIX,
Kakhe W rouemy ypOaHuctmueckne ocodeHHoctd FO3oBkm — Crammao — Jlo-
HEIlKa aKIeHTHPOBAIHCH B mpo3e 1930-1980-x romoB. Bo-BTOPHIX, Kakue U Kak
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COLMANILHO-TIOINTHYECKUE, MCTOPUKO-UACOIOTHYECKHE acleKThl 00pa3a ropo-
na FO3o0Bka — Cranmuo — JloHenK (hopMUpPOBAINCH U TIPOJIBUTAIIUCH B XyTOXKe-
CTBEHHBIX TEKCTaX JIUTEPATYPHI U B3aUMOCBSI3aHHBIX C HUIMH KHHOQHIIbMax. Pedb
uzaet o 3HakoBbIX 18 JlonOacca u uaeonorun CCCP kaptuHax. borvuias scusHb
(1939, 1946): dunpm B AByX "yacTsx, KneBckas KnHOCTyAHsI, pexuccepsl JIeoHw T
Jlyxos, bopuc Kanesckuii, ciienaputii [1aBina Hunnna. [TecHst U3 3T0ro KUHO(WIB-
Mma Cnam xypeanvt memnule (ctuxu bopuca Jlackuna, my3sika Hukuter borocios-
CKOTO) — BU3HUTHAs Kaprouka JloHenka. [oneyxue waxmepsot (1950): kuHOCTYIHA
uMmeHn Maxkcuma T'opwkoro, pexuccep Jleonun Jlykos, ciienapuii bopuca I'op-
OatoBa, Bnagumupa AnekceeBa. Henoxopéunvie (1945): KueBckas KHHOCTYOMS,
pexuccep Mapk Jlonckoi, cuenapuct bopuc I'opdaroB. Cuacmve Huxugopa
byonosa (1983): xunoctynust umenu JloBxeHko, Mo MOTHBaM moBectu bopuca
T'opbGaroBa Ilpowanue, pexuccép Pomutan Cepruenko. B-TpeTbux, BciieacTsue
KaKHX UCTOPHUYECKUX (PaKTOPOB, KaK TPAHC(HOPMHUPOBAINCEH AKIIEHTH HAITMOHAIb-
HOT'O BONPOCA, YTO, TIOYeMY OBIJIO €r0 KOHCTAHTHBIMH COCTAaBIISIOIIMMHU. B-uert-
BEPTHIX, KAKOBBI B3aMMOOTHOIICHUS MEKIY HI€OIOTUIECKIMH, TIOJTUTHICCKUMH,
COIMATIFHO-KYIBTYPHBIMHU PEaJIMsIMH, OTPa’KaBITUMH, CO3/1aBaBIINMH B METATEK-
cte JJoneyx — cmonuya npomviuinennozo /fonbacca obpas 4enoBeKa-TpyKeHHKa
Y HACTPOEHHUS MHOTOHAIIMOHAIBHOTO PETHOHA.

»JoH0acc Bo Bceii cBoeil kpace u cuiie”:
ypOaHucTHyeckasi BJIacTh ropojaa WM peruona?

OnuH U3 OYEBHIHBIX, XOTS HEOCMBICIIEHHBIX MTApa0KCOB MeTaTekcTa JloHer-
Ka — OTCYTCTBHE 00IIEro, MaHOPaMHOTO 00pa3a, BUJICHHS rOpo/ia ¥ COCPEIOTOUCH-
HOCTb THcatesell 1100 Ha n300pakeHUH Oe3JTMKO-OAHOTHITHBIX pabounx moced-
KOB, Tn00 Ha JloHOacce Kak MPOMBITITIEHHOM, COLMATBHO-KYIIBTYPHOM MOHOITUTE.

Tax, Ilogecmv 0 cyposom Opyee HaumHaeTcs ¢ onucanus KO30BKH, B KOTOPOM
COIIUTHCH TPU TUIHYHBIX TOYKHU 3pEHUS — 00€3/I0JIEHHOTO YenoBeka Poccuiickoit
MMIIEPYH, NCKABIIETO JIyHIeH )KU3HH; KaTUTAINCTA, )KAKIABIIETO MOTyYUTh BbI-
TO/y; TIOBECTBOBATENIS, CTPEMSIIETOCS COCTUHUTh U OCMBICIIUTD BOCIIOMUHAHHUS
CBOETO JIETCTBA C IO3UITUU HOBOM ATIOXH:

Anncum MBanoBuu npumien Ha Oeper Kampmuyca, xorna anrmudanuH FO3 crpown Tam cBoit
MeTaJuTyprudeckuii 3aBoz. [...] Tak Ge3ponHbli I0HOMIA, ACTYX U3 IIYXOH KypCKOi JAepeBHH,
CTaJl yIIIeKoNoM. B 3aBozie, pszioM ¢ MIaxToi, CTpOWIHCH JOMEHHBIE Iedn. TyT jke HaXOAWIOCh
KJIa/I0NIIE: CBEXKNE MOTHIIBL, @ HA HUX KPECTBI, CAIeTTaHHbIe TOPOILTHBOHN pyKoii. Ciona cBalIuBau
00pe3Kku jkemnesa, o MOTHIaM Opoamiy Ko3bl. 3a kimaxoumeM KO3 CKOMOTHI HU3KHE TECOBBIC
Oapaku ¢ HapaMu B JBa 3Taxa. B 3Tux Oapakax, Mpo3BaHHBIX OajlaraHamu, BIIOBAJIKY, KaK Ha
CTaHIUH, UM MYKYUHBI U )KEHIIUHBI, IETU U CTAPUKU (Zarikov 7-8).
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Pa3pacranne FO30BKH, CBsI3aHHOE C MHAYCTPUATIBHBIM PAaCIIMPEHUEM U MPH-
TOKOM paboyeil CUiIbl, 3TO HE IPUHLIUIIHATIBHOE U3MEHEHHE TOPOIa, CTAHOBJICHHUE
ero Kak eIMHCTBA, a MPOJODKEHHE Oe3bICXOTHOCTH JKU3HH padodero, ero Oesy-
YaCTHOCTH KO BCEMY, UTO B CUCTEME U Peajn3Ma, U colpeannzMa H300paxkaeTcs
KapukoBbiM:

ITo3xe, xorna mo kpyroMmy Oepery KanbMmuyca MOTSHYIMCH KPUBBIE PSbl 3eMISHOK, AHUCHM
ViBaHOBHY JKEHHIICS M TOXE CMacTepuIl cebe XubapKy — HU3KYIO, ChIpyto. [IpoOuit B cTeHe OKOH-
Il HAa YPOBHE 3eMIIH, TAKOE MAJICHBKOE, YTO €CIIH KTO-HHOY/b 3aliIsIbIBAN B HETO, B 3EMIITHKE
cTaHoBHIOCH TeMHO (Zarikov 8).

DTO KOHCTAHTHBIE COIMANBHBIE TPOOIEMbI, XapaKTePHBIE JIJII OCMBICIICHHUS
npoJjieTapuara U ypoaHuzMa 3moxu kanutanu3dma XIX B.: pabouyue MOCENIKH —
HaIVISITHOC aHTAarOHUCTHYECKOE MPOTHBOCTOSHUE KIIACCOB, HJICOJIOTHUCCKUX
MHUPOB, 00S3BIBAIOIIEE aBTOPA M €T0 TepOeB K IEHHOCTHOMY BBIOOPY TO3HIIHH
BHJICHHUS U n300paxkeHus oOmecTBa. B Ttakoit cucreme nanamadt KO30BKku He
MPEAIoJIaraeT MOHYMEHTAJILHOCTH, OPHCHTAIIMK Ha YeJI0BEeKa-co3uaTels, Oy-
JTyIIee CTPOSIIErocs Topo/ia, HallMOHAIBHO-TOCYIapCTBEHHOE, JTOKAIIbHO-PETH-
OHAJIBHOE €MHCTBO €ro )KUTeNeH. MUPOBO33pEHUCCKUI BEIOODP MO3HUIIMK OTpa-
JKaeT M ,,81acmsb Mecma HaJ CO3HaHHEM U MOCTYNKaMHu obutarenei” (KypcuB
apropa — D.111.) (Anciferov 16). Ho 3T0 B1acTs He TOpoja, a 6€3IUKHX padounx
noceskoB. KO30Bka 6apakoB — 0€3HaIEKHOE MECTO, ,,BEYHO’ 3aMI0JHEHO ,,3aBO/I-
CKHM JIBIMOM”, ,,4aJIOM CaMOJICIbHBIX TUIMUTOK, 3alIaXOM THHUIOIIUX OTOPOCOB”,
HO OKPY>KEHHO€ CHJIbHOM KpacoTOW MPUPOJBI: ,,A Ha COTHU BEPCT BOKPYT — CBE-
Xasi CTelb, MoMHas My3bikn n 1BetoB” (Zarikov 8). KO30Bka — MHp TpaHHIL:
MaJIeHbKOE, HCKa)KEHHOE BJIACThIO KallUTAIN3Ma XKU3HEHHOE ITPOCTPAHCTBO pa-
604ero moceaka B CHIIy OOBEKTHBHBIX OOCTOSATEIHCTB CaMO OTTOPAKUBAETCS
CTEHOH 0e3y4acTHOCTH OT OOJIBILIOTO, BOJIBHOTO MHpa MpHpoAbl. OHU JKHUBYT,
HE 3aMedasi IpyT JPyra, ¥ TOJIBKO MalIeHbKHE JIETH, KOTOPHIE ellle He OT/IaHbI Ha
pa6OTBI B IIaxXThbl, HAa 3aBOABI, MOTYT BUJACTh, OIIYIIATh U TIOHUMATh 6e3OTHOCI/I-
TEJIbHYI0 CBOOO/Y ¥ KPacoTy JIOHEI[KOW CTEIH:

Tpasa Obi1a MsiTKast ¥ Terutast. [laxuto nBeramu. Jlerknit BeTepok MPUHOCHI CIO/Ia TOPHKOBATHII
OpIM 3aBozia. OH CMEHIMBAJICS C MEIOBBIM 3allaxOM JKENTOW Cyperbl U OIeIHOPO30BBIX
rpaMMO(pOHYHUKOB. |[...] X0poIo Jexars B CTEIH U CMOTPETh, KaK M0 ToayOoMy HeOy KOUyIOT
o6naka! (Zarikov 19).

KO30BKa — 3TO el1e U ecTeCTBEHHbIE IPAaHUIBl MAcChl MOCEIKOB, HAITOIHEH-
HBIX HUIIECHCKOH XHU3HBIO Pa00UMX, JBIMSIIUMH 3aBOACKUMHU TPyOaMH, IaXTHbI-
MU TEPPUKOHAMHU, U OJIATONIONY Y s JIABOYHUKOB, OyPIKya3nu, KallUTaJIHCTOB, K-
BYILIIUX ,,B Topone”. B ,,ropone”, kotopslii KapukoBbIM HM pa3dy HE UMEHYyeETCH,
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B OTJINYME OT MOCTOSTHHO BCIIOMMHAEMBIX HCTOPUUYECKH JIOCTOBEPHBIX HA3BaHUM
pynanuHbIX mocenkoB (IlactyxoBckuit pynank, HaxanoBka, CobaueBka, lllaH-
Xaif), €CTb TPOTyaphbl, IJIOMIA/IH, OOJBIINE, YACTHIE OMa CO CBETIIBIMHU KBapTH-
pamu. OnHax bl JIeHbKa, OT UMEHU KOTOPOTo BEIETCS TOBECTBOBAHNE, HEUASTHHO
rnonain B Tako 1oMm ,,B ropoae”. Comieaniecss BO B3IIsSIAE reposi TPU I'PaHULIBI
Mupa FO30BKH: MONUTIKOHOMUYECKAs, TPUPOAHAA U YpOaHUCTHUECKas — M03BO-
JUITU €My, elle o0najaroneMy JeTCKOH HeMOoCPEeICTBEHHOCThIO, HO YK€ MpHOoO-
peTieMy >KM3HEHHBIM OIBIT Pabovero moceska, YIOBUTh CYyITHOCTh KOHTPACT-
HOTO colanbHOro Mupa HO30BKM M CBOM CMYTHBIE, HO €CTECTBEHHBIE JKETaHU
YIOTHOMH JKU3HMU: ,,B KOMHAaTe maxJjo Jydle, YeM B CTenH BecHOM. [...] «Heyxenn
TaK >KUBYT JIIOAU?» — IyMall s, © MHE BCTIOMIHAJIACh MO ChIpas Xara, T/Ie B OTHOM
YIUy JKHJIM MBIIIK, 4 B IPYTOM cepast 3eMisiHas jarymka” (Zarikov 101).

Amnasiornunoe ocmbiciieHne FO3oBku peanusyercst B Joubacce T'opbaroBa
u B ¢puasMe Joneykue waxmepoi. lecus Ha waxme Kpymas Mapus (My3BIKa
Tuxona XpennukoBa, EBrenust JloiMaToBckoro) o rudenu maxTepoB B 3a00e
o 1917 r., 3Byuanias B Ha4yajie KHHOIIOBECTBOBAHWSI, — BU3yalTU3aIUs COIHAIIb-
HO-TIOTUTHYECKUX KOHTpacToB HO30BKHM, KOPPECMOHIUPYET C ee 00pa3oM, CO3-
nanHbIM JKapukoBsiM. CrieHapucThl puiibMa, cpeid KOTOPBIX U aBTop Jonbacca,
COEIMHUIIN B OJTHOM 3ITH30/I¢ KITFOUYEBBIE, MICOIOTUIECKH HAIOIIHEHHBIE 00pa3bl
HO30BKM: M3yBEUEHHBIH MApMaHIINK — OBIBIINN IIaXTep, O€3BICXOAHOCTH )KU3HH
paboYMX MOCETKOB MPH KauTalIu3Me U 00e301eHHOe 1eTCTBO. Takoe pa3rpanu-
YeHHE JIOPEBOJIOIMOHHOM KU3HU Pab0OYMX W HOBOW AMIOXH HEYKIIOHHO aKIIEHTH-
pyercs. B JJonbacce v J[oneyxux waxmepax B3I COCPEIOTOUEH U HA MTPOIILIIOM
yraeraemoro npojerapuara KO30BkH, Koraa ,,ropoa’ OONBLIMX CBETIIBIX JIOMOB
KaIUTAJIUCTOB ,,HE BUAUTCS , ,,HE CYLIECTBYET , 1aXKE€ MEJIbKOM, IOJ] OJIUTHYE-
CKH MapKUPOBaHHBIM YIJIOM 3peHHsl, Kak y JKaprkoBa, u Ha CHAaCTIMBOM HACTOSI-
nieM 0e3bIMSHHOTO ropoa. [IpuHIUIbl yMOTYaHus, MUHYC-IIPUCYTCTBHS JOMOB
HO30BKH, B KOTOPBIX pacrnoiaraiuch OaHKH, Mara3uHbl, KBAPTHUPHI TPOMBITILICH-
HUKOB, YNHOBHHUKOB, — UJIE0JIOTMYECKOEe 0O0CHOBAHHUE PEBOIOINH, TPAKIAHCKON
BOIHBI, pyKOBOASIIIEH ponu mapTuu U CTannHa.

BrionHe mOHATHBI XyI0XKECTBEHHO-HIEOIOTHIECKIE OCHOBHI TAKOTO BUICHUS
1 n300pakeHus craporo/HoBoro Mupa KO3o0Bku. OnHako ypesMepHasi cocpeio-
TOYEHHOCTh Ha mpoliieMax OJHOro Kiacca (mposierapuara) — 3To MyTh K MPOTHU-
BOCCTECTBCHHOW KM3HM oOImecTBa. Hemp3s mposierapuary, kKak JIro0oi rpyme,
KJaccy, mpeHedperarh KIFOUEBBIM COIMATBHO-KYJIBTYPHBIM TMPHUHLIUIIOM: MOHH-
Marb, ,,lIO/IJICPIKUBATH OOIIECTBEHHYIO CBSI3b, ,,0CI3aTh JaBICHUE IPYyTUX 00IIIe-
CTBEHHBIX TPy, ,,CIUTAThCs ¢ APYTHMHE KJIaCCaMH U CJIOSIMHU ™, ,,CIIOBOM, yBa-
JKaTh Opyrux’”’, ,,eClU He IpoLIaTh, To yunTsiBath” (Ortega-i-Gasset 304). Do, mo
MHeHHIO ¢unocoda, 30T eINHCTBA, KU3HECITOCOOHOCTH CHIIBHOW HalluH, 00-
mecTBa u rocynapersa. Cxomuyro uneto obocHyroT Kpuctnan Maitep 1 Aneiina
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AccMaH, paccykaarole o MpUHIUIAaX, OCHOBAX U Yrpo3ax JJIs KOHCOIHUIAINH
HalMu 1 0011ecTBa MEMOPHAIBLHOM KyIbTYPOIL:

OIHOCTOPOHHSIS COCPEAOTOICHHOCTh HA HETATUBHBIX MOMEHTAX MPOILIOTO OOBIYHO COYETACTCS
C MPUBUJIETMPOBAHHBIM MOJIOKEHHEM JKEPTB, KOTJIA MX CTpaJaHHs BOCHIPHHUMAIOTCS KaK [IEHHOE
JIOCTOSIHUE M BayKHBIM cUMBOIMUYEeCcKUi KanuTal (Assman 154).

B merarekcte JloHenka u3 cucTeMbl COIMAIBHOTO, TOCYAaPCTBEHHOTO MHPOY-
CTPOMCTBA U3BATO MOHATHE HALIUH, IPEACTABICHUE O HAIIMOHAJIHLHOM ITOAMEHEHO/
3aMEHEHO KJIaCCOBOMW JKM3HBIO. ABTOpPAaMH BBITTUCAHBI MMOATHYECKHE 0Opa3bI-ia-
OJI0HBI 111 (HOPMHUPOBAHHS UACOJIOTEM COIUAIEHOM MU(OJIOTHH TPOMBIIILICHHO-
ro Jlonbacca 1 ero eIMHCTBEHHOTO Ieposi — TPYKEHHUKA, PYKOBOJIMMOTO TIApTHEH.
[Iponerapuar, xepTBa yrHETEHHUS, MHTEPHAIIMOHAJIEH IO TPHUPOIE, MOJUTHYE-
CKUM LEJSIM U 3a/1auaM, COIVIACHO MOCTYJaTaM MapKCH3Ma-JICHHHU3Ma, a TO0TO-
My ero rmobeaa B peBOINIOINHU JODKHA PEIPE3SHTHPOBATHCS OOMIHEM PaioCTH,
IMPpa3saHUKOB, COIPOBOXIAAEMBIX COOTBETCTBYHOIIUMHU OMOLUAMU H o6pa3aMH
ObiTa. Onmosuiusi 00pa3oB CTaApOro/HOBOTO MUpPa CKJIAJ(bIBAJIaCh B METATCKCTE
JloHenka kak MUQOUILOTIOTeMa BCEOOBEMITIONIE CUACTINBON JKU3HUA. DTO TPH-
BOJIMJIO K HEJIOCTaTKaM B Xy/JI0KECTBEHHOM acIieKTe MPOU3BEICHUM, YTO, HATIPU-
Mep, OTMEUEHO B 3akitouenuu Xyooscecmeennoz2o cosema Munucmepcmea Ku-
nemamoepaguu CCCP no ¢unvmy ,,/{oneyxue waxmepwvr” (Doneckie Sahtéry,
ANIEKTPOHHBIN pecypce). Uepe3 acCHMMETPHUIO Xy10’KeCTBEHHOTO/HIC0IOTUECKOTO
,,IPOTOBApUBAIINCH MIOJIUTUYECKUE 3a]1a4M 10 co3aanuio oopasa FO3oBku — Cra-
JMHO — JloHelka, COnpsiKEHHBIE U ¢ TTPOCIIaBIeHUEM Ku3HU nocie 1917 1., u co
CTPEMIICHUEM MApTHUHAJIU3UPOBATH IrOpod, NEPEMCCTUB IICHTP BHUMAaHUA Ha pe-
TMOH U €T0 HHTEPHAIIMOHAIBHOTO TePOsl.

V I'opbaroBa, B Joneyxux waxmepax, kKak u XKaprukosa, Topo He UMCHYETCS,
XOTSl JOCTOBEPHO HAa3bIBAIOTCS IIAXThl, mocenku. OnuH pa3, Korjaa Hajlo MoKa-
3aTh NMPEUMYILECTBO COBETCKOrO 00pasa >KU3HH JAJIsl PErMOHA, aKTUBU3UPYETCS
WTpa UMEeHaMH ropona: ,,Hy, kak Tam ropox Crammuo? XXuset? [...] He y3naenn
11 FO30BKY, s Onucum! Yike He FO30Bka — cronuma!” (Gorbatov 215). Ecnu
Mo3uIyi0 JKaprukoBa MOXHO MOHSTh, YUYUTHIBASI B3IVISIbI COBETCKOW TOJIUTHUKH
Ha YIIOMHHAHUS CTApBIX HA3BaHWA, TO ¢ GuiIbMOM W pomanoMm lopbartoBa meno
cnoxkHee. B Joneyxux waxmepax v /lonbacce B3s] OBeCTBOBATENS IPUKOBaH,
OTpaHWYEH KU3HBIO MIAXTHI, TOCEIKA, MO-TIPEKHEMY TUITUIHBIME — TIPUPOTHBIM
1 ypOaHUCTHYECKUM — Tei3akaMu. EnuacTBenHOe oTiimuue ot mosectr JKapu-
KOBa TO, 4TO 06HII/IM MJIaHOM JAar0TCA YJIUIlbl C YIOTHBIMU JOMUKaMH, YTOIIAOII -
MU B IIBETaX, 3€JIEHU JIEPEBBEB, MAPK, Ky/la XOIST MOCIe PadOThl, B BBIXOIHEIE,
0 Tpa3aHuKaM, 6a3ap, HEOOIBIIONH BOK3aJ, 3apOCIITHEe TPAaBO OaKu, BEAyIIHE
K JPYTUM I1axTam, OecKpaitHsis cTenb. XoTs B (UIBME U POMaHEe, B OTIIMYUE OT
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MOBECTH, €CTh U MaHopamMa, Ho He CranuHo, a [lonbacca. B ¢puibme 310 maetcs
CKBO3b B3IVISIJL CTAPBIX LIAXTEPOB, MOJIOJABIX MHKEHEPOB, BOCCTAHOBUBIINX POJ-
HOW 111 HUX pernoH nmociie 1945 r. B poMane akieHT cmereH. Jlondacc BrepBbie
MIPEACTABIICH CKBO3b UY>KOH, SMOIIMOHATIBHO HACKHIIEHHBIN B3IJIS IOHOLIEH, ,,MO-
OMITM30BaHHBIX KOMCOMOJIOM™’ Ha ,,lipopsiB” (Gorbatov 26). Mononexs n3 Cym-
ckoii, XaprkoBckoii, [lonraBckoit oOnacteit, He 3HaBmIas, ,,rie 3To JJonbacc?”
(Gorbatov 26), ynuBuiach, B3[JISIHYB B OKHO:

Huvero He u3MeHMI0Ch. Ta *e MOJBIHHAS CTEeIb, TC JKE TOMOJS, TC JKE XaTKH-Ma3aHKH... [...]
He moxer 6b1Th 310 lonOace. Ho mpoBoguuk nmoarsepant: Jonbace [...] K Bedepy TpeBOXK-
HO 3aljIaMeHeNH cTekia. [...] Het, aTo He moxap u He 3akar. Tak BrepBble SBUICS pedsTam
Jlonbacc Bo Bcell CBOEH Kpace M Cuile: TPOXOTe U IUIAMEHH, B Tydax YEepPHOTO T'yCTOrO JbIMa
HaJ{ TYIIHIGHBIMA OAIIHsAMU, B 0arpoBEIX OTCBETaX JOMEHHBIX IUIABOK, C OTHSIMU, 3araJJOYHO
MEpLAIOIIMMH Ha IIIAKOBBIX OTBAJIaX; ¢ TOPKUM 3aIlaXxOM YISl H €JIKO-CJIaJKUM — TYLIEHOTO
kokca [...] (Gorbatov 44).

Ho nocreneHHO akTHBU3UPYETCSI IIO3ULIMS aBTOPA, BBIPAYKCHHAS [Ty OIIMIIUCTH-
YECKHU SIPKO, TUIAKATHO C ABYMS KJIFOUEBBIMU LEISIMU: IPOCIIABICHUE HOBOM KU3HU
CTaporo MPOMBIIINIEHHOTO PETHOHA M €r0 HOBOTO Teposi — MHTEPHAIIMOHAIEHOTO
YeJIoBeKa 3MOXH CBOOOIHOTO CO3UAATEIbHO-CUACTIANBOTO Tpyaa. [opbaroB moa-
YepKHUBaeT, 4ToO pedsiTa, ponuBIIKecs, Beipocmue B XapbkoBe, Cymax, [lonrage,
Kpemenuyre, UnOupskax, BHa"ajie HE 3aMETHIIM PA3HUIIBI MEXIY CBOCH Matoi
POIMHOM U TOH 3eMJIeH, TI€ TOIBKO MPECTOSIO ,,3/IeCh HaM padoTarsk... 1 xuth”
(Gorbatov 43—44). B pomane 310 Oy/ieT moaepKUBaThCsl BHUMaHUEM K JIEPEBb-
sIM, TIBETaM, OOMJIHPHO PACTYIIUM B cajlaX IMAXTEPCKUX YXOKECHHBIX JOMUKOB, KO-
TOphIC OyIyT TaKUMU, Kak ¥ Ha [lonTaBiiuHe, kK 3an1axaMm Tpas B cTemu. Tak 3akiia-
IIBaeTCs, 3akperuisiercs Jlondacc — 3To ypOaHUCTHUYECKUN MOHOJHT, COCTOSIITHIA
HE CTOJIFKO M3 IEHTPATHHOTO WHIYCTPUATHLHOTO TOPO/a U TOPOJIOB-CITyTHUKOB,
CKOJIbKO W3 pab0o4MX OJHOTHITHBIX MOCEJIKOB: OJJMHAKOBO YrHeTaeMbix 10 1917
I. ¥ CYaCTIIMBO, XOTS M TPYIHO, peoOpasuBIInXcs mocie nodeasr Oxraopst. Tako
U €ro repoil: MOHOJIUTHBIM MHTEPHALMOHAJIBHBIN TPYKEHHUK, CaM BBICTPAUBALO-
IV CBOM MUP U OOIIECTRO.

DTOT mapamokc MOKHO OOBSICHHTH OOBCKTHBHOHN NpuumHOH. Jlake mocie
1917 1. ypOanucTHueckuil nei3ax He OYeHb M3MEHWJICA: IIaXThl, 3aBOJBI OCTa-
JIUCH OT MPEKHUX XO35EB, U TOJIBKO KHU3Hb pAOOYNX CTaTa MOCTEIIEHHO MEHIThCS
B JIy4IITy0 OBITOBYIO cTOpoHy. B 1930-x rT. TOpo yrke ocyand, mpeaaB 3a0BEHUTO
CBO€ KpaTKO€ MMIIEPCKO-KaUTAINCTUYECKOEe MPOILIOe, BKIIOYAs apXUTEKTYpY,
YTO MOAYEPKUBAETCS aBTOpamu U reposiMmu. Ho roposa, B €ro COBpeMEHHOM MOHU-
MaHWH, emie He ObI10. HOBBINM UeoBeK HOBOW ATIOXH OBLT M OIIYIIA Ce0s X035H-
HOM, XOTSI B CTapbIX YpOaHUCTHUYECKUX JaHadTax, KOTOPbIe MPUHITUITHAIEHO
M3MEHWINA CBOIO TOJIUTIKOHOMHYECKYIO, UICOIOTHYECKYI0, OBITOBYIO MPUPOLY.
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B cBs13u ¢ 3TUM HOBOMY Te€pOI0 MOJIMTUYECKH, UACOIOTUYECKH CTAHOBUTCS HEY-
JOOHO M TECHO B IPAaHHUIIAX CTAHOBSIIETOCS COBETCKOIO TOPOja: IPAaHINO3HOCTD
STIOXH U IEKJIaPUPYEMBIX €0 1ieJiel TpeOyeT ¥ IPaHIn03HOCTb MPOCTPAHCTBA JUIS
UX PELIeHUH, a MOTOMY B3I (POKYCHpyeTcsl Ha JBYX KH3HEHHBIX MPOCTpPaH-
cTBax. Masoe: paboTaromue 3aBo/ibl, IAaXThl, MOCEIKH, HHOIIA HOCAIINE CTapble
nmena (Kpyras Mapus, [lactyxoBckuil pyauuk, Onbra), Jtoau, YK€ >KUBYIIHE
MHTEpPECaMu CBOETO MPOM3BOACTBA U MOBCeNHEBHOCTH. bombmoe: Jlonbace — Ha-
I Hast, Ocs3aeMast, HOHSITHAs 4acTh COBETCKOTO MHUpa ¢ LEeHTpoM B Mockae.

»MaTepuk yKpaiHCBKOCTi JOHOACHKOI0 Kpaw™:
MeTaMop(o3bI COBETCKOI0 Ye0oBeKa u :kuBoil 1ymm Jlondacca

Bce aBrops! cozpaBanu st KO30BKM BOMHYIO MONIUTHYECKYIO CUCTEMY KO-
OpIWHAT: TTOCEJIOK, MMOCTPOCHHBIN AHTIIMACKIUMH, OCIIBIUHACKAME KallUTaIHuCTa-
MH, U OoKpanHa Poccuiickoli UMmepuu, KyJa CTEKaJIUCh MOTOKH OOHHUILABIINX
KPECThSH, OCTIIBIX JIIOAeH. JTO W3HAYAIBHO TPEAIONIaraio CMeNleHne Hapo/IoB,
HaIM{ ¥ €CTECTBEHHYIO MHTEPHAIIMOHAIM3AIINIO, HA YeM COCPEJIOTOYCHO HICO-
JIOTHYECKOEe BHUMAHUE MHCaTeNeH.

B Ilosecmu o cyposom Opyee Takas NCTOPHUECKH-OOBEKTUBHAS, ,,HAMBHAS
VMHTEpPHALMOHAIN3ALMS TIPOIYIIEHA HE TOJIBKO Yepe3 JETCKUM, 10 CBOEH MPUPO-
e, B3MJISLI, HE 3aMEUalOINi, He 3HAIOIIMH TaKOTo pojia TPaHUIL U PA3TIHYIHH (,,1eTH
He mobst rpanun” [Zarikov 8]), HO U yepe3 upe3MepHOE BHHMAHHE JETCKOTO
B3MUIs/Ia K JIpy3bsiM. JIeHbKka, Oylydd pyrnmopoM aBToOpa, HE CIy4ailHO, a CIIelH-
aJbHO KAXKbIH pa3 Tak Ha3bIBAaeT CBOMX MPUSATEICH, YTOObI YMTATEIIO ObLT OHS-
TEH MHTEPHANMOHAIFHBIN XapaKTep X KOMITAHUHU 1 0e3pazuane K 3TOMY JIeTe:
Backka, peikuii Uinroxa, sxaHbBIN OTEI KOTOPOTO ,,paboTall OaHIIUKOM”™ (Zarikov
32), Cenbka-koa0acHUK (ChIH J1aBOYHMKA, (pabpukanTa LIpiOynn), Anema Ilynok
(mumnii ¢ mocenka ,,I11anxait’), ,,0MTHOHOTHIA YePHOIHUIIBIA TPEIOHOK Yua”, BUTh-
ka Jloktop (Zarikov 22), A6aynka Llpiran, ,,60mbI1eryOblif, KOPEHACThIH TaTap-
qoHOK” (Zarikov 33), ero cecrpa Tonbka, ux oren asas I'yceitn (Zarikov 24),
Iamka OroHs ¢ [TacTyXOBCKOIO Py/IHHKA PSIOM ¢ IaxToit ,Utamus” (Zarikov 41,
42, 53), pabounii CupoTka, OeHBINH canloXHUK eBpeil Mocs u eBpeit bponckuii,
HOCAIIHI ,,Ha manbuax 6pmumante” (Zarikov 26), ,.xo3smH maxTs hos [padd”,
6asapuas ,,Toproka Myparuxa” (Zarikov 219), ,,naBka Mypara” (Zarikov 22).

B Jlonbacce naobopot noguepkuBaeTcs reorpadusi MecT, U3 KOTOpbIX 710 1917
I. ¥ B DTIOXY ,,IPOPBIBA” OBLIT TIpoNieTapruaT. ITO KpecThsHe, TacTyXH, Oerbie, Opo-
sy u3 Kypcekoii, OprioBckoit, BpsiHckoit obnacteit Poccun; npirane; 6emopycsl,
KOTOpBIE B TOJIOJHBIE TO/IBI LEIBIMU JCPEBHAMU IIIJIH HA IIAXTy K CBOEMY 3HaMe-
HUTOMY U 100pomy 3eMitsaky Jsinky [ eOy UraatoBudy — MOOUTEIIO ,,BBIITUTHIX
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BUTEOCKUM KPECTHKOM copouek’ u3 ,,l opoakoBckoro paiiona” (Gorbatov 229).
Ho Takas akuentupoBka y [opOarosa, B ommmune ot KapukoBa, 03HauaeT He
WHTEpeC K HAIMSIM ¥ X HAIIMOHAJBLHBIM POJIUHAM, a MPHHIUIHAIBHOE TPEOJIo-
JIEHHE U CO3HATEIbHOE OTPEYEHHE UEIOBEKa OT CBOEH HAIMOHAJIBHOCTH BO MM
Hon6acca. Ecu B 1910—-1920-x rT. BaskHO OBIJIO TOAYEPKHYTh HHTEPHAIINOHAI -
HYIO U TIOJIUTUYECKYIO OOITHOCTh PErHoHa, KKIAOT0 €ro MoceiKka, Kak yCIOBHE
TOTO0, YTO ,,B TOPOJIC UACT PEBOJIONHMS, M HE KaKas-HUOY/b, a HACTOsILAs paboyast
pesomoms” (Zarikov 157), To B 1930-e rr. 3aja4a craia cioxHee. PeBomomnus,
rpakJaHCKasi BOMHA yTpauuBalld CTaTyC JKUBBIX (DAKTOPOB, CIUIAUUBAIOIINX HO-
BBl MUp, Jtoaei. HeoOxoanm OblT HOBBIN CHIIBHBIN Xpehem, eCln UCTIONb30BaTh
o0pa3 Opreru-u-l'accer. [lyis MHOTOHAIIMOHAIBHOIO MIPOMBIIUIEHHOTO PETHOHA,
JIIOIM KOTOPOTO MOMHWJIM CBOU MaJlble POJMHBI, TPAAULINH, B IEPUO/BI TIOIUTH-
YECKHX KaTaKJIM3MOB MOIAEPKUBAIN KJIACCOBYIO COJHIAPHOCTH, HYXKHA HOBAs
0 TIPUPOAE KOHCONMHMIANNS, TIOA00ue ,,colnanbHoi smactuaHoctr”. OHa ,,yM-
HOYKACT JKU3Hb YEJIOBeKA Ha JKU3Hb JIOJIeH, 00IHOCTH, Oe3MepHO oboraras ee”,
B pe3yJbTare 4ero ,,Hd OIHO YCHJIME HE MPOMagacT AapoM, HallMs KOIHUT SHEp-
THI0, HabupaeT MOIb”’, HApPOJ ,,CTIOCO0CH HabpaTh HCTOPHUCCKUIN TOTCHIINAT ,
,,YCIICIITHO pellaTh CJIOKHBbIC U OobIue 3aaaun’ (Ortega-i-Gasset 304). B Jfow-
bacce npeIaraeTcsl TAKOrO pojia HOBAasi MOJIEJIb MHTEPHALIMOHAIILHOTO Xpehma.

OpuH U3 TJIaBHBIX T'epoeB poMaHa mactep-3adoinmk [Ipokon MakcumoBud
JlecHsik Ha TIepBOM, UICHHO BaKHOM B CTPYKTYpE MOBECTBOBAHHSI, BOCKPECHOM
obene cBoeii pogHe U pedsTam u3 UnOupskos, ,,nonraBckum’ (Gorbatov 91), 06b-
SICHAET CYIIHOCTh M 33Ja4¥ HOBOTO, BHEHAIIMOHAJIBEHOTO, YEJI0BEKA-TPYKEHHUKA,
4bst poAHas 3emis tenepb — Jlonbacc. [opOaroB co3maeT mokasarenbHyI0 CUTya-
LU0, KOTOPYIO OyAeT MOBTOPSITh HECKOJIBKO pa3, BKItoUast u masy [Ipowanue, 1o
MOTHBaM Kotopoit Kuesckoli knHocTymuei cHstT kunopuibM Cuacmve Huxugpo-
pa bybnosa: 060CTpeHHOE BHUMaHHE K CBOMM HALMOHAIBHBIM KOPHSM, Majoi
POANHE B MOMEHT CO3HATEIBHOTO IPOBEACHUS KECTKO-OHO3HAYHON IPAHULIBI BO
WMl IPU3HAHKS CBOETO HOBOTO COLMANIbHO-MH/IMBHIYaIbHOTO OBITHS. B dhuibme,
CBHEMKH KOTOPOTO MpOXOoAuiu B JloHelKe Ha TEpPUTOPHH MHUKPOpaioHa LIaxThl
IleTpoBckasi 1 ¢ IPUBICYCHUEM B Ka4€CTBE MAaCCOBKH MPOCTHIX JKUTEJIEH MOCe-
Ka, TOT MOMEHT HEMHOTO 3aTylleBaH BHHUMaHUEM K JIHIaM JItojiel, MHIyCTpH-
anpHOMY Janamadry. B pomane JlecHsK — ,,OTOMCTBEHHBIH axTep-3a00HIIHK”
(Gorbatov 90), xak ero oTem W JeA, caM OTeI AOYepU-TITAXTEPKH, MTPOU3HOCHUT
JTUAAKTHYECKYIO 110 MOJIMTHYECKUM 3a/1auaM 3aCTOJIbHYIO Peyb:

OH [nen repost — D.111.] crona mpumien — TyT rojast cTenb OblIa, BOJKH Oerand... [...] mpagen
TBOM, [lama, GepeT cBoil kKopeHb U3 KpecTbsiH OpiaoBcKoil rydepHrun MieHckoro yesna... Ho
Ty poROCIIOBHYIO 51 He cuuTato! [...] To — kpecTbsHCTBO, TO — Apyroi cuet! [...] MBI X0Th He

ApHCTOKPATHI, & CBOIf KOPEHb OMHHM, MbI 3TOH CTEIH )KU3Hb Jaii — Haia Gamuus! Bot kak!
(Gorbatov 90-91).
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Takoll OTHOBPEMEHHO CUJIBHO OLYTUMBIA MHUP IPAHMIL KIACCOB, HALIUKA U UX
pas3pbIB, OTPEYCHUE OT CBOMX HAIIMOHAJIBHBIX KOPHEW YIIyOINseTcs elle CHMBO-
JTUYeCKUM 00pa3oM poaHoi marepu JlecHska, KOTOPYIO ,,[TOYTUTENHHO” ,,BCE TYT
Ha maxTe” UMEHYIOT ,,Ha3BaHHOW”, ,,inaxTepckoit marepbro” (Gorbatov 86). Oto
cBOE0Opa3Hoe, CHIIbHOE, Yepe3 BO3BHIINIEHHOCTh MAaTePHHCTBA, OCBAIICHNE HOBO-
IO — IPOMBIIIJIEHHOTO — MUPA U €T0 T€POEB.

[Janee ot s aBropa MyONUIUCTHYECKU MPSIMO yTBepxkaaeTcs: ,,llo-moemy,
MMEHHO B OTW TPU[IATHIE TOIBI YK€ CTall SIBCTBEHHO O0O3HAYaThCS XapakTep
HOBOTO YEJIOBEKa HA 3€MJIE — COBETCKOTO HEJIOBEKA, CTPOUTENS CoIaim3ma’
(Gorbatov 86) — u mpemaraeTcst MU(POUICOIOreMa HOBOTO, 110 MOTUTHYECKAM
3aj7a4aM, HallMOHAJIbHO-TOCY/IapCTBEHHOTO YeJIOBEKa:

[...] Bce, uTO OBUIO JIPArOLIEHHOTO B PyCCKOM XapaKTepe, PacliBelI0 HEBUIAHHO LIEAPO U ypo-
JKalHO, a 94TO OBLIO YyXKIOT0 — OT PabCKOro MPOILIOro, OT HIMOTU3MA ITOJHEBOJILHOM HKU3HH,
OT BIIACTH Kabaka M ThMBI — CTaJI0, MISYIIach, OTJIETAaTh U MPOIAAaTh, KaK CTPYIbS CO 340pPO-
BOro Tesa. M y)xe poJuiiuch HOBBIC, COBETCKHE YyBCTBA, U MIEPBBIM U3 HUX — YyBCTBO XO35IH-
Ha. YyBcTBO X03smHa! CIOBHO BCsl poauHa ObLIa TETeph KaK OJMH OOLIMiA, MOW M Hall, IOM
[...] mpocTopHbIiA, cBeTIBII U paOCTHBII U, NIABHOE, 10 cje3 poaHoil u goporoi (Gorbatov
161-162).

Mexty COBETCKMM M PYyCCKHM YEJIOBEKOM CTaBHUTCS, JEKIAPAaTUBHO 3aKpe-
IUIAETCSl 3HAK paBEHCTBA. TakuX MyOJMUIMCTHYECKHX BKPAIJICHUI 1O POMaHy
MHOT0. OHU OCYIIECTBISIOT IVIABHYIO 3a/ady: HUBEJIMPOBAHHE HAIlMOHAJIBHOTO
CaMOCO3HaHUS, IOAYMHEHUE MHOT000pa3usi COLUANbHBIX IPYII, HAIIMOHAIBHO-
cTell AByeAMHONW TOMUHHUPYIOIMIEH 0OITHOCTH — (hOpMaIhbHO COBETCKOMY, TIO TIPH-
poie pyccKoMy, TPpyAAIEMycs YeJIOBeKYy. ITO IPUBOIUT K HOBOMY THUITy aCHMMe-
Tpuu, no Maiiepy 1 AccMaH: COBETCKH, T.€. pyCCKUHN, YEIOBEK IPOBO3MIIAIIACTCS
XO35IMHOM HOBOI'O MMpa CO BCEMM BBITEKAIOIIUMH COLMAJIbHO-KYJIBTYPHBIMH,
UICOJIOTMYECKUMH, TOJTUTIKOHOMUYECKHMH TOCIEACTBUSIMHU, mpobieMamu. Bo
BHYTPEHHEM MHUPE NPOU3BEACHUI 3TO MPOAYLHPYET AOMUHHPOBAHUE MOIUTH-
KO-MJICOJIOTUYECKOTO Havajla HaJ[ XyI0KECTBEHHO-3CTETHUYECKUM, OPHUEHTAILNIO
Ha KJHIIe, (OPMUPOBAHUE TOIOKUTEIBHOTO 00pa3a BHEHALMOHAIBHOTO (YHTai
pycckoeo) denoBeka. HampoHalipHOE caMOCO3HAHKE, €CIM OHO HE PYCCKOE, TO
(axTop, MeNIaloHii Pa3BUTHIO HOBOH JTMYHOCTH.

Iloxa3zareneH ele OAMH aCHEeKT TaKOM HallMOHAJIbHONW aCUMMETpPUH. YKpauH-
ckocth y Kapukosa u I'opOaroBa npencraBieHa CHUKEHHBIM 00pa3oM WM Map-
KHpoBaHa ymomuanueM. B Ilosecmu o cyposom Opyze niepBbIe Ba SIBHO OTpHUIla-
TeJbHBIE 00pa3bl — ITO ,,pbikHil MacTep-Genbruen” (Zarikov 7) Ha 3aBone HO3a
Y JTABOYHHK C yKpanHCKoH hammmmeid Lp10ymst, pa3HOOOpa3HBIMI KOMUYECKIMH
CpeACTBaMH JAEMOHCTPUPYIOIINI MPUHAIICKHOCTh K pycckuM. Eciu ero ob6pas
€Ill€ ¥ MOXXHO BOCIPHHSTH B IPOTECKHOW TOHAJIBHOCTH, CO3JaHHOM JUIsl BEICME-
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WBaHUSA JKaTHOCTH JIABOYHHUKA, TO CIACAYIOIINE MOMEHTHI TOKA3bIBAIOT, YTO YKpa-
WHCKas KYJIBTYypa, UJIed HaIlMOHAIBHOW, TOCYIapCTBEHHON HE3aBUCUMOCTH OCY-
KIATHCH.

Hcropuuecku n3BectHa cutyanusi 00ops0bl Ykpannsl B 1918—1921 rr. 3a He-
3aBUCUMOCTh. Y JKapukoBa OHa MpeACTaBICHA B COBETCKOM TpakToBke. [locen-
ki KO30BKH OXHTAIOT ,,CEKPETHOTO YeloBeka” u3 MOCKBBI: OH ,,0yACT MOTHU-
Marp” UX ,,[IPOTUB TEPMAHIICB, KOTOPbIE HACTYIAIOT HA HAC, YTOOBI CBEPTHYTH
COBETCKYIO BJIACTh M MOCTaBHTH TeTMaHa Ckopomnazckoro” (Zarikov 193). Korma
,,HEMIIBI U TepMaHIbl” 3aXBaThIBalOT KO30BKy, TO TIEPBBINA, YBUACHHBIH ACTHMHU
repMaHell, N300pakeH B HAIIMOHAILHOW OJIeX/Ie Ka3aKoB: ,,B CHHEM JKYyTIaHe U Ia-
poBapax, 3ampasiIeHHbIX B carori. Ha romose marka u3 cepbix cmymek” (Zarikov
199). TOBOPHT OH C JETHMH TPY6O U ,,0TYETIMBO Ho-ykpauHcku” (Zarikov 200).
YKpauHIIbl Ha3bIBAKOTCS TPEHEOPEKUTEITHHO TepPMaHIIAMU, HCTOPHUYECKHA BEPHOE
Ha3BaHWeE YKPAWHCKUX BOMHOB NCKAXAETCA M OTOXK/IECTBISIETCSA C HHOCTPAHHBIMHA
BOWCKaMHU:

Ckopo Ha Hally yjuily cOeXaluch B YKPAaHHCKHX JKyIlaHaX I'epPMaHI[bl, KOTOPbIC, OKa3bIBACT-
Csl, Ha3bIBAJIUCH CIlIe Taiijamakamu. HeMIibl IPUKPUKHUBAIN HA HHUX, & T€ BBITSATMBAINCD IEpe]]
HeMIaMu u ropopuin: ,,Ciymaro! Uro npukaxkere?” (Zarikov 1955: 204).

B 00bsicCHEeHHAX HENOHITHBIX CIOB, MEPEBOAAX M MOSCHEHUSIX YKPaWHCKHX
CIIOB, PEAINii, MPUMEYaHUSIX OT aBTOPa, KOTOPHIMH OOMIIBHO CHA0XEH TEKCT TIOBe-
cTH, JKaprukoB Tak TpakTyeT raiiIaMakoB: ,,CoNIaT KOHTPPEBOIOIMOHHBIX OTPSIIOB
BO BpeMs OKKyMNAIiH YKpauHbI HEMIAMH B TPaKIaHCKYI0 BoitHy” (Zarikov 204).

Ecan momo6HOTO posa MOMUTHYECKH, HICOIOTHIECKH MapKUPOBAHHOE H30-
OpakeHHEe M TOJKOBAHWE MCTOPHUYECKUX peanni, COOBITUI OOBSICHSIOTCS Tpe-
OOBaHUSIMHU COBETCKOM TOCYAapCTBEHHOM NOKTPHUHBI, TO CICIYIOIIME MOMEHTHI
OIIHO3HAYHO CBUJICTEIBCTBYIOT O IIEJICHANPABICHHOM YHUYMKEHHN YKPAHHCKOH
HalMoHaJIbHOCTH. Tak, B anu3o1e, Koraa JIeHbKa ¢ MaTepblo XOAAT MECHSTh BELIH
MO0 OKPECTHBIM CeJlaM Ha IMPOIYKTHI, TIEPBBIA BCTPEUCHHBIH MMHU 3a)KUTOYHBIH
METBLHUK — YKpaWHeI[ Bce ¢ ToH e dhamumueit L{p10yms: ,,HaBepHoe, poamd ropos-
ckomy L{p1Gyne” (Zarikov 114). Ero moprper — sBHO YKPaHHCKOTO B ObITY UeIOBe-
Ka — YHUYMKHUTEJIEH: ,,i3 XaThl BBIILIEJ TOJICTBIN AsbKa B OJI0H CBUTKE U B CEPOM
CMYILIKOBOH IIanke. Y Hero ObIIM TOHKHE YEPHBIE YCBI, BUCAIINE IO CaMOT0 MO/~
GOpO/IKa, KAK y 3aMOPOKCKUX Ka3akoB Ha kapTuukax” (Zarikov 114). On xajen
U OECCMBICIICHHO, OT MIPUPOIAHON 37I00HOCTH, yHIKaeT Math Jlenpkn. Takoii 00-
pa3 MeIbHUKA YATAETCS B TPEX KOHTEKCTaX: HEBO3MOKHOCTH OTPHUIAHUS (haKTa
npeoOnasganus ykpauHieB Ha JlonOacce, 4TO MPUKPBIBAIOCH CTPEMIICHHEM K UX
YHUUYMKEHNI0; 00pb0a ¢ 3aKUTOYHBIM KPECThSIHCTBOM (KYJIaueCTBOM), 0OEpHYB-
1as1Cs TOJIOJIOMOPOM; HUBEITMPOBAHUE TPAJIHUIIUI YKPAHHCKOTO Ka3auecTBa BO M3-
OexaHue pocTa HaMOHAIBFHO-TOCYAaPCTBEHHOTO CaMOCO3HAHUSL.
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Ho naxxe OemHSAKHM-yKpauHIIbI, 00pa3bl KOTOPBIX €CTh B MIOBECTH, H300paxa-
FOTCSI Pa3MBITO 110 OTHOIIIEHUIO K UX HAIIMOHAIBHOCTH (11e Kapro, 6abka XpucTs,
cienoi 6anaypucT). KpecTrsiHe B cenax, m3maaBHa okpyskarommux KO30BKy, HOCST
YKPaMHCKYIO TPaJIUIIMOHHYIO OJCKIY M UMEHA, Pa3rOBapUBAIOT HA YKPAUHCKOM
SI3bIKE, KaK ¥ UX TPEKH, TIAITyT 3eMITIO ,,Ha BoJlaX”’, HHYeM He OTIINYArOTCS OT HU-
mero nposerapuara: ,,Camu Ha mana paboraem. [lombiTaiiTech y mana, a y ceysiH
neMa xye6a” (Zarikov 123). Crenoit 6anaypyCT, XOANIMIA IO cenaM, pyIHHKaM,
MOET MIAXTePCKUE W PEBOJIOIMOHHBIC TIECHH, B KOTOPHIX TE€POSIMH BHICTYIIAIOT
napb Hukomaii, Kepenckuii, Jlennn. OH criaraer ux cam, Kak B IPeXHHE BpeMeHa
JTyMBI, TTIOTHUMas pabounx Ha peBomonuto. [loer Ganmypuct u 3anosim (3ase-
wanue, 3asem) (1845) Tapaca llleBueHKo — CHMBOJIa YKPAUHCKON KYJIBTYPHI, HO
HCIIOJTHSAET €T0 Ha PYCCKOM SI3bIKE, UTO OBUIO MPUHITUITHAIHHO HEBOZMOXKHO. JTO
UJICOOTUYECKUM U MONUTUYecKui aHaxpoHusMm: B 1920-x rr. 3anogim emie He
OBLI TepeBe/ieH Ha PYCCKUM SI3BIK ¥, YTO €CTECTBEHHO C yUETOM SI3bIKa OOIICHUS
B ceJlaX, PyIHUKaxX ¥ o0Opa3a OaHIypUCTa, UCIIOJIHSUICS Ha YKPAUHCKOM SI3bIKE.
JKapukoB, 0OBsicHSS, 4TO Takoe OaHaypa (,,yKpaWHCKUH HapOIHBI MHOTOCTPYH-
HBII My3bIKalIbHBIH nHCTpyMeHT” [Zarikov 89]), ykassiBaet i aBropa mecHu: ,,0T-
peiBKU U3 ctuxoTrBopeHus [lleBuenko «3aBemanne» (mepeBon A. TBapaoBcKoro)”
(Zarikov 89), HO He mpuBOAUT Tox mepeBoaa: 1939. bonee Toro, oH BKJIaIbIBaET
B ycTa JIeHbKH CpaBHEHHE YKPAWHCKOTO OaHIYPHCTa C PYCCKHUM: ,,0€THSK C TyC-
JsMU”, ,,.XOJTUT U UIIET 1aps’” (Zarikov 89).

B Ilosecmu o cyposom Opyze eCTh yKpauHCKOE Ha4ajio — OT CJIOB, pealuid, CH-
Tyarmii, 00bSCHEHHBIX B TPUMEUYAHUSX C UJICOIIOTUYECKON OKPACcKOH, 710 YTBEpIK/Ie-
Hus, uto FO30BKa, Jlonbacc — 310 YkpanHa. [ epor MOsICHSIOT [Tst ce0si: TeT™MaH ,,BCe
PaBHO, 4TO Hapk, TONbKO He B IleTporpase, a 31ech, Ha Yipaune!” (Zarikov 198);
,,BOWHHA ¢ HeMIlaMH WjeT 1o Bcel YkpawHe. [log XapbkoBoM OBIOTCS ¢ HEMIIAMH
Haum gon6accoBipr” (Zarikov 207). Ho TO YKpanHCKOE, YTO IIPOTHBOCTOSIIO HACIM
OKTsI0ps1, BOCIIPUHUMAJIOCH M TPAKTOBAIOCHh HE KaK HCTOPUSI, & KaK ITOJUTHKA, HJICO-
JIOTHs1, IPU3HABAIOCH OTHO3HAYHO BPaXIEOHBIM, TTOICPKIBAEMBIM HHOCTPAHHBI-
MU BparaMu, IeJICHANpPaBICHHO PUTOPHUECKU NCKAKAIOCh, BRICMEUBAIOCK:

Eme He ymepna Ykpanna

Ot Kuesa no bepnuna,

Talimamaxu ele He CIAINCh

[Jeitunann, neitunaunn, robep amnec! (Zarikov 209).

VYkpauHe, Oopromieiics: 32 He3aBUCUMOCTB, JKapuKoB IPOTUBOMOCTABHIII, TIOJI-
YEPKHYB 3TO CIUHOXKIb! YIOTPEOIEHHBIM B TEKCTE JIUTEPATYPHBIM YKPAUHCKUM
SI3BIKOM, TTPOJIETAPCKO-KPECThIHCKYIO YKpauHy: ,,Js118 MuTs npruOuBai KpacHbIH
JIO3yHT: «Xali )KMBe paJssHChbKa Bnajal»”, BHU3Y CeaB epeBo: ,,Jla 3apaBcTBy-
eT coBeTckas Biacth” (Zarikov 226).
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AHaJIOTHYHBIE TEHACHIMH XapaKTepHbI U 1l puibMoB o peruone. B Jlonu-
bacce HUBEIUPOBAHUE YKPAMHLEB HMPOUCXOAUT kecTue. | opObaToB yxKe He MOT,
B omin4He OT JKapuKoBa, MPOTUBOMOCTABISTE B IMOJUTHYESCKOW CUCTEME KOOp-
JIUHAT Be YKpauHbl — OyprKya3HyIO U IPOJETapCKHU-CENSTHCKYIO, a IOTOMY MpH-
0er K MaHWIYJINPOBAHMIO HALMOHAIBHBIM BOIpOCOM. VMCmosb3ys TOT *ke, 4TO
Y ¢ IMEHOBaHUEM TOPOJIa, IPHEM MHUHYC-TIPUCYTCTBUS, [ 0pOaToB Ha3bpIBacT MHO-
ro HalMi >KUBYIIMX, paboratommx Ha JloHOacce, KpoMe yKpauHIEB. YKpauHa
ynomuHaetcs ABaxabl. [locne napruitHoro codpanusi, Ha KOTOpOM padbouue ocy-
JIAITA JICHCTBUS MapTopra, MbITABIIETOCs JUCKPEIUTHPOBATh TOKA3YIITHBIMH Pe-
3yJlbTaTaMH CyTh CTaXaHOBCKOT'O METO[a, ,,B paiioH MpuObUIa KOMUCCHS 0OKOMa
nmaptam U ¢ Helr mHCTpyKTOp LIK KIT (6) V™ (Gorbatov 357). B ab0OpeBuarype
OykBa ¥ 0003HauaeT craryc Komuccuu: u3 Kuesa — cTonuipl YKpauHsbl, B peciry-
OMKaHCKOM MOJYMHEHUH KOTOpoTro 1 ObLtT JloHOacc.

Ho I'opbaToB HEe TOIBKO MPOABHUTACT B KAUECTBE IEHHOCTHOTO IeHTpa Mo-
ckBy, uto npenckazyemo B CCCP, Ho 1 puMeHsieT GUrypy CUMBOJIMYECKOTO OT-
nenenus JJonbacca ot Ykpannsl. PoMan HauMHAETCs ¢ ONMMCAaHUs TOPOAKA HA pEKe
Ilcen, GOMBIIMHCTBO KOMCOMOJIBLIEB KOTOPOIO HMpPUEXand MOAHUMATh IPOMBIII-
nenHocth JlonOacca. [lontaBmuua — Kpail ,,aymarkoro muisixa”, ,,[OmoJeBbIi
Kpaii, Ykpanna” (Gorbatov 43), koTopblil ponajgaet u3 ynoMuHanuii Ha JlonOac-
ce. [maBHBIE repou ke POAMIKMCH M BBIPOCIH B UNOMPSIKAax, XOST B BBIIIMBAH-
Kax, 10 MpHe3/ie B OOLIEKUTHE HAa CTEHY MOBECHIIH ,,pYIIHUK C allbIMU MeTyXa-
MU — MaTh BBIIIINJIA Ha JOPOTY — M TIOYYBCTBOBAJI, 4To ycrpomics” (Gorbatov 45).
Bparuenxo, ,,pycorii xinomunk u3 Kobensk” (Gorbatov 46) na IlonraBmune, npu-
HOCHT ¥ 3aCTHJIAET MOJIbI B KOMHATe OOIIEKUTHS aXy4HMMHU TpaBaMu, Jiesias Tak,
KaK 3TO 3aBEJICHO Y HUX JIOMA 10 YKPAauHCKOMY 00bI4at0. CBETIINYHBINA — KOMCOPT
13 XapbKoBa, ¢ SBHO TOBOPSIICH YKPaWHCKOW (aMuiInei, KOTOpOro 3a JIesTelb-
HBIH XapaKkTep U B HOBOM KOJUIEKTHBE ,,MOOMJIM30BaHHBIX Ha MPOPHIB” BBHIOpa-
JIM KOMCOPI'OM, TOX€ CYILLECTBYET BHE HALMOHAJILHON MAeHTHYHOCTH. Ero o0pa3
JIOJDKEH OBUT BBIMIPATh WACHHO-TIONIMTHYECKOE MPOTHBOCTOSIHUE C YKPAWHCKUM
XapbKOBOM, 32 KOTOPBIM 3aKPEIUINCh UMSI M CIIaBa nepEoll YKPAUHCKOU CMonu-
Ybl, TOPOZIa TBOPUECKOM MHTEJIJIMICHLIUH, MOJYUYMBIICH BIOCIEACTBUHU OIpEIe-
nenue Paccmpenannoe ospodcoenue. B peun MpHE3KUX, 0O0KUBAIOIMINUXCS HA
PYOHHKE, U CTapbIX LIAXTEPOB, )KUTEJICH PadOUMX MOCEIKOB MHOTO, KaK U B IO-
BECTH, YKPAUHCKUX CJIOB: XAONYbl, OUGUUHDBL, UUHOK, MONOIU, MATbEbL, OUBUCD.
Ho onu He Ha3BaHbBI yKpauHIIaMU B TIPOTUBOBEC PYCCKUM, Oeslopycam, [bIraHam,
KOTOPBIM MOCBSIIEHBI HECKOJIBKO 00Pa30B M Pa3BEPHYTHIX, C MPU3HAKAMH HAIHO-
HaJIbHOW XapaKTEePUCTHUKH, CIOKETHBIX cuTyaluid. [lepeunciisisi HaMOHAIbLHOCTH,
oOpa3syroiue 1oH0accoBieB, [0pOaToB HE yIIOMUHACT YKPAUHIIEB, XOTS TJIABHbIC
MOJIOZIbI€ TEPOU €T0 POMAHA — BBIXOLBI U3 HCKOHHBIX YKPAMHCKUX 3€MeJIb, HOCH-
TEJIN YKPAMHCKOHM KYIBTYPBI:
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Benb KOpEeHHBIX, IPUPOXKICHHBIX J100aCCOBIIEB 3/1€Ch HE TaK-TO YK MHOTO... Hapox Bce 00ib-
1ie KypCKUii, OPJIOBCKUIL, CMOJICHCKUIA, TOMEIILCKUMA, TaTapbl, MOPABA... A MOXKUBET 3/1€Ch Ye-
JIOBEK TPU-UYETHIPE TO/Ia M CUUTAeT ce0st KOpeHHBIM JoHOaccoBueM. U ropaures stuM. Jla kak
ropaurcs! (Gorbatov 310).

Ho B pomane, 11st coxpaneHus: (paKTHYECKON M XyI0KECTBEHHOW JIOCTOBEP-
HOCTH, €CTh 3HAKH YKPAMHCKOH KYJIBTYPBI. DTO HE TOJIBKO CIIOBA, HO M TIPUCKA3KH,
npudayTKH, CPAaBHEHHsSI U3 YKPAUHCKOTO (OJILKIOPA, HAPOAHO-OBITOBON JKU3HH,
CBOMCTBEHHBIC pa3HbIM MepcoHaxaM: ,,Iletpo, a, Ilerpo! Ter uys? Iock mpo-
natoT. Moxet, Hy)kHoe?” (Gorbatov 173); ,YTo >k MBI cTOMM TYT, K AypHH Ha
cBaap0e?” (Gorbatov 178); ,,Bbl ciyxaiire...” (Gorbatov 213); ,,J]1a kakux ke 1mop
Oynem Boia Bepreth?” (Gorbatov 226); ,,Vx, u 3aiam xe s um riepiry” (Gorbatov
244); , Paryiite ero, moOphIe JIOMH, OKOHYATEIFHO TAPeHb C TIIY3Iy CheXal OT
Besukoit pagoctu” (Gorbatov 266); ,,eit HpaBHUIIOCh, KaK OH €CT: CMa4HO, IIYMHO,
¢ armmetutoM” (Gorbatov 293). Oco60 HeoOXoanMO 00paTUThH BHUMaHKE Ha Clie-
JYIOIINH MOMEHT. Ecii B yKpanHCKOM JTIMTEPaTyPHOM SI3bIKE 3BATEBbHBIH MMaIexK
JIOJDKEH 3Byvarh Kak ,,Ilerpe”, To ynorpebienue ¢popmsl ,,[1eTpo” B )KHU3HU — 3TO
HeCcOOFOZIEHHe HOPM SI3BIKOBOM, pedeBOil KylbTypbl. OCOOEHHOCTH BHYTPEHHETO
MUpa XyI0KESCTBEHHOTO MPOU3BE/ICHHUS H3HAYAIBHO MPEJIIONAraloT CBOU HOPMBI
Y 3aKOHOMEPHOCTH. Tak, B XyJ0)KECTBEHHOM IPOU3BEJICHUH, K TOMY JKE O JKUTE-
nsax JloHelka, peaKo TOBOPSINUX MPABWIIBHO HA JUTEPATypHBIX S3bIKaX, Gopma
,,I1eTpo” — 3TO0 ceMaHTHYECKH, XyJ0KECTBEHHO, HJICOJIOTHUYECKH 00bEMHOE SB-
JieHHe. DTO OJJHOBPEMEHHO TPAJAMIIMOHHBIN MMOKa3aTelb XY/I0KECTBCHHOHN MpaB-
JTbI, COOTBETCTBUS PEUYEBBIM OCOOCHHOCTSIM M PEaTUsIM KUTEINEH peTnoHa; SBHBIH
CYPKHUK, CBUJCTEILCTBYIOIINI O €CTECTBEHHOM CMEIICHHH HECKOJIbKUX HaIlU-
OHAJILHBIX SI3BIKOB U HEYYTKOCTH K WX Pa3IIUYUsM, ,,HEIPABUIBHOCTSIM OOBIK-
HOBEHHOTO YEJIOBEKA; MIe0JIoTeMa, OTCHUIAIONIAs K CHIILHOMY, HEUCTPEONMOMY
YKpPanHCKOMY Hauaily B XKH3HH, ToBcenHeBHOCTH [loHOacca. [pammarmyeckas
oInoOKa, UICKaKEHNE BO BHYTPECHHEM MHpPE MPOU3BEIACHHUS HOPM PYCCKOTO JIUTE-
paTypHOTro s3bIKa M oOpamienue ue ,,Ilerp”, a ,,Ilerpo” — 3TO MposIBIIEHNE, ITyCTh
U 4epe3 s3bIKOBYIO IOIPEIIHOCTh, BAXKHOCTH YKPaMHCKOW ujeHTHYHOCTH. Cyp-
KUK U ero (ukcanus B TekcTe o JloHelke, mycTh 4epe3 HelnmpaBWIBHOE, HO BCE
e yroTpediieHre SBHO YKPAMHCKOTO, BRIPAKEHHOTO B (hopMe 3BaTeIhHOTO Maje-
’Ka, OTCYTCTBYIOIIIETO B PYCCKOM SI3bIKE, Uepe3 oOpalieHue B OBITOBOM pa3roBoO-
pe CTaHOBUTCS MOJUTHYECKH MAPKUPOBAHHBIM (PAKTOPOM, HHKOPTIOPHPOBAHHBIM
B XYIOXKECTBEHHYIO TKaHb Mpom3BeneHus. Hecmorps Ha crpemienus [opOaro-
Ba YPOBHSITH, OTOXKACCTBUTD COBEMCKOE — PYCCKoe — OOHeyKoe, OOHOACCo8CKoe,
YKPamHCKOCTh MPOOHMBaeTcs, Oarofapsi Cuiie TaJllaHTa Mmucatens. Takux mpuMe-
POB JIOCTaTOYHO U B IPYTUX aHATM3UPYEMbIX TCKCTaX.

He menee nokasarensHo u To, 4to y [opbaroBa onmucanue npupoaHo-ypoa-
HUCTHYECKOTO Iel3axa JOHOACCKOW HOUM, OENIEHBKUX IIAXTEPCKUX XaTOK Ha4dH-
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HaeTcsl ¥ BCE MPOHM3AHO JIETKO MPOYMUTHIBAEMBIMH JIAKE HA PUTMHKO-CTHIICTH-
YECKOM YPOBHE aJUTFIO3USIMHU CO 3HAMEHUTHIM T'OTOJIEBCKUM TaccaxkeM 3Haeme ju
8bl YKPAUHCKYI0 HOUb? U3 TIOBeCTU Matickas Houb, unu Ymonnennuya (Beuepa na
xymope 6nu3z /Juxanvku). Y TopbatoBa mepernes 3BYy4HT TaK: ,,XOpoLla PyAHUY-
Has HOub B [loHOacce B Hawase ceHTAOps: Msrkas, Terias, goopas!” (Gorbatov
294-295). YKparHCKOCTh TIPOPHIBACTCS B TIOBECTBOBAHUH, XapaKTEPU3YsI CHUCTE-
My [EpPCOHaXKEH, MOATUKY Iei3axa, HO OTCYTCTBYET B ropu3oHTe [opbaroBa-iy-
OnuImcTa, MPOMAraHANCTa, MPOBO3MIAIIAIONIETO HICOJOTHIECKH OKpallleHHBIS
TE3UCHI, B TOM YHUCIIE U O TIOJIUTHKE UHTEPHAIIMOHATU3AIIHH.

Kazanocsh Obl, 4TO Taxasi MIIaHOMEpHAas LeJICHANpaBIeHHAs! TOJUTHKA JOJK-
Ha MPUBECTH K POXKICHUIO HOBOTO COBETCKOTO YEJIOBEKA W €T0 JIOKAJIHHOU pas-
HOBHUJIHOCTH — AoHOaccoBel. Ho B maxrtepckoMm (onbKIope, BOCIIOMHHAHUSX
(POHTOBUKOB, 3alMCAHHBIX W BhIMyIIeHHBIX K 30-1eruto [lobeast Bo Bropoit
MupoBoi (Bennkoit OTedecTBEHHON B COBETCKOM MCTOpHOrpadn) BOHE, €CTh
ykpauHckocTh. Kak ormernn B 2006 r. B kuure JKuea oyua Jonbaciecvkozo
Kparo YKpauHCKUH MyONHYHBIN MHTEIIEKTYall, TPEICTaBUTENb HAYYHOMN AITUTHI
npodeccop Anatonuit [lorpuOHEIH, ,,MaTepUK YKPATHCHKOCTI CXITHUX 00IacTeit
VYkpainu OyB HaJTO BEIHUKHM, [...] 1100 MokHa Oyio HOro MIBUIIKO MPOKOBTHY-
! (Pogribnij 25).

B llaxmepckux cxazax muoro, xak y JKapukopa, ['opbaroBa, yKpanHCKUX
CJIOB, CIIOBOMOPM, pealvii: nauwl, X10nysl, OUsuama, OUSUUHKA-2onyoKa, xama,
yymaxu, dymayxue o0o03vl, Kazaykue MO2uivl 8 cmensax, apoa, nexio, cnoio-
Xu, nobarakams, 000ypums, HAOYpUmMu, po3OUAKA, THOMBLLL, THOMb, MPOWKU,
Kpueoa, nemy, Hema, uxuui, no-uxuwemy. lllaxTepsl Ha mopmo3ok OEpyT KyCOK
cana (Sahterskie skazy 60—70). O6pa3bl JKUBOTHBIX, BOCXOISIINE K BOMIIEOHBIM,
COLIMAIbHBIM CKa3KaM, TOXKE€ UMEIOT yKpauHCKue KopHu. B ckaze Koww Tapac
u ezo ocenesnwiti 6pam (Sahterskie skazy 28—34) KOHOTOH Jall YKPAMHCKOE MM
BEPHOMY KOHIO, H300paKCHHOMY B YKPaWHCKOM MO3TUYECKON TPaIULIUH, OTIHY-
HOii oT pycckoit (Epstejn). Berpeuaercst yKpaHHCKOE 3HAKOBOE CIIOBO MOMOPHbIIL
(Ilpo XKaoes) (Sahterskie skazy 71-75), oTchlIaoniee K XapakTepPHCTHKE YesIo-
BEKa — OBICTPBIH, yAaWINBBINA U K IIEPBOM CTPOKE DHeuobl yKPAMHCKOTO TIHCATEINS
¢ [TontaBuiuHbl, 3a4MHATENST HOBEMIIEH ykpanHckoi auteparypsl UBana Kotis-
peBckoro: ,,Enelt OyB napy6ok motopuuii” (Kotlarevskij). Ilpoctsie sironu, pac-
CKaspIBaIOMINe JIeTeH bl ¥ ObUTH 0 J[oHOacce, HAa3bIBAOT YKpaWHCKUE (PaMUITHH,
umena Ilerp Mopuan, Ocran Bepura, Omensko Yopnyxa (Sahterskie skazy 76—
83), 3BarenbHbIe (KuyHi IO-yKpauHCKN) popMbl oOparueHust: ,,He tak, [letpo!”

! Moii niepeBoj1 ¢ yKParHCKOIO sI3bIKa Ha PYCCKUU: ,,MaTepuK yKpPaMHCKOCTH BOCTOYHBIX 00-
nacteil YKpauHbl ObLT CITAIIKOM OOJBIIHM, YTOOBI MOXKHO OBLIO €ro OBICTPO MPOTIOTUTH .
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(Sahterskie skazy 84—88). B Ilepsom meppuxone neiicTBUAE pa3BOPAaYHBACTCS CPe-
I CTAapBIX JIOHEIKUX IIaXT, CTEMH, B KOTOPOH ,,BBITIACAIIUCH THICSYH OTap OBeIl”,
T7ie KUITM ¥ 9epe3 KoTopyio ,,B Kpbim 1 Ha JloH xommnmm yymarikue 0060361 3a Co-
10 ¥ pEIGOI” (Sahterskie skazy 76, 77).

AHanoTWYHBIC TEHJCHIIMU XapaKTepHBI U I 00pa3HO-CTHIIMCTUYECKOU
KapTunbl [Jopocamu Eeponvl. Xota B 1960—1980-X IT. monuTHKA MPEBpAIICHUS
Jlonbacca B MpOMBIIIUICHHBIN U KYJIbTYPHO-YPOAHUCTHYECKUH MOHOJIUT, OCHO-
BaHHBII Ha IEJIBHOM PETHOHAIBHOM CaMOCO3HAaHWHW, MPHU3BAHHOM 3aMEHUTH/
MOJMEHHUTDH HAIIMOHAIBHOE, JJajia ONpPENIeICHHbIC PEe3yNbTaThl. TaM, TAe psiIoM
C WTAIBSHIIAMH, CJIIOBaKamu, Ooirapamu, (paHIly3aMu, MOJISIKAMH HAJO TO-
CTaBUTh AHAJIOTUYHOE HallMOHabHOE onpenenenue s conaar apmun CCCP,
HEU3MEHHO BO3HHMKAIOT TPH ACHUHHIINU: COBEMCKULL, PYCCKULL 4el08eK U OOH-
baccosey. ABTOpBI COOPHHUKA XapaKTEpHU3YIOT ceOs U 3eMIISKOB Tak: ,,B monky
BMECTE C HUM CITYKHJIO MHOTO JOHOACCOBIIEB, M HA3bIBAJI OH X HE 3eMJITKAMH,
a ponnuamu” (Akul'Sin 275).

OpnHako TOHOACCKUE JKYPHAIHMCTHI MIPOCTHIE KUTEIN, BCIIOMUHAS TO, KAaK OHH
B 1944-1945 1T. 0CBOOOXKIATH E€BPOTICHCKHE CTPAHBI OT HEMEITKOTO (aIm3ma,
OCMBICITMBAIOT U [TPOTOBAPHBAIOT ATO BO MHOTOM YKPAaWHCKHMH CIIOBaMU, Aemast
aKIIEHT Ha CBOEH POIHOM, YKpauHCKOM, KynbType. CII0BO X70nysl — 3TO OAHO U3
KOHCTaHTHBIX JIJIsl BCEX PACcCKa3uMKOB, KaK M OCO3HaHHWE celsi JoHOAcCOBIAMH,
a Jlonbacca — ykpannckuM. HecMoTps Ha To, uto MudouIeonoremMa cogemckuil
Yej06eK 3aKpenuiaach B HJICOJOTHYECKOM U COIMAILHO-TIOJUTHYECKOM SI3BIKE
TOTO BPEMEHH, aBTOPBI CTAPAIOTCSI TIOMYEPKHYTH POJIb HAIMOHAILHO CO3HATEIb-
HOTO YeJIOBeKa, JIsI KOTOPOTo BayKHA YKpauHCKas KylbTypa, uctopus Jonbacca.
Jlemaercst ATO ¢ MOMOIIBIO CBOEOOPA3HOTO, OTYACTH HAMBHOTO, HO CHIILHOTO T1a-
pajuienu3Ma, KOTOPbIi CITY’)KUT OCHOBOM ¥ IPOBOJJHUKOM ,,COITMANILHOM 31acTHY-
Hoctr” (Ortega-i-Gasset), 4ToObI Ha (JOHE COBETCKOTO (PYCCKOTO) YellOBeKa HE
MOTEPSIICS, HE 3a0BIICS YKpaUHeIl.

Jonbacc — 310 mo0uMas Maias poauHa, Y KOTOPOU JOCTaTOYHO CHIIbHA YKpa-
uHcKas nyma. Hanpumep, Amutpuit OunmnmnoBud AKYJIbIIMH — aBTOP O4YepKa
banxanckoe Hanpasnenue He TONBKO YIIOTPEOISET CIOBO X10AYbl, HO U HCTOpHYE-
CKUMU (pakTamu, mapayiesisiMy, YIIOMUHAHUSIMU reorpaUuecKux Ha3BaHUH aK-
[IEHTHPYET BHUMaHUE HA CAMOCTOSITEIIbHON U CHIIbHOW POJTH YKPAaWHCKOH KYJIBTY-
pBI B CUTyanuu JgaBieHus: coperckoro. Ilepen hopcupoBanmem JlyHast mpuBOIUT
oOpailieHUe carepa-3eMiisika K 4yxoi peke: ,,He cepauce, [lyHait iBanoBu4, Mbl
tebe rpuBet or Bonru u J{nenpa npunecnu” (Akul'Sin 26). Ha 3ameuanue ogHo-
ToJTYaHuHa, 9to JlyHalt MHOTO pa3 BHIEN ,,pyCCKOE BOMCKO”, CIETyeT HCTOpHUe-
CKHU TOYHBIH, HJICONOTUYECKH U HAIIMOHAIILHO BBHIBEPCHHBIN OTBET aBTOpa, 00be-
muasromuii 1944—-1975 o
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Beixox Ha [lyHaii, ocBoOOKieHne V3mMania BOCKpEIlay B MaMsITH BOMHOB CTPAHHIbI CJIaB-
HOH HCTOPHH, BIMCAHHBIE CYBOPOBCKUMH Uy/10-00TaThIpsIMU, yYacTHUKAMH 1oxoza Ha banka-
HBI B 1877-1878 romax, ocBOOOKIABIINMH PyMBIHCKHI M OONTapCcKUil HAPOABI OT TYPEIKOTO
BJIaJbIYECTBA. A KTO-TO BCIIOMHUIIL, KaK elie B koHIEe X VI Beka 31ech TysIsiId 3a0pOKIbI IO
Oynuykamu HanuBaiixo u JIoGoapl, 0CBOOOXKAask U3 TYPELKOH HEBOIM KAa3aKOB U JIEBYILEK-TI0-
noustHok (Akul'Sin 26-27).

Taxoro ,,HAMBHOTO Mapaiieu3Ma’”, TPOSBISIONIETO BAKHOCTD JIJISi OOBIKHO-
BEHHOTO JOHOACCOBIIA HAIIMOHAIHHOTO CAMOCO3HAHMSI Ce0S YKpauHIIeM, B COOp-
HUKE MHOTo. B peTpocnekTuBHON cHUCTeMe OLIEHMBAaHUS U TParMueckoro mpo-
[JIOTO, ¥ MHUPHOTO HACTOSIIEr0, CTPEMJICHHE OTCTOATH CBOIO HAIMOHAJBHYIO
WJICHTHYHOCTh OKa3bIBAETCS MPUHIMITHAIBLHBIM.

B npose, nyonunuctuke 1960—-1980-x rr. yxe ,,Buautcs’ U Ha3biBaetcs [lo-
HEIK KaK TOJHOIpaBHas CToNnIa HHIycTpuansHoro Jlonbacca. CBoeoOpasHEIi
ruMH Jloneuky — cka3 Jleonuna XapukoBa [llaxmepckue poswl. Ilucarens, BO
MHOTOM COTBOPHMBIINI MeTaTeKeT JloHelKka, coOpa B cka3e KirodeBble Mudoue-
OJIOTEMBI, CO3/aBIIre 00pa3 ropojia M YeJI0OBeKa HOBOTO THIA, 00IeK ux B GopMy
JUPUYECKH TIPOHUKHOBEHHOTO U M/I€0JIOTMUECKH HACBIIIIEHHOTO paccKasa:

BoIBai 5u THI B Hamell kpacuBoi maxrepckoil cronune [lonenke? Tam Teneps yxke He Thicada
JKUTENeH, Kak 3To Obuto B cTapoit KO30BKe, a 3a MIJUIHOH mepeBanmio. [...] Ha Bcex ymumax
U TJIOMAASX YBUIUILG PO3BL. [...] MWIIHOH jkuTeneil — MIUIHOH po3. M B 3ToM Hamia rop-
JOCTh M Hallla CBeTIas MaMsTh paboYMM, MOTHOLIMM Ha MOJSAX CPAKEHUH MEepBOM pycCKon
Pegomtowun (Sahterskie skazy 51).

HecmoTps Ha cuibHOE MyOIUIMCTHYECKU-TPONIAraHIMCTCKOE HAYalo B MPO-
u3BeeHUsIX 0 JIOHEIKe U CTPEeMJICHHE TPEJICTABUTh FOPOJ KaK MOHOJIHMT METaJ-
JIyProB, MAXTEPOB, JIJIsI KOTOPBIX KIIACCOBOE, COIUAIIEHOE CO3HAHUE BHIIIEC HAIU-
OHAIIBHOTO, cugas ykpauuckas dywa /lonbacckoeo kpas (Pogribnij) Hem3menHa
B MeTarekcre ropona. B ouepke Komarnoup ,, Kamwow”’ ®enop Cino0Ooa4MKOB,
CITyCTS IECATUIICTHUS, IIOMHHT, YBaXKaeT MOTHOIINX, KUBBIX OOWIIOB CBOEH MHO-
TOHAIMOHAIBLHOW OpHTalibl, W, TIABHOE, TO, KAK Ha TpUBAJiaX ,,0T HAICH KyXHH
B BO3JIyXE€ CMAuHO 3amaxJji0 YKPauHCKUM OOPIIOM C HAaBapOM U IPSYHEBOH KallleH,
3arpaBlIeHHON CaJIOM, CBEKHMM BBITIEYeHHBIM XiteooM...” (Akul'Sin 239).

BriBoanl

XynoKeCTBEeHHO-ITyONAIIMCTHYECKHd MeTaTekeT JloHelka co3maBaiics BMe-
CTE€ C TOPOJIOM, BBIPACTABIIMM M3 Pa0OUMX MOCEIKOB B CTOJHILY MPOMBIIUICH-
Horo pernona. OpueHtupysich Ha nonutuueckue 3agauu CCCP, aBTops! caenanu
LEHTPOM BHHMAHHSI HE ropoj, a peruoH. EcrecTBeHHast, 00yCIOBIEHHAs UCTO-
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prUecKuMH (pakTopaMu MHOTOHalMOHANBHOCTh KO30BKH, IO JaBieHUEM HOH-
THUKH ¥ UACOJIIOTUN COBETCKON BIIACTH, NMPEBPAIAIACh B HHTEPHAIIMOHAIBHOCTB,
OCHOBAHHYIO Ha JIOMHHUPOBAHUH COBETCKOTO (I10 CYTH PyCCKOTO) YEIOBEKA U €T0
JIOKaJIbHOM pa3HOBUAHOCTH: ToHOaccosel. OnHaKo, clienys mpasie Ku3Hu, JKa-
pukoB, ['op6aToB, aBTOpPEI KHHOMDUIHMOB, IMyONHIINCTHYECKUX TTPOU3BEICHH HE
CMOTJTH M30€XaTh B TEKCTAaX YKPAWHCKOW KYIBTYPHl U MJIEHTHYHOCTH. JloHelK
B npo3e coBerckux nucarened 30-80-x rr. XX B. — TOpoA-TPyKEHHUK, €r0 KH-
tenp — narpuot Jlon6acca. Jlonbacc — MHIYCTPHATBHBIA U KyJABTYPHBI MOHO-
JIUT, KPETKO CBSI3aHHBIN C ,,00mbIm0i cTpanoi” — CCCP. Ho Jlonenk xpaHwmi,
LUEHMUJ aMsITh O CBOCH MIECHTUYHOCTH: IIAXTHI, 3aBOJIbl, OKPYKCHHBIE CTEITHBIM
MIPOCTOPOM, CellaMHU. 37eCh JKUBYT JIIOMH, OCO3HAIOIINE ce0s W JOHOACCOBIIAMH,
U HE yTPAYMBAIOLIUE CBSI3U C HALIMOHAJIBHON KyJIbTYPOM, YTBEPKIAIOT, BOIIPEKU
OpUIMATILHOW UICOJIOTHH, TTOJIMTU3AINY, OIYIIEHNE BaXXHOCTH HAIIMOHAILHOM
nneaTudukannn. CTpeMIIeHNs HUBEINPOBATh HAITMOHAIEHOE MHOTOOOpa3ne pe-
T'MoHa, 3aTyleBaTb poJib J'IIOILCI71 C YKpanHCKUMU KOPHAMH, HOI[MGHI/ITI)/33MGHI/ITI)
MOUTH3UPOBAHHON HHTEPHAIIMOHAIN3AIMEH B TKAHN XyI0KECTBEHHO-ITYOJTHIIH-
CTHYECKHUX TIPOM3BENCHUN OOHAPYKUBATH CBOW CMBICIIOBON M MICOJIOTHUECKHUI
mnpeaei. On AKTUBU3HUPOBAJICA, KOTJIa UCKYCCTBCHHO XOTCJIM HABA3AaTh O6€3J'H/I‘II/I-
BaHUE HAIIMOHAIBHO-KYIBTYPHBIX OCOOSCHHOCTEH TOpo/a, perruoHa, TPOSBIISIICS
B peuH, OBITOBBIX peaslnsiX, MEMOPHAIBHOMN KylbType OOBIKHOBEHHOTO YEJIOBEKa.
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Introduction

Boris Khersonsky (born in Chernivtsi in 1950) — together with his wife Lud-
mila Khersonskaya — is considered a key figure of modern Russian-language
Ukrainian poetry and is highly regarded by critics and readers in his mother-
land and abroad. It is worth mentioning that he is a third-generation doctor; he
studied medicine in Ivano-Frankivsk and Odesa and worked as a psychologist
and psychiatrist at the Odesa regional psychiatric hospital. His education and
experience, rather traditional for men of letters in different countries, seems to
have had a long-term impact on his whole body of writing, his poetics, and his
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sets of motifs. During the Soviet period, Khersonsky was not allowed to publish
his poetry and distributed it through Samizdat and abroad; he also published in
the émigré press as a journalist. Since the collapse of the Soviet Union the au-
thor has published seventeen books in Russian and more recently in Ukrainian.
Khersonsky enjoys the recognition of local and foreign literary communities:
he was the poet laureate of the Kyiv Laurels Poetry Festival (2008) and the re-
cipient of a Scholarship from the Joseph Brodsky Memorial Fellowship Fund
(2008) and the Jury Special Prize at the Literaris Festival for East European Lit-
erature (2010). Khersonsky is constantly compared by critics (see Rodnanskaa
2007; Salomatin 2010; Abdullaev 2010; Sandler 2014) and translators (Livshin)
not only to Joseph Brodsky, but also to Oleg Chukhontsev, Timur Kibirov, and
Alexei Tsvetkov, among others.

After the beginning of Russian military aggression in the Donetsk and Lu-
gansk regions and the notorious annexation of the Crimean Peninsula in 2014,
and especially after the beginning of the full-scale invasion of Ukraine in 2022,
his Facebook page has become a collection of anti-war and anti-imperialistic
texts. Currently he and his wife live in Europe because of the war. The Kher-
sonsky family are invited to poetry performances and discussions (especially
those in the context of the currently controversial first language of their poetry).
Khersonsky’s texts have been extensively translated into English, French, Ger-
man, Italian, etc.

Although he is an Orthodox Russian-speaking poet with Jewish origins from
Ukraine, Khersonsky constantly experiences the influence of his complicated and
tragic cultural heritage on his creative work. He himself seems to be a verita-
ble “crossroad of cultures”, since he intentionally situates his poems in the same
problematic and semiotically rich spaces. Odesa is a prominent example of such
an urban space, where cultural layers overlap each other, and history is said to be
an integral part of these chronotopes. Recent events have enriched the poet’s old
texts with new connotations and, thanks to the poetics of postmodernism, trig-
gered new interpretations of them in the context of postcolonial discourse. The
notion of Jewish memory (Stier 2009; Hahn 2020) seems to play a leading role
as a reference point for the unclear identity of Khersonsky’s lyrical subjects and
current unstable historical period.

The main goal of this article is to analyze the urban space of cities that are Pol-
ish or assumed to be historically Polish in Russian-language cultures in the poetic
work Family archive (2006) in the context of the historical conflicts of the 20™
century. | seek to reveal Khersonsky’s poetical strategies when representing his-
torical (common) and family (private) time in Vilnius, Galician cities and towns,
and other places. It makes sense to use the tools of Imaginative Geography here,
especially in the context of spatial perspectives on genocide and mass violence
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which Jewry dealt with (see Tyner 2012) and a space of trauma. Furthermore, the
impact of the images of Poland created by previous literary traditions, both Soviet
official and underground Samizdat, will be considered.

Family archive as an example of “non-fiction poetry”

The book Family archive was published in Russian in 2003 in Odesa and
in 2006 in Moscow, and immediately drew the attention of critics. Interestingly,
opinions varied from extremely positive to accusations that the book was an egre-
giously secondary collection lacking in originality (Salomatin 2010). Neverthe-
less, Family archive, which depicts the sunken Atlantis of Eastern European Jew-
ry, became a milestone in Khersonsky’s work and triggered heated debate around
the problem of'its genre. For instance, some researchers claim that it is a real novel
in verse: “If a multifaceted narrative about people in history — or rather, under its
wheel — is called a novel, then what we have is undoubtedly a novel. The action
takes place throughout the 20™ century” (Stypel’ 2004). And even epic elements
were found in this Jewish family narrative (Gubajlovskij 2007; Rodnéanskaa 2007,
Kostikov 2013), so that scholars describe this text as “a national epic woven from
many, many distinctly individual stories” (Kostikov 2006), as a “post-history”
built on the principle of subjective montage, where years are intentionally shuf-
fled like cards in a deck (Rodnéanskaa 2007). The poems in the book, both rhymed
and in free verse, consist of biographies of the poet’s close and distant relatives,
recreated from photographs, letters, diaries, oral traditions, official documents,
and some phrases and images that have remained in his childhood memory, brief
prayers, and the “Auction of Judaica” cycle that interrupts narrative chapters. All
the parts are rather unemotional, even when speaking about the most terrible di-
sasters of the 20™ century, so that it seems logical to compare Khersonsky’s tone to
“the Old Testament tradition and medical history” (Stypel’ 2004) at the same time,
poems-investigations, poems-reconstructions, non-fiction poems. In the context
of Memory Studies, Family archive could be interpreted as a brilliant example of
restorative nostalgia, which deals with attempts of transhistorical reconstructions
of a lost home (Boym 41, 49, 50), or a lost family eliminated by Time and “trau-
motogenic social changes” (Szompka 158). Furthermore, scholars often question
the role of such archives in representing the past, highlighting that there is no op-
portunity to remain objective when relying only on family customs, photographs,
letters, postcards, diaries, objects, random notes without adding any fictive details
(Lugari¢ 226) as it was done by Khersonsky’s lyrical subject. Documents can be
triggers for mechanisms of memory — individual or collective — and interpretation,
but nothing more.
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It is remarkable that most scholars analyzing Family archive focus on Jewish
motifs only in the context of history without considering the very specific spatial
structure of the book, despite the fact that even the titles of the chapters position
the stories not only in time, but also in space: Odesa, 1913. A game of cards;
Kremenets, July 1914 — Vilna, August 1939; Odesa, 1915-1938. Utterances; Belt-
sy, 1940 — Lviv, 1993; Odesa, 1984 — Kolyma, 1940; Sekuriani, 1930 — Jerusalem,
1990, etc. Mapping episodes from his family chronicle, the author makes them,
on the one hand, more plausible, documentary-style, and, on the other hand, he
simultaneously uses a virtually rich literary tradition connected to different urban
texts. The whole geography of the book consists of cities from Brooklyn to Jerusa-
lem, includes the GULAG camps and territories which used to exist like Bessara-
bia and Galicia. Such a scheme connects the places where Jews end up as they are
scattered across Ukraine, western Russia, Eastern Europe, and beyond — to Israel,
America — thus repeating the paths of the Jewish diaspora of the 20th century
(Sandler 2014). I will attempt to analyze the semiotics of the represented cities
and towns with a special emphasis on Poland (Poland not only in real geographi-
cal borders) which used to be space of Eastern European Jewish culture before the
20™ century’s catastrophes.

A brief overview of Khersonsky’s strategies in urban space

It is easy to note that Khersonsky does not depict urban space in detail. While
speaking of people, he is not interested in city sights, famous spots or so called
“signatures” associated with specific cities and towns, and semiotically being re-
sponsible for what Kevin Lynch called visibility or imaginability, “that quality
in a physical object which gives it a high probability of evoking a strong image
in any given observer. It is that shape, color, or arrangement which facilitates the
making of vividly identified, powerfully structured, highly useful mental images
of the environment” (Lynch 9). In the case of Family archive readers do not have
anything like that. Only sometimes the author mentions meaningful places like
Bona Mountain with the ruins of a castle in Kremenets, where Nekhama and Ra-
chel throw coins into a well in 1910, or a Jewish technical school in Odesa, where
“Solomon and Nadya/teach separate subjects in Yiddish to teens” (Khersonsky
1996) in 1932. All these spots cannot help readers to build up the images of the
cities they are situated in, but they are needed as specific “anchors” to pin charac-
ters on the map of Eastern Europe, the most unstable territory of the 20™ century.

Furthermore, in some sense geographical localities in Khersonsky’s texts be-
come the anthropological space which is reconstructed semiotically around peo-
ple’s stories. As one scholar claims, “Khersonsky says the following: these peo-
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ple existed because they were such-and-such, and something happened to them”
(Stypel’ 2004). This strategy is used, for example, in his collection Marble sheet
(2009) about Italy. As a poet of the 21* century, Khersonsky does not feel a neces-
sity to describe Rome, Venice, Florence, the space of which has been extensively
represented in Russian-language literature for more than 300 years. The poet is
focused on Russian people and their unhappy lives, and sunny stunning eternal
Italian cities in this context play a role of a contrast between the beauty and exis-
tential crises of characters.

In Family archive urban spaces neither define characters nor trigger their
actions. All mentioned towns and cities are real places connected for the author
with members of his family but — and this is rather important, in my opinion, —
they make sense only in the form of the chronotope with a strong bond with time,
or with the notion of “an experience of time” coined by Paul Ricoeur (Ricoeur
100). All events that had happened to Jewry in Khersonsky’s book, according to
the poet’s conception, happened only because the longevity of their lives over-
lapped with depicted periods. In this sense Time prevails over Space in Family
archive, History prevails over Geography, and specific cities become an integral
part of the global space of Eastern Europe and — wider — the space of sunken
Atlantis of Eastern European Jewry where things survived longer than people.
The poet writes the chronicle of something ephemeral and vanishing, existing
only in old photos and memories, so that he avoids portraying everything which
is more long-lasting like cities. And, for sure, Family archive belongs to “tales
about time” (Mendilow 16).

Polish (Jewish) text of Soviet culture: One tradition to follow

It goes without saying that Poland during the second half of the 20" centu-
ry played for people from the USSR a specific role of quasi-West and a media-
tor between the Soviet Union and European culture with all its treasures, books,
songs, films, and mass-market goods. It was a period of obsession with everything
Polish: from cosmetics and fashion magazines to impregnable beauties and char-
acters from Wajda’s films. Eventually, this craze (both in official and dissident
underground culture) was reflected in literature after 1945 and almost totally dis-
appeared after the collapse of the USSR.

But there was another semiotic layer which developed simultaneously with the
Polish text of Soviet culture — a Polish Jewish text created by men of letters with
Jewish (or — very rarely — without) origins like Boris Slutsky who had personal
connections to the tragedy of the Holocaust and for whom Poland had become
a mortal space where the Nazis organized the most terrible and notorious con-
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centration death camps: Auschwitz!, Treblinka, Majdanek. There are many pieces
of poetry written during the Soviet period which are attributed not to Poland but
mostly to the Jewish global context in mentioned toponyms. In these urban texts
history (milestone events) was assigned by specific spaces and places, which is
why they were separated from the geoculture of Poland semiotically. Geography
in this case is absorbed by History.

This part of Polish martyrology, which is Jewish, in fact, had a very specific
set of images, motives and mythologemes in Soviet culture that were different
from the classical semantic field “Poland as a cemetery”. But while overlapping,
they enriched each other. For instance, images of fire, ashes, smoke relevant to
the topic of the Warsaw uprising and the Warsaw Ghetto (see Vorontsova 2020:
63—85) in poems about the Holocaust became symbols of innocent victims burnt
in the ovens of concentration camps. Auschwitz crematorias’ ironically “sweet”
smoke is a key image in poems by Boris Slutsky and Genrikh Sapgir, who wrote
not only about individual tragedies but also about the whole Jewish lifestyle de-
stroyed across Eastern Europe. Poland after the Holocaust in this context became
a territory that retained traces of the Jewish past without a Jewish present, and
Soviet poetry reflected this process rather objectively.

So, it is worth analyzing which parts of this semiotic structure of Polish geo-
culture were absorbed from the previous poetic tradition by Boris Khersonsky
in his book Family archive, the whole composition of which is bult up around
different urban spaces. Some of them are Polish or supposed to be Polish in Rus-
sian-language cultures despite the geopolitical situation.

Poland with unstable borders

Traditionally in Russian-speaking literature there is an image of Poland
which has all the features of liminal territories: between Eastern and Western civ-
ilizations, between the USSR and European culture, between the mythopoetical
worlds of dead and alive, etc. (see Woroncowa 2015; Vorontsova 2019, 2020). It
goes without saying that such a space must have had a set of stereotypical char-
acteristics that could be transferred from one text to another without basic chang-
es. In case of Poland, it is, undoubtfully, instability and semiotic uncertainty of
its physical borders. It is understandable and formed under pressure of historical
events, especially the partitions of Poland which resulted in the elimination of the
country for 123 years.

! In Russian-speaking cultures the Polish toponym O$wigcim is more commonplace.
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In Family archive, Boris Khersonsky follows the real paths of his relatives
who lived in the former Polish territories or reclaimed ones after the Polish-Soviet
War, but it seems obvious that old patterns have a long-term impact on his cre-
ative work. Moreover, most of the settings in the book are among those with the
most complicated history in the 20" century, becoming during a very short period
a part of Austro-Hungary, Poland, Ukraine, Moldova, Romania, and the USSR.
This instability and unclear status are highlighted by dates provided by the author.

For instance, the chapter Sayings. Bessarabia, Galicia, 1913—1939 depicts
a brilliant example of theological disputes among rabbis about the image of the
Family Tree growing underground, which could be interpreted as a metaphor of
the flipped over World Tree and — simultaneously — as a symbol of Jews who are
everywhere and nowhere without physical roots. Interestingly, except for the ti-
tle there is only one toponym — Sinai — mentioned in the contexts of the fruitless
search for Jewish origins and the lack of a physical land to which they might
have belonged until they vanished. Taking the unclear status of Bessarabia and
Galicia into account, dates play a specific role here. No peculiar city or town is
mentioned, but the reader can make some conclusions based on the years in the
title. It was a period when, for example, Galicia, a region populated by Poles and
Jews in the cities and Ukrainians in rural areas, was a part of the Austro-Hungar-
ian Empire and, after its collapse, in 1918 joined the West Ukrainian People’s
Republic and in 1919 became a part of Poland with different legal statuses until
1939 when it was occupied by the Soviet Union. It is common knowledge that
Jews made up nearly 12% of the Galician population before the Second World
War (Hotub 2013).

In other words, Khersonsky uses space and time to depict the last years of
Eastern European Jews in this territory when it was still possible to discuss phi-
losophy and the Torah, and not as a part of escapism. But in the finale of Sayings:
Bessarabia, Galicia, 1913—1939 the four rabbis speak of pain and death, and the
omniscient narrator speaks of oblivion, which are associated with the Holocaust.
So this chapter could be treated as a foresight of wise men who know Jewish his-
tory well. And in this context unstable space becomes the most suitable setting for
the unrooted culture.

Galicia is mentioned once more as a symbol of a vanished past of old Jewish
clans in the chapter Kremenets, 1942; Odesa, 1973. The unnamed character, who
migrated to the USA just before the Second World War, became a famous math-
ematician. In some sense he is a part of the unrooted Jewry, the eternal nomad,
and the distance between him and his family lies in the fourth dimension, which is
Time. Interestingly, Galicia here — together with Transnistria/Trans-Dnieper Gov-
ernorate which existed from 1941 till 1944 — became not an image of space but of
history and memory:
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They became anonymous dust
mixed into the soil

of Galicia and Trans-Dnieper;

he became a renowned scientist,

a fellow of numerous institutes,
the organizer of an annual seminar
which bore his name?
(Khersonsky 1996).

Galicia as a specific region in the history of Eastern European Jews will be men-
tioned several times in special chapters with the same title, Judaica auction, that
will be analyzed further below.

Another example of Khersonsky’s strategy to represent an unstable culture
through unstable geography can be found in the chapter Kremenets: July, 1914,
Vilna: August, 1939, about Moses the publisher. Here dates help readers to posi-
tion family narration at the same time and space limits. Until 1917 Kremenets was
part of the Russian Empire after the Third Partition of Poland, and then it passed
from hand to hand 7 times, but in 1921 the town returned to Poland as a part of
Volhynian Voivodship and was populated mostly by Ukrainians and Jews, so that
the line about “police coming to the house of the rich Jew” (Khersonsky 1996) in
verses about Moses is very plausible. Kremenets during the depicted period was
so strongly associated with Poland, despite the real national composition of the
population, that in September 1939 the Polish government was located there until
the Soviet invasion.

The main character of this chapter is a printer who takes part in the under-
ground activity of socialists, although he does not even pay attention to what is
exactly said in the leaflets he creates. But they illustrate the multicultural popula-
tion of Kremenets in the period of Russian Empire perfectly:

it was tedious-advocating close solidarity
between Russian, Polish and Jewish workers
for the sake of whatever?

(Khersonsky 1996).

Moses is said to be a beholder of history, who is not interested in it, not an
active participant. He will be somewhere far from the events until he too will be
caught up in the wave of the Holocaust catastrophe. The consequences of police

2 “Onu cTany aHOHUMHBIM TIpaxoM B 3emuie Lanuiiu u TpaHCHUCTPUH, & OH — 3HAMEHHTBIM
Y4EHBIM, YWICHOM MHOTOUUCIICHHBIX aKaJIEMH, OPraHI3aTOPOM €KETOTHOTO CEMHIHAPa, HOCUBIIIETO
ero ums” (Hersonskij).

3 “Tekct moTpsAcarole cKy4eH. / Pedb HIET 0 TECHOM COI03€ PYCCKHUX, MTONBCKUX / U eBPEHCKUX
pabounx Bo ums yero-to” (Hersonskij).
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coming is exile to another multicultural “Polish-Jewish” city, Vilnius, which is
supposed to be one of the most literature-genetic cities of this part of Europe (see
Brio 2008, Krupoves 2013): “Father, on his return, had to take drastic action / the
son is exiled to Vilna, to his uncle the publisher” (Khersonsky 1996)*.

As Valentina Brio notices, the coexistence of several cultures in Vilnius (Vil-
no) over several centuries — Polish, Lithuanian, Jewish, Belarusian, Ukrainian,
Russian, Karaim, and Tatar — has made this city a unique and distinctive phenom-
enon (Brio 2008). But why is it possible to position the city in the artistic space of
Poland? Traditionally, in different cultures it is associated with names of promi-
nent Polish men of letters, from Adam Mickiewicz to Czestaw Mitosz (Krupoves
2014). And in Family archive Khersonsky follows previous literary tradition
when it comes to the process of portraying Vilnius as a multicultural and multilin-
gual space with historical conflicts. Even the name of the city in the poetry book
is given as Vilna, a form adopted in the Polish-Lithuanian Commonwealth and in
the Second Polish Republic. Moreover, Vilna is still used in Hebrew. During the
period described Vilnius also passed from hand to hand several times but in 1922
it was annexed by Poland and became the capital of the Wilno Voivodeship and
was the fifth largest city in Poland until it was seized by the Soviets in 1939, after
the Molotov-Ribbentrop Pact. About these events Moses has his own opinion:

He thought the Soviet invasion was good luck.
For some reason he believed the Bolsheviks
were a Jewish regime which would

straighten the brains of Polish anti-Semites®
(Khersonsky 1996).

These lines reflect real tension between the nations that populated the city
and made it a space full of conflicts and antisemitism. Polish authorities in Wil-
no subjected Lithuanians to denationalization and had strong antisemitic moods
against the large Jewish community (see Melzer 2003). Khersonsky depicts his-
tory through Moses’s point of view with all his hopes and mistakes. And it is an
attempt of reconstruction of his thoughts.

It is remarkable that Vilnius, the most textogenic city from the whole map of
the book, is described several times in different periods. The main character of the
chapter observes it through the window, and is in love with Shula. His emotions
and sexual tension enrich the landscape of gothic Old Town:

4 “Orew, BepHYBILINCH, / IPHHUMACT KPYThIC MEPBI: ChIH CChUIACTCS B BHibHY / K Jsi1e-u3/a-
temo” (Hersonskij).

5 “Bropyxenbe COBETOB MMOKa3aJI0Ch €My yaaueil: / OH Mou4eMy-To CUUTal OOIbIICBU3M eBpeii-
CKUM PEKUMOM, / KOTOPBIH BIIPaBUT MO3rH anTrcemuTaM-nossikam” (Hersonskij 2006).
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He looks

out the window at the gothic roofs, but sees
simultaneously the marvelous sunset city and
the chiaroscuro play in the folds and hollows
of her voluptuous body?®

(Khersonsky 1996).

Another description of urban space of Vilnius reminds us of a street photo of Mo-
ses and his wife, whom he had abused mentally and sexually for many years:

A couple walks along a noisy Vilna street.
He is much older, but still carries himself well.
Both wear macintoshes in current fashion.

He wears a beret, she, a round hat with a veil.
%k %k ok ok ok

Everything has vanished, even more irretrievable than usual’
(Khersonsky 1996).

A “noisy Vilna street” seems the only stable thing here: fashion changes,
everything vanishes, people die. And the reader does not know anything about
Moses and Shula after the Second World War begins, it looks like an open end-
ing, but the historical background and knowledge about the Holocaust suggest
only a tragic denouement. History equalizes the abuser and his victim. In this
context it is worth noting that the described photo is said to be, on the one hand,
an example of ekphrasis, and, on the other, an example of the domestication of
public space, while family could be treated as a place itself (see Nye 74-95).
A dysfunctional family lives in a city with a lot of ethnic conflicts, which fits the
pattern very well.

In the chapter Lviv, 1936. A nightdream, Lviv, a former capital of Galicia,
which was during the interwar period the third-most populous city in Poland, is
depicted very roughly — only in the title — and has some Habsburg Empire heri-
tage of Sigmund Freud’s psychoanalysis. Lviv during its Polish period (it will ap-
pear again as part of the USSR and sovereign Ukraine but in more down-to-earth
terms) is devoid of even fuzzy descriptions, so it is logical that this urban space
seems to be placed in the oneiristic sphere, which as a dream of Josef is to be de-
ciphered by “famous doctor Bloomberg”.

 “OH xenaet BH[, YTO HE CMOTPHT, BEPHEE, YTO CMOTPHT B OKHO, HA OCTPOBEPXHUE KPHILIH, HO
YXHUTPSIETCS BUJIETh OJIHOBPEMEHHO MPEKPACHBIN TOPOJI, 3aKaT M BECEJI0e TEJI0 C UTPOI0 CKIIAJIOK,
noxOnHOK 1 cBetoreHn” (Hersonskij).

7 “JIBoe MOyT IO IIyMHOM ymuie BunbHbl. / OH ropa3zio crapiie, HO AEPXKUTCS TPEBOCXOIHO.
/ Oba B JUIMHHBIX IUIANAX-MaKMHTOII IO TOTALIHEH MoJe, / Ha HeM — OepeT, a Ha Hell — Kpyrast
HIISINKa ¢ Byasbio / Bee ucuesno eie 6e3Bo3BparHee, ueM 00brar0” (Hersonskij).
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The Polish past of all analyzed cities in Family archive becomes a metaphor
for something that happened and never came back, like the whole culture of dis-
appeared Jewry of Eastern Europe. All stories connected to these urban spaces are
not documentary at all; they only pretend to be non-fiction. Khersonsky recon-
structs the thoughts of his characters, their dreams, their inner intentions, and si-
multaneously demonstrates that accuracy in this question is not important. History
will happen to all of them.

Galicia in the Judaica auction chapters

There are six chapters with the same title, Judaica auction, in Family archive.
As Stefanie Sandler claims, the main idea of the whole book is that people dis-
appear, while things remain. Thus, a terrifying equivalence of people and things
in the history of the 20™ century is opened. But Khersonsky does not delve into
the horrifying details of disposing of people as if they were unnecessary things;
rather, he tries to humanize these things that have survived people once again. In
the Judaica auction poems, the poet focuses on the items exhibited there; mostly
these are ritual objects (a Torah pointer, a Hanukkah menorah, a spice box (bes-
amim), etc.), and the future owners still must restore their function as carriers of
sacred meanings lost in the desacralizing 20™ century (Sandler 2014). That is why
the scholar emphasizes the significance of these poems in the structure of Family
archive. According to Sandler, Family archive is organized around several repeat-
ing titles or poetic genres that create a sense of ritual. Repetition here functions as
a structural and lexical trope (Sandler 2014).

But there are also negative opinions about the Judaica auction chapters,
claiming that they do not fit the inner structure of the book. Comparing the sto-
ries about people and those about things, for instance, Abdullaev notes that the
sacred objects appear more faded than human destinies. Moreover, the role of the
meaningful refrains is in disharmony with the very picture of the world in Family
archive, which is devoid of cyclicality, repetitiveness; each event in it is unique,
irreversible, and irreparable (Abdullaev 2008). It is difficult to accept this point of
view entirely because different repetitive motifs or even genres obviously help the
author portray at least something stable in this unstable, blurry, vanishing world.
As one critic says: “They serve as a metaphysical cement that binds together the
fraying fabric of existence” (Galina 2007).

By the way, these poems constantly arouse the interest of scholars but, to the
best of my knowledge, only Maria Galina has paid attention to the potential con-
nection between urban space and the Judaica auction chapters, calling this col-
lage of sacral objects “the references to the material culture of the Jewish shtetl”
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(Galina 2007), miasteczko in Polish. It goes without saying that the author does
not need to specify the name of the shtetl: speaking of his own family, he speaks
about all the Jews from any shtetl in Eastern Europe. But most of the objects are
from Galicia, and it is mentioned.

The chapter from this cycle Judaica auction lot 1. Hanukkiah. Bronze. 19" cen-
tury. Poland is very accurate when it comes to Time and Space, but it is worth men-
tioning that in the 19" century there was no such country due to the three Partitions.
Poland in this passage is opposed to Galicia, which is remarkable:

Hanukkiah. Bronze casting.

Nineteenth century. Poland.

Or Galicia. The being

of metal is more uniform, but lasts

longer than our lives. Apparently, materiality
gloomily grows into eternity®

(Hersonskij)’.

In other words, Poland in this context becomes intangible (in contrast to the
objects) and transcendental, as a country which continues its existence only in pa-
triotic hearts. The author also might have been hinting that he meant the Kingdom
of Poland belonged to the Russian Empire. The reader can interpret toponyms
semantically as widely as possible. And later it is repeated in the chapter Judaica
auction lot 3. yad (Torah pointer). Silver. Early 20" century. Poland, which men-
tion no images of space at all except Poland. In my opinion, it could be treated
as an indistinct outline and collective image of the whole of Eastern Europe. The
geoculture of Poland collects all the features of any other countries in the region
but has a set of stable connotations in Russian-language history.

However, images of Poland and images of Galicia are sometimes mixed up in
Judaica auction. In the chapter Judaica auction lot 5. Keter Torah (Torah crown).
Silver. 20™ century. Galicia, despite the specific toponym and not very specific date
(in the 20" century Galicia had different statuses and belonged to different states in-
cluding the Second Polish Republic), artifacts of the Russian Empire are mentioned:

Money is dirt, but in its own way, it also pleases the eye —
a dozen or so golden, curly, royal beards

on the new minted rubles that Witte put into circulation'
(Hersonskij).

8 “Xanykkust. bponsa, nuree. / JleBstHaquarsiii Bek. [Tonbura. / Vnu Tanunus. Beitue / me-
Ta;uia ogHooOpa3Hel, HO JoJble / HAIMX >Ku3HEH. [loxoke, BEIIHOCTH / yrpioMo mepepacraer
B BeuHocTh” (Hersonskij).

° All the translations from Judaica auction chapters in the paper are made by the author — K. V.

10 “JleHpru — Tpsi3b, HO MIO-CBOEMY TOXKE PAAYIOT IMIa3, / AECATOK-APYTOil 30JI0TBIX Ky9epsIBBIX
apcKux 0Opoj1 / Ha YepBOHIIAX HOBOW ueKaHKH, uTo Burte BBen B o6uxon” (Hersonskij).
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Sergei Witte’s currency reform took place in Russia in 1895-1897 and because
of this reference Galicia in Family archive looks like a place of collective Jewish
memory from all the diaspora’s settlements, where the experience of one Jewish
family becomes the universal Jewish experience. Galicia from the 21%-century
perspective of the author and the reader is a “territory-ghost”, an “archeological
layer” which exists only in old diaries and photos. Thereby it becomes a suitable
receptacle for dead people from Khersonsky’s book, and, moreover, it reveals its
nature of heterotopia described as a Jewish cemetery:

The scroll (or roll?) is hidden in a precious cover,

sealed with two crowns as a sign that the letters are dead.
Aleph, bet — like small stones in the Galician soil,
between the roots of withered August grass'!
(Hersonskij).

Aleph and bet are the two first letters of the Hebrew alphabet that are “dead”
according to the quote above, and at that very moment they are compared to
“small stones” which refers to Jewish commemoration tradition when the visitor
puts stones on the tomb of his friend, relative or some respected man. These stones
in the Galician cemeteries could symbolize eternity and belonging to the history
of the nation.

The last time Galicia is mentioned is in the chapter Judaica auction lot 6.
Mezuzah. Silver, black. Early 20" century. Galicia. Sandler makes an interesting
remark about this poem that could be applied to other texts from the cycle: when
tangible objects of Jewish heritage are sold, memories are recreated (Sandler
2014), which is why all the toponyms mentioned there used to exist as memories
or exist as memories now. These objects trigger mechanisms of memory and con-
struct space in the book. Galicia is said to be a place of the tragic past for Jewish
culture. Even the lot itself suggests this interpretation: a mezuzah is a piece of
parchment inscribed with religious texts and placed in a decorative case, typically
affixed to the doorframe of a Jewish household. The fact that the mezuzah is sold
during the auction means that the house, where it had been situated before, is de-
stroyed. It correlates with the following lines:

This is an auction of Judaica, just an auction
of Judaica. Do you hear the groans
of souls that returned to the ruins of their homes,

' “Cutok (nu py;toH?) CKPBIT B JPAroleHHOM 4YexJie, / CKPEIUICHHOM JIBYMsI BEHIIAMH B 3HAK
TOrO, 4TO OYKBBI MEPTBBL. / Aned, OeT — Kak MeKHe KaMEeIIKU B TATUIUICKO# 3emIIe, / MeXIy Kop-
HSIMU TIOXKYXJIOM aBrycToBcKoit TpaBbr” (Hersonskij).
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discovering the loss of everything,
including themselves'?
(Hersonskij).

There is no description of the Jewish shtetl again because of any necessity:
there are only traces of Jews after the 20™ century and the epic image of Gali-
cia is created by Khersonsky precisely because of the lack of specific addresses:
every reader can picture the urban space of any typical Jewish town from the lines
above. And like any Jewish Galician shtetl it has a cemetery:

Life, despite everything

and anything, because the gates of Jewish cemeteries
are adorned with the inscription “Bet Chaim” —
which means “The House of Life”. Who else

can come up with something like that?

It’s amusing, isn’t it?'?

(Hersonskij)

The image of a cemetery has been associated in Russian-language cultures
with Poland for many decades, and the Warsaw Ghetto Uprising and the Holo-
caust have fixed this perception. In Khersonsky’s text it has nothing in common
with Poland and even the manner of speaking on this heterotopia differs a lot.
Jews celebrate “Chaim”, life, especially face to face with death. And in that very
moment the poet stands out from other men of letters with Jewish origins who
wrote about this aspect of Polish history in the USSR.

Conclusions

To summarize, Boris Khersonsky’s Family archive has a unique spatial struc-
ture that weaves a lyrical narrative through various urban spaces associated with
the vanished and displaced Eastern European Jewry of the 20th century. The cit-
ies, towns, and territories connected to Poland are presented as a continuation of
previous Soviet traditions of portraying Polish artistic space as liminal structures
or heterotopias. These spaces represent a strange border between past and pres-
ent, dead and alive, and history and current times. Galicia, in particular, serves as
a place of memory that no longer exists in reality but only in archives, making it

12 “310 — ayKIMOH UYAaUKH, TPOCTO ayKIHOH / MyAauKH. CIBIIHIIE CTOH / yII, BEPHYBILIHXCSI
Ha TeTIeHIIe-KUINIIE, / 0OHAPYKHB IPOIAXy BCETO, / B TOM YHCIIe U caMux ceds...” (Hersonskij).

13 “)Ku3HB — HECMOTPS HU HA YTO, / HA HA HAYTO, MOCKOJIBKY Bpara eBpeHCKUX Kiaaoui / Obl-
BAIOT yKpauieHsl Haanuchio “ber-Xanm” —/ 1o ecth “Oburanuiie xxu3uu’. Hy KTo ke ere / MoxeT
npUaIyMaTh Takoe, — 3a0aBHo, / He mpasaa yn?” (Hersonskij).
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the most suitable space for telling the long story of a disappeared culture, people,
and lifestyle.

This analysis has focused on cities and regions historically linked to Poland,
including Kremenets, Vilna, and Lviv, with Khersonsky’s poems providing sta-
bility in an otherwise vague and uncertain world. Through the use of repetitive
motifs and genres, the author creates a metaphysical cement that binds together
the fraying fabric of existence. However, the topic of urban spaces referring to
history and forming peculiar chronotopes is not exhaustive, as Odesa, Kyiv, and
Bessarabia remain beyond the scope of this article.

The investigation of Khersonsky’s Family archive could also be extended to
the material of the so-called “Romanian text” of Russian-language cultures, which
is less obvious and popular than the Polish one. Interestingly, both artistic spaces
play the same role of a disappeared territory in the book, but analyzing different
cultural myths connected to each region could yield new insights.
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Abstract. Before 1939, Jewish architects were active members of their profession, participating
in domestic and international architectural networks and contributing to the built environment of
Polish cities. From the mid-1930s, however, intensifying antisemitism and far-right political forces
pressured architectural networks to exclude Jews from professional unions. The start of the Second
World War and the German occupation in 1939 strained professional architectural networks but led
to the formation of underground workshops, cooperatives, and other groups, whose connections
extended from Warsaw through the camps and ghettos of occupied Poland. This article presents the
history of Jewish-Polish architects from 1937 to 1945. Demonstrating how architectural networks
reacted to changing conditions of war, occupation, and genocide, it emphasizes architectural net-
works as sites of political engagement, ranging from prewar antisemitic attacks on Jews and their
removal from the Society of Polish Architects (SARP) to underground architectural networks that
hid Jews and allowed them to work. Although the fate of Jewish architects depended largely on
their relationships with their professional networks, they also actively decided how to utilize those
networks to resist the Nazis and to ensure their survival. This research shows that interpersonal
relationships and wartime networks were consequential in determining the wartime fates of Jewish
architects and also shaped the profession’s post-war structure.
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Introduction

On July 3, 1950, historian Anna Kubiak (née Chana Wajs) conducted the first
in a series of interviews at the Jewish Historical Institute in Warsaw, Poland’s
capital city. The institute was then — as today — housed at 3/5 Ttomackie Street,
the only building on that street to survive the complete destruction of the War-
saw Ghetto. By 1950, much of the vast sea of ruins had been removed, but traces
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of the violent destruction of Warsaw’s Jews and their neighbourhood remained
visible in the burned floor of the institute’s headquarters and in the absence of
Jewish life in the surrounding areas, which had been the heart of the Jewish com-
munity in Warsaw before 1939. The lingering architectural evidence of genocide
would likely not have escaped the notice of Kubiak’s interlocutors, who were ar-
chitects: From July to October 1950, Kubiak interviewed over 40 Polish architects
and their family members. Kubiak’s interlocutors recalled colleagues, students,
teachers, friends, and family members who had been murdered. Their testimonies
speak to the depth of the loss to Poland’s architectural community that the Holo-
caust left in its wake.

Kubiak died in 1959, at the age of 51, without having written a full study
based on the interviews that she conducted. Although these interviews represent
only one step in a research process that was never completed, they are among
the most important sources of information regarding not only the wartime fates
of Jewish architects, but also the larger impact of the Holocaust on the Polish
architectural profession. Recent studies (Chomatowska; Tarnowska; Uchowicz;
Kohlrausch; Skalimowski; Perlinska-Kobierzynska) have made great progress in
integrating the biographies of Warsaw’s architects into the broader history of the
Second World War, although the specificities of the experience of Jewish archi-
tects have yet to be explored in depth. In this article, I recount the history of War-
saw’s Jewish architects from 1937 to 1945, drawing upon Kubiak’s interviews, as
well as a variety of first-person archival sources and scholarly works, to present
a more complete picture of how Polish-Jewish architects experienced the years
of WWII and the Holocaust. My goal in presenting this history is twofold: First,
I seek to emphasize the contributions of Jewish architects to the Polish architec-
tural tradition — contributions which did not cease either in the face of Polish na-
tionalists’ attempts to remove Jews from the profession or during the systematic
murder of Jews during the German occupation — and to provide a basis for more
research into the lives and works of this important group. My second aim is to em-
phasize the importance of professional networks in writing histories of genocide.
As I demonstrate, the position of Jewish architects within professional architectur-
al networks shaped both their prewar and their wartime experiences.

The Society of Polish Architects: 1937

During the interwar period, Jewish architects and students of architecture
were integral members of their professional communities in Poland. Alongside
their non-Jewish colleagues, they worked as educators in universities across the
country, represented Poland in international architectural organizations, and con-
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tributed significantly to the growth of Polish cities. Among the most prominent
Polish-Jewish architects of the interwar period were Helena and Szymon Syrkus,
who were well-known for their affiliation with avant-garde modernist groups in
Poland and abroad'. Other Jewish architects, such as Roman and Grzegorz Siga-
lin, Henryk Blum, Lucjan Korngold, and Jerzy Gelbard, were recognized for their
varied contributions to the architecture of Warsaw. Jewish architects were also
among the most active members in interwar architectural networks: Maksymilian
Goldberg, who was internationally recognized for his modern designs, was one
of the co-founders of the Society of Polish Architects, or SARP (Stowarzyszenie
Architektow Polskich, known as SAP until 1934), while Szymon Syrkus was the
organization’s Vice President until 1937.

Antisemitic discrimination and violence, never absent from Polish public life,
reached a new intensity in the 1930s, as support for nationalist parties such as
the Camp of National Unity (Obo6z Zjednoczenia Narodowego, OZN) and the
National Radical Movement (Ruch Narodowo-Radykalny, ONR, also known as
Falanga) increased among Polish voters®. This shift was highly visible in academ-
ic workplaces, particularly after the presence of ghetto benches (getta tawkowe)
for Jewish students and strict quota limitations on Jewish university enrolment
became more widespread in the mid-1930s. In March 1937, the Main Board of
SARP published an open letter condemning antisemitic repressions at the De-
partment of Architecture at the Warsaw University of Technology®. That same
month, the Board of the Warsaw branch of SARP published a statement of support
for the Main Board in SARP’s newsletter, condemning the “barbaric antisemitic
incidents, which are being systematically provoked by organized factions”, and
arguing for swift action against the perpetrators (SARP Newsletter, No. 3, March
1937 8-9). The June/July 1937 newsletter reveals significant backlash to the Main
Board’s letter in support of Jewish students, and on May 29, a vote of no confi-
dence was taken against the board members: 22 architects voted for removal, four

' In Poland, noteworthy modernist working groups included Blok and Praesens, which had
their years of peak productivity in the 1920s. Praesens, a collective of modernist artists and archi-
tects, operated from 1926 to 1930. The most important international modernist network, however,
was CIAM (Congres Internationaux d’Architecture Moderne, International Congresses of Modern
Architecture), which existed from 1928 to 1959.

2 Joanna Beata Michlic has argued that the ethno-nationalist platform of the National Demo-
cratic (ND) party was one of the main forces driving the increase in antisemitic attacks in the 1930s
as the party’s popular support increased throughout the decade. By the mid-1930s, she argues, the
majority of political elites advocated for the complete removal of Jews from Poland through mass
emigration (Michlic 105).

3 At that time, the Main Board members included Romuald Miller, Roman Piotrkowski, Ana-
tolia Piotrkowska, Teodor Putawski, Jerzy Gomolinski, Gustaw Trzcinski, Adam Paprocki, and Szy-
mon Syrkus.
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voted in support of the Board, and one abstained (SARP Newsletter, No. 6/7, June/
July 1937 6). Thus, the Main Board members were removed from their positions
and replaced by a new cohort, who would not oppose further restriction of the
organization’s Jews.

In May 1937, the new board members introduced a so-called ‘Aryan para-
graph’ (paragraf aryjski) to the society’s regulations, a measure that would remove
Jewish members from SARP and thus severely limit their ability to work in Po-
land as architects. SARP members voted overwhelmingly to introduce the Aryan
paragraph, with 105 members voting in support, 52 against, and 13 choosing to
abstain. SARP officially introduced the Aryan paragraph in June 1938, forcing
Jewish members out of the organization and establishing a committee to review
members of partial Jewish descent. On June 26, 1939, the SARP Board approved
a measure that would deny membership of the organization to all architects of
Jewish descent, with the exception of those who obtained special permission from
the SARP Admissions Committee (SARP Newsletter, No. 6, June 1939 1). It is
unclear whether any Jewish architects were granted this permission, but the news-
letter indicates that 56 Jewish architects were stripped of their membership of
SARP on July 1, 1939 (SARP Newsletter, No. 6, June 1939 1).

For many Jewish architects, this was the moment when they realized that their
careers could not continue in their homeland. By 1939, Helena and Szymon Syrk-
us were already actively planning their emigration, as evidenced in letters written
to fellow architects and colleagues. In a 1939 letter to Dutch architect Cornelis
van Eesteren and his wife Frieda Fluck, Helena Syrkus noted that “under normal
circumstances” her and her husband’s work “would be supported by the state, but
in our case, we are dealing with something very different”, a clear allusion to the
impact of antisemitic and nationalist political forces on their work (cited after:
Kedziorek, Uchowicz, Wirkus 57). In another letter from early 1939, this time to
Walter Gropius and Sigfried Giedion, Syrkus expressed the couple’s plans for em-
igration more directly, noting that “external and internal circumstances as well as
our personal situation force us to look for a country where we could continue our
work” (cited after: Kedziorek, Uchowicz, Wirkus 77)*. As these letters demon-
strate, the removal from SARP resulted in significant loss of work opportunities
for Jewish architects, and the threat of further antisemitic repression stifled the
possibility of advancement for many of the country’s most prolific architects.

The removal of Jews from SARP was widely discussed in the Polish press,
drawing significant attention even at a time when restrictions on Jews in profes-

4 Cornelis van Eesteren (1897-1988), a Dutch architect of the modern movement. Walter Gro-
pius (1893-1969), a German architect best known for founding the Bauhaus school of design. Sig-
fried Giedion (1888—1968), a Swiss historian and architectural critic.



Building through the flames: Polish-Jewish architects and their networks, 1937-1945 75

sional organizations were increasingly common. At least eight Polish-language
newspapers published articles describing one event from the proceedings, namely
the protest of Zygmunt Balicki, an architect who was thrown out of a meeting af-
ter loudly decrying the removal of Jews from the organization®. On this incident,
the Jewish daily “Nasz Przeglad” (Our Review) observed that the “Jew haters”
(Zydozercy) in SARP voted to have Balicki removed because “it is not pleasant
to hear the voice of your conscience” (Aryan paragraph in the Union of Pol-
ish Electricians and Architects 12). The L’viv-based Zionist newspaper “Chwila”
(Moment) praised Balicki’s rebuttal, shouted as he was removed from the meeting
room, that the situation in SARP made him ashamed to be Polish (“rumieniec ws-
tydu mnie oblewa, jako Polaka™) (I blush with shame at being Polish 1). Not only
the Jewish press took an interest in the events: The far-right newspaper “ABC —
Nowiny Codzienne” (ABC — Daily News) ran six articles dedicated to the SARP
proceedings between April 16 and May 27, 1937. The events of 1937 served to
embolden antisemitic attacks on Jewish architects and their work in the right-wing
press. An article published in “ABC” in September 1937 — shockingly racist even
for a newspaper whose content primarily featured antisemitic attacks — bemoaned
the very presence of Jews in the profession. The author of the article described
Jewish architects (“Lucjan Korngold, Gelbard and Sigalin, Helena and Szymon
Syrkus, Seidenbeutel”) as “people whose main racial characteristic is the lack of
artistic sense”, who “simply do not function well in three dimensions” (Stokowski
7). Such abuse demonstrates how the escalation of antisemitic attacks on Jews im-
pacted Jewish architects in the late 1930s.

Antisemitic commentary pervaded professional discourse within SARP as
well. A statement made by a Warsaw architect named Wtadystaw Pienkowski at
a May 1937 SARP meeting demonstrates the racism that shaped discourse among
Polish architects: “Although the culture of every nation is its own property, in
Poland the harmful emphasis on a foreign culture has been increasingly prevalent
[...]. We should hurry to limit Jewish influences, because the Jewish ethics and
psyche are foreign to us [...]. It is the protection of the borders of the Polish soul
in our culture” (IV Annual General Meeting of SARP Delegates 13). Pienkowski’s
claim that Jewish contributions to Polish culture were “foreign” (obca) and “harm-
ful” (szkodliwy) reflects a line of thinking clearly rooted in extremist national and
antisemitic political currents, which had been gaining support in Poland since

5 Zygmunt Balicki (1888—1959), a Polish architect who was involved in the cooperative move-
ment, not to be confused with the nationalist theorist of the same name (1858-1916). Among the
non-Jewish members who left the meeting in solidarity were Zastaw Malicki, Michat Kostanecki,
Teodor Putawski, and Roman Piotrowski. Other non-Jewish architects, including Zygmunt Balicki
and Bohdan Lachert, lost their jobs due to their opposition to the introduction of antisemitic and
nationalist policies in SARP and at the Warsaw University of Technology.
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the 19" century and reached a new intensity in the 1930s. Stanistaw Jankowski,
a student of architecture, wrote an article featuring false and provocative claims,
clearly inspired by antisemitic political rhetoric, such as “the fact that a whole
range of sectors in the building industry are concentrated in Jewish hands should
be considered abnormal and highly dangerous from the perspective of a healthy
economy” (Jankowski 12). Such language demonstrates how Polish architects
employed the rhetoric of the antisemitic far-right in professional publications and
discourse.

When Polish architects voted to remove Jews from SARP, they were partici-
pating in furthering the goals of the ethno-nationalist political factions who sought
to remove Jews from Poland (Michlic 106—107). The legacy of these attacks did
not disappear after Germany invaded Poland in September 1939. After the out-
break of the war, Jews had limited options: Some Jewish architects made it out of
Poland, such as Lucjan Korngold, who reached Brazil in 1940, and Jézef Sigalin
and Edmund Goldzamt, who spent the war in the Soviet Union®. Others, including
Helena and Szymon Syrkus, failed to secure visas and were unable to leave Po-
land before the outbreak of war. Against all odds, many architects who remained
in Poland were able to continue their work and mobilize to fight for their survival
and the survival of their friends and families. The next section of this article fo-
cuses on the experiences of Jewish architects who spent some or most of the war
years in Warsaw, the city that writer Kazimierz Brandys referred to as “the capital
of that war” (Gutman xiii). Like Jews of all professions, these architects faced
impossible choices that impacted their chance of survival on a day-to-day basis.

Architects in the Warsaw underground

One of the major centers of wartime architectural activity was the Social
Building Enterprise (Spoteczne Przedsigbiorstwo Budowlane, SPB). The SPB,
which had been founded in 1928, became “a magnet that drew architects, ur-
ban planners, economists, and sociologists [...]. [T]he strength of that magnet
was proportionately inverse to one’s level of employment” (Syrkus 230). Helena
Syrkus remembered the SPB as “one of the few places where hopes were raised
not only for material safety — for obtaining a legal work identification card, called
Ausweis at the time — but also for pursuing creative work™ (Syrkus 230). Magda-

¢ Lucjan Korngold (1897-1963), a Polish-Jewish architect most associated with the modern
movement. Jozef Sigalin (1909-1983), a Jewish-Polish architect who was the Chief Architect of
Warsaw from 1951 to 1956 and an influential figure in the postwar reconstruction of Warsaw. Ed-
mund Goldzamt (1921-1990), a Polish-Jewish architect and architectural theorist.
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lena Matysek-Imielinska argues that the work of the SPB and its biggest clients
resulted in the “employment of the largest number of intellectuals and young peo-
ple involved — during the war — in politics or the Polish underground resistance
movement” (Matysek-Imielinska 263). Indeed, the SPB functioned simultaneous-
ly as an architectural workshop and as the hub of a rapidly forming underground
network, where workers were guaranteed both safety from being rounded up for
forced labor and the ability to produce architectural plans and designs that rooted
them firmly in an aspirational postwar future. Before 1939, the SPB employed
just four workers with engineering qualifications; by the beginning of 1942, that
number had risen to 15 engineers who worked alongside the dozens of other em-
ployees (Notes from the S.P.B. Supervisory Board Meeting 111-185: 84, 4)7. The
growth of the SPB did not result in a significant increase in architectural output,
but it did ensure the safety of more and more members of the architectural and
urban planning communities.

Within the SPB, the Architectural-Urban Workshop (Pracownia Architekton-
iczno-Urbanistyczna, PAU) was a center of particular importance. The PAU was
the most expansive architectural workshop operating in occupied Warsaw and the
one that most directly supported the continuity of architectural networks from
the prewar to the postwar periods, through its focus on the construction of social
housing. This continuity can be observed through the networks of wartime sup-
port which often emerged from prewar support systems formed to resist the an-
tisemitism and ethno-nationalism that threatened Jewish architects before 1939;
the memories of the expulsion of Jews from SARP and the dehumanizing nature
of the accompanying discourse would have still been fresh in the minds of Jewish
architects, and in 1940 the stakes were much higher. Many of the architects who
protested the loudest against SARP’s removal of Jews in 1937 were among the
most active participants in PAU from 1940. This group included non-Jews such
as Bohdan Lachert (whose villa in Saska Ke¢pa also served as a hiding place for
Jewish colleagues), Roman Piotrowski, and Zygmunt Balicki. Helena Syrkus later
referred to Balicki — whose angry protest against SARP’s exclusion of Jews had
been a topic of interest in the press — as Szymon Syrkus’s “closest co-worker from
the SPB” (Syrkus 230).

Polish architects who denounced antisemitism before the war were far more
likely to be active in underground rescue networks than their colleagues who at-
tacked Jews in SARP and elsewhere. During the war, the latter group was more
likely to participate in national Polish resistance movements or continue their

7 1 thank Anita Chodkowska for sending scans of this file, as well as many other documents,
from Stanistaw Totwinski’s archive.
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work in private architectural studios®. Architects who harmed or betrayed their
Jewish colleagues during the war did not often write about their deeds at great
length, but there are traces of evidence that allude to the scale of this activity.
Such an example can be found in the records of the SARP Verification Committee
(Komisja Werifikacyjna), a group that was assembled in 1946 to pass judgement
on architects accused of collaborating with the Germans during the occupation.
Although the commission’s goal was not to enact retribution against Holocaust
perpetrators — indeed, the commission’s omission of such crimes constitutes a sig-
nificant oversight — the details of other cases reflect acts of wartime violence
against Jews. In one case, a certain Jan Stefanowicz was found guilty of charges
that included pilfering furniture from synagogues and the Warsaw Ghetto to refur-
bish and sell them for profit; Ludwik Fischer, the notorious wartime governor of
Warsaw who oversaw the genocide of the region’s Jews, was allegedly one of the
accused’s clients (SARP Verification Committee, Protocol 40, April 22, 1948). The
committee ultimately found that Stefanowicz’s wartime actions “had the character
of inappropriate relations with the occupier”, and Stefanowicz was deprived of
membership privileges for one year as punishment (SARP Verification Committee,
Statement from May 2, 1948). The leniency of Stefanowicz’s sentence implies an
attitude of permissiveness regarding wartime crimes against Polish Jews on the
part of the postwar SARP authorities’.

8 Stanistaw Jankowski, the 26-year-old student who published an antisemitic commentary in
the SARP newsletter in 1937, is widely known in Poland today for his wartime career in the Polish
Home Army (Armia Krajowa, AK) and his postwar career as an architect. Stanistaw Pienkowski,
one of the most forceful advocates of the ‘Aryan paragraph’ in SARP, appears to have continued
his architectural work in the Tarnow region during the war. Juliusz Zérawski, a modernist architect
and another proponent of the removal of Jews from SARP, defended his doctoral thesis at the un-
derground Department of Architecture at the Warsaw University of Technology in 1943 and spent
the remainder of the war working in Zakopane. Adolf Szyszko-Bohusz, a renowned Polish architect
who advocated for SARP’s wholesale takeover by the antisemitic OZN party in 1937, spent the war
working in a German architectural studio in Krakéw. For this work, Szyszko-Bohusz was investi-
gated by the postwar SARP committee but was ultimately not formally sanctioned for his wartime
actions.

° The leaders of SARP in 1946 were, of course, not the same architects who authored and insti-
gated the ‘Aryan paragraph’ in 1937. The first official postwar congress of SARP took place in Lu-
blin on November 5, 1944; the attendees included many prewar SARP members, including Bohdan
Lachert, Lech Niemojewski, Michat Kaczorowski, Julian Sadtowski, and Wtadystaw Czerny. The
appointment of Bohdan Lachert as the organization’s first provisional postwar vice president in
November 1944 demonstrated a symbolic return to the leadership who had presided over the or-
ganization before the vote of no confidence that had paved way for the introduction of antisemitic
restrictions in the spring of 1937, although the lack of major efforts to investigate and punish prewar
or wartime crimes against Jews reflects the resistance towards punishing Polish Holocaust perpetra-
tors that pervaded postwar Polish society.
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For those involved in PAU, the threat of arrest and deportation to Nazi camps
was ever present. On October 30, 1942, Szymon Syrkus was arrested by the
Gestapo, along with Jakub Bajurski, a worker at the Warsaw Housing Cooperative
(Warszawska Spotdzielnia Mieszkaniowa, WSM), and Jarostaw Ladosz, a teen-
aged WSM resident!®. According to Bajurski, only he and Syrkus were on the list
of people to be arrested, and L.adosz — who occasionally hid in the Syrkus’s apart-
ment to avoid arrest — was simply in the wrong place at the wrong time (Bajurski
23). All three were taken to the Pawiak prison. In addition to describing the har-
rowing conditions at Pawiak — where prisoners slept crowded together on a damp
concrete floor and were subject to frequent beatings and brutal interrogations —
Bajurski wrote of the furtive moments of camaraderie among arrestees from the
WSM or other underground circles, who met in corridors or in the communal
bathroom to “express our wishes for the fall of Hitlerism, a free homeland and our
own freedom” (Bajurski 27). This group included not only Ladosz and Syrkus,
who were arrested together with Bajurski, but also Aleksander ‘Juliusz’ Rydygier,
a communist activist whose WSM apartment became the site of secret meetings,
and communist activists by the names of Jerzy Cesarski and Rotman. Dozens of
activists and workers from the WSM passed through cells in Pawiak in 1941 and
1942, and Bajurski’s testimony provides one of the most complete accounts of
those connections, transplanted into the brutal environment of the notorious pris-
on. Around three weeks after their arrest, on November 21, 1942, Bajurski, Lado-
sz, and Syrkus were deported to Auschwitz in a transport of 84 prisoners. Syrkus,
who received the prisoner number 77165, was registered in the camp as a Polish
political prisoner (Schutzhéftling) and not as a Jewish prisoner, indicating that the
Gestapo was unaware of his background (Lawin 16). This fact made a significant
difference to Syrkus’s treatment in the camp and almost certainly saved his life!!.

Examining the postwar testimonies of Syrkus’s fellow inmates provides rare
insight into his experience in the camps. While at Auschwitz, Syrkus was em-
ployed in the horticultural division (gértnerische Anlagen) of the Construction
Office, where he worked as a draftsman (Abzug den polnischen Hiftlingen). At
Auschwitz, Syrkus was able to forge connections with other architects, the most
important of which was his friendship with Ludwik Lawin, a landscape architect
who had been in the camp since 1940. In a post-war testimony, Lawin described

10 The Warsaw Housing Cooperative is located in Warsaw’s Zoliborz neighborhood. Helena
and Szymon Syrkus were among the architects who were most active in designing the cooperative’s
residential buildings and were members of its social community.

' Tt is unclear how the Gestapo officers who arrested Syrkus did not uncover his Jewish iden-
tity. Ludwik Lawin suggests that the Gestapo simply did not check because the charges against him
were not very serious, adding that “Syrkus neither hid his identity nor drew attention to it. Maybe
that’s why the Hitlerlites never investigated it” (Lawin 16).
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Syrkus as “a progressive Pole of Jewish background” from “an old land-own-
ing family of the Jewish intelligentsia” whom “life had not prepared at all for
the conditions in the Auschwitz camp” (Lawin 16)'2. Lawin claimed that Syrkus
“came under [Lawin’s] care” after Syrkus sought him out to ask about the fate of
a mutual acquaintance, a technician who had been a prisoner in the camp but was
shot before Syrkus’s arrival (Lawin 16). Noticing that Syrkus was “close to death
because he worked so intensively, in the Kiesgrube [gravel pit] among other plac-
es”, Lawin requested that Syrkus be transferred to the Construction Office, where
the two worked together for the remainder of their time in the camp (Lawin 17).

Syrkus’s employment in the camp Construction Office granted him a special
status that permitted him to send and receive mail; between January 17, 1943,
and July 30, 1944, he sent 34 letters from Auschwitz to Warsaw. As Martin Kohl-
rausch has observed, the letters — which were subjected to rigorous censorship
and review by the German camp authorities — primarily discussed concepts of ar-
chitectural and urban planning, alongside expressions of gratitude for letters and
packages from Warsaw (Kohlrausch 254). In the second letter Syrkus wrote after
arriving at Auschwitz, he expressed to his wife a wish that she could keep “con-
tinuing our professional work in the building cooperative [...]. Time is fleeting.
You are an energetic woman, and you will focus on the work and not our fate”
(Szymon Syrkus to Helena Syrkus, January 24, 1943). Syrkus’s letters echo the
wartime ethos of his architectural milieu, which prioritized construction work in
spite of great personal risk. In addition to a focus on architectural work — kept
vague with the censors, who reviewed all incoming and outgoing mail, in mind —
Syrkus’s letters also reveal the profound connections that remained between the
architect interred in Auschwitz and his colleagues, still working underground in
Warsaw. “How are the young architects, my students Jacek [Nowicki] and Michat
[Przerwa-Tetmajer]?” Syrkus asked in a letter several months after his arrest (Szy-
mon Syrkus to Helena Syrkus, May 30, 1943). Unsurprisingly, the letters also
reveal the close relationship between Syrkus and his wife, Helena. In one letter,
Syrkus describes his internal life (inneres Gedankenleben) as “an intimate form
of constantly being with you”, invoking the garden at their home in Serock and
writing that he “would be adding a white honeysuckle bloom to the pink and red
ones on the lawn in front of the barn because, like you with your white hair, it is
always young and beautiful and blooms ceaselessly” (Szymon Syrkus to Helena
Syrkus, July 9, 1944). Although Syrkus emphasizes the central importance of the
architectural work, his letters also demonstrate the importance of personal rela-
tionships to the successful completion of that work.

12T thank Dr. Wojciech Ptosa for sending me scans of this document.
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Correspondence from after the war also reflects a belief in the transformative
power of architecture and architectural networks, particularly — or even especial-
ly — in times of war and genocide. Janusz Zarzycki expressed such convictions in
a letter written to Helena Syrkus on her eightieth birthday in May 1980:

At that time, you [Helena and Szymon Syrkus] managed to do something really unlikely in
PAU. In the middle of a city terrorized by the occupier, among people going through inhuman
suffering, constantly under threat, you gathered a group of architects, sociologists, economists,
and natural scientists, who — under your direction — began a task that seemed absurd. Then, in
1941, °42, °43, when everything was collapsing into ruins, when the probability of survival was
vanishingly small, they participated in the creation of a program of Polish urban planning for
the postwar period and worked on projects for the reconstruction and new construction of War-
saw [...]. Your work, your consequential line of development through Praesens, CIAM, through
PAU, to the active design work in the construction of the new Warsaw [...] is a beautiful page
in the history of the development of Polish cooperative thought and, indeed, socialist Polish
urban studies (Zarzycki 1980).

The importance of the wartime work of PAU is twofold, based not only on the
architectural work that took place in the grounds of the workshop during the oc-
cupation, but also on its ability to preserve (and even strengthen) the relationships
that were crucial to the successful functioning of the architectural underground.
These two documents additionally demonstrate how the goals of urban planning
and architecture were inextricable from the cultivation of these personal relation-
ships, which in many cases far outlasted the brutal years of the occupation.

The Warsaw Ghetto

Not far from the drawing boards of PAU was the brick-wall border of the
Warsaw Ghetto: The ghetto was close to the workshop in a physical sense, as its
northern boundary was only about 2.5 km (1.5 miles) away from the PAU work-
shop. For many members of the workshop, the ghetto was also close in a personal
sense, as many had family members and all had friends and colleagues who were
incarcerated within the ghetto’s walls: Among the family members were Helena
Syrkus’s sisters, Anna and Marta, their families, and her mother, Stella; Szymon
Syrkus’s parents, Moszek and Idesa, and his sister, Stefania; and Wolf Folman’s
father, his mother, Rozalia, and siblings, Marek and Ewa!®. Folman himself was

13 This information has been gathered from a variety of sources, including post-war surveys
completed by the Syrkuses regarding the wartime fate of their immediate relatives. See Archiwum
Akt Nowych (AAN): 2/2521/0/1/5894, AAN: 842/0/10.10/4/649. Information about the family of
Wolf Folman comes from the post-war testimony of his mother Rozalia: ZIH: 301/1085.
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incarcerated in the ghetto until he managed to escape in 1941; Szymon Syrkus ar-
ranged identification papers and work for him at SPB upon his return to Zoliborz.

Architectural solutions were part of the resistance to the Nazis that Polish ar-
chitects and their colleagues developed during the occupation. Among the most
surprising of these plans was the idea to purchase and maintain a house for Jewish
residents of the Warsaw Housing Cooperative in the Warsaw Ghetto, developed
after Jewish residents were informed of the mandate to relocate to the ghetto in
1940. Documents from the archive of Stanistaw Totwinski reveal that the WSM
board had hoped to purchase a house at 61 Dzielna Street, towards the ghetto’s
northern boundary (Siwinski). The building was to house between 50 and 55
Jewish families and provide them not only with shelter, but also with a cooper-
ative community; as one Jewish diarist recalled, the house was to be “a model
of social, sanitary, and self-help management” and “a beacon of light [...] in the
Jewish district” (Anonymous diary 499). To rent the building, 8,000 ztotys were
to be paid quarterly to a certain Mr. Sobanski, while around 6,000 ztotys were
required quarterly for other costs, including water, electricity, coal, taxes, and
a cleaning service.

The existence of this idea demonstrates the thinking of the WSM board, which
sought to maintain a community among Jewish WSM members even when they
would not be able to be physically present in their Zoliborz apartments. Such
a plan reveals the transcendence of the modernist idea, which was rooted in the
cooperative architecture of the houses at Zoliborz and Rakowiec but could appar-
ently be transposed elsewhere in an emergency. The spirit of the architecture was
embodied in the community as much as the social lives of the community were
to be transformed by the architecture of their homes. The plan to create a Jewish
WSM colony in the Warsaw Ghetto never materialized, likely due to the prohib-
itive costs of maintaining the house and the impossibility of establishing cooper-
ative conditions inside the ghetto. The existence of this plan demonstrates how
even well-meaning Poles underestimated the genocidal intent of the Nazi regime’s
policies towards Jews and, subsequently, the danger faced by their Jewish neigh-
bours and colleagues. The example of the proposed WSM settlement in the War-
saw Ghetto should therefore be understood as evidence of the widespread wartime
mobilization of cooperative and architectural networks as channels of mutual aid
for family, friends, colleagues, and neighbours, even when that mobilization was
not able to prevent genocide.

On November 15, 1940, over 400,000 Jews were forced into the Warsaw
Ghetto, including many Jewish architects. This group included Wolf Folman, who
would escape the ghetto in 1941 and begin work at PAU shortly after. Maksymil-
ian Goldberg, a prominent modernist who, we recall, was among the founders
of SARP, also went into the ghetto in 1940, supposedly to reduce the risk to his
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non-Jewish wife Alicja and their son Piotr'*. The last entry in Goldberg’s note-
book epitomizes the sudden fracture that the forced relocation into the ghetto cre-
ated in the lives of Warsaw’s Jews: “I took no notes on further conclusions for
reasons out of my control. 1940” (Goldberg MA: 111b.539). Glimpses of the war-
time stories of these architects can be found in the testimonies or diaries of other
inhabitants of the Warsaw Ghetto who crossed their paths. One such source is the
memoir of teenage diarist Mary Berg, who took lessons in architectural planning
and drawing with Goldberg. On February 15, 1941, Berg wrote that “geometry
and history of architecture are taught by Engineer Goldberg, who built the most
modern government buildings in Warsaw” and was “particularly popular with the
students” (Berg 42). Berg described a particularly memorable incident in Gold-
berg’s classroom:

They [German soldiers] march in insolently with a firm tread. A deathlike silence prevails in
the room. Engineer Goldberg, our teacher, who has an excellent knowledge of German, greets
the visitors. He answers all their questions and shows them the best drawings. The Germans are
not interested in the illustrations, nor in the architectural blueprints; they devote most of their
attention to the technical drawings, upon which they dwell at length and which they criticize
in detail (Berg 50).

In her interview with Anna Kubiak, Goldberg’s wife Alicja Godlewska simi-
larly affirmed that Goldberg “in the ghetto, in a remarkably difficult atmosphere,
[...] taught young Jews architectural principles and how to speak and write well
in Polish [...]. Maksymilian preserved within himself an artist and a human be-
ing” (Alicja Godlewska, interview with Anna Kubiak). Bohdan Lachert described
Goldberg as “one of the most remarkable architects” with “a phenomenal mem-
ory” and “a subtle [...] intelligence” (Bohdan Lachert, interview with Anna Ku-
biak). These sources speak to Goldberg’s popularity as a teacher, his role in the
education of young architects, and his attempts to preserve a sense of community
and dignity for his students.

The wartime experiences of other architects can similarly be reconstructed by
examining testimonies from the Warsaw Ghetto. Jerzy Berliner was an architect
whose diverse body of prewar work included not only modernist housing, but also
extensive sketches of the Great Synagogue of Vilnius, co-authored with Roman
Sigalin (Seligman 2-3). While in the ghetto, Berliner worked as a teacher in the
Building School at the Society for the Promotion of Craft. According to Lud-
wik Hirszfeld, a microbiologist who was involved in vaccination campaigns and
health outreach in the ghetto, Berliner was the “soul” of the school and his work

14 This sentiment is expressed in Alicja Godlewska’s interview with Anna Kubiak (Jewish His-
torical Institute: S/350/1).



84 Emily Julia Roche

demonstrated that, in the ghetto, there were Jews “who, even faced with death,
were able not only to dream about beauty, but also to design it” (Hirszfeld 251).
Information about Jerzy Gelbard, another Warsaw architect, was shared by his
wife, Izabela ‘Czajka’ Stachowicz, a socialite and actress who survived the war.
After fleeing from the ghetto in 1940, Gelbard and Stachowicz found shelter at
a blacksmith’s home in the village of Glinianki. In January 1943, Gelbard decid-
ed to return to Warsaw to help a friend and her daughter find a safe hiding place.
Stachowicz recounted how Gelbard was arrested by the Gestapo after the woman
and her daughter were arrested and confessed to being Jewish; although Gelbard
was not identified as Jewish, he was accused of carrying false papers and hid-
ing Jews (Stachowicz 129)'5. After around nine months in the notorious Pawiak
prison, Gelbard was sent to Majdanek, where he was murdered before the end of
the war. In her interview with Anna Kubiak, Helena Syrkus described Gelbard as
a “tragic figure” who was “baptized as a student” and ultimately “died in Majda-
nek: Denounced” (Helena Syrkus, interview with Anna Kubiak). Stachowicz de-
scribed Gelbard as a “sensitive” person for whom “there existed only beauty, and
nothing else” (Stachowicz 128).

The biography of Wolf Folman — the architecture student who escaped the
ghetto in 1941 and found work at PAU — can also be illuminated more clearly
through these sources. Folman was frequently mentioned in Kubiak’s interviews,
including by Helena Syrkus, who described him as a “luminous figure”, and ar-
chitect Jehuda Szlafsztejn, who remembered his former classmate as “a modest,
quiet worker” (Helena Syrkus, interview with Anna Kubiak; Jehuda Szlafsztejn
[Ostrzewski], interview with Anna Kubiak). In a postwar testimony given to the
Jewish Historical Institute, Folman’s mother, Rozalia Folman, recounted how
Wolf, the eldest of her three children, managed to secure Aryan papers for her-
self and her eighteen-year-old daughter Ewa (Chawa) in August 1942, thereby
enabling them to leave the ghetto and go into hiding. Ewa, the only one of the
three Folman children to survive the war, became involved in the Jewish resist-
ance through the Halutz youth group and was arrested and sent to Auschwitz in
December 1942. Marek Folman, the middle son, joined a Jewish partisan group
in January 1943 and was killed after being betrayed by a Polish collaborator in
Czgstochowa in August 19436, Like his brother, architect Wolf Folman was also

15 Stachowicz added that the Gestapo likely identified that Gelbard’s papers were false because
they were the papers of an executed prison worker whom the Gestapo recognized. She also ex-
plained that Gelbard was not recognized as Jewish because he was not circumcised.

' Yitzhak Zuckerman, a commander of the Warsaw Ghetto Uprising who worked with Marek
Folman from early 1943, recounted that he had originally heard that Folman had been arrested and
shot by the Germans at the Cz¢stochowa train station while on a mission. Zuckerman only later
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killed while fighting in a partisan unit, which he joined in the spring of 1943 after
leaving his position at PAU.

Conclusions

In this article, I have shown that architects and their professional networks
were active in both enacting and mitigating state policy in interwar and wartime
Warsaw. In 1937, a faction of architects within the Society of Polish Architects,
or SARP, organized to remove the association’s Jewish members, dramatically
restricting Jewish architects’ ability to work in Poland. Among the Jewish archi-
tects affected by this incident were Maksymilian Goldberg, one of the founders
of SARP and a former member of the advisory board of the organization’s War-
saw branch; Szymon Syrkus, who was at the time the Vice President of SARP;
and Helena Syrkus, whose involvement with international architectural circles es-
tablished Poland on the modernist map. After 1945, architect Wiadystaw Czerny
connected the injustice of the removal of Jews from SARP to the later persecution
of Jews during the Holocaust, describing Goldberg as “an outstanding intellectual
with beautiful, humane convictions”, whose murder in Treblinka was rendered
“even sadder and more infuriating by the fact that even before the war, he was
being harassed by our own national falangists” (Czerny 36)'". As Czerny correct-
ly observed, prewar Polish antisemitism shaped the fate of Polish Jews before,
during, and after the Holocaust. Examining the history of architectural networks
and societies illuminates meaningful continuities in the biographies of Jewish ar-
chitects, even during a period characterized by the ruptures of war and genocide.

This article also demonstrates that biographical studies that focus on profes-
sional identity have the potential to reveal new dimensions of social and cultural
histories of genocide. In 1950, when dozens of Warsaw’s eminent architects and
their families travelled to the Jewish Historical Society on the ruins of Ttomackie
Street to share their memories of their murdered Jewish colleagues, their shared
remembrances shed light on the lives and achievements of a group that contri-
buted much to the development of Polish architecture, even as policies of Polish
ethno-nationalism and Nazi genocide threatened their careers and lives. In spite
of the great risks involved, architects continued to work on ambitious plans for
their cities in underground workshops during the occupation. The largest of these

learned that Folman had been arrested and killed by German agents after his group was betrayed by
a Polish double agent posing as a communist (Zuckerman 406).

17 The term “falangists” refers to members of the Falanga group, a subset of the ONR party that
advocated for totalitarian Catholic rule and the forced removal of Poland’s Jews.
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workshops, and the only one dedicated primarily to residential construction, was
the Architectural-Urban Planning Workshop (Pracownia Architektoniczno-Ur-
banistyczna, PAU). At PAU, Jewish architects such as Wolf Folman and Helena
and Szymon Syrkus were able to continue work that would become foundational
to the reconstruction of Warsaw after 1945. The workshop’s proximity to the War-
saw Ghetto further emphasized the high stakes of the work taking place at PAU,
and particularly for the workshop’s Jewish workers, who faced near certain death
if they were discovered.

In these ways, the history of Polish-Jewish architects from 1937 to 1945 out-
lined in this article demonstrates the potential of using professional societies and
networks as a basis for studying biographical continuity during times of genocide
and war. In shedding light on understudied elements of that history, this article
may provide a basis for further research into the important lives and works of Po-
land’s Jewish builders.
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Diabelskie kolo historii. Poetyki miejskie
w powiesci Aleksieja Iwanowa Cienie Teutonow

The ferris wheel of history. Urban poetics
in Aleksei Ivanov’s novel Shadows of the Teutons

Abstract. Shadows of the Teutons, a novel by the contemporary Russian writer Aleksei Ivanov, was
published in 2021. The story unfolds across two different time periods. Some events take place in
1457 during the siege of Marienburg, the capital of the Teutonic Order’s State, and the Polish-Teuton-
ic conflict serves as a starting point for the depiction of later battles, in 1945, within the former East
Prussia, now known as the Kaliningrad Oblast. This article examines the means used to create the
urban spaces depicted in the novel and their transformation as a result of armed conflicts. It focuses
on the urban landscapes of Baltiysk (Pillau) and Malbork (Marienburg), which exhibit a complex
identity and strong interconnections at various levels of the narrative structure. The analysis explores
somatopoetics and thanatopoetics, two categories the author employs to describe places, as well as
the auditory and olfactory dimensions of everyday wartime experiences, memoryscapes, Teutonic
castles and underground settings such as cellars, bunkers, catacombs, secret passages and tunnels.
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Historia obwodu kaliningradzkiego jest stosunkowo niedtuga, bowiem od
momentu przylaczenia tego terytorium do ZSRR w 1946 roku i przemianowa-
nia miasta Konigsberg na czes¢ dziatacza bolszewickiego Michaita Kalinina mi-
neto 77 lat. Po deportacji ludnosci niemieckiej (1947-1951) i naptywie nowych
mieszkancow dziedzictwo kulturowe Prus Wschodnich zostato skazane na dam-
natio memoriae. Wtadze radzieckie bezzwlocznie postanowity zmieni¢ archi-
tektoniczne oblicze zdobytych miast w duchu socjalistycznym, przy czym — jak
wskazuje Walerij Galcow — ,,znaczenie historyczne lub tez artystyczne obiektow
nie bylo w ogodle brane pod uwage. W rezultacie zniszczono zabytki architek-
tury XIV-XVI w., a zostawiono niektére budynki z poczatku XX wieku” (Gal-
cow 217). Rownoczesnie dziatat aparat propagandy komunistycznej, w obrgbie
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ktorego kultura i sztuka miaty zamieni¢ si¢ w skuteczne narzedzie manipula-
cji zbiorowa $wiadomoscia, jednak tak si¢ nie stato. ,,Kamuaunrpanckuii Texct
COBETCKOTO TIepHO/Ia BPoJie ObI CIIOKHUIICS, HO OH CYILIECTBOBAJI TOJIBKO Ha YPOBHE
UJICOJIOTHH, HE 3aTPOHYB YPOBEHb COLMAIBHOM TICHXOJOTHH, YTO CIENANO €ro
KpaiiHe HEyCTOWYMBBIM O0Opa30BaHMEM, BHEIIHMM MO OTHOIICHHIO K KYIBTYDE,
HeykopeHeHHbIM B Hel” (Gavrilina 2011: 80). Polityka wymazania §ladow nie-
mieckiej przesztosci regionu nie doszta do skutku.

Pierwsze §wiadectwa, ze poniemieckos$¢ juz na stale bedzie wpisana w mit tu-
tejszej przestrzeni przyniosta literatura. W 1964 roku powstat wiersz losifa Brod-
skiego Einem alten Architekten in Rom, w ktéorym poeta utrwalil swoje wrazenia
z pobytu w obwodzie kaliningradzkim':

JloK b IUIIIET KAMHU, JTUCThSI, Kpail BOJIHBI.

Jpa3us sA3bIK, 60pPMOYET peuKa CMYTHO,

YbH PHIOKH HABCET/[a OIIyIICHBI,

C MIEpPIJT MOCTA B3UPAIOT BHU3, Kak OyATO

3a0pOIIeHbI CIofia B3PBIBHON BOJTHOIT

(XOTb caM MPUIIUB HE OCTABIIST OTMETKH).

baectuT kosbuyroi rojiaBesb CTaJIbHOM.

JlepeBbst uTo-To mienuyT mo-Hemerku (Brodskij, zrodto elektroniczne).

Uderzajace w tym utworze sa liczne przywolania niemiecko$ci zburzonej ar-
chitektury i $ladow dawnych mieszkancow. Takie podejscie do poniemieckiego
pejzazu jest niespotykane w oficjalnej literaturze radzieckiej. Motywy, na kto-
rych opieral si¢ obraz miasta i okolic w tekstach Brodskiego, byty wykorzysty-
wane przez pozniejszych tworcow zwigzanych z Kaliningradem. Larisa Gawri-
lina uwaza losifa Aleksandrowicza za prekursora tekstu kaliningradzkiego (zob.
Gavrilina 2010).

Podobnie jak tekst petersburski literatury rosyjskiej, tekst kaliningradzki pod-
lega procesom semiotyzacji i charakteryzuje si¢ takimi cechami, jak: krancowos¢
przestrzenna?, antynomiczno$¢ (swdj — obcy, niemiecki — rosyjski, przedwojen-
ny — powojenny i in.), palimpsestowos¢, widmowos¢, sposob werbalnego kodo-
wania (,,kaliningradzki” stownik). Waznym elementem definiujacym tozsamosc¢
regionu stata si¢ II wojna $wiatowa, ktora wprowadzita staly podziat na stary
i nowy §wiat oraz jest obecnie czesto punktem wyjscia w nadbattyckich narra-

! Brodski miat okazj¢ pozna¢ Battyjsk i Kaliningrad w 1963 i 1968 roku. Poza wierszem Einem
alten Architekten in Rom obraz regionu pojawia si¢ w poetyckich tekstach Omxpvimra uz copooa K.
i Ompuigok.

2 Petersburg, Kaliningrad, Battyjsk i Gdansk, postugujac si¢ terminologia Jurija Lotmana,
mozna nazwaé¢ miastami ekscentrycznymi (potozonymi nad morzem), ich graniczno$¢ (geograficz-
na i kulturowa) wysuwa na plan pierwszy antynomi¢ natura — kultura oraz decyduje o obecnosci
watkow apokaliptycznych w narracjach miejskich (zob. Lotman 293).
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cjach miejskich (Kaliningrad, Battyjsk, Gdansk, Szczecin). Kaliningradzki tekst
kultury rosyjskiej do tej pory nosi znamiona nowosci, poniewaz dopiero upadek
ZSRR otworzyt mozliwos¢ kreowania i odkrywania lokalnej tozsamosci.

Obwod kaliningradzki zaczyna tez intrygowac Rosjan, ktorzy nie majg z tym
miejscem zwigzkow rodzinnych. Przyktadem jest przedostatnia powies¢ Aleksie-
ja Iwanowa Cienie Teutonow (Tenu mesmonos, 2021). W 2019 roku autor miat
okazje po raz pierwszy pozna¢ Kaliningrad i Battyjsk oraz zaglebi¢ si¢ w ich ,,nie-
miecka” historig, pdzniej odbyl podr6z samochodem do Polski, w czasie ktorej
zwiedzil Malbork, Gdansk i inne miasta zwigzane z dziejami rycerzy Najswietszej
Marii Panny (zob. Belanina, zrodto elektroniczne). Wiasnie wtedy narodzit si¢ za-
myst nowego utworu taczacego w sobie elementy realizmu i fantastyki.

Akcja powiesci rozgrywa sig¢ w dwoch ptaszczyznach czasowych: cze$é wy-
darzen ma miejsce w 1457 roku podczas oblezenia stolicy Panstwa zakonu krzy-
zackiego — miasta Marienburg®. Konflikt polsko-krzyzacki stanowi tu niezbedne
tto 1 punkt wyjscia dla pdzniejszych walk toczacych si¢ w 1945 roku na terenie
dawnych Prus Wschodnich (wkroczenie Armii Czerwonej do Pillau). Iwanow od-
chodzi od przyjetej w ZSRR i w duzej mierze we wspotczesnej Rosji tradycji uka-
zania 11 wojny $wiatowej jako Wielkiej Wojny Ojczyznianej (tragedii wylacznie
rosyjskiego narodu), wpisujac te katastrofe w ogoélnoeuropejski kontekst i odsta-
niajac jej miejsce w pamigci historycznej innych narodéw. Pisarz podkresla, ze

[...] HBIHENIHSA MOJIOACKD — KHUTEIH OoJiee OOIIUPHOrO MUpPa U MPOCTPAHCTBA, HEXKEIN OBLTH
™Mbl B CoBerckom Coroze B ux Bozpacte. s Hux Benukas OteuecTBeHHaAss — 3TO yXkKe 4acTh
Bropoit mupoBoii BoiiHbI. To, 4TO AJIst HAC — HaIlla HAIIMOHATIBHAS TPareIusl, Ul HUX — o0IIede-
noBedeckas apama. U s mucai ,,JeHn TeBTOHOB™, UCXO/Is U3 MX BOCHPHATHSL, a 3TO, HA MO B3IV,
O4YeHb BayKHAs Xy/IO)KECTBEHHas 3a/1a4a. Bo3MOXkHO, OHa elie 1 He OCMBICIEHa 00IIeCTBOM, BO
BCSIKOM CJIydyae KyJbTYpO# TOYHO... Benukas OreuecTBeHHast yXOIUT B MPOIIIOE, Mbl PaCKpbI-
BaeM CBOM T'PaHUIIbI, HAM HYXKHO IEpecMaTpuBaTh OTHOLICHUE K BoiHe. He urorn u mpoune
BaKHBIC BEIIH, a ITPOCTO (POPMHUPOBATH OOJIee IIETOCTHOE MPEACTABICHHIE 00 ATOW YacTH HAILCH
ucropuu (Svetlova, zrodto elektroniczne).

Centralnymi bohaterami powiesci sg nie tylko Rosjanie, ale rowniez Niemcy i Po-
lacy, co pozwala na uzyskanie efektu polifonii. Autor uwaza, ze obwod kalinin-
gradzki jest kluczem do integracji dziejow Rosji i Europy, natomiast gtownym
lacznikiem powinny staé si¢ nie wojny, a nowa rzeczywistos¢ powstata w wyniku
akceptacji Innego 1 wlgczenie we wlasng histori¢ cudzego dziedzictwa kulturowe-
g0 (zob. Lomykina, zrodto elektroniczne).

Celem artykutu jest zbadanie sposobow kreowania przestrzeni miejskiej uka-
zanej w Cieniach Teutonow 1 jej transformacji w wyniku konfliktow zbrojnych.

3 Dalej w tek$cie bede uzywac polskiej nazwy Malbork.
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Fizyczna mapa powiesci obejmuje wiele miejsc o r6znym znaczeniu i tadunku
symbolicznym, dlatego skupi¢ swoja uwage na dwoch najwazniejszych, z punk-
tu widzenia wymowy ideowej dzieta, miastach: Pillau (Battyjsku) i Malborku.
Charakteryzuja si¢ one ztozong tozsamoscig oraz sg $cisle powigzane na réznych
ptaszczyznach.

Miasta te taczy przede wszystkim postaé jednego z gtdéwnych bohaterow po-
wiesci — Wincentego Klichowskiego — polskiego historyka z Gdanska i bylego
wieznia obozu Stutthof. Wyrdznia si¢ on konspiracyjnym sposobem myslenia,
bowiem za pomoca teorii spiskowej thumaczy sobie dzieje narodow. Klichowski
wierzy, iz jego przodek Kajetan zawart pakt z diablem (u Iwanowa — z Bafome-
tem), zeby zemscic si¢ na Krzyzakach za $mier¢ ojca*. W zamian za zaglade Za-
konu Krzyzackiego zobowigzuje si¢ zwroci¢ swojemu ,,protektorowi” magiczny
miecz liguet ukryty w malborskim zamku. Kajetanowi nie udato si¢ speti¢ obiet-
nicy, dlatego, zdaniem Wincentego, meska linia jego rodu zostata przekleta i ska-
zana na wygasniecie. Klichowski jest przekonany, Ze odnalezienie liguetu (znaj-
dujacego si¢ tym razem w Pitawie) rozerwie diabelskie koto historii polegajace
na cigglym powtoérzeniu wydarzen, w tym rowniez katastrof wojennych. Iwanow
okreslit swoj utwor jako ,,powies¢ antykonspiracyjng’:

On [Klichowski — S.P.] 3Haet, kak coObITHs CIOKHIUCH B XV Beke ¥ B XX BeKe, HIIET MO0~
OwWsi, aHAJIOTUHM U HAYMHAET OOBSICHSATH ITOCTYIIKH JIIOICH HE COOCTBEHHOI BOJEH ITHX JFOACH,
a TeM, 4To Korna-To B XV Beke 3TH ACHCTBHS ObUTH COBEpIICHBI U Ceyac OHM OTPaKaroTCs,
l'[OBTOpS[}OTCS[. TO €CThb OH KHUBET I10 l'lpI/IHLlI/Il'ly, YTO MBI HE TOJIBKO MOXXEM l'lOBTOpI/ITb, HO MBI
1 noBTopwin. M Korna oH HauMHACT OOBSCHATH M MPOCKTHPOBATH JAITBHCHIIINE COOBITHS Yepe3
BOT 9TO MMOBTOPEHUE U BOCIIPOM3BOJICTBO TOTO, 4TO ObUTO 500 JIeT Ha3ad, OH cO37aeT abCOIFOTHO
nerymMaHucTadeckyro cutyamuro (Lapteva, zrodlo elektroniczne).

Podobny sposob myslenia o historii (wspotbrzmigcy z obecnie popular-
nym w Rosji hastem ,;mozemy powtorzy¢!”) prowadzi do katastrofy i $mierci
niewinnych ludzi. Laczac terazniejszo$¢ z przesztoscia, a doktadniej zastepujac
jedno drugim, Klichowski tworzy system sobowtorow zszywajacy dwie rzeczy-
wistosci: Kajetan — Wincenty, Ludwig von Erlichshausen — Erich Koch, Reto
von Tiendorf — Gregor Liiders, Zenia Ludannaja — Ulryk Czerwonka i in. Mal-
bork i Pillau, w mniemaniu bohatera, stanowia lustrzane odbicia, niemajace zad-
nej wartosci: ,,K ué€pry Ilummay. K uépry bepmun. K uépry Hpesnen, ['amOypr,
Opanakdypt, K€aurcoepr n Kénpa. [IycTs HEMITHI Ha CBOCH MIKYPE UCIIBITAIOT TO,
YTO UCHbITAIU NOMISKU. [TycTh ropona ' epmaHuy CTaHYT TAKUMU K€, KAKOW CTala
BapmraBa ocenpro copok uerséproro” (Ivanov 3).

4 Motyw wallenrodyzmu odgrywa w tekscie nie mniej istotng rol¢ niz motyw faustyczny.
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Pejzaze miejskie sg podobne do siebie nie tylko ze wzgledu na topografig, ale
rowniez z punktu widzenia uzytego dla ich deskrypcji spacjalnego jezyka wojny.
Porownajmy dwa fragmenty ukazujace Pillau i Malbork w 1945 roku po sowiec-
kich bombardowaniach:

ITwiay CTPOMIIM TPU CTOJIETHS, & PA3PYLIMIM 3a HEAETI0. APTHIUICPUS, aBHALUA U YIMYHbIC
601 PeBpaTHIIM TOPOJ B CBAJIKY ABIPSBBIX U IYCTBIX KOPOOOK, IOTy3achINaHHbIX HeOHEeM, OH-
TBIM KUPIINYOM U 4yepenuuei. bantuiickuii BeTep cIyi IbIM IT0XKapOB U Ty4H IbUIH, ¥ MEPTBBIN
TOPOJI JIeXKaJl Ha TOIIyOCTPOBE, BEIBEPHYB BHYTPEHHOCTH, BO BCEM OUEBHIHOM YKace HEaBHETO
wTypma. Hag pynHamu Topyasa KpacHo-0elast OaliHs Masika — Masik He TPOHYIIH, IIOTOMY YTO OH
CITy)KHJI OPHEHTHUPOM ISl pyccKux OomOapampoBIIMKOB. [...] Ha mumomanu y mamatHuKa Kyp-
(ropcTy 0e33ByYHO pa3eBai PThl CTAPUHHbBIC TBUHEHCKNE MyLIKH — OHU CJIOBHO BBUIH, B3bIBAS
k HeOy: ,,[Tmnay-y! [Twnay-y!..” (Ivanov 3).

Ha pa3sopore razersr KinnxoBckuii HakoHeI[ yBHzaelN cTpainHyio (ortorpaduio MapuenOypra.
3aKkormuéHHbIe CTEHBI M OAIlTHH, BCe B ABIPAaX M BHIOOMHAX, CIIOBHO CKOPYMIIHCH OT OTHS — TaK Ha
CPEHEBEKOBBIX KOCTPaxX B KOpUax 0OyIIIMBAINCh epeTUKH. ['a3eTHBII CHUIMOK 6€33BYYHO BOTIHIL
VpomuBble ouepTaHusi 0OTOpeNnbIX pyHH, OyITO JHarpaMMbl M3JIy4eHHH, 3amedamienn B cede
BCIJIECKU TOH SIPOCTH, ¢ KOTOPOM pyccKHe IUTypMOBAIX JPEBHIOI TBEpAbIHIO. Bepxuuil apyc
Beicokoro 3amka 0611 chezieH ooctpenom. Ot Gyprdpuna ocrancst o6oMaHHbBIH KIBIK. BMecto
anraps B co0ope YepHeI OrPOMHBIN TIPOBAJT — Pa3BepCTasi OJIOCTh FPYIHOM KiIeTKH (Ivanov 244).

Z jednej strony, opisujac zniszczone miasta, autor postuguje si¢ kategoriami so-
matopoetyki’®, czyli zarysowuje §wiat przedstawiony za pomocag metafory ciata
(zdeformowanego lub martwego) oraz kreuje przestrzenie zmystowe zaktadajace
odbidr sensoryczny (pomimo wizualnych krajobrazow wojny w powiesci sg moc-
no wyeksponowane krajobrazy audialne i zapachowe). Obraz miasta trupa sygna-
lizuje zerwanie ciaglo$ci historyczno-kulturowej miejsca, ktdre na pewien czas
staje si¢ nie-miejscem, dopoki nie zostanie przywrdcona jego tozsamos¢ lub nada-
na nowa (w przypadku Pillau — rosyjska, a Malborka — polska). Z drugiej strony,
poprzez nawarstwienie elementow zwigzanych ze $miercia (np. ciggle przewi-
jajacy sie w teksScie motyw zwlok w réznych wariacjach) wchodzimy w obszar
tanatopoetyki®.

5 Somatopoetyke pojmuje w $lad za Anng Lebkowska jako ,,zasady i sposoby uobecnienia si¢
kategorii cielesnosci w dyskursach kulturowych, zwlaszcza w literaturze, jako relacje mi¢dzy jezy-
kiem i ciatem, migdzy ciatem a literaturg” (Lebkowska 13).

® Terminem tanatopoetyka postuzyt si¢ po raz pierwszy literaturoznawca Aage A. Hansen-
-Love w artykule Mandel’schtam's Thanatopoetics (1993), ale nie sformutowal jego precyzyj-
nej definicji. Trafnie uczynil to natomiast Roman Krasilnikow, wedtug ktorego tanatopoetyka to
,»JUCIUILINHA, U3yJaroliasi Clioco0bl PENPe3CHTALMH TAHATOIOIYCCKO CEMaHTHKH, ITOCTPOCHHS
TAHATOJIOTMYECKUX TEKCTOB WJIM X (DPArMEHTOB, BIMSHHE TEMbl CMEPTH Ha (GOpMajbHbINA CTPOii
npomsBeneHus. C APyroi CTOPOHBI, KaK M B CIy4ae ¢ MPOCTO ,,TIOSTHKOW”, 3TOT TEPMUH MOXKET
0003HaUaTh COBOKYIHOCTb JAaHHBIX CIOCOOOB, T. €. OOBEKT M3yUeHHS B COOTBETCTBYIOILEM
uccnenoanun” (Krasil’nikov 85).
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Warto zaznaczy¢, ze pojgcie umierania oznacza tu zaréwno kres fizycznego
istnienia, jak i moralne zwyrodnienie ludzko$ci. Wojna odcztowiecza — wida¢ to
na przyktadzie Klichowskiego, cztonkow Werwolfu, rosyjskich Zotnierzy i in-
nych postaci. Materialnym urzeczywistnieniem przestrogi memento mori staje si¢
w powiesci obraz ruin. Konflikty zbrojne przeksztatcaja przestrzen m.in. wzgle-
dem osi gora — dot, nadajac szczegodlne znaczenie figurze podziemia. Katarzyna
Szalewska pisze: ,,Miasto zapada si¢ pod ziemi¢, z mapy znikajg symbole od-
noszace si¢ do demografii, ekonomii czy transportu, pozostaje fizyczne odwzo-
rowanie pustej przestrzeni” (Szalewska 136). Powojenne gruzowiska i pustki sg
miejscami traumatycznymi, natomiast nie mniej wazna jest ich funkcja memora-
tywna — bycie no$nikami pamigci w przestrzeni miejskie;j.

Wracajac do watku somatyzacji rzeczywistosci, nalezy podkresli¢, ze animiza-
cji podlega réwniez technika wojskowa jako niezbedny sktadnik pejzazu militar-
nego: ,,Ha Bepgsix 11lmxay orpoMHBIMH JOXJIBIMI PHIOMHAMH JISKATH OPOITICHHBIE
nogBoyiHbIe JoAkKu” (Ivanov 63—64); ,,TorncThie criapeHHbIE CTBOJIBI JTAJIbHOOOWHBIX
MOPCKHX OpYyIHiA MEPTBO CMOTPENHN Kyla-TO BKOCH HaJl OECIIOKOWHBIM B3MOPBEM,
OyATO ATOI MHOTOOAITICHHO OaTapee CBEpHYIIH BCe €€ CMepTOHOCHBIE ToToBEI (Iva-
nov 285); ,«Ilannepy mosne3 HaBcTpedy OoiiiiamM, OyITO UCIIOIIMHCKOE HACEKOMOE™
(Ivanov 355). Warto przytoczy¢ jeszcze jeden cytat z ksigzki, ktory obrazuje znisz-
czenie Balgi w czasach Il wojny swiatowe;j:

Han 3aMkoM KiTyOMIIHCE cU3ble Ty4H, a HEOO MPEBpaTUIOCh B OarpoBoe 3apeBo. B Tyyax jerenn
JKCJIC3HBIC IITULIBI. Onu POHSIN KEJIC3HBIC ﬂﬁua, U T€ B3PbIBAJIMCh, BbIIUPAs KyCKH 3€MJIN pa3Me-
POM C oM. 3aJIUB KHIIEN, B BOJIHAX MeJIbKAJIM YyZOBHUIIHEIE JKeJIe3HbIe phIObL. [10 B3pbITOM 3emite
THOJI3JIM OTPOMHBIC JKEJIE3HBIC CKOPITHOHBI, H3pbiratonye mwiams. C HajcaIHbIM BOEM B CTCHBI
3aMKa ApYr 3a ApPYroM OHJIM MOJHHH, UX METAIIM THICSYM JUIMHHBIX IYyLICK ,,lapmerien” —
,»METKHX JIeBOK”. Ballbra ocaraHeo mpliana co BCEX CTOPOH; B JbIMY OCEali, pa3BaUBasCh,
Oyprdpua 1 nanukep, creHsl u 6amHu, popOypr u 6apbakan (Ivanov 316).

W wizji przyszlosci unaocznionej Kajetanowi przez diabta podczas ich spotka-
nia w XV wieku pojawiajg si¢ typowe dla okresu Il wojny $wiatowej pojazdy
i rodzaje uzbrojenia. Te futurystyczne sceny opisane sg tak, jak mogty jawi¢ si¢
ludziom $redniowiecza, dostgpnymi im stowami i przy uzyciu mozliwych sko-
jarzen. Jezyk wspotczesnej wojny zostaje catkowicie zastgpiony uniwersalnymi
metaforami zwierzecymi. Swiat ten wydaje sie tym samym bardziej pierwotny,
ale zarazem zrozumialy.

Wojny epoki industrialnej pozostawiaja wiecej $ladow niz w dawnych cza-
sach — okopy, bunkry, wraki na lgdzie i morzu, pola minowe. Powstaja wskutek
tego swego rodzaju hybrydyczne przestrzenie, w ktorych jeszcze dtugo po zakon-
czeniu konfliktu do$wiadcza si¢ jego materialnej obecnosci. Maja one wptyw na
ksztatltowanie si¢ pamigci i postpamigci, moga stac si¢ tematem utworow literac-
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kich — tak dziato si¢ np. w literaturze polskiej poswigconej Gdanskowi (tworczos¢
Stefana Chwina i Pawta Huellego) czy w prozie Giintera Grassa (Kot i mysz).

Do przestrzeni hybrydycznych zaliczy¢ mozna przede wszystkim pobojowi-
ska, ktore ze wzgledu na obecnos¢ niepogrzebanych ciat stanowig wymieszanie
materii organicznej i nieorganiczne;j:

Kupxa Obuta BeicTpoeHa B Buje kpecta. OO6oiins 3manue, KimxoBckuil yBuzen, 4To IpaBoe
KpPBIIO TPAHCENTa MPEBPAIEHO B PYHHBI, a HaJ YEPHBIMI OOJIOMKaMH KOCO TOPYHT CTOPEBIIHI
XBOCT O0MOapanpoBIIHKa. JIecTHHITY, BeaymIyro B noasai, KinxoBckuii Hamén B HapTeKce, 3a-
BAJICHHOM CJIOMaHHOW MeOenbo. B moaBane 3actosuicst TpymHbI cMpaj. B3pbIB aBHAIIMOHHOTO
60EKOMIIEKTa PA3PYILIH 37€Ch CBOJABI U TEpeMeNIan ¢ KUPIUYaMi KyCKH YETOBEYECKHX Tel
(Ivanov 160).

Semantyka pobojowiska jest zdominowana przez do§wiadczenie rozktadu, budzi
jednoczesnie skojarzenia z cmentarzem i1 $mietniskiem. Pejzaz naturalny Pillau
wspolgra z krajobrazem urbanistycznym, stanowi obszar dotknigty plaga 11 woj-
ny $wiatowej: ,,CiieBa B TeMHOTE IIUPOKO pactpocTépiack LlIBenckas muramens,
pacrutonieHnas oocrpenom u bomo&xkamu. Hay uranensio Brcena sipko-oenast
JIyHa C OTKOJIOTBIM Kpaem, Oy/ITO JIyHy 3a/IeJIi O4epe/Iblo 3 KPYITHOKAIMOEPHOTO
myneméra” (Ivanov 53). Bron i militaria odgrywaja kluczowa rolg nie tylko w de-
skrypcjach miasta opartych na wizualnosci, ale rowniez determinuja audialng i ol-
faktoryczng przestrzen wojennej codzienno$ci. Pillau 1945 roku pachnie spale-
nizna, napalmem i zwlokami. Z kolei audiosfera miejska jest wypetniona z jednej
strony roznymi odglosami techniki wojskowej, z drugiej zas — cisza wskazujg-
ca na statg nieobecnos¢ czgsci mieszkancoéw z powodu ich $mierci, ucieczki lub
przymusowej migracji. Elzbieta Rybicka shusznie zauwaza, ze

[1]iteracka geografia audytywna nie ogranicza si¢ jednak tylko do krajobrazow dzwigkowych,
przedmiotem jej badan moga by¢ takze inne zjawiska — obecnos$¢ i rola muzyki w okreslonych
przestrzeniach oraz ich transpozycja do tekstow literackich. Tozsamo$¢ danych miejsc ksztattu-
ja bowiem takze specyficzne dla nich rodzaje muzyki lub nawet piosenki, ktére coraz czgsciej
graja role wizytowek, zwlaszcza w przypadku wielkich miast (Rybicka 253-254).

Lejtmotywem powiesci Cienie Teutonow jest stynna niemiecka piosenka okresu
II wojny $wiatowej Lili Marleen’, znana przede wszystkim w wykonaniu Marle-
ne Dietrich. Ten utwor muzyczny opowiadajacy histori¢ mitosng zotnierza i jego
dziewczyny cieszyt si¢ popularno$cia po obu stronach frontu. W tek$cie Iwanowa
piosenka Lili Marleen wystepuje jako znak dzwickowy taczacy dwie przestrzenie.
W Pillau 6w utwor pojawia si¢ w zwigzku z watkiem romansowym rosyjskiego
wojskowego Wiadimira Nieczajewa i miejscowej Niemki Helgi Liiders. Bohate-

7 Autorem tekstu jest niemiecki poeta i Zotnierz I wojny $wiatowej Hans Leip (1893—1983).
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rowie utozsamiajg si¢ z postaciami piosenki oraz czgsciowo powtarzajg ich los.
Zgodnie z koncepcja autora Wiadimir i Helga wyznaja prawdziwe warto$ci — swo-
bode i mitos¢, dla ktorych nie ma miejsca w panujacym systemie aksjologicznym
opartym na ciggltym odtwarzaniu przesztosci, igraniu ludzkim zyciem i przemocy.
W realnym i onirycznym Gdansku piosenki Lili Marleen niejednokrotnie sthucha
Klichowski podczas spotkania z Bafometem. Powtarzajacy si¢ utwor muzyczny
podkresla sposob odbioru rzeczywistosci przez bohatera, przekonanego, ze hi-
storia (w tym jego prywatna) zatacza koto. Co wigcej, powie$¢ konczy fragment
z Lili Marleen przywolujacy obraz Wladimira i Helgi — w gruncie rzeczy darem-
nych ofiar Klichowskiego.

W czasie wojny przestrzen miejska przechodzi wiele transformacji, staje si¢
szczegolnie podatna na zmiany dotyczace funkcjonalnosci jej obiektow. Przykta-
dowo pasazerski statek ,,Gustloft” zaczat pelni¢ funkcje ptywajacego szpitala,
a nastgpnie bazy floty podwodnej (zob. Ivanov 119). Opisujac losy krzyzackich
zamkow, Iwanow podkresla, ze Malbork przed wojng przeksztalcit si¢ w nazi-
stowski osrodek szkoleniowy, skad pdzniej zabierano niemieckich rekrutow na
front. Z kolei Rosjanie, zdobywajac Pillau, probuja dostosowaé przestrzenie pu-
bliczne do swoich potrzeb militarnych (np. hotel Ztota Kotwica zastgpuje komen-
dantura) oraz bez skruputéw wkraczaja na tereny prywatne, zajmuja mieszkania
niegdy$ nalezace do Niemcow, biorg trofea. Wedtlug przecietnego zotnierza czy
radzieckiego dowoddztwa zdobywany teren podlegat natychmiastowemu zagrabie-
niu i uznaniu za swoja wtasnosc.

Wykreowany przez Iwanowa bohater Wiadimir doswiadcza tej przestrzeni
w inny, osobisty sposob. Jego dziadek przed rewolucja pracowat jako wyktadowca
w Saksonii, gdzie ozenit si¢ z Niemka. Rodzina zamieszkata w Leningradzie, w kto-
rym pozniej przyszedt na Swiat i spedzit mtode lata Nieczajew. Przestrzeni miej-
skich doznajemy poprzez swoje pierwsze do§wiadczenia, wrazliwo$¢ lat dziecin-
nych. Takg pierwotng przestrzenia byto dla niego miasto nad Newa i to ona rzutuje
na odbior niemieckiej Pitawy: ,,Y Te-te0st kpacuBbiii ropos... Kak moii Jlenunrpan,
ToNbKO ManieHbkuil...” (Ivanov 276). Architektoniczne podobienstwa migdzy Pillau
i Leningradem nie sg przypadkowe. Piotr I, wznoszac twierdz¢ Pietropawlowska na
Wyspie Zajeczej, wzorowat si¢ na pitawskiej cytadeli, zbudowanej przez Szwedow
w XVII wieku. Tym samym dla Nieczajewa jako mieszkanca Leningradu pejzaz
Pillau nie jest obcy. Za sprawg powigzan rodzinnych bliska mu jest tez niemiecka
kultura, bedaca czescig jego tozsamosci. Jesli Klichowski uwaza Niemcow (i Ro-
sjan) za narzedzia w rekach diabla (,,migso armatnie” sit wyzszych), niosace ze soba
tylko zagladg i zniewolenie, to Wtadimir dostrzega w nich przede wszystkim ludzi,
ktorzy wybrali niewtasciwg droge i juz zaplacili za to bardzo wysoka ceng, a teraz
czeka na nich dluga rekonwalescencja po chorobie, jaka jest faszyzm. Nieczajew
jest w stanie pokocha¢ niemieckg dziewczyne, poniewaz nie widzi w niej wroga.
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Z obrazem Helgi wigze si¢ figura przedwojennego Pillau — letniej i stoneczne;j
miejscowosci, w ktorej cechg dystynktywna krajobrazu urbanistycznego sg koty-
szace si¢ na morskich wodach biate parostatki. Miasto tetnito zyciem i przycigga-
fo turystow swoimi restauracjami, cukierniami, parkami, promenadami oraz zwy-
czajami kulturowymi: ,,3Haemnrs, y KypcanToB ILIKomb! MOIBOTHHUKOB OBIIT 0COOBII
naTpyib, €ro HasbplBaidu <«JIoBubl nusim». Eciim kakod TypuCT 31€Ch, B MAapKe,
NepensET TakK, YTO POHSET LU B TapeliKy, 3TH NaTpyJabHbIe Opajn ero Mo pyKH
U BEIW Ha NPHUCTaHb, MHa4Ye Oeqoyiara MOXKET HMPOIYCTHTh OOPATHBIM MapoXox
B K€nurcoOepr...” (Ivanov 279). Mamy tu do czynienia z deskrypcja pejzazu me-
morialno-nostalgicznego. Podobne opisy pojawiaja si¢ w powiesci rowniez w przy-
padku innych miast, np. Gdanska przed 1939 rokiem, przechowywanego w pami¢-
ci Klichowskiego. Wspomnienia tego typu pozwalaja bohaterom zachowa¢ wtasng
tozsamos¢ w sytuacji utraty miejsca na skutek dzialan wojennych.

Co ciekawe, zdaniem Helgi, Smier¢ Pillau nastgpita przed wkroczeniem Armii
Czerwonej i obcigza sumienie samych Niemcow, zdemoralizowanych nazistow-
ska propaganda:

3ameTéHHBIN cHeroM [Iniay 3aIoIHIIN TOMITBI OTYasBIIMXCS OexkeHIeB. [1o yrpam Ha TpoTy-
apax 4epHeJH TPYIHBI TeX, KTO 3aMEP3 B HOUHYIO CTY)Ky. [0oanbIe soau mpocuy xieda. OkHa
OBUTH KPECT-HAKPECT 3aKJICCHBI MONIOCKaMH OyMmaru, a IoMa pa3MaiéBaHbl JO3yHIaMu: ,,CTeHBI
paspyarorcs, cepana — Hukorna!”, ,,Onun BeicTpen — oauH pycckuii!”. Koe-rae Ha (hoHapHBIX
CTOJIOAX THXO PaCKauYMBAIKCH MOBELICHHBIE; HA TPYH Y HUX — IIOPOH PsioM ¢ OOEBBIMU Harpa-
JaMu — OeeNty TaOIMUIKY ¢ HAAIHCHIO: ,,51 neseprup!”. I'azeTsl myOIMKOBaIM CHHUCKH Ka3HEH-
HBIX 32 Manoxymme. He ymornkas, opaii penpoayKTopbl. bIokisiiTepbl Kaskablii IeHb COOMpaH
JKUTENe CBOMX KBapTaJlOB, PACCKA3BIBAIIM O CKOpOi mobdese, 00ydaan MoiaruBaTh OOJBIIEBUKOB
13 OKOH KUIISITKOM U 3aCTaBIISUIN KpUYaTh: ,,3UT Xaiib!”. Kaxplil 1eHs Ha TpOMEHaae CONaThl
paccTpenuBaii MapoaEpoOB, HACUIBHUKOB M BOGHHOIUIEHHBIX (Ivanov 287).

Kiedy Rosjanie przybyli do Pillau, to miasto przywitato ich chaotycznymi stosami
porzuconych rzeczy i trupéw mieszkancow. Niektorzy Niemcy, ogarnigci panicz-
nym strachem przed bolszewikami, woleli popemi¢ samobojstwo niz dostac si¢
do niewoli.

W strukturze tekstu miejskiego przedstawionego w powiesci Cienie Teu-
tonow wazng role odgrywaja zamki krzyzackie oraz podziemia (piwnice,
bunkry, katakumby, tajemne przejscia, podziemne tunele). Rycerze Zako-
nu Naj$wietszej Marii Panny Domu Niemieckiego zaczgli podbijaé Prusy
w XIII wieku, nowe ziemie zastgpily im z czasem utracong Palestyng. Na
ujarzmionych terenach Krzyzacy wznosili murowane zamki, zaznaczajac
tym samym granice nowych posiadtosci: Marienwerder, Elbing, Balga, Ko-
nigsberg i inne. Iwanow, opierajac si¢ na licznych zrodtach historycznych,
precyzyjnie naswietla dzieje zakonu niemieckiego w Prusach, pokazujac na
wielu przyktadach, ze sedno jego istnienia stanowila bardziej wojna niz reli-
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gijnos¢. Drugi okres podbojow krzyzackich wigze si¢ z probami opanowania
Zmudzi, a nastgpnie zajeciem Pomorza Gdanskiego. Ekspansywna polityka
Krzyzakow byta w czasach hitlerowskich chetnie przywotywana — Zakon po-
zostawal bowiem militarng organizacja dziatajaca na obrzezach zachodnie-
go $wiata i wyrdst z ideologii krucjat. Te elementy jego historii mogly by¢
wykorzystywane w propagandzie III Rzeszy, pozwalaly przedstawiaé SS
i Wehrmacht jako spadkobiercow teutonskich rycerzy. Iwanow eksponuje
ten watek w swojej ksiazce: ,,OmHako TeBTOHIIAaM He TOBe3N0. MiMeHHO HuX
HAIMCTHI TPOBO3TIIACHIIN CBOMMH NpeATedamMu. be3poiHbie HalUCThI BHI3BAIH
TEHU TEBTOHILIEB U3 HEOBITHS, JKeJlasi BPacTH B INIyOMHY UCTOPHUH, JKeJasi CTaTh
BeHIIOM 3Boionny. OHU pacCUYMTHIBAIM Nepenrparh cynp0y OpieHa 3aHOBO.
A monyunnoch — noBToputh” (Ivanov 245).

Pisarz poswigca wiele uwagi opisom zamkow Malbork i Lochstadt, ktore Alo-
na Truszkina, odczytujac powie$¢ za pomocg kodu gotyckiego, nazywa ,,glowny-
mi facznikami chronotopow” (por. Truskina 312). Malbork zostat zatoZzony przez
mistrza Konrada von Feuchtwangena w drugiej potowie XIII wieku, w 1309 roku
osrodek miejski nad Nogatem uzyskal status stolicy Zakonu Krzyzackiego. Ma-
rian Biskup 1 Gerard Labuda podkre$laja, ze

Malbork stat si¢ z czasem miejscem zbiorczym dla wszelkich wypraw krzyzowcow z zachod-
niej Europy, ktorzy tutaj byli przyjmowani okazale przez wladze krzyzackie. Stad tez ruszali
na wyprawy przeciwko Litwie. Z tego tez punktu widzenia Malbork stawat si¢ uosobieniem
wielkosci i atrakcyjnosci panstwa zakonnego w catej Europie (Biskup, Labuda 273).

Iwanowa natomiast interesuje oblgzenie Malborka w czasach przegranej przez
Krzyzakow wojny trzynastoletniej (1457), ktore doprowadzito do powstania Prus
Krolewskich i1 Prus Ksigzgcych, a takze przeniesienia stolicy Zakonu do mia-
sta Konigsberg. Ma to szczegélne znaczenie w dziejach Polski: ,,KpakoBckuit
kaHOHUK SIH [lyromr paccmarpuBail TEBTOHCKYIO TBEPABIHIO W TIOHMMAJ, 4TO
[Monpma mobeant OpzaeH MuIb TOra, KOTJa U3TOHUT phiapeit n3 Mans0opka —
Hemerkoro MapuenOypra” (Ivanov 87).

Malbork zostaje ukazany w tekscie zarbwno w swoim architektonicznym, jak
i symbolicznym przebraniu. Zamki krzyzackie mialy charakterystyczny zakonno-
-militarny ksztatt, o czym niejednokrotnie wzmiankuje autor, opisujac konstruk-
cje budowli:

JlnuHHBIe cowieHeHus 3aMka Mans00opK pacTsHy/MCh 110 ipaBoMmy Oepery Horara, 6yaro ucro-
JIMHCKast, pa300paHHasi Ha 4aCTU MallMHA BPOJE KaTarylbThl. [ eoMeTpust cTeH u OamieH Oblta
HPOMEPECHA JINHEHKOI 1 IIUPKYJIEM ¢ HEMELKOH TOYHOCTBIO: IUIOCKOCTH M POBHBIC IYTH; IIUINH-
JIPbI, KyObl, TPAIeMy ¥ KOHYChI — HH OJTHOTO HNPHUXOTIMBOTO M3TrHOa MM BOJBHOMN 3aBUTYIIKH.
[...] CBoeii HEMOABMKHOM U MEPTBEHHOW MPABUIILHOCTHIO 3aMOK CIIOBHO CIIOPHUII C KUBBIM Tpe-
nierom 60bero TBopenust (Ivanov 89).
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W powyzszym opisie zostata wysuni¢ta na pierwszy plan nienaturalna regularno$¢
i gigantyczno$¢ budynku, ktore kojarza si¢ ze sztucznoscig i brakiem witalno$ci.
Poza tym mozna wymieni¢ wiele innych wyznacznikow znanych czytelnikowi
z powiesci gotyckich: mrocznos¢, mistycznosé, chtdd, wiatr, etc. Zamek okresla
si¢ mianem potwora i arki (zob. Ivanov 95, 127), emanuje on bowiem sita i koja-
rzy si¢ Krzyzakom z ocaleniem. Istotng role w opisach Malborka odgrywa — jesli
postuzy¢ si¢ terminologia Wtadimira Toporowa — substrat sfery duchowokultural-
nej (Toporow 266), czyli legendy, podania i przepowiednie zwigzane z zamkiem
np. o tajemnym tunelu, koniach komtura Henryka von Plauena lub figurze Matki
Boskiej — obronczyni tego miejsca.

Malbork XV wieku stanowi przyktad typowego locus horridus, o czym
swiadczy obecnos¢ w jego przestrzeni miecza diabta (nota bene traktowanego
jako relikwia i mimo zakazu nieraz uzywanego przez Krzyzakow) i istot nadnatu-
ralnych — sukuba, anastifontow® oraz zjawy polskiej ksieznej zamurowanej zyw-
cem w jednej z wiez. Szalewska pisze, ze ,,(po)nowoczesne widma majg charakter
chronotopiczny, a ich pojawienie si¢ zwiastuja anomalie czasowo-przestrzenne”,
z kolei nawiedzane przez nie miejsca ukazuja si¢ jako ,,przestrzenie obarczone
wing” (Szalewska 243). Idgc tym tropem, mozna zinterpretowac tytut powiesci.
Zdobycie Malborka przez Polakow nie zatarto §ladow krzyzackiej przesztosci,
przez kolejne stulecia jej obraz wylania si¢ w postaci cieni Teutonow, przenikaja-
cych w glab $redniowiecznej architektury. Roztaczaja one wokot siebie ztowiesz-
czg aurg, mogg opeta¢ wspotczesnych (przypadek Gregora Liidersa), ktorzy za-
czynaja si¢ identyfikowac z Krzyzakami, zostaja wciagnigci w zaklety krag czasu.
Czas ten nie biegnie naprzod, ale poddany jest cyklowi cigglego powrotu.

Niemiecki Malbork pograzyt si¢ w grzechu i zbrodni, jego cnota zostata utra-
cona, a same miasto nieuchronnie zbliza si¢ ku kresowi. Przy czym gtownymi
winowajcami takiego stanu rzeczy byli Krzyzacy, walczacy sitami wojsk najem-
nych, ktore nastgpnie wydatly zamek Polakom. Iwanow, interpretujac dzieje Za-
konu, dodatkowo wprowadza watki fantastyczne, thumaczac sukces szturmu Pola-
kow zdrada jednego z rycerzy niemieckich (chodzi o wymyslong posta¢ Reto von
Tiendorfa), natomiast ucieczka mistrza Ludwiga von Erlichshausena do Balgi nie
udataby sie, gdyby nie magia liguetu.

Nalezy podkresli¢, ze po opuszczeniu Malborka przez Krzyzakéw zamek
przeistoczyt sie w ruine, dopiero w XIX wieku uwidocznity si¢ drobne zmiany
w architektonicznym obliczu miejsca, jednak nie przyczynity si¢ one do jego od-
rodzenia: ,,B XIX Beke yepe3 Horar nepexkuHynu HOBBIH MOCT, 1 HxHaMi ABOD

8 Postacie wymyslone przez Iwanowa to swoisty odpowiednik zombie: ,,Eciiu BoH3UTB JIUTysT
B CEpJILIE YEJIOBEKY, TO YEJIOBEK YMPET U cTaHeT aHacTU(HOHTOM. OH UCHOIHUT JI000MH MPHKa3 TOTo,
KTO BiaJieeT cBAleHHbIM MeuoM™ (Ivanov 176).
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nepeceKIia Kee3Has 1opora; Korjaa-To mpu3padabie KOHU [ proHBasibaa 10 HOYam
NPOHOCWIINCH IO PBY M BieTaiH B JIMXHOBCKyIO OaliHIO, a Tenepb M0 UX MYyTH
KPYDJIIOCYTOUHO KaTHJIMCh MO€3/a, U OAalllHI0 OKYTBIBAI JIIM T1apOBO30B. 3aMOK
noru6an B oosiaerHoctu” (Ivanov 212). Rekonstrukcja zamku zaczeta sie do-
piero w 1882 roku dzigki niemieckiemu inzynierowi Conradowi Steinbrechtowi,
ktory poswigcit odbudowie sredniowiecznego pomnika 40 lat, po czym w 1922
roku przekazal swoje przedsiewzigcie Bernhardowi Schmidowi. W rezultacie na-
zisci mieli do dyspozycji wlasciwie skonczong budowle, ktorg niczym Krzyzacy
stracili w 1945 roku.

Opisy zamkow Zakonu niszczonych przez Armi¢ Czerwong zawieraja te same
elementy: uszkodzenia po ostrzatach, gruzowiska, $mieci, pustki, trupi zapach,
ciszg. Pod katem poetyki przestrzeni i stownika miejskiego szczegdlnie sa do sie-
bie zblizone Malbork i Lochstddt. Ponadto taczg je realne figury historyczne wy-
stepujace w powiesci, np. mistrz Heinrich von Plauen. Oba miejsca sg zwigzane
z idea wtadzy, gdyz Lochstidt w XX wieku byl jedng z rezydencji gauleitera
Ericha Kocha. Zaréwno Malbork, jak i Lochstédt maja swoich straznikéw pamie-
ci historycznej i tajemnicy podziemi zamkowych, sa nimi odpowiednio: Hubert
Rottenbachski i Gregor Liiders. I wreszcie w opisach analizowanych przestrzeni
spotegowana zostata semantyka ,,dotu”.

Iwanow wykorzystuje w swoich deskrypcjach Malborka popularng legende
o tajemnym podziemnym tunelu. Motyw ten czesto pojawia si¢ w wigzanych ze
sredniowiecznymi twierdzami podaniach. Nie inaczej jest w Cieniach Teutonow.
W fabule powiesci tajemne przejscie probujg wykorzystaé zarowno oblegajacy
zamek Polacy, jak i Krzyzacy, ktorzy uzywajg go jako drogi ucieczki. Mroczny
tunel staje sie tu jednoczesnie miejscem ocalenia i zbrodni, poniewaz Ludwig von
Erlichshausen, ratujac swoje zycie, zabija liguetem braci zakonnych.

Bardziej interesujacy jest jednak motyw pitawskich podziemi. U Iwanowa
czytamy:

[ox IMunnay — npyroii ropoa. Peijapckue nonzemenss. Ioasanst LBenckoit nutanenu. B koHue
IPOILIOro Beka coopyaniiu ¢poptel Bocrounsiii n [ltumne. Y ckoibko Bcero moHacTpoOMIIN HALH-
cThl... CucTema OeperoBbIx Oarapei, IpeHax, pe3epByaps Ul roprodero, 6omooyoexuIna, xpa-
HIUININA, [eXa 3aBoja ,,l1Iuxay”, OyHKepbl ITa0b0B M TalHUKH TrayistiTepa. .. [To ciayxam, HeMIfb
Jlaxke IPOJIOKHIIN TOHHEb IO/ pouBoM 3eeTud ot nuragenn 1o ¢popra 3amaansii B Hoittude
(Ivanov 28).

Szalewska podkresla, ze figura podziemnego miasta funkcjonuje w literaturze
dwojako: ,,w narracjach o wojnie, jako element 6wczesnej mapy miejskiej i prak-
tyk chodzenia [...], 1 w obrazach miast nawiedzonych przez traumy z przeszio-
$ci” (Szalewska 231). W Cieniach Teutonéw mamy do czynienia z pierwszym
wariantem. Miejskie piwnice, bunkier potozony pod zamkiem Lochstédt i sys-
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tem tuneli podziemnych stajg si¢ dla Klichowskiego, niemieckich wojskowych
i ochotnikow domem tymczasowym oraz schronieniem przed Armig Czerwona.
Nalezy zaznaczy¢, ze pitawskie katakumby w powiesci Iwanowa maja niewie-
le wspolnego z rzeczywistoscig. Jak twierdzi sam pisarz, ,,karakomObI [Tnmnay —
BBIMBICEJI, OTHAKO OH ONHUPAETCS Ha YOEXKJICHHUS M PacdeThl MECTHBIX JAUTTEPOB.
Hewmibl peanbHO MOCTPOMIIM OTPOMHBIE MOA3EMENbsI, HO ceidvac BXOJbI B HUX
3aMypOBaHbI, IOTOMY YTO HaXOJTCS HA TeppuTopun 00bekToB banrdnora” (Lo-
mykina, zrédto elektroniczne). Ponadto, istniejace w Baltyjsku przestrzenie pod-
ziemne rodem z poprzednich epok maja wylacznie utylitarno-militarny charakter.
Jakkolwiek w narracjach miejskich (dotyczy to takze Kaliningradu) motyw roz-
budowanego podziemnego polis ciggle powraca.

W ciagu pigciu lat konfliktu zbrojnego Niemcy zbudowali w Pillau dwa kom-
pleksy wojskowe —,,ZIF” 1 ,,HAST” — potaczone koleja podziemna. Po zakoncze-
niu szturmu miasta wojna niejako przenosi si¢ pod ziemi¢ i toczy si¢ na terenie
tych obiektow. Najstraszniejsze walki rozgrywaja si¢ wlasnie w katakumbach, po-
niewaz zwyciestwo tu zalezy jedynie od poniesionych strat i posiadania miotaczy
ognia — jedynej broni, ktoéra sprawdza si¢ w tych warunkach. Czlonkowie Wer-
wolfu, ukrywajacy sie przez kilka tygodni w tunelach Pillau, maja przewage nad
Rosjanami, oswoili bowiem te przestrzen i nauczyli si¢ w niej sprawnie poruszac.

Figura podziemia w powiesci pozostaje w $cistym zwigzku z takimi pojecia-
mi, jak przeszto$¢, pamie¢, $mierc¢, mogita, krypta, §wiat pozagrobowy oraz jest
charakterystycznym elementem dla tanatopoetyki miejskiej. Przepetnione trupa-
mi i fetorem piwnice uosabiajg traumatyczng histori¢ XX wieku, za$§ przebywa-
nie bohaterow w tych miejscach wskrzesza bolesne wspomnienia o koszmarach
wojny. Konstrukcja podziemnego Pillau ma ksztatt nieskonczonego labiryntu,
w ktorego ciemnosciach zanika fizyczny czas: ,,[...] nox 3emiéii He CyIIECCTBYET
BPEMCEHH. 311€Ch BEYHOCTh. 3[€Ch MUP MEPTBBIX, NOO JKUBBIM UEIIOBEK OBIBACT
JIUIIb Ha KPaTKUH CPOK, a MEPTBBIM — yike HaBceraa” (Ivanov 361). W wykreowa-
nym przez pisarza alternatywnym $wiecie mieszkancy stopniowo tracg zmysty,
a zarazem 1 ludzkie oblicze, przeistaczajac si¢ w ozywione trupy, innymi sto-
wy, upodobniaja si¢ do anastifontow: ,,KaTakoMOBI TOCTETIEHHO MPEBPAIIAIN €T
B Oe3ymIia, ma3a y 3urTH MEpTBEHHO Oellesii B CyMpake pa3pylICHHOW KHUPXH.
Ay OIEp)KMMBIX HE TaK Y ¥ MHOTO KeJIaHUi: YOUTh KOrO-HHUOY!b, WM YOUTh
ce0s1, Iy TiepeT YeM-HuOynb npekiaonutbes’ (Ivanov 318).

W tym miejscu wypada si¢ zatrzymaé na liguecie jako elemencie integruja-
cym rdzne przestrzenie i warstwy czasu. Magiczny miecz najczesciej byt uzywa-
ny badz przechowywany w podziemnych tunelach zamkow lub kryptach. W XVII
wieku komendant Pillau Pierre de la Cave odnalazt relikwig¢ Krzyzakow w za-
murowanym grobowcu znajdujacym si¢ w podziemiach zamku Balga. Odkrycie
tajemnicy liguetu negatywnie wplyneto na bohatera, przyczynito si¢ bowiem do
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rozwoju obsesji na punkcie $mierci i doprowadzito do morderstw dokonanych
w ramach eksperymentu. Szczego6lnie ciekawy wydaje si¢ tu jednak watek prze-
strzenny. De la Cave w pitawskiej cytadeli buduje wtasng tajemng krypte na wzor
tej, ktora zobaczyt w Baldze. Przy czym to odwzorowanie ma wymiar rytual-
ny. Ostatnim schronieniem miecza staly si¢ katakumby Pillau: ,,OtabIHe JIurysT
3aMypOBaH B MOA3EMENbSIX HAIMCTOB, KaK OH OBbLI 3aMypOBaH B CKIIETIC 3aMKa
Bansra” (Ivanov 375). Wedlug Klichowskiego oznacza to, ze historia znowu zato-
czyla diabelskie koto, a on przegrat walke z losem. W Cieniach Teutonow nie ma
zwyciezcoOw, poniewaz kazda wojna to krok wstecz, wigc hasto ,,mozemy powto-
rzy¢” staje si¢ tu synonimem regresu mentalnego i kulturowego.

Podsumowujac, powies¢ Iwanowa stanowi cickawy przyktad nie tak czestego
w rosyjskiej literaturze zakotwiczenia w historii $redniowiecznej Europy. Mal-
borski zamek i pitawska twierdza odcisnety pigtno na wyobrazni pisarza. Iwanow
stworzyl opowies¢, ktéra wprowadza do literatury rosyjskiej nowe watki — jak
chociazby pogtebienie wizerunku Krzyzakow, ktory znany jest Rosjanom przede
wszystkim z filmu Aleksander Newski czy (juz znacznie rzadziej) z powiesci
Krzyzacy Henryka Sienkiewicza. Autor wzmocnil takze nurt regionalnych zain-
teresowan poniemiecka przeszto$cig obwodu kaliningradzkiego i wpisal swoje
dzieto w ,.tekst kaliningradzki”. Staje si¢ on (tekst) coraz bardziej oryginalny na
tle historii Rosji, szczegdlnie w trudnych czasach, kiedy centralnie sterowana kul-
tura, za sprawg skrecajacego w stron¢ Azji nacjonalizmu, odwraca si¢ od dzie-
dzictwa europejskiego.

Artystyczna warto$¢ utworu Cienie Teutonow obejmuje nie tylko ptaszczy-
zng tematyczng i ideowa dzieta, ale dotyczy rowniez konstrukcji czasoprzestrzeni
$wiata przedstawionego. Autor zestawia ze sobg r6zne epoki (wiek XV i XX) oraz
miejsca (Malbork — Pillau, Malbork — Lochstédt i in.), odstaniajgc mechanizmy
1 niszczycielska moc konfliktoéw zbrojnych. Zawarte w powiesci urbanistyczne
krajobrazy wojenne i powojenne staja si¢ sobie bliskie dzigki konceptualizacji
w ich deskrypcjach kategorii cielesno$ci i $mierci. W tym sensie narzg¢dzia so-
mato- 1 tanatopoetyki okazuja si¢ niezwykle wazne. Ponadto, pejzaze miejskie
Iwanowa niosg ze sobg swoiste wrazenia sensoryczne (wizualne, dzwickowe,
wechowe), dookreslajace tozsamos$¢ terytorium. W rezultacie dziatan wojennych
powstajg przestrzenie hybrydyczne oraz ksztaltuja si¢ krajobrazy memorialno-no-
stalgiczne, ktorym pisarz poswieca sporo uwagi. Wsrod licznych obiektow spa-
cjalnych ukazanych w utworze warto wyodrgbni¢ zamki i podziemia wystepuja-
ce w roli schronu, locus horridus, miejsc obarczonych wing, majacych charakter
tanatologiczny. Powies¢ zawiera takze elementy poetyki onirycznej (uwidacznia
si¢ to np. w opisach Gdanska), jednak omowienie tego zagadnienia wymagatoby
odregbnego studium.
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Abstract. This article explores the significance of memorial plaques in Russian cities as sites of
history, memory and aesthetics that create a new sensorium of the urban sphere. The plaques, affixed
to historic buildings, serve as tangible markers that commemorate significant events and figures
from the past. Taking the case of the historic center of St. Petersburg, the article examines how these
plaques create a sense of historicity and contribute to the formation of a shared cultural background
within the urban sphere. The plaques evolve from simple inscriptions to more elaborate and visually
appealing designs. It also highlights the controversies surrounding the selection of individuals to
be materialized and remembered and the aesthetic concerns raised by some residents. Meanwhile,
the two contemporary projects challenge traditional commemorative practices and their aesthetics:
Last Address, which commemorates victims of political repression through individualized plaques,
and the Gandbhi artist group’s street art interventions. These projects offer alternative approaches to
memorialization and engage in dialogue with existing monuments and plaques. These micro-inter-
ventions show grassroot resistance within memorializing practices and aesthetics. The article em-
phasizes the contested nature of public space and the role of memorial plaques in shaping collective
memory and historical narratives in Russian cities.
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Introduction

Walls have always been sites contested for their utility in socio-political and
artistic practices, as individuals and communities compete for the right to claim
these surfaces as platforms for the deliberate arrangement of historical narratives
and memories. Since ancient times they have been readily accessible surfaces for
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a wide public in towns and cities. They serve not only as boundaries between in-
terior and exterior spaces, but also constitute flat-surface media for inscriptions,
signs and drawings. Inscriptions of various kinds mark the city, ranging from of-
ficial municipal signs to graffiti. Among them, memorial plaques, dedicated to
historic figures and events, made of lasting materials like bronze and stone, evoke
a historical aura in the urban sphere, conveying a specific sensorium of the city to
the community through the materialized form of memory and history.

The plaques on historic buildings are site-specific memories: affixed to the
wall, they are evidence of the lingering presence of the past, letting the mute
building speak. In form and content, the plaques resemble cemetery plaques, but
functionally they diverge. Cemetery plaques commemorate the vanity of human
beings by referencing the bodies under gravestones, bodies that have already
turned into soil and gravestones covered with vegetation that attests to the flow of
time. By contrast, the plaques affirm the long empirical existence of the site and
the buildings: the plaques reinforce the material authenticity of the city fabric.
Inscriptions and walls together replace the now non-existent bodies that once oc-
cupied the place; they enhance an intimate bond between abstract historic figures
and contemporary human beings. In this sense, they not only increase the infor-
mational density of the physical space, but also augment shared sentiments and
high pride among the community. In this vein, plaques contribute to the creation
of a specific sensible world signaling the presence of urban narratives.

The plaques can present as lieux de mémoire, a concept developed by French
historian Pierre Nora. As sites where memory resides, lieux de mémoire are as-
sociated with a sense of rupture with the past and a rift in memory, leading to the
emergence of sites that embody “a residual sense of continuity” (Nora 1). Nora
takes memory and history as oppositional terms: while memory is “life, always
embodied in living societies and as such in permanent evolution, subject to the
dialectic of remembering and forgetting, unconscious of the distortions to which
it is subject, vulnerable in various ways to appropriation and manipulation, and
capable of lying dormant for long periods only to be suddenly reawakened”, histo-
ry is “the reconstruction, always problematic and incomplete” (Nora 3); Lieux de
mémoire are created by the “interaction between memory and history” and most
importantly, “a will to remember” (Nora 14). The plaques that reside in everyday
space, anchored in concrete buildings in a rapid-changing society, function as
a reminder of the past, investing them with a historic aura; they are “the com-
memorative practices that offset the losses of time, telling stories that such plaques
literally inscribe upon the cityscape” (Buckler 53).

This article explores the intricate relationship shared by urban spaces, mem-
ory, and artistic expression. In doing so, it delves into the multifaceted role that
memorial plaques assume as tangible markers of time. These plaques are revealed
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not only as preservers of the past but also as active shapers of the city’s narrative.
Simultaneously, they affirm the contested nature of urban space and history, often
manipulated by prevailing power structures and social controls. Through an ex-
amination of contemporary urban interventions in a dialogue with the tradition,
the paper raises a question not only the act of memorialization but also the very
process of telling history within the urban sphere.

Whom to memorialize on the wall: Walls as contested sites

In Russia, memorial plaques first appeared in the 1700s, but gained wide-
spread popularity in the Soviet years'. They are easily spotted in the old city
centers, in particular the historic center of St. Petersburg where many historic
buildings remained undemolished: in some cases, one whole fagade is filled with
plaques from different periods of time. The old plaques feature minimal informa-
tion to define the space located behind the wall, such as “in this house, January
29, 1837, Aleksandr Sergeevich Pushkin died” or “Petr 1I’ich Tchaikovsky was
born in 25 April 1840 in Votkinsk in Viatskii Governorate and died in this house
25 October 1893”. Such simple inscriptions require cultural background, shared
by the community, for readers to fill in the omitted information of who Pushkin or
Tchaikovsky is. This shared cultural understanding fosters a sense of community
among residents, turning the sites of plaques into not only historic locations but
also repositories of local connections, functioning as lieux de mémoire.

While old plaques report simple information, relatively new plaques are inscribed
with verbal and pictorial descriptions: The plaques constructed in the post-Soviet
decades are dedicated to diverse figures in various fields from throughout Russo-So-
viet history, as well as figures who are not typically included in the shared cultural
background. Therefore, they differ in their contents and length; the text supplements
the non-existent cultural background for viewers: the sentences have become longer
and the information has become denser in order to introduce the widely unknown
figure. They frequently use epithets, such as “great” or “brilliant,” and more details
to portray the dedicatee. At the same time, many of these plaques are liberated from
conventional rectangular frames and include bas-reliefs of portraits, profiles, and
decorative details that can help viewers to grasp to whom the plaque is dedicated

! The first plaques in Russia date back to the second half of the eighteenth century, document-
ing the flood: some of them can be found in the Peter and Paul Fortress, St. Petersburg, which were
established in 1752, 1777, and 1788. For the history and transformation of memorial plaques, see
Besedina and Burkova. Also, the city of St. Petersburg has an online encyclopedia that catalogs
the authorized plaques, arranged in an alphabetical order: www.encspb.ru/object/2805516545?d-
v=2853872336&lc=ru.
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(Figure 1). Sometimes they seem to compete with one another in regard to their
aesthetic qualities, rather than the historical importance of what they depict. In this
vein, instead of serving as informative signs of history or commemorative sites for
community bonds, the plaques that are dedicated to figures outside of shared con-
sciousness function as aesthetic objects; their commemorative functions are limited
to the small group of people who knew the figures in their lifetimes.

Figure 1. Commemorative plaques with decorative details (right: plaque dedicated to painter
Samokhvalov; left: plaque dedicated to the ballerina Ulanova)

Contemporary plaques do not always perform their aesthetic function well.
Some plaques are regarded as a kind of visual intrusion, marring the urban atmo-
sphere with their poor aesthetics or their illegal status, as in the case of a plaque
dedicated to the chair of the general directorate for the Construction of the West-
ern Regions Glukhovskii, which appeared in 2006 (Dima, electronic source): the
plaque contains his bas-relief, talking to the phone in a typical Soviet officer’s
pose. Not only was it ugly, and not only was his status as a chairman of a lo-
cal organization that nobody acknowledges unworthy of commemoration, but his
plaque was installed in violation of the 2005 municipal law in St. Petersburg?.

2 See Postanovlenie Pravitel'stva Sankt-Peterburga ot 17.01.2005 No. 2 “O Memoral'nykh
doskakh v Sankt-Peterburge” at https://docs.cntd.ru/document/8405108.
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Only authorized names are allowed to be fixed on the wall. The law enacted in
2005 restricts not only the list of appropriate historic figures to dedicate plaques
to, but also the sites themselves. They are allowed only on those historic buildings
that maintain their visual and physical features from the historical period. In this
sense, like any other memorials in the public space, the plaques explicitly demon-
strate how the city authorities define and display city history.

Though the government authorizes names and sites, that does not imply that
the public space of walls is devoid of contestation. The proliferation of plaques
often results in diverse historic figures from diverse periods of time coexisting on
the same surfaces, thereby creating intersecting ideologies and interpretations of
history. The commemoration practices are subject to not only legal control but
also the common sentiments of the community; unsuitable inscriptions in terms of
sentiment and aesthetics are kept at bay through the shared values and preferences
of the community. The clash of different opinions among individuals and commu-
nities becomes apparent in these practices of control.

For instance, commemoration of the turbulent years, such as the Civil War
and the Stalinist purges, historical judgment remained controversial, intensifying
in the 2010s. The plaques for figures like Admiral Kolchak, who served in the
White Army during the Civil War, Karl Mannerheim, who was associated with the
Leningrad Siege during WWII, and even Stalin himself, exemplify these conflicts.
Kolchak’s plaque, initiated by the historical center Beloe Delo, faced opposition
from activists of the Russian Socialist Movement, resulting in the installation of
an alternative plaque labeling him a “military criminal and hangman” (Vol'tskaa,
electronic source). While Kolchak’s plaque initially received legal permission,
a court later ordered its removal, recognizing him as a perpetrator of political
repression. On the other hand, the memorial to Mannerheim generated controver-
Sy across various groups, irrespective of their ideological stances. Mannerheim’s
involvement in the Leningrad Siege during WWII, fighting alongside Nazi Ger-
many, led to its dismantling and relocation to a museum after facing frequent
vandalism, despite then-Minister of Culture Medinsky’s attempt to justify it as
amemorial to a WWI hero and a means to reconcile societal divisions (,,Medinskij
nazval Mannergejma...”, electronic source)’.

The ever-expanding list of historically eclectic plaques evokes worries regard-
ing the appropriation of historical walls by specific institutions and authorities
who are attempting to impose particular interpretations of history and memories
upon the urban landscape. It also raises concerns about the city center potentially
turning into a cemetery adorned with the names of both well-known and less-

3 Allegedly, it was a friendly gesture to Finland, initiated by a top official.
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er-known deceased figures. Meanwhile, two contemporary projects, Last Address,
an (inter)national project spanning Russian and post-Soviet cities, and “Here Sim-
ply Lived a Person” by the Gandhi artist group in St. Petersburg, challenge the
very concept of such commemorative practices and imposing history. These pro-
jects are anti-monumental in terms of their subjects, forms, and meanings: they
are involved in dialogic relations to the traditional plaques introduced in the be-
ginning of the article®.

Memorial for individuals: Last address

In 2015, in collaboration with Memorial, Russian journalist Sergey Parkho-
menko introduced the Last Address project, anti-monumental plaques dedicated
to victims of Soviet repression®. These plaques shed light on the uncomfortable
past of political purges and their victims who were shot or perished in gulags un-
der the Soviet authoritarian regime, predominantly during the Stalinist years.

Human rights organizations, including Memorial, have endeavored to estab-
lish official monuments dedicated to the commemoration and mourning of the
victims, exemplified by the Solovetsky Stones that Memorial has been installing

4 Anti-monuments or counter-monuments challenge and subvert the established conventions
of traditional monuments, including their subjects, forms, locations, visitor experiences, and signi-
ficances. This implies the potential for a wide spectrum of anti-monuments. They primarily evolved
as attempts to create an appropriate model for memorials dedicated to victims, particularly those of
the Holocaust, as a critical response to fascistic monuments: the most well-known examples include
Esther Shalevgerz’s Hamburg Monument against Fascism and Maya Lin’s Vietnam Veterans Me-
morial. These two memorials evoke distinct viewer experiences. For instance, Hamburg’s twelve-
meter-tall pillar, initially a canvas for memorial graffiti, was gradually lowered into the ground until
it disappeared. This act of self-destruction symbolizes a challenge to the concept of monumentality
and raises doubts about enduring remembrance. On the other hand, the Vietnam Veterans Memorial
consists of a black marble wall formed in a “v” shape on the ground like a scar. The wall, where
the names of fallen veterans are inscribed chronologically, invites individuals to observe their own
reflections as they walk along the memorial. This combination poses questions about contested
memories about the tragic war and its violence.

5 The Memorial organization is an international human rights organization that was founded in
Russia and was also a co-recipient of the Nobel Peace Prize in 2022. Playing a substantial role in re-
vealing and publicizing the political repression in the Soviet years, the organization has maintained
a database of over 2.6 million victims. This greatly helped the Last Address project in verifying
victims. Furthermore, it has been actively involved in advocating for the rights of migrants from
non-Russian ethnic backgrounds, including the Roma community, as well as supporting activists
who oppose the Putin government. Due to its critical stance towards the current government, the
organization faced a setback in 2022 when a Russian court ordered its closure under the country’s
controversial foreign agent legislation.
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in several cities since 1989, including Moscow®. Initially, the Putin government
merely exhibited reluctance to commemorate these political victims. However, in
the late 2010s, with the rise of conservatism and nationalism, it adopted a more
assertive stance against these commemorative practices. Despite these challenges,
the persistent efforts of human rights organizations culminated in the creation of
the Wall of Grief, the first national monument erected in 2017.

Yet the individual names of victims were never acknowledged; that was con-
sidered information data to be looked up in a long list of archival documents. They
were memorialized only collectively and anonymously. In contrast to the anonym-
ity of the two monuments, the Last Address plaques take a centrifugal approach
by individually dedicating each plaque to a victim, thereby reinstating their names
and bios on the wall.

According to Parkhomenko’s interview, this project drew inspiration from
Gunter Demnig’s Stolpersteine or “Stumbling Stones”, which are concrete cubes
with brass plates commemorating victims of National Socialism, especially the
Holocaust®. Unlike this German project that places markers on the streets, the pre-
vailing weather conditions and extensive construction activities in major Russian
cities led to the decision to relocate the new commemorative signs onto walls.
Rather than the prison or concentration camp, where memorials have been com-
monly erected in Russia, these memorial plaques indicate the private place where
victims originally belonged to’. They are installed on the building where they
lived before their arrests, mostly at the request of victims’ relatives; but not only
victims, but also neighbors or local residents who want to commemorate the trag-

¢ The Memorial website provides the information on the attempts to create the monument since
1987. See project.memo.ru/.

7 Wall of Grief is the first monument, authorized by the presidential decree, and is partially
funded by the Moscow government. President Putin attended the opening ceremony. While some
civic organizations received it as an achievement that placed a mark on the city of Moscow, many
criticized the government for hypocrisy in the official move, viewing it as a disguise for politi-
cal repression by reducing it to something that occurred merely in the past and not during Putin’s
presidency (MacFarquhar; Volosina). In contrast, the Solovetsky Stones were installed by the civic
organization Memorial: Solovetsky Stone in Moscow was installed in 1989, which is followed by
Arkhangelsk one in 1992 and St. Petersburg one in 2002.

8 For detailed understanding of the explanation of the initiative of the Last Address project,
read Parkomenko’s interview in Batalina, Sergej Parhomenko: “Poslednij adres”. Viemd sobirat’
kamni and “Poslednij adres”: komu nuzna pamdt' o neizvestnyh Zertvah repressij?. In addition,
regarding Stolpersteine, this German project has been extensively examined in numerous scholarly
publications across the fields of memory studies, philosophy, cultural studies, and urban studies. For
publication in English, see Ostman, Harjas, and Gould and Silverman.

% In Uta Franke’s interview with Demnig, the artist explained that the Stolpersteine project
“operate centrifugally” to the victims’ places of everyday lives and allows victims to “get its name
back” (Demnig 9, 13).
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edy that happened in that space. Each victim receives one memorial: a 10 x 17 cm
plaque, designed by the Russian architect Aleksandr Brodsky (Figure 2). It con-
tains simple biographical information, beginning with “here lived”, followed by
the individual’s name, profession, date of birth, arrest, death, and rehabilitation.

In this sense, the Last Address project engages in dialogue with tradition-
al plaques, creating an aesthetical and narrative continuity in the urban sphere.
While differentiated by their size and material, these small plaques mime the nar-
rative and aesthetics of the traditional plaques, in terms of subjects, site specificity,
and meanings. The plaques do not depersonalize victims as faceless and nameless
figures: they are no longer an anonymous collective represented by a large me-
morial or museum display. They bring their names out of the archive or database
into the urban sphere by adapting the traditional urban aesthetics to mourning
practices. The project initiative holds particular significance as it serves to com-
memorate political victims and brings their existence to the forefront of the urban
sphere, paralleling the recognition bestowed upon authority figures for their nota-
ble achievements and acknowledgement by other authorities.

Therefore, it creates a different visitor experience and thus, alternative histori-
cal sensorium. The material evidence of the past not only shows the omnipresence
of victims in the physical space, but also signifies the ethical burden on residents
and society. Owing to their diminutive size, the alternative plaques avoid the legal
processes imposed on traditional memorial plaques. Instead, functioning as infor-
mational signs, they require approval from residents or owners of buildings. Also,
these plaques are affixed to the walls located within the zones of semi-private and
semi-public spaces, such as courtyards or beneath the arches, effectively creating
a memorial space bridging the realms of public and private. Consequently, resi-
dents cannot overlook their presence, although these plaques bear the individual
names and memories that often remain absent from mainstream historical narra-
tives. The Last Address creates an alternative memory map and reshapes the city’s
local history on its fabric, transforming these sites into lieux de mémoire. The
project’s significance lies in the act of installation and preservation itself, serving
as a unifying force that forges connections between the past and the present, as
emphasized by Parkhomenko in his interview. Its broader mission aims at creating
a sense of “community”” among local residents, activists, and the individuals from
the past who perished without traces (Sergej Parhomenko: “Poslednij adres”.
Vrema sobirat' kamni, electronic source).

However, passers-by without specific connections to the sites of these plaques
may not have similar responses when reading them. For some, the Last Address
plaques may appear as mere names within the index of a historical document. In
contrast, the plaques dedicated to figures like Tchaikovsky and Pushkin can evoke
stronger emotional connections since most people are familiar with their works or
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Figure 2. Last address plaques dedicated to the victims of the political repression

biographical details, readily available through media and educational institutions.
This discrepancy in emotional response underlines how the urban environment
reflects voices of the authorities in determining how history is interpreted and who
is memorialized.

The urban landscape seeks to transform into a text, historical narrative, with
everyday walls serving as easily accessible canvases adorned with numerous bi-
ographies — some leaving enduring materialized memories while others fade with-
out names. It does not mean that the city needs to encapsulate the entirety of histo-
ry, listing all the names of the deceased on the wall. But the Last Address project
endeavors to exhibit the past which is erased, silenced, and forgotten by returning
their names and marking where they once lived. This endeavor includes address-
ing the violence imposed by authorities through the selection and representation
of memories and history within public space. The alternative plaques help con-
struct stories from the ruins of the past, offering a more comprehensive view of an
unrecoverable past. In this sense, the project disrupts the hierarchy of urban mem-
ories and challenges the existing power structure that determines whose names are
displayed on walls, representing a new form of anti-monumental memorialization
and counter-historical practice.

Acknowledging the impossibility of restoring a complete picture of history,
these plaques provide mere traces. They feature a vacant square, originally intend-
ed for photographs, now evoking imaginations of specific individuals associated
with the profession that occupied the site. The gaps in information, unmarked on
the plaques, invite readers and passers-by to paint a fuller picture of the urban his-
tory. Unlike Pushkin and Tchaikovsky, whose omitted details can be easily filled
in due to their shared cultural background, here, the omitted information relies on
imagination and empathy to complete the narrative.

The Last Address project is an attempt to negotiate the past from the present,
not only fighting against widespread indifference to and amnesia of the dark past
in contemporary society, but also bringing mourning practices to everyday space
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and a broader audience as lieux de mémoire. The plaques affect the mental map-
ping of local history by attesting to the simple fact that not only well-known great
figures but also ordinary people, including victims, inhabited the same space.
They reveal the dark past and present alternative history, separate from books
and documents. Their intrusion in everyday space disrupts the specific, historical
sensorium of the urban sphere created by the authorities and change people’s sen-
timents toward their local history.

Imaging the ordinary people: Gandhi

The street art project conducted by the former activist group Gandhi, based in
St. Petersburg, introduces another layer of urban narratives through the creation
of fake plaques. Street art is an “assertion, a competition, for visibility; urban pub-
lic space is always a competition for power by managing the power of visibility”
(Irvine 249). It operates independently of official validation or legalization, and is
increasingly recognized as both an art genre and a form of activism challenging
urban policies and capitalism. Street art, encompassing graffiti and cultural jam-
ming (like adding slogans to billboards and altering advertising to subvert their in-
tended messages), highlights the power dynamics and meanings entrenched with-
in the urban environment. Artists attempt to de-naturalize the taken-for-granted
landscapes that people use on a daily basis, asking us to be aware of the power
relations that work through this mundane space (Cresswell 1996). Their work
encourages spectators to engage with a place’s identity, history, and memory in
novel and transformative ways.

Street art plays a particularly significant role in Russia, where societal control
and conservatism witnessed a notable surge throughout the 2010s, culminating
in the invasion of Ukraine in 2022, and an environment where “art interventions
had replaced the public political sphere” (Jonson 159). Russian performance art
as a form of protest drew substantial media coverage and scholarly attention in the
Western world'®. For instance, in 2010 the protest group Voina famously painted
a giant phallus on the surface of the Liteinyi drawbridge, which leads to the head-
quarters of the FSB building in St. Petersburg. Additionally, the rock performance
known as “Punk Prayer”, staged inside the Christ the Savior Cathedral by Pussy
Riot, a group that evolved from Voina, caused a sensational scandal on the eve of
Putin’s third-term election in February 2012.

10" See for the Russian radical art movement in the 2000s and early 2010s: Johnson, Dziewanska
et al.
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In contrast to these performance’s that created shocking visual intrusions
and following scandals, Gandhi was a group that engaged in micro-urban inter-
ventions in the middle of 2010s. The group was named after Mahatma Gandhi
and took a position of non-violent resistance through art in the street. Begin-
ning with simple images of animals, the group then produced a series of mi-
grant women in their national costumes and a series of “women in the streets”,
which make a socially-oriented message about racism and misogyny. Street art
pieces, such as “Not a Shame”, “I Will Be Soon Wiped Out, What About You?”
and “Women in Work™ expose the fragile situation of women, fighting against
sexism, misogyny and racism. “Not a Shame” portrays a woman’s sanitary pad
with a red inscription: “Not a Shame”. “I Will Be Soon Wiped Out, What About
You?” presents a naked woman smoking a cigarette, engaging passers-by in
a provocative dialogue: her conversation symbolizes the precarious nature of
graffiti, destined to be erased, much like the fragile social status of women.
Lastly, “Women in Work” adorns a passageway column, featuring a migrant
woman in a white hijab cleaning the road. This image highlights an often-over-
looked labor force that is destined to fade away, paralleling the impermanence of
street art.

Furthermore, the group collaborated with the project Nochlezhka, an organi-
zation to give aid to the homeless, to put up hundreds of plaques made of card-
board. This initiative aimed to expose the harsh reality of poverty in the second
largest city in Russia while also raising funds for the homeless, a goal that was
successfully achieved. They used specifically cardboard for the plaques since it is
one of the most significant materials for the survival of the homeless (Figure 3).

The project “Here Simply Lived a Person” took place in May 2014 as a collab-
oration with Anna Nazarova from the Dlinavolny group, involving the installation
of temporary plywood plaques as an urban intervention. These plaques were in-
stalled overnight throughout the historic center. Each plaque featured information
about ordinary individuals or anti-heroes who could easily be found in any neigh-
borhood. Their problems and situations resonated with many passers-by in the
city, ranging from simple anecdotes to social commentaries on local and national
issues. Each plaque reads:

In this house in 2004, Ivan Semenov came to visit Olga Chikineva and accidentally broke a sink
in the bathroom (Muchnoi pereulok 3).

In this house in 2009, the Korzhikov and Zakharzhevskii couples rented an apartment. Then,
they quarreled over the missing yogurt in the refrigerator and left (Pushkinskaia 7).

In this house in 2009 lived Ksenia Dimina. She often woke up late to work, because she loved
to read online forums at night. In 2013, she moved to Grazhdanka, closer to the office (Prospect
Bakunin 15-17).

In this house from 2000 to 2003 the son of FSB officer, Andrei Vasil’evich Chebakov, came
to visit his girlfriend, discussing the possibility of moving to Moscow and photos of Kirsten
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Dunst. But at the end of 2003, the girlfriend got married and stop inviting friends (Lo-
monosov 20).

In this house on 12 September 2007 happened the conception of Gul’nara Akhmetovna Shak-
enova, who, however, never lived [here], because she left for Kazakhstan while in the mother’s
womb (Apraksin pereulok 9).

In this house from 1999 to 2004 Vladislav Andreevich Sergienko, PR director of the firm ,,El-
lada”, rented the apartment, staying in the house only at nights, and all the time was dedicated
to work. In the beginning of 2004, he met a girl Natal’ia and moved in with her (7-aia Kras-
noarmeiskaia 19).

In this house in 2006 from June to December lived a musician from the group ‘White Bim”,
Valera Subbotin and Tania Buzina, who could not get along with the owner because of noise
and smoking, and moved to the Narvskoi region (Rubinshtein 21).

In this house from 1974 to 2009 lived Aleksandra Stepanovna Beleinik, accountant and garden-
er, but having retired, moved to her son in Tolyatti to babysit the grandchildren (Pisareva 5).
In this house from 2008 to 2010 lived and worked copywriter Valentina Sergeevna Koshkina,
but, after making a decision to end loneliness, she found a husband online and moved to Toron-
to (9-aia Sovetskaia 22).

In this house lived Ivan Borodin since 2003. In 2010, he inherited an apartment in Moscow and
went to live in India, Thailand and China (Bol’shoi Kazachii pereulok 11).

In this house from 2001 to 2005 Natal’ia and Aleksandr Suvorovs rented a room. But, after
giving a birth to a daughter Mariia, they had to look for a separate apartment, which does not
exist in the center (Gorokhovaia 50).

At the second entrance of this house in March 2007, Vasilii Ivanovich Kabakov confessed his
love, but was rejected and drank cognac all night, spending all the remaining money until pay-
day (Kolomenskaia 9).

The fake plaques parody the contents and forms of classic plaques, reappro-
priating their rhetoric of “Here Lived”. In continuation of their artworks on the
marginalized, such as women and migrants, these works expose ordinary people
with petty or too-common problems and thus unrecognized in the urban sphere.
These artworks reveal that the city is not solely inhabited by historical figures
but also by contemporary anti-heroes. Importantly, the biographies of these an-
ti-heroes remain incomplete within the text: the inscriptions on the plaque do not
mean these anti-heroes’ temporalities are completed. The city can be viewed as
a novel in progress, as a “genre-in-the-making”, with each plaque representing
an open-ended narrative (Bakhtin 50). This is different from traditional plaques,
which are more epic in nature, whose form is already completed. The fake plaques
reflect the never-completed text, ever-incomplete narrative of the urban history.

In this vein, this street art invokes Sadiya Hartman’s notion of “critical fab-
ulation” to elucidate the transformative power of imagination in shaping a more
comprehensive understanding of history. Much like Hartman’s concept, Gandhi’s
artistic interventions embody the act of reimagining and reconfiguring historical
narratives, crafting counter-histories that transcend the limitations of archival re-
cords and the restricted perspectives of archives. Hartman’s argument, as illumi-
nated by her example of Venus, an enslaved woman reduced to mere commodity
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Figure 3. Cardboard plaque for Nozhlezhka project

or lifeless figure in archival documents, exposes the inherent inadequacy of histor-
ical archives and factual evidence in capturing the nuanced lives of marginalized
individuals. “Critical fabulation”, as she proposes, allows us to transcend these
limitations by crafting stories that elude the grasp of limited viewpoints and sparse
records'’. In a parallel manner, Gandhi’s street art seeks to depict the lives of the
unrecognized and the forgotten, challenging the power dynamics that have mar-
ginalized, silenced, and erased their stories.

But Gandhi’s artistic endeavor does not aim to claim the status of history itself,
as Hartman emphasizes that counter-histories cannot simply “install themselves
as a history”. Instead, much like “critical fabulation”, it aspires to paint a fuller
picture of the city’s narrative tapestry, one that includes the everyday moments
and individuals who are often overlooked and dismissed. In this pursuit, it not
only disrupts the established hierarchy of memorials but also prompts a reevalu-

1" While acknowledging the transformative potential of imagination in shaping a more com-
prehensive understanding of history, it is crucial to clarify that the intention here is not to equate
the experiences of enslaved girls in the Atlantic trade with those of ordinary people in the 21st
century, whose voices simply go unrecorded and unrecognized as part of marginalized narratives.
Such a comparison risks oversimplifying the deeply troubling history of slavery and perpetrating
a form of narrative violence. Instead, the emphasis lies on highlighting the methodology employed
to describe aspects of history that remain absent from official historical records.
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ation of memorializtion practices. Through these fictitious yet imaginative narra-
tives, spectators are invited to engage in the act of painting a more complete por-
trait of the city, one that transcends the confines of traditional historical accounts.

However, it is worth noting that these plywood plaques engage with fleeting
narratives, akin to fictitious memories, destined to fade away much like the ply-
wood plaques themselves. Similar to many other forms of street art, the plywood
plaques embrace ephemerality, rendering them vulnerable compared to more en-
during forms like graffiti or paintings, which require repainting. The project had
a short life-expectancy in the public sphere. For instance, one plaque dedicated to
a musician, located on Rubinshtein Street, one of the city’s busiest streets, filled
with fancy restaurants and bars, disappeared and was nowhere to be found imme-
diately after its nocturnal installation. In contrast, another plaque commemorating
the son of the FSB officer inside the courtyard at Lomonosov Street was the last to
disappear, surviving until 2015.

Above all, as the artists articulated in Facebook commentaries on the project,
viewers could not tell whether these anecdotes were real or fake. They talk about
common problems, but are impossible to verify based only on the texts. How
much faith, then, could viewers put in inscribed texts of the authorized plaques,
which have become collective memories in materialized, durable form in public
space? Viewers are left to grapple with the authenticity of the anecdotes present-
ed on the plaques, prompting them to question the essence of memorialization in
public spaces. The uncertainty surrounding the veracity of these narratives dis-
rupts the conventional understanding of commemoration, emphasizing that not all
stories are easily categorized as historical fact or fiction. This sense of ambiguity
adds another layer to the project’s mission of challenging established power dy-
namics in the city’s narrative.

In a city where power, order, and rebellion constantly vie for dominance, the
alternative plywood projects orchestrated by Gandhi emerge as powerful disrup-
tors of established narratives and aesthetics. As Tim Cresswell aptly noted, the
street is a battleground “as a site and sign of domination and order” and “as a site
and sign of unrest, rebellion and disorder” (Cresswell 2006: 262). Gandhi’s work
becomes a catalyst for critical reflection, challenging the hegemonic forces that
seek to control public spaces and the collective memory they represent. Through
the removal of the conventional and revered aura that is commonly attributed
to traditional approaches of inscription and remembrance on wall, this project
questions the authority and reliability of authorized plaques, compelling viewers
to scrutinize how collective memory is constructed in materialized and durable
forms in public space.

This initiative represents a distinctive facet of urban art and grassroots resis-
tance, resounding in the socio-political climate of the 2010s in Russia. As they
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disrupt prevailing narratives and lay bare the contested nature of public space,
these small yet impactful interventions acquire even greater significance and de-
mand our remembrance. Though this project may be a fleeting moment in the
urban fabric of Russia, it serves as a poignant reminder of the enduring power
embedded in alternative narratives and artistic interventions. In the urban land-
scapes, where the limits of acceptable expression may change, the documentation
and analysis of such projects become vital in preserving and understanding the
complexities of urban conflict and artistic resistance for the future.

Conclusion

Various narratives unfold in the urban sphere, including memories of a dark
past that were censored from sanitized history and are now slipping into amne-
sia. The plaques serve as tangible markers of these narratives, contributing to the
formation of a shared cultural background within the urban sphere. Simultaneous-
ly, they expose epistemological conflicts inherent in public space and unresolved
ideological feuds due to the socio-political situation in post-Soviet Russia. While
exploring the evolution of these plaques and the controversies surrounding their
selection and aesthetics, the paper mainly deals with the two projects: the Last Ad-
dress plaques unsettle urban traditions and hierarchies of memory by inscribing
silenced and forgotten history into the urban sphere, emphasizing the traditional
purpose and meaning of memorials. On the other hand, Gandhi’s plaques intend
to raise questions about the practices of memorialization and the act of writing
history within the urban sphere.

Considering the current socio-political circumstances, characterized by tight-
ened societal control after the 2022 invasion of Ukraine, the significance of mi-
cro-interventions like these plaque installations may be overshadowed. In 2015,
the Gandhi group altered their Facebook page name to Gadina (“viper, jerk, riff-
raff”), signifying a shift away from non-violence due to the heightened socio-po-
litical tensions that followed the annexation of Crimea in 2014, tensions which
persisted through the late 2010s. Nevertheless, as of 2023, when the group’s page
is no longer accessible, it remains crucial to remember that these peaceful urban
conflicts and dynamics once thrived in Russian cities, serving as enduring remind-
ers of the diverse voices and narratives.

A resurgence of such interventions was observed, taking on a more asser-
tive stance as control over urban narratives tightened, accompanied by an in-
crease in the denial of political victims and opposition to micro-commemo-
ration. Cardboard, an even more temporary material that plywood, emerged
as symbols of grassroots resistance. On December 11th, 2023, the Telegram
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channel of Memorial posted photos of cardboard plaques (ObSestvo Memori-
al, electronic source). Anonymous activists in St. Petersburg installed several
cardboard copies of the Last Address plaques, which had been removed from
the wall following complaints submitted on the portal ‘Our St. Petersburg’.
This portal allows citizens to voice complaints anonymously online and has
recently seen an influx of such complaints demanding the removal of plaques,
many of which are subsequently removed by communal workers. Similar inci-
dents had occurred in September, and in response, activists created temporary
cardboard versions that occupied the spaces until local residents reinstated the
original plaques. These temporary cardboard replicas embody grassroots re-
sistance and serve as poignant reminders of urban narratives denied by those
controlling the narratives.

These interventions, seemingly insignificant in the face of historical events,
reflect the power of grassroots initiatives and the potential for alternative ap-
proaches to memorialization, with Last Address continuing its performance to
this day. While the present circumstances may limit the impact of such micro-in-
terventions, they serve as a reminder that the urban landscape has the potential to
bear witness to diverse histories and acts of resistance. Engagement with and doc-
umentation of such projects allow for the exploration of the intricate relationship
between urban conflict, memory, and artistic expression in ever-changing social
and political landscapes.
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their contents — but also to change the perception of certain historical events and attitudes towards
them. On the example of memorial plaques as a form of commemoration, the article examines the
communicative strategies of different groups of memory subjects in modern Russia.
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29 oxts0pst 2020 roma, HaKaHyHE JAHS MMaMSTH JKEPTB MOJUTHYECKHUX perpec-
cuit, B MockBe oz 6osee ueM AecITKOM MEMOPHaIbHBIX JOCOK, yCTaHOBICHHBIX
B UECTh BEJIMKHUX JCATENIECH COBETCKOTO MEproAa, OblIIM HAHECEHBI HAJINCH, B KO-
TOPBIX 33/1aBAJICSI BOIPOC, YTO C ITUMH JIFOABMH CIIy9HUIIOCh BO BpeMeHa borbIro-
ro Teppopa. ,,A 4To ¢ HUM cIy4duiock B 19347” — Haanuce nmoa TabIMYKON MO3Ty
Ocuny Mannensmramy. ,,A yto B 19377 Ilepeexan?” — Bonpoc noj MEMOpH-
aJIbHOM JIOCKOM Ha JIoMe, TJIe XK1l OoJrapCKuil peBosroIioHep Poman ABpamoB.
,»A Kyna B 39-m yexan?” — Borpoc o cyib0e pexxuccepa BeeBonona Meiiepxonbaa.

StRP 49(1), 2024: 123-140. © The Author(s). Published by: Adam Mickiewicz University Press, 2024
Open Access article, distributed under the terms of the CC licence (BY-NC-SA, https.//creativecommons.org/licenses/by-nc-sa/4.0/).


mailto:Daria.Khrushcheva@ruhr-uni-bochum.de
mailto:Daria.Khrushcheva@ruhr-uni-bochum.de
https://orcid.org/0000-0003-1150-2332
https://doi.org/10.14746/strp.2024.49.1.1

124 Daria Khrushcheva

MeMopuanbHble JOCKH OTHOCSTCS K CaMbIM paclpocTpaHEeHHBIM (opmam
KOMMEMOPATHBHBIX NPaKkTHUK. OpraHu4HO BIHUCHIBASACH B reorpauueckuii u co-
MUOKYJIBTYPHBIA TaHmadT 1 o0aanas HeiabiM psijioM (GYHKIUN, MeMopHabHbIC
JIOCKH HE TOJILKO CTAHOBSITCS CBOEOOPa3HBIM MapKEPOM ,,MeCTa HaMsATH ’, UTPAIOT
BaYKHYIO POJIb B COXpPAaHEHUH MMEH, Iepeiaue HCTOPUIECKON MaMsITH, HO U CIIO-
COOCTBYIOT KOHCTPYHPOBAHHIO U 3aKPETUICHHIO B MACCOBOM CO3HAHWUH HJICOJIOTH-
YECKH BBIBEPCHHBIX PENPE3CHTALNN HCTOPUKO-TIOTUTUICCKIX COOBITHH.

Axuus ¢ ,,BOIpocamMu O pernpeccusix’ crajia OHUM U3 IPKUX IPUMEPOB TOTO,
KaK pOCCHICKOE Ipa)IaHCKOE OOIIECTBO PearupoBajio B TOT MOMEHT Ha OJJHOCTO-
POHHIOIO TIO/1a4y UCTOPUYECKHUX (PAKTOB BIACTHBIMHU CTPYKTypaMu. OpraHusaro-
PBl MONOOHBIX AKLMH CTAHOBATCS HOBBIMH aKTOPAMHU IOJUTHKM HaMaTtd. OHH
CTpPEeMATCS HE TOJBKO PacIIMPUTh MPOCTPAHCTBO KOHKPETHBIX ,,MECT MaMITH —
MEMOpPHAJIBHBIX JOCOK M MX COAEP>KAaHUS, HO U U3MEHHUTH BOCHPUSATHUE OIpELe-
JICHHBIX UCTOPUYECKHUX COOBITHI, OTHOIIEHUE K HUM.

B kagectBe npyroro mpuMepa coxpaHeHHs MaMsATH U ,,IPEOI0JIEHUS OLTHOOK
MPOLLIOro” MOKHO Ha3BaTh MPOEKT ,,Jlocnennuii agpec”, craproasmuii B 2014
rojly Y MOJIYYMBILIUM pacripocTpaHeHue Ha Bcell Tepputopuu Poccuu u 3a ee npe-
nenamu, Harnpumep, B [py3un, Monnasun, Ykpanne, Yexuu. Pasmemas Ha ¢a-
cazax JOMOB HeOOJbIINE 3HAKM, aKTUBUCTBI IIPOCKTa YBEKOBEUMBAIOT NMAMSTh
0 TIPOCTBHIX JIFOSIX — HEBUHHBIX JKEPTBAX FOCYIapCTBEHHOTO TEPpOpa.

Ha npumepe MeMopHanbHBIX JOCOK Kak (hOpMbI KOMMEMOpPAIMK CTaThs pac-
CMaTpHUBaCT KOMMYHHMKATHBHBIC CTPATErdd Pa3HbIX IPYyMIl CyObEKTOB MaMSTH
B COBpeMEHHOI Poccrn: MeXaHN3MBbI 3aKpEeIUIeHUs B TAMSTHBIX 3HaKaX HCTOPH-
yeckoro Mua 1 crocoObl COXpaHEHUsI M TPAHCISINY ,,aJlbTepPHATUBHON UCTO-
pHUYECKOM MaMATH U UCTOPUUYECKON MTPAB/BI.

MeMopuajibHbIe JOCKH KaKk ()opMa KOMMeEMOpPaUUuM U UX PyHKIMU

[ToBcemHeBHAs KU3HB, OOIIECTBEHHBIE IIPOCTPAHCTBA, OKPYXKAFOIIIAst HAC Cpe-
Jla HaTlOJIHEHBI o0pa3aMu maMsiT. TepMuH ,,MecTo mamsatu’ (les lieux de mémoire)
BBel B ynorpeOienue B Hayane 1980-x rogos (¢hpaniy3ckuii ucropuk [Ieep Hopa
(Nora 17). K ,,Mecram mamsaTe’” MCCI€AOBaTEeNhb OTHOCHI MY3€H, MOHYMEHTHI,
XpaMpbl, KJIaI0HIIa, apXUBBI, TPAKTATHI, POTOKOJIBI, KOJUICKIINH, TIPa3IHUKH, TO-
JIOBIIMHBI U MHOTOE€ JPYroe — BCE TO, YTO TaK WM MHAYEe MOXKET ObITh (hOpMOii
KOMMEMOpAITNH WA CTI0COO0M, C TIOMOIIIBIO KOTOPOTO B OOIIECTBE 3aKPeTLIseT-
Cs, COXpAHSETCS W TepefacTcsl MaMATh O MPOoNUIoM. Hopa ToBOpHUT O TOM, YTO
,,TAMATh TIOPOXKJIAETCSl TOH COLMANBbHON TPYIIONW, KOTOPYIO OHA CIUIAuUBaeT”
(Nora 20). CBOI0 KOHIIETITHIO ,,MeCT maMsATH Hopa oCHOBBIBAJ, TOMHMO TIPOYEC-
ro, Ha YTBEePXKIeHUM (paHIly3cKoro comuosiora Mopuca XajibOBakca 0 TOM, 4TO
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,»CYIIECTBYET CTOJIBKO XK€ MaMsTeH, CKOJIbKO M counanbHbeix rpynm” (Nora 20).
Hopa Bcren 3a Xanp0BakcoM pas3ziensi MHEHHE, UTo ,,IaMsTh 110 CBOSH IPUPOJE
MHO)KECTBCHHA M HEJIEIMMa, KOJUICKTUBHA U nHAnBHAyainpHa (Nora 20).

Mopuc Xanb0Bakc paccMaTpHBaeT KOJJIEKTHBHYIO MaMsTh Kak ,,ACTOpUYC-
CKYI0O HaMATh TPYMIIbl, JAIOIIyI0 OPHUEHTUPHl HMHIUBHIYaJbHOMY CO3HAHHUIO”,
OH TaKKe 0TMEYaeT POJIb UCTOPUUECKON MaMsITH Kak (hakTopa oOpeTeHHs TpyI-
noBoit uaentuunoctu (Hal’bvaks, anexrpoHHslil pecypce). B cBoeil koHIenmmu
KOJJICKTMBHOW naMATH XajabOBaKC ONUPAJICS HAa COBOKYIHOCTb IOHSTHH: ,,KOJI-
JIEKTUBHBIC BOCIIOMUHAHUS’, ,,KOJUICKTUBHAS HCTOpUS, ,,00pa3bl MPOILIOTO”
(Hal’bvaks, snexrpoHHBIil pecypc). B ero npencrasnennn nctopuyeckue coObl-
TS OTOMpAIOTCs, KJIACCU(DUIUPYIOTCS U XPAHSITCS, UCXOs U3 MHTEPECOB U 3a1ad
OTpe/IesIeHHOH YacTH o01iecTsa:

B HanmoHaEHOM CO3HAHHM TH COOBITHS OCTABIIIN ITyOOKHH Clie]] He TOJIBKO ITOTOMY, YTO OHU
M3MEHMIIH OOIIECTBEHHBIC HHCTUTYTBI, HO U TIOTOMY, YTO CBSI3aHHAS C HUMH TPAJULIUS TTO-TIPEXK-
HeMy BecbMa JKMBa B Toi mwin HHOH yacTu rpymnmsl (Hal’bvaks, anexTpoHHbIid pecypc).

Hopa Ha3piBaeT pa3nuyuHbie (JOPMbI COXPAHCHUS TTAMSITH ,,KOMMEMOPATUBHOM
OMUTENFHOCTEIO”: ,,MecTa TaMsITH POXKIAIOTCS U )KUBYT OJIaroiapst 9yBCTBY, YTO
CIIOHTAHHOW TaMSTH HET, a 3HAUYUT — HY)KHO CO3[IaBaTh apXWBBI, HY)KHO OTMe-
YaTh FOAOBIIMHBI, OPTaHU30BHIBATH MPA3THOBAHUS, [...] IOTOMY UYTO TaKHE OIe-
pamm He siBisitoTcst ectectBeHHbBIME (Nora 26). Benen 3a Xans0Bakcom Hopa
YTBEPKIIACT, UTO JJII COXPAHCHUS MaMSTh TOJDKHA MEePEKUBATHCS KOJIICKTUBHO:
,,KOTJIa aMsITh OOJIbINIE He HAXOIUTCS MOBCIONY, oHa ucue3aet” (Nora 34). Orrai-
KHBasCh OT 3TOTO, MOXXHO paccMaTpUBaTh TOPOJCKYIO CPEIy C €€ pasTuIHbIMH
KaHaJlaMd KOMMYHHUKAIIMHA KaK ONITUMAabHOE, TOCTYITHOE OOIBIIOMY KOJIMYECTBY
TPy COLUOKYABTYPHOE MPOCTPAHCTBO. MeMOpHalbHbIe JOCKH, MAMSITHBIC Ta-
ONMMYKH ¥ 3HAKW MOTYT CITY’)KUTh OJHUM W3 TaKWX KaHAJOB KOMMYHHUKAIH: OHU
,,00Pa3yIoT «MeCTa MaMsITH, HAJICJIsisi TOPOACKYIO Cpey Creu(DUICCKUME KYJlb-
TYPHBIMH U ceMaHTHYeckuMu cMbiciaamu’” (Besedina, Burkova 2014: 150).

Kpome toro, MmemopuaibHble JOCKH MOKHO OTHECTH K OAHOM M3 CaMBIX JIO-
crynsbix Gopm yBekoBeueHus namsith. [1o knaccugukarnmu [Teepa Hopa omaumM
W3 OTIMYHTENHHBIX MPU3HAKOB MEMOPHAJIBHBIX JOCOK KaK ,,MeCT MaMsATH’ SIBIIs-
eTcs uX ,,TouHas Jokamm3anus~ (Nora 47): ycraHaBiImBaeMble Ha (acamax JOMOB
WJIA BHYTPH TTOMEIICHUH, OHU (DUKCUPYIOT CBSI3b KOHKPETHOTO O0BEKTa C UCTOPH-
YECKUMHU COOBITHSMH WITH BBIIAFOIIUMHUCS TIMIHOCTAME. DTO ,,HanOoJee Ma s
MeXaHM3M (HUKCAITUH TTAMSITH B TOPOJICKOM TipocTpancTse” (Barannikova 172): me-
MOpPHAJILHBIC JIOCKH HE TPEOYIOT OOJBIIOr0 KOJMYECTBA CBOOOTHOIO MeCTa, OHH
OTHOCHTEIIFHO TIPOCTHI B UCIIOTHEHWH, CPABHUTEIBHO SKOHOMHYHBI, a TAKXKe I10-
3BOJISIIOT IYCTh M OCIIIO0, HO CAMOCTOSITEIbHO O3HAKOMUTBLCS ¢ UCTOPHEH HE3HAKO-
MOTO TOpOJa, €r0 3HAMCHUTBHIMU JKUTEISIMUA WU BOXHBIMH COOBITHSIMU. C TOUKH
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3peHust Ki1acCU(UKALUH, TPAAUIHOHHBIE MEMOPHATIBHBIE IOCKH MOYKHO Pa3ACinTh
Ha HECKOJIbKO TUIIOB: IEPCOHU(PUIIMPOBAHHBIC/IMEHHBIE (TTOCBAIICHHBIC OTHOMY
BBIJIAIOIIIEMYCSl YEJIOBEKY HIJIH TPYIIIIE JIMIT); COOBITHIHBIC (CBA3BIBAIOIINE APXUTEK-
TYPHBIH OOBEKT WJIM MECTHOCTD C ONPEAEIEHHBIMU HCTOPUYECKUMHU COOBITUSIMN);
3HaKH, JAIOLIME UCTOPUIECKYIO CIIPABKY O IMPOUCXOXKICHUU HA3BaHMS MIPUJICTalo-
HIeH YIUIIBI, IPOCTIEKTa, CKBEPA; 3HAKH, MIOCBSIICHHBIC MAMSITHHUKaM UCTOPUH ap-
XHUTEKTYPBbI, AAIOMINE HCTOPHUYECKYIO CIIPABKY O 3AaHHU WM JPYTOM DJIEMEHTE ro-
PozCKOi HHPACTPYKTYpBI, HA KOTOPOM OHHU PACIOJIOKEHBI.

Poccuiickue uccnenoBareny KyibTyphbl U ONIUTHKY namsti Enena becennna
u TarbsiHa BypkoBa BBIACTSIOT HECKOJIBKO OCHOBHBIX (DYHKIMI TAMSTHBIX 1OCOK:
HCTOPUKO-MEMOPHAIIBHYIO, XYIO0KECTBEHHO-ICTETHUECKYI0 M HH(OPMALHOH-
Ho-KoMMyHHKaTHBHYI0 (Besedina, Burkova 2014: 157). Uctopuko-meMopHaib-
Hast QYyHKLUS BBIPAXKAETCs, IPEX/e BCEro, B COXPAaHEHUH UCTOPUYECKON aMsITH,
B pEIpe3eHTAllNd NCTOPUUICCKUX COOBITHH M TIEpPCOHAXeH. YHUKAIBHOCTD dTHUX
3HAKOB MaMSTH 3aKIII0YAETCS B TOM, YTO BBIpaxkaeTcsi (GOPMYIIOH ,, TOJILKO 3/1ECh,
u HuUrge donee’: ,,c UX MOMOIIBIO MAMSTh O COOBITHM MJIM YEJIOBEKE OKa3bIBa-
€TCsI HABCEIIa U HEPA3PBIBHO CBA3AHHOW C ONPENEIEHHBIM MECTOM, K KOTOPOMY
JTAaHHBI UCTOPUYECKUN (aKT WM MEPCOHAXK UMEIl IPSIMOE U HETOCPEACTBEHHOE
otnomenue” (Besedina, Burkova 2019: 179). Ilpu stom becenuna u bypkosa
MOAYEPKUBAIOT OCOOBI CMBIC MEMOPHAJIBHBIX JIOCOK KaK ,,3HAKOB MAMSITH JUIS
(opMHpOBaHUS UISHTUYHOCTH, 3aKPEIUICHUSI B MACCOBOM CO3HAHWHU MCTOpHYE-
ckux MuoB” (Besedina, Burkova 2019: 185). [Toxoxxum 00pa3om xapakTepusyer
3TOT BUJ IAMATHUKA U POCCUNCKUI nccnenoBarenb Eiena beikona:

MemopHalibHbIE JTOCKH TPEACTABISIIOT CO00H KPaTKyO JIETOMUCH UCTOPUH CTPAHBI, MOITOMY
SIBJISIFOTCS 110 CBOEMY (pyHKIMOHAIIBHOMY Ha3HAYEHHIO MJICOJIOTMYECKH HArpy)KEHHBIMH TTaMsIT-
HHUKaMH apXUTEKTYpBI, KOTOPBIM BCET/Ia M BO BCE BPEMEHa IPH/IaBaach 0cobast QyHKINS HIeo-
norudeckoro Boneiicteus (Bykova 28).

becenuna u BypkoBa Ha3bIBalOT MEMOpPHUAJIBHBIE TOCKU ,,CAMOI MacCOBOM Ha
CETOHAIIHUN JIeHb (POPMON MOHYMEHTAJIBHOTO MUCKYCCTBa B ropojae”. OHH yKa-
3BIBAIOT HA TO, YTO ATH MPUMEPHI KOMMEMOPAITMX NMEIOT CBOH 3aKOHBI TIPOYTEHUS,
BBIPA3UTEIBLHOCTH, SMOILIMOHAJILHOTO BO3/ieiCcTBYs Ha 3puteiis (Besedina, Burkova
2014: 158). B aToM 3akirouaetcst UX XylnoKeCTBEHHO-IcTeTnueckas pyHkuus. Cos-
JlaBaeMbIe, KaK MPAaBHJIO0, CKYJABIITOPAMU U apPXUTEKTOPAMU, MEMOPHAIILHBIE JIOCKH
MIOMUMO TIPOYETo HECyT B cebe ICTeTHuecKoe 3HaueHue: popma J0CKH, ee pazMe-
HIeHue Ha Qacaje, BU3yalibHas BBIPA3UTEIBHOCTh, OOIIUI PUCYHOK TEKCTa U JIO-
MTOJTHUTEIILHBIX 3JIEMEHTOB (HampuMep, MOPTPETHOTO H300pakeHus, Oapenmbeda,
IOACTaBKHU JIs1 IBETOB U HpO‘I.) HUIparoT BaXXHYIO POJIb B KOMIIO3UIITMOHHOM peIle-
HUW, TIPUBJICYCHUH BHUMAHUS M, KaK CJICACTBUE, COXPAHCHUH B MaMSTH 3PUTEIS
cofeprKarieiicsl B He KOHKPETHON HCTOPUIECKON HH(HOPMAITHH.
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TpeTbsi, ”HPOPMATIOHHO-KOMMYHHUKATUBHAsT (QYHKIUS MEMOPUAIBHBIX J0-
COK OCHOBBIBAETCSl HA IEPBbIX ABYX M 3aKJII0YAETCS] B BEpOATbHOM UM BH3yallb-
HOM Bo3zielicTBHM Ha 3putels. [Ipexnie Bcero, HHGpOpMaIHI HA MEMOPHAITLHBIX
JOCKax — 9TO TeKcT. OH OrpaHUyYeH pa3MepoM JIOCKH, BEIMYMHOHN OYyKB, XyJ0-
KeCTBEHHBIM oopmiieHreM. UTOOBI KOMMYHHKALUS ITPOXOANIIA YCIIEIIHO, TEKCT
JIOJDKEH OBITh JIAKOHMYHBIM, €MKHM, HO TIpU 3TOM WH(pOpMaruBHbIM. HMccieno-
Batenu Annpeil [loneraeB u Mpuna CaBenbeBa yka3bIBalOT Ha TO, YTO UCTOPH-
YecKre OOBEKTbI, pa3MELICHHbIE B ONPEIEICHHOM IMPOCTPAHCTBE, ,,UI'PABIINE
CTOJIb BOXHYIO POJIb B OpPTaHM3AlMU WHAMBHIYyaJbHOW MaMATH, BO3ACHCTBYIOT
1 Ha (OPMHUPOBAHHE COLMAJBHBIX MPEICTABICHUN O MPOLUUIOM”. DTH OOBEKTHI,
a MHOIJA M caMo IIPOCTPAHCTBO, ,,HANCISIOTCS CIEHU(PUIECKUMU KyJIbTypHBIMU
cMmbIciiamu, cemuoTusupytores” (Savel’eva, Poletaev 11). Kak cienctue, Mmemo-
pHaibHbIe OOBEKTHI M MPOCTPAHCTBO B LIEJIOM CTAaHOBSTCS ,,MECTaMH MaMsTH,
KOTOpble My3ee(UIUPYIOTCS U puTyanusupyrorcs. OmHako, roBops O ,,CEMHO-
TU3AIMH~ MEMOPHAIBHBIX JIOCOK M 00 MX MH(OpMalnOHHO-KOMMYHHKATHBHOM
(GyHKIMH, HYKHO IPUHAMATh BO BHUMAHHUE, YTO 3Ta (QYHKIHS 001aJaeT HEKOTO-
PBIM ,,BPEMEHHBIM IIOTEHIMAIOM ~’, KOTOPBIH MOXKET BIMATH HAa BOCIIPUATHE U UH-
TepIpeTaIuio CoepPKUMOT0 aMATHUKA BCIEICTBUE CMEHBI 310X U U3MEHEHUS
McTOpHUYeCcKol KOHBIOHKTYPHI (Besedina, Burkova 2014: 161).

Kax nucan Ilbep Hopa, ,,MecTa mamsTd — 3TO Halll MOMEHT HallMOHAIbHOU
ucropun’” (Nora 48). Haunnas ¢ mocrnepecTpoeuHsix JeT, B Poccun MokHO OBLIO
HaOJI0aaTh, ¢ OJHOM CTOPOHBI, 3HAYMTEJIPHYIO AKTHBU3ALUIO CaMOM NPAaKTHUKH
YCTaHOBKH MEMOPHAIBHBIX JOCOK (JOBOJBHO MOMYIISIPHOM M B COBETCKOE BPEM)
3a CYET BKJIIOYEHHUS B TOPOJCKOE MPOCTPAHCTBO MAMATHBIX 3HAKOB, OCBAIIEHHBIX
JIFOISIM MJIM COOBITHSIM, KOTOPBIE PaHee He OTPaskajluch B OPUIMaIbHOM JUCKYpPCE.
C npyroii CTOpOHBI, pedb UILT O TosBIIeHUH MpuMepHO ¢ 2010-X To710B HOBBIX CYOh-
€KTOB TIOJINTUKH MaMATH — aKTUBHBIX MPEJCTABUTENCH TPaXKIAHCKOTO O0LIeCTBa,
HETIPaBUTEIbCTBEHHbIX OPraHU3alMi 1 MHOTOUUCIICHHBIX ,,AHULIUATUB CHU3Y .

Cpenn ,,clieHapHeB NaMATH, PeaTn3yeMbIX CETOIHIIIHUMU aKTOpaMH — Oyb TO TOCYAapCTBEH-
HbIE CTPYKTYpB! WM OOIIECTBEHHBIC TPYIIIbI, WINM OPraHU3aLUK, — HEMAJIOe MECTO 3aHMMAeT
,,pab0oTa HaJl MPOIUTBIM”, KOTOpAas IPEIIONaraeT, B TOM YHCIIe, OTKPhITHE Ul 00IIecTBa 3arpe-
meHHbIX panee TeM (Besedina, Burkova 2019: 183).

Bomnpocsl 0 penpeccusix

30 oxTs10ps B Poccuu TpamuimonHo otMeuaeTcs JleHp maMsITH jKepTB TOJIH-
THaeckux pempeccuit'. B 2020 romy HakaHyHE 3TOTO TMaMSATHOTO THS B MOCKBE

! JleHb IaMsITH 5KEPTB TOJUTHYECKUX penpeccuit 30 okTsiopst opuimansHo ormedaercs B Poc-
cuu ¢ 1991 rona. C cepeaunnl 1970-X rooB COBETCKUE MOJUT3AKIIOUECHHBIC €KETOAHO OTMEYaIN
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AQHOHUMHBIE aKTUBHUCTHI MPOBENU aKLHUIO: M0 0oJiee YeM JECATKOM MEeMOpHallb-
HBIX JIOCOK, YCTAHOBJICHHBIX B Y€CTh BBIIAIOIIUXCS JIEATENeH COBETCKOTO MEPUO-
Jla, OHH 3aJIaJIM BOTIPOCHI O CY/Ib0E ATHX JItoziel BO BpeMeHa bombioro Teppopa.
Bonrapckuii pesomtormonep Poman ABpamoB, COBETCKUN akaeMUK BameHTHH
[ymko, apTHCT ¥ PyKOBOIUTENb BOJBIIOTO JApamMaTndeckoro tearpa AJeKcel
Huxuii, akrep T'eopruit JKoxkeHoB, BeHrepckuii peposonuonep bena KyH, noat
Ocun Mannensiurtam, pexuccep BeeBonon Meliepxonsa, aptuct Conomon Mu-
xoarc, Bpad [1aBenr O6pocos, pusnonor Bacunwmii [lapun, yuensrii-reonor bopuc
[MonwiaoB, karutan coopuoit CCCP no ¢yr6ony Hukomaii Ctapoctus, 60rociion
[TaBen ®dnopeHckuii, KOHCTPYKTOp Asekceil YapoMckuii n Apyrue — Ha MEMOpPH-
aJBHBIX OCKAaX HET YIIOMHHAHUHN O TOM, YTO 3TH JIFOIH OBIITH PEMPECCHPOBAHBI.

B nanpHelinem OyneT MpHBEACHO HECKOJIBKO Oosiee MOIPOOHBIX MPUMEPOB,
WITIOCTPUPYIOMMX GOpMY U CyTh akuuu. /st anamu3a OblI0 BBIOpPAHO HECKOJIb-
KO HCIIOJIb30BAHHBIX B aKIIMU MEMOPHAIBHBIX IOCOK, KPUTEPUSMHU 3TOTO BEIOOpa
CTaJIM CaMH JIOCKH (MX BHEIIHHMI BUJ U COJCpKaHHE: OOJIBIION/CKYAHBIN 00beM
nH(pOpMAIIMH O YeIOBeKe, Mo0op crennpuieckux (GaktoB Onorpaduu, uaeoo-
THYecKast COCTABIISIONIAN), a TAKKE HAIMTUCH aKTUBHUCTOB, KOTOpPbIE OBUIH TIO-pa3-
HOMY C(OPMYIHUPOBAHbI B KaXXIOM KOHKPETHOM cily4ae (B BHJE YTBEPKICHHS
WJIH BOTIPOCOB: 3aKPBITOTO, OTKPBITOTO, PUTOPUYECKOTO).

MemopuanbHas gocka modty Ocuiry MaHmenpImTaMmy 1mo aupecy TBepckoii
OynbBap, oM 25, 6buta yeranosieHa B 1991 roay (ckynbnrop — Jmurpuii Lllaxos-
ckoif). Hammuep Ha gocke: ,,[1oaT Ocumr DMunbeBud MaHACIbIITaM KU B 3TOM
nome B 19221923 u B 1932-1933 romax”™. @opMaabHO 3Ta UMEHHASI MEMOPHAITb-
Has JO0CKa HHPOPMHUPYET O CBS3M KOHKPETHOTO YEIIOBEKa C KOHKPETHBIM a/IpeCOM
MPOKUBaHUS, OHA HE CTPEMUTCS JaTh JOMOIHUTEIHFHYIO WHPOPMAIIHIO HU O €T
cynb0e, HU O €ero JINTEpaTypHOH NesTeNbHOCTH (HE YIOMWHAET JINTEPaTypPHBIX
3aCIyT, HAlIMCAHHBIX 3/1€Ch IPOU3BEACHUH 1 Mpod. ). OIHAKO aKTUBUCTHI IPOCKTA
3aJ1al0T BOTIPOC ,,A 9TO ¢ HUM CIydniioch B 193477 (puc. 1), MeHss TeM caMbIM
CMBICJIOBYIO M1 KOMMYHUKaTUBHYIO CTPYKTYpY JaHHOTO ,,MecTa nmaMatu’. OTBeTa
Ha 3TOT BOIPOC HE JIAETCsl, TO €CTh 3pUTENb IPUITIAIIAETCS K aKTUBHONH KOMMYHH-

9TOT JICHb TOJIOMOBKOI MPOTHB OecuesoBedHOro obpamienus B TiopbMmax u jarepsx. C 1987 roma
JleHb TONMT3AKIIOUYEHHOTO OTMEYAlCs JEMOHCTPAIMAMH, MPOXOAWBIIMMHU B MOCKBE M APYTHX
ropogax CCCP. C 2007 rona B MockBe 1o MHHIIMATHBE 00IIeCTBa ,,MeMopHuan” MPOBOAUTCS aK-
st ,,Bo3Bpaiienue uMeH”: y Memopuaia ,,CoaoBerKuii kKaMmeHp” Ha JIyOssHCKOH TUToIaay y4acT-
HUKHU MEpPONpPUATHUS [0 OYepeH 3auUThIBAIOT UMEHa JItofiel, paccTpensHHbIX B 1937-1938 rogax
(Vozvra$cenie imen, >nekTpoHHBIA pecypc). B apyrux ropomax Poccum akmust Taxke peryisipHO
MIPOBOANTCSA Y MEMOPHAIIOB PETIPECCHPOBAHHBIM U MECT MacCOBBIX 3aXOpOHeHUH. Bo Bpems man-
JIeMUH KOPOHABHpYCa U IMOCJIE Hayajia BOIHBEI B YKpaWHE aKIMU MPOBOAMINCH B WHTEPAKTUBHOM
(dopmare ¢ MOJKIIOYCHHEM yYaCTHUKOB M3 Pa3HbIX CTpaH U pernoHoB (30 oktabrd — Den’ pamati
Zertv politiceskih repressij, 3EKTPOHHBIN pecypc).
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Kally, eMy MPEAaraeTcs CaMOCTOSITENIbHO Y3HATh, YTO JK€ BCE-TAKU CIIyYHIIOCH
¢ Manzesnpirramom B 1934 roay?.

CTOUT OTMETHTH, YTO JIOCKA TTOATY W3 YEPHOTO TPAHUTA BHIMOIHEHA B (op-
Me CTHJIN30BaHHOU Tonydurypsl yenoseka. MccnenoBarens Haranbs Konpano-
Ba B CBOeW crtarbe Suche nach der Form. Gulag-Denkmdler in Rufsland (2007)
yKa3bIBaeT Ha TO, 4TO Takast popma — abpuc QUryphl uesoBeka, yriiyoieHue Hiu
BBIEM B BHJIE TEMHOI'O CHIIYITa, KPECT, CO3IaHHbIN U3 YeJIOBeUeCKuX (Guryp uiu
TeHEeH — XapaKkTepHa JiIsl MAMATHUKOB JKePTB TOJUTHYECKUX penpeccuii’. Konpa-
JIOBa TTHIIET:

DddekT oT Takoi BU3yaIbHOI BBIPA3UTEILHOCTH BOMOXKEH OJIarojapsi pasindHbIM accolya-
LMSIM, B KOTOPBIX OCHOBHBIM 3HA4YCHHEM SBISCTCS ,,0TCyTCTBHE”. OHA TaKKe CUMBOIN3HUPYET
(oTorpadun xepTB, BEIPE3aHHBIC B CEMEITHBIX allb0OMaxX, — €CJIM Ha FPYMIOBOM ()OTO OBLT 4emo-
BEK, CTABILMII BIIOCIICICTBUH JKEPTBOH PEPECCHH, €r0 YacToO 3aMa3bIBaJIU MM POCTO-HAIPOCTO
BBIpe3aJIH Ha (hOTO, 4TOOBI IIPH OOBICKE HE MONACTh IO CTAThIO ,,Bpark Hapona™ (Konradova 428,
nepeeon — J1.X.).

To ecTh IO OTHOIIEHHUIO K JKEPTBE PETPECCUN TaKOe N300paKCHIE HA TaMSIT-
HUKE BBIPAKACT KaK (PU3MUECKOE OTCYTCTBHE YEJIOBEKAa, TaK U €r0 ,,BU3yallbHOEC
rcuye3HoBeHue”. B ciyuyae ¢ ManzaenpmraMmoM ,,MCYE3HOBEHUE™ KacaloCh TaKkKe
3ampeTa Ha MyOIMKaIue, OTCYTCTBHSI YITOMIUHAHIN HMECHH B TIeUaTH, ONOIHoTpa-
¢usix, cinoBapsix U T.1. Ha 3TOM nmpuMepe MOKHO YBUIETh, KaK aBTOPbI CaMOTO
MaMSATHHUKA, a TaK)Ke aKTUBUCTHI MPOEKTA HCIIONB3YIOT Pa3IMYHbIE CMBICIIOBbIE
CUCTEMbI U WH(POPMAIIMOHHBIC CJIOH, PACIIMPSIONINEG MCTOPUUCCKHA KOHTEKCT
BBIOPAHHOTO ,,MECTa MaMSITH .

B xozxe akmuum BOpOC 0 HOBOM MECTOIOJIOKEHHUH YeI0BEKa COMPOBOXKIAI
1 MEMOPHATBHYIO JOCKY Bpady-I1aTOJIOTOAHATOMY U TUPEKTOpy MHCTUTYTA CKO-
poii oMot uM. Cxindocosckoro IlaBimy O6pocoBy, ycranoBiaeHHY0 B 1983

2 B 1934 roxy Ocun Manenbiuram ObUT apecTOBaH MO JIOHOCY 338 YTCHHE aHTHCTAIMHCKOTO
cTuxoTBopeHust. OOBICKM U apecT MPOUCXOIHUIN MO JIPYroMy MOCKOBCKOMY afapecy mosTa: Hamro-
KUHCKUH niepeynok (yin. dypmanosa), 1om 5. OTObIB apecTt, Bckope Maun/ienbiuram ObUT BTOPHIHO
apecroBad HKB/I 1 cocnan Ha JlansHuii BoCTOK, T/ie CKOPOMOCTHKHO CKOHYAJICS OT OOJIC3HH 1 ObLIT
norpedeH B Oparckoii Moruiie B 1938 romy (MecTo 3aXOpOHEHHUS JI0 CUX TIOp HEU3BECTHO). Peabmiu-
THPOBAH MOCMEPTHO ,,38 OTCYTCTBHEM COCTaBa MpecTyIUleHus : o aeiy 1938 roma — B 1956 romy,
o aeny 1934 romga — B 1987 romy (Murav’eva, 3MEeKTpPOHHBII pecypc).

3 B kauectBe mpumepa Haranes KonpangoBa mpuBoguT IlaMsTHHK epTBaM MOMHTHYECKHX
penpeccuii Ha MecTe paccTpernia u 3axopoHeHust B oc. CenudonroBo SIpociaBckoit 00, (CKyIb-
ntop — Cepreit HoBukos, 1994 1.) u namsiThuK ,,He BepHyBIIMMCSL...”” HA MEMOPHAIEHOM KJIaI0NIIEe
noc. Abess Pecryomxu Komn (ckymenrop — Monac FOomumroc, 1990 r). K mogodnomy tnmy ma-
MSTHHKOB MOXKHO OTHECTH U co3anHbIi B Cypryte [TaMsTHHK skepTBaM IOTUTHYECKUX PETIPeccuit
(o acku3y Homapa Yaramuaze, 2017 ) u ycraHOBJIEHHBIH B MOCKBe MaMATHUK ,,CTeHa ckopOn”
(cxynbrropsl — ['eopruii u Aunpeit @panrynsausl, 2017 r.). Cm. Pamdtniki Zertvam politiceskih re-
presij na territorii byvsego SSSR, 31eKTpOHHBIN pecypc.
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rofy mo aapecy AOPUKOCOBCKHH mepeyiok, aoM 1 (ckymsnropsl: Oner Komos
n Bmagumup O6pocos-CepoB). Jlocka BeIITONHEHA U3 OpOH3BI, ¢ Oapenbedom
M HaJUChIO: ,,37ech ¢ 1927 roma mo 1937 rox paborai aKTHBHBIA y4aCTHUK
peBomornonHoro npmwkenus, wieH KIICC ¢ 1902 rona, BUaHBIN nesTeNlb COBET-
CKOM MEeIUIIMHEI U 311paBooxpaHenus mpodeccop [laBen Hukonaesua O6pocos”.
Bomnpoc noa tabiauukoii 3By4uT: ,,A uto B 1937-m nepeexan?” (puc. 2)*. Crout
0o0paTuTh BHUMAHUE, YTO B OTIUYHE OT MeMopHuaia MaHenbITaMy maMsiTHas
nocka OOpoCOBY COAEpPKHUT ropas3no Oosnbine Ouorpaduyeckoir WHMOpMAIUH,
OHAa HE MPOCTO YKa3bIBA€T HA €0 MECTOXKUTEIHCTBO, HO TEPEUHCISET 3acily-
TH: ,,aKTUBHBIM YYaCTHUK PEBOJIOLMOHHOTO ABmKeHus”, ,,uieH KIICC ¢ 1902
roma”, ,,BUAHBIN JESITENb COBETCKOM MeIUIUHBL, ,,ipodeccop”’. C omHOM cTO-
POHBI, 3TO MOXKET OBITH CBSI3aHO C TeM, 4TO M Bpada [laBia OOGpocoBa He Tak
W3BECTHO B IIMPOKHUX KPyrax M LesIb TA0INYKH — PacCKa3aTh KaK MOKHO OOJIbIIe
00 3TOM BBIIaroImeMcs gyenoBeke. C Ipyroii cTopoHsl, BeimoHeHHast B 1983 rogy
TaOIMYKa BIIOJIHE COOTBETCTBYET ,, TPAIUIIMH~ COBETCKUX MEMOPHAJIOB: TIOPTPET
repost AJI HaJIATHOCTH, TIEPEUHUCIICHUE €ro 3aciyT, yKa3aHue Ha BaXXKHOCTb €ro
JIeATENBHOCTH U Tocynapcra. Kak u B mpumepe ¢ MaHenpIiTaMoM, 3/1eCh
aBTOPHI BOIIPOCA YKa3bIBAIOT HA MPOMYIICHHBIN B TEKCTE MEMOPHUAIBLHON TOCKH
(bakT rocyqapCTBEHHON penpeccuy, He Ha3bIBas e HaNpsSMYI0, HO MpUIJIaIas
myOnmuky K quanory. CoBnazieHne 1aThl mpokuBaHus OOpOoCcoBa Mo ITOMY aJIpecy
W JIaThl €r0 apecTa ycuiuBaeT 3G QPeKT, BO3ACHCTBYET Ha YMOIUOHAIBHOM YPOB-
He: 1937 rox ctaHOBUTCS ONpeieIeHHOW BpEMEHHOM IpaHuLIel, TEM caMbIM 3TO-
MY ,,MECTy MaMATH  3a7aeTCsi NHOE 3HAYCHHE — 3/IeCh TIPOU3OIILIO YTO-TO TPEBO-
YKHOE, YTO-TO CYIbOOHOCHOE.

MemopuaneHyto focky bene Kyny, nesremto BeHrepckoro u MexIyHApoO-
HOTO KOMMYHHCTHYECKOTO JIBUKCHHUS, COITPOBOXKIAET OOJIbIIEe KOIUIECTBO BO-
MPOCOB: ,,A 4T0 ciryuniioch B 19367 ApecroBaim? Paccrpensum? Kro? 3a uro?”
(puc. 3). Dta mocka, pacloNOKeHHas 1O aapecy yi. BosnsmkeHka, oM 1, BbI-
MOJTHeHA M3 TeMHO-KpacHoro rpanuTa (1986 rox, apxurekrop: Cepreit CMUPHOB),
TEKCT 3all0JHsIET BCIO IIJIOIIAAb MaMITHHKA: ,,B 3ToM 31anuu B 1924—1936 romax
paboTan BUIHBIHA J1esTe]b BEHI€PCKOTO U MEKAYHAPOAHOTO Pad0OUero IBHIKECHHS
OJIMH U3 OCHOBaTesnei koMrnaptuu Benrpuu u pykoBoauteneid Benrepckoil coBer-
ckoit pecrryonuku 1919 rona bena Kyn”. Ha Tabnuuke HeT HU YIIOMUHAHUS ape-
CTa U paccTpelia BEHrepCKOTo MOJIUTHKA, HU MH)OPMALMK O ero NpecTynHOH Jie-
SITEJILHOCTH Ha MocTy npejncenarens Kpsimckoro peskoma B 1920 rosy, xorna oH

4 O6pocosa apecroBaiu B 1937 rojmy, on ObUI OOBUHEH B MPOBOKATOPCKOW JESTEIBHOCTH,
B 1938 roxy npuroBopen Boennoii komterueit Bepxosnoro cyna CCCP x paccrpeny. OH ObuI pac-
ctpensH 15 mapra 1938 roga Ha monuroHe ,,KoMmmyHapka’™ (CerofgHs Ha MECTE PacCTPENbHOTO MO~
JIUTOHa MeMOopHaibHOe Kiaanoue). Peabunuruposan B 1955 rony (,, Pavel Obrosov”. Martirolog
rasstrelannyh v Moskve i Moskovskoj oblasti, >n1eKTpoHHBII pecypc).
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OBLI OZIHUM M3 OPraHU3aTOPOB MACCOBBIX Ka3Heit®. DOpMyIUpys BOIIPOCHI O CYIIb-
0¢ KyHa, akTUBHUCTBI Kak Obl IAIOT MOJICKAa3Ky: J1a, €r0 apecTOBAIN U PacCTPEsi-
JIM, HO KTO | 32 YTO, 3TO 3PUTEIIO MPEJIaraeTcs BBIICHUTH CAMOCTOSTENFHO, KaK
U MIpOoYUe TOAPOOHOCTH JIESTEABHOCTH 3TOTO MOJIUTHKA, KOTOPBIH, IO CYyTH, Cam
CTaJl )KEPTBOH HACAKJAEMOT0 UM PEXKHUMA.

ITocnennuii npuMep — MeMopHalIbHasE A0cKa akajgeMuky bopucy IloabsiHOBY.
Jocka u3 6enoro MpaMopa B TOHKOM OpOH30BOH pame M ¢ HakJIaJHbIM OpOH30-
BBIM IIOPTPETHBIM OapenbedoM pacroiokeHa Ha 3paHuu [louBeHHOro HHCTUTY-
Ta 1o azapecy IIppkeBckuii mepeysnok, noM 7 (mara co3maHus U aBTOp He ycTa-
HoBJeHbl). MH(opmanus moa mopTperoM miacur: ,,B 3ToM MHCTUTYTE padoTran
¢ 1927 mo 1952 1. BEIHarommmiics yaeHslit akageMuk bopuc boprcosud [1ombrHOB”.
Haamuce akTHBHCTOB yTOUHSIET HEKOTOPBIE (hakThl OMorpaduu yu4eHOTo-Teosora:
»A ¢ 1937 o 1939 6b11 Ha JlyOsinke u B Kpecrax. [Touemy? 3auem?” (puc. 4).
JeticrBurensHo, B Mae 1937 roga mupekrop IlouBennoro muctutyTa [lompiHoB
OBbUT apecToBaH IO JieNly O IIITHOHAXKE U KOHTPPEBOIIOLMOHHON JIESTETHHOCTH.
Oo6Bunenus [lonpiHOB He pU3HAI, BBLAEPKAI AONPOCH U IBITKH, B 1939 rony
ObUI OCBOOOXKIECH 3a IIPEKpAILlCHUEM [e]la, BOCCTAHOBJIEH B AKaIeMHU HayK
CCCP u npofomkuil HaydHy paboTy, OyKBaJbHO BEPHYBIIKMCH B 3TO 3JaHHE
(,, Polynov Boris Borisovic”. Biografika, snekTpoHHBII pecypc). B cBoux Bompo-
cax aKTHUBHCTHI WCIONB3YIOT METOHUM , JIyOssHKA” (mist cobmparenbHOoro 000-
3HAUCHHs OpraHoB rocynapctBenHoi Oesonmacnoctu CCCP, mpowucxopsiiee OT
MECTOHAXOKACHUS 3AaHus CIIy>KObl rocOe3onacHocTy Ha JlyOsHCKOM miomanu
B MockBe) 1 Ha3BaHME JICHUHTPACKOIN TIOPBMEI ,,KpecThr”, NCXos U3 TOTO, UTO
9TH Ha3BaHUS OyAyT MOHATHBI MOTEHIMAIBHOMY 3PUTENIO, YKaXyT HA KOHTEKCT
COOOLIECHUS, BEI30OBYT HHTEPEC U 3aCTABSIT €r0 BKIIOYUTHCS B KOMMYHHUKAIIHIO.

B cBoem coobmiennn st Pagno CBo6ona aHOHMMHBIE aKTUBUCTHI TaK 00bsIC-
HUWJIM CMBICT aKLIWH:

Caavasia rocyapcto yousaet. IT0TOM OHO BEIIaeT I0CKY, IJIe PACCKa3bIBACT, KAKOI BbI BEIMKHI
yenoBek. Bennuune TpeGyeT MpaMopa U rpaHuTa, 00 yOUiiCTBE MUIIYT Ha CTEHAX JIOMOB MEIIOM
U yrieM. [...] B KaHyH JTHS HaMSATH JKePTB MOJIUTHYECKOTO Teppopa [...] o BceMy Topoy MOsIBU-
JIMCh BOIIPOCHI, YKa3bIBAIOILE HA IPOITYLIEHHBIH B TEKCTaX [MeMopuaibHbIX 10cok — [1.X.] daxr
TOCYIapCTBEHHOM penpeccuu (Aktivisty ,,zadali voprosy”, SNEKTPOHHBIN pecypc).

[TockonbKy MpakTUYECKH BCSA KOMMEMOpaTHBHas JeATesbHOCTh B Poccwuii-
ckoil Denepanuy, B TOM 4HUCIIE NMPOLENYPbl YCTAHOBKH MEMOPHAJIbHBIX JOCOK,

5 bena KyH ObL1 00BHHEH B ,,pYKOBOJICTBE KOHTPPEBOIIOLIMOHHO TEPPOPUCTHYECKON OpraHu-
3anueii B Komunrepue” u pacerpenss B 1938 rony B ,,Kommynapke”. [locmepTHO peaOunuTHpOBaH
B 1955 rony (,, Bela Kun”. Martirolog rasstrelannyh v Moskve i Moskovskoj oblasti, sneKTpoHHBII

pecype).
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peryaupyercs Ha 3aKOHO/ATeIbHOM — (he/IepaIbHOM MU PErHOHATBHOM — YPOB-
He, TaKhe TPaKIAHCKIE WHUIIMATUBBI, KaK aKI¥s C ,,BOIPOCAMHU O pernpeccusix’
CTAHOBSITCS SIPKUMHU TIPUMEPAMH PEAKIIUA POCCUHCKOTO TPakIaHCKOTO oOIe-
ctBa koHIa 2020 romoB Ha ,,MHOTOJICTHEE BHICTPAHMBAHUE HCTOPUICCKUX MHU(OB
BiacTHbIME cTpykTypamu’ (Besedina, Burkova 2018: 4). Crout obparuts BHU-
MaHHe, YTO TOYTH BCE HCIIOJIb30BAHHBIC B TIPOEKTE MEMOPHATIHHBIC TOCKH OBLITH
yCTaHOBIIEHBI B miepuoa nocie 1955 roma u no 1991 rona. To ects 31U ,,Mecta
MaMATH TTOSIBJSUTACH TIO MPOIIIeCTBUH HECKOIBKHUX ,,BOJTH peaOHITUTAIIH KEPTB
MIOJINTUYECKUX PEMPECCUil, HO MUCATh O ,,CTaTyce” JKEPTBBI CTAIMHCKOTO TEPPO-
pa Ha MeMopHUaaxX BBIAAIOUIUXCS AesTeNe rocyaapcTBo He cremmuio. CTpeMsich
pacMpuTh KOMMYHHUKATHBHYIO CTPYKTYPY KOHKPETHBIX ,,MECT MaMsTH , TIpel-
CTaBUTEIIM TPAXKIAHCKOTO OOIECTBA CTPEMSITCS U3MEHHUTD 110/[a4y U BOCIIPHUSITHE
OTIPE/ICTICHHBIX — TPArHIE€CKUX — COOBITUI B UCTOPHUU CTPAHBI, OTHOIIICHHE K HIM
Y TeM CaMbIM CTAHOBATCS HOBBIMHU aKTOPaMH TOJTUTHKA TTAMSITH.

Hocaennuii agpec

JpyruM nmpumepoM COXpaHEHHS TaMsTH | ,,[IPEO0TCHHS OITHOOK MPOIILIO-
ro”’ MOXKET CTaTh o0lIecTBEHHAss MHUIMATHBA ,,[locnennuii anpec”. [IpoekT crap-
ToBaj1 B Mockae B 2014 rofy, MOCTENEHHO OH MOJMYYUJI PACIPOCTPAHEHUE HA BCEH
tepputopun Poccum u 3a ee mpenenamu — 3HaKku ,llocieanero agpeca” ycra-
HOBJIEHBI B pa3HbIX ropoxax Ipysun, Monnasuu, Ykpaunsl, Yexuu, I'epmanuu.
Ero ocHOBHO mpuHIMIT COPMYIHPOBAH CAMUMHU aBTOPAMHU: ,,yBEKOBEUECHHUE I1a-
MSATH HaIIUX COOTEYECTBEHHHMKOB, CTABIIMX YXKEPTBAMH MOJIUTUYECKUX perpec-
CHH M rocylapCcTBEHHOTO mpou3Boia B roasl CoBerckoii Binactu” (Memorial'nyj
proekt ,, Poslednij adres”, snektponnbiii pecypc)®. TIpoekT 3akiodaeTcsi B pas-
MEIIEHNH TTePCOHATBHBIX MEMOPHAIBHBIX 3HAKOB €IMHOT0 00pa3ia Ha Qacamax
JIOMOB, CTaBIINX MOCJIEAHUMU MPHKU3HEHHBIMHU a/IpecaMHt K€pPTB MOIUTUYECKUX
penpeccuii Ha MPOTSKEHUH BCErO BPEMEHH CYIIECTBOBAHHS TOTAJIUTAPHOIO pe-
xkuma B CCCP — naumnast ¢ okta0ps 1917 roga. Maummarops! mpoekTa mogaep-
KHBAIOT, YTO Tabmuuku ,Jllocneanero agpeca” — 3T0 HE MEMOpPHAJIbHBIE JTOCKH,
a “H(OOPMAIIMOHHBIC 3HAKH:

¢ Kak MmuIIyT camu aBToOpbl POEKTa, ,,JlocieqHuii anpec” pa3BUBaeT HICH HEMELIKOTO MEMO-
pHUaIbHOTO MpoeKTa ,,Stolpersteine” (,,Kaman npeTkHOBeHMs ), HayaToro Gonee 25 eT Ha3aa U Ha
CETOIHAIIHUH IeHb PaCIpOCTpaHUBILIETOCA yke B 6osee 700 eBpomnelickux ropoaoB. B pamkax mpo-
ekTa ycraHoBieHo 6onee 75 000 MeMopHaIbHBIX 3HAKOB B ITaMSATh )KepTB Xonokocta (Memorial'nyj
proekt ,, Poslednij adres ”, snektponHslit pecypc). CM. Taxxe (Stolpersteine, 51eKTpOHHBIH pecypce).
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MemopHalibHBIE TJOCKH 1 TIPOYHE BU/IbI TAMSITHUKOB YCTAHABIMBAIOTCS B HAMSITH O BBIIAIOIINXCS
HepcoHax ¢ 0coObIMHM 3aciyramu. B cirydae sxe ¢ tabnuukamu ,,[locienaero agpeca” peus varme
BCEr0 UJIET O COBCEM HENPUMEYATENbHBIX, ,,00bIKHOBCHHBIX JIFO/ISIX, KOTOPBIM ,,HE TI0J1araeTcs’”
HU MIaMSTHUKOB, HI MEMOPHAIBHBIX T0COK (Memorial'nyj proekt ,, Poslednij adres”, snexTpoH-
HBIH pecype).

Llenp nmpoekTa — COXpaHUTh MaMsATh 00 3TUX TpaxkIaHaX (CpeIu HUX UME-
Ha Y4YHUTeNel, NHKEHEPOB, CIYKalliX, BOCGHHBIX, JKypHAIHNCTOB), TIOKa3aTh, YTO
,,[IEHHOCTh OOBIKHOBEHHOM YEJIOBEUECKOM )KU3HH TaK JK€ BEJIMKA, KaK U [IEHHOCTh
JKU3HU 3HAMEHUTOCTH . OCHOBOMOJATAIONINI TPUHLIUI NpoeKTa — ,,OnIHO UM,
OIlHA YKWU3Hb, OWH 3HaK~ (Memorial'nyj proekt ,, Poslednij adres”, >neKTpOHHBII
pecypc). [Ipoekr oTMedyaeT HeOOIBIIUM 3HAKOM ,,MECTO MaMsATH”, HHOOPMUPYET
MOTEHIIUAIILHOTO 3PHUTENS O PEeaNbHBIX (DaKTax PerpeccHil, JenaeT MyOIudHOI
MaMsATh O T€X, KOTO PacCTPEeNNBaIN TaifHO, OY€Hb YacTo 0e3 cyaa U CIEeICTBHS.

WNuunuaropsl mpoekTa Ha3bIBAIOT €r0 ,,HAPOJHBIM MEMOpPHUAIOM”, HMes
B BHJy CBSI3b M@Ky BCEMH €T0 YYaCTHHKAMH: PETPECCUPOBAHHBIMH, KOTOPHIM
MOCBsIIEHA TaOIMYKa; WHUIIMATOPAMHU €€ YCTAHOBKH; JIIOJbMH, KOTOpEIE ,,00-
CYXIAIOT [IIPOEKT], TyMAIOT O HEM, PACCKa3bIBAIOT O HEM CBOUM JICTSIM, IIPUBJIC-
KAIOT K 9TOMY CBOMX COOTEUECTBEHHMKOB M Tak naiee” (SeSenin, anexTpoHHBIH
pecypce). Tabmuuku ,,Ilocnennero agpeca” ObUTH pa3pabOTaHBl POCCHICKUM ap-
XUTEKTOPOM AJleKCaHAPOM BpojckuM, OHM TIPEACTaBISIOT COOO0M TUIACTUHKY U3
HEpIKaBEIOIIeH CTaIH pa3MepoM MouToBOH OTKPBITKH 11 Ha 19 cMm (Memorial'nyj
proekt ,, Poslednij adres”, anekrpoHHslii pecypc). Ha HUX poCThIM ,,py0iaeHbIM”
mpru(TOM HAHECEHO HECKOJIbKO CTPOK C OCHOBHBIMHU CBEJICHHUSIMHU O JKEPTBaX
MOMUTHYECKUX PENPECCUii: UMsl, CIIEIIMAIbHOCTD, JIaTa POXKICHUS, J1aTa apecTa,
JaTa paccTpena, nata peadmiuranuu (puc. S u puc. 6). Ha mecte npeamnomnarae-
Moi1 (hoTorpaduu )KEepTBHI IyCTOE ,,0KOIIKO” — N300pakeHUE BEIMAPAHO, YSIOBEK
rc4es, MaMsaTh O HEM CTepTa M HY)KIaeTCS B BO3BPAIICHHUH.

[Ipoekrt peanuzyercst 3aperucTpupoBaHHbIM B MUHHUCTEPCTBE IOCTULIMUA PD
HeKoMMepYecKuM DOHJIOM YBEKOBEUCHHUS ITaMSITH JKEPTB MOJIUTHISCKUX Perpec-
cuit ,Ilocmeqauit agpec”, yIpeauTeIIMA KOTOPOTO CTAlI0 OOIIECTBO ,,Mexmy-
HapojHbIii Memopuan” U rpymnna GU3nIeCKUX JIMIl — aBTOPOB MIPOSKTa. APXUBBI
u 0aza IaHHBIX ,,MeMopuaina” SBISIOTCS OCHOBHBIM HCTOYHHKOM CBEICHUH, UC-
MOJIb3YEeMBbIX MpHU Moucke HHopmanuu — GpaMuini, agpecos u aar’. MHummaro-
POM YCTaHOBKH MaMITHOTO 3HAKa 10 KOHKPETHOMY aJIpeCy MOXKET CTaTh JIF0OOH
YeJIOBEK, OHA COINIACOBBIBAETCSI TOJBKO C CyOBEKTOM, BIAJCIOIIUM MPaBaMU Ha
3maHue (HampuMep, MpaBlIeHUEM COOCTBEHHUKOB JKWJIbsSl WM JUPEKIUEH TIpe-
mpusTus). Takum 00pazom, maMsTHBIC 3HAKH ,,[locieanero agpeca” He MPOXOISIT

7 Dra ke 0a3a JaHHBIX JIerIa B OCHOBY YK€ YIIOMSIHYTOH aKkluH ,,Bo3BpalieHne uMen”, exe-
rofHo npoxoznsiueit 29 okrs0psa y Conoserkoro kamus Ha JIyOsHCKOM rutomay.
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4yepe3 CHCTeMY OFOPOKPATHUECKONM (PHIIBTPAIIUH U BO3MOXKHOHN TOCY/IapCTBEHHOM
[IEH3YPBI, TTIOJJTMHHOCTh IMEH U CTaTyca JKEPTBhI PEKUMa IPOBEPSAETCS JHUIIb PY-
KoBOAWTEISIMU TIpoekTa. OxnHaxo ,llocnennuit agpec” Bce-TaKu MOXKET OTKa3aTh
3asiBUTENIO0, TIOCKOJBKY JJISl YCTAaHOBKU MaMSATHOIO 3HAaKa BayKHBI J[BA YCIIOBHS:
penpeccupoBaHHbBIN OBLT PeadMIUTUPOBAH (TO €CTh €ro MPHUTOBOP OBLT MPHU3HAH
(opMarIbHBIM U K HEMY MOKET OBITh IPUMEHEH CTATYC )KEPTBbI) U OTCYTCTBYIOT
JIOKyMEHTaJIbHBIE CBEICHHUS O TOM, YTO YEJIOBEK CaM KOIJa-TO ObLI OpraHu3aro-
POM HITH aKTHBHBIM YYaCTHHKOM MOJIUTHYECKUX PEIpPecCuii®.

Ha mpumepe 3Toro nmpoekra Takke MOKHO YETKO MPOCIEANTh, KaKUM 00pa-
30M TaKHe 3HAKW KOMMEMOPAIIUU, KaK MMaMsATHbIC TaONMYKA ¥ MEMOPHUAIBHBIC
JTOCKH, TTIOCPEIICTBOM PA3IHYHBIX CMBICIIOBBIX CHCTEM MOTYT OBITH HOCHTEISIMH
cpa3y HECKOJIbKUX MH(OPMAIMOHHBIX M KyIbTypHBIX ciioeB (Besedina, Burkova
2014: 164). IlepBbIM c10€M MOXXHO CUMTaTh HPOCTYIO Mepenadyy MHGOpMaLUH
0 TOM, YTO KOHKPETHBII YEIOBEK MPOKUBAI B KOHKPETHOM JloMe. Tabnmndka yxe
OJTHUM CBOMM HAJIMYHEM MapKHpYeT ,,MEeCTO MaMsATH , IpuaeT OOBIYHOMY 3/a-
HUIO JIONOJHUTENBHBIN KOHTEKCT. BTOPO# €i10i1 HamoMuHaeT 0 TaKuX COOBITHAX
B UCTOPHH CTPAHBI, KaK TOTAIUTAPHU3M U PEIPEecCrui: 00 3TOM TOBOPST JaThl, KOT-
Jla 4eJIOBEK ObUI apeCTOBaH M BIIOCIIEJACTBHM paccTpeisiH. Tpetuii ciioit nudop-
MHUpYeT 0 pakTe peabunnuTauu, TO €CTh TOBOPHUT O TOM, YTO IPUTOBOP OBLI IPH-
3HaH HE3aKOHHBIM, YeJIOBEK He OBbIJI HA B YeM BHHOBAT, OH — JKepTBa pexuma. [1o
MacIITaOHOCTH MPOEKTa OYEBUIHO, YTO TAKHUX I'PaxiaH OblIO MHOTO, TO €CTh 3TO
HE CllydaliHbIe KEPTBBI, 3TO IIEJICHANIPABIICHHAS MTOJUTHKA BIACTHBIX CTPYKTYP.
UeTBepThIil CIION — BU3YaJIbHBIN, OTO YK€ YIOMSHYTOEe O(hOpMIICHHE TAaOIWIKH,
ee BHEIIHMI Bua. Takue HeBepOaIbHbBIC DIIEMEHTHI, KAK MOHOXPOMHOCTB, CTPO-
Ui WPUPT, TPope3b Ha MeCTe mpenonaraeMoi portorpaduu, TeOMETpHIHOCTh
(hopM, TIO3BOJNIAIOT BBIETUTH INIABHOE: CKYITYIO HH(QOPMAIIMIO O YelIO0BeKe, 3a KO-
TOPOH CTOUT 1esas cyapoa. Co3aaresii MpoeKTa YKa3bIBalOT HA CXOXKECTh Ta0Iny-
KH C TIOYTOBOW OTKPBITKOH (10 pa3mMepy M TOPU3OHTAIBLHOMY (opmary), ogHa-
KO MOXKHO YTBEp)KIaTh, YTO OHA TAKXKe IOXOXKa Ha KapTOUKY W3 JIMYHOTO Jena
3aKJIIOYEHHOTO B YUETHO-CTaTHUCTUYECKOM KapTOTEKe, YTO MPHUJIAET el JOMOTHU-
TeJIHHBIN KOHTEKCT W AMOIMOHANBHBIN (hoH. HakoHer, msThIi coif — 310 (axT
TOTO, YTO Ka)kJaas TaONMu4Ka SBISIETCS YacThi0 OOJBIIOTO MPOEKTAa, 32 KOTOPHIM
CTOSIT ONpPE/ETICHHBIE aKTOPBI MOJUTUKHU MAaMATH — IPEACTaBUTENN TpaskJaHCKO-
ro 001IeCcTBa, aBTOPHI KOHIIETIIINH ITPOEKTa, CO3aHHBIN MU HETOCYIapCTBEHHBIH
(GOHII, MX [ICHHOCTH, IISJIU U 3a/1a4H.

C onHOW CTOPOHBI, YTOOB!I AKT KOMMYHHUKAIIMU COCTOSJICS, TOTEHIIMATBHOMY
3pUTEITIO JOJDKHBI OBITh MOHATHBI ATH BU3yallbHBIE U BepOabHbIE CHMBOJIBI, OH

8 TloapoOHO mpotieypa MPOBEPKHU CTaTyca YelOBeKa i BO3MOXKHOTO OTKa3a MPUBE/ICHA Ha Caii-
te npoekta (Memorial'nyj proekt ,, Poslednij adres”, 31eKTpOHHBII pecypc).
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JIOJDKEH pacro3HaTh M JeKoaupoBaTh uxX. C Ipyroil CTOPOHBI, OrPaHUUCHHOCTh
TEKCTa Ha TaOMYKEe MPHU3BAHA MOJTOIKHYThH 3pPUTENSl K AKTUBHBIM JICHCTBUSAM —
K MOUCKY MH(OPMAIIMHU O CYIh0e KOHKPETHOTO YEJI0BeKa MIIM UCTOPUU KOHKPET-
HOTO MecTa (31aHus, YIuIel, paifoHa). DyHKIIMOHAT caliTa MPOEKTa MO3BOJISCT
CaMOCTOSITETTLHO O3HAKOMHUTBLCS ¢ UMCHAMH | aJJpecaMy B pa3HbIX Topojaax Poc-
CHU M MHUpa, COCTaBUTh MapuUIpyT, HAUTH JOMOJHUTENbHbIE CBeneHus (Zadvki
i znaki ,, Poslednego adresa” na karte, anekrpoHHsIii pecypc). BrioaHe Bo3MOx-
HO, YTO MTOCPEJICTBOM DTOTO UEIOBEK 3aHHTEPECYETCs] HCTOPUEH COOCTBEHHOI ce-
MbH B Tiepuoj penpeccuii. Takum 00pa3zom, QYHKIMU MaMSITHBIX TaOIHUYEK U Me-
MOPHAJBHBIX JTOCOK 3HAYUTEIBHO PACITHPSIOTCS.

Hemenkuii ucropuk u Kynsryposior Asnedna AccmaH B CBOeM crarbe Re-
framing memory. Between individual and collective forms of constructing the past
(2010), paccyxaast o pa3Hbix popmarax u HopMax MamsiTh, IPUXOTUT K BBIBOIY:

[We] live in a world that is mediated by texts and images, a recognition that has an impact both
on individual remembering and the work of the historian. The historian has lost his monopoly
over defining and presenting the past (Assmann 39).

[MBI] sxiBeM B MHpE, KOTOPBIH OMOCPELYeTCsl TEKCTaMH B H300paxeHusiMU. [IpH3HaHE 9TOr0
BIIUSICT M HAa HHAMBHYaJIbHOC 3alIOMHHAHKE, I Ha paboTy HCTOpHKA. FICTOPUK MOTEPsiI MOHO-
MIOJIHMIO Ha TO, YTOOBI OMPEAEISATh ¥ MPENOAHOCUTH ApyruM Ipouuioe (mep. — J1.X.).

[epedpaszupyst 3Ty LUTATYy U PAcCCMOTPEB NPHUBEICHHBIC BBIIIE TPUMEPHI,
MOXHO CKa3aTh, YTO C IOSIBICHUEM HOBBIX KOMMEMOPATHBHBIX NPAKTHK U (HOpM
KOMMYHHKALIUU HE TOJIBKO NPO(eCCHOHAIBHOE COOOIECTBO UCTOPUKOB, HO U I'O-
CYZapCTBO MOTEPATIO MOHOMOIMIO Ha OJIUTHUKY TAMSITH U €€ PETyIMpPOBaHNUE.

3akJrouenune

MemopualibHbIe JOCKH W MaMSTHBIE TAOMMYKH O0Nalal0T MHOTUMH OTJIHYH-
TENFHBIMU YePTaMH: TPOCTOTA MCTIONHEHUSI U BHEJPEHUSI B TOPOJCKOE U COIIHO-
KyJIbTypHOE TPOCTPAHCTBO, OTHOCHTENIbHAs IKOHOMHYHOCTH, MPHOIMKEHHOCTD
K IIETICBOM ay[AMTOPHH, YHUKAJIBHOCTD PACIIONIOXKEHHUS. DTH (HOpPMBI KOMMEMOpa-
[[MH, SIBJSISICH YACTBIO CIIOKHOW CTPYKTYphl MCTOPHUYECCKON MaMSTH, (UKCHPYIOT
CBSI3b KOHKPETHBIX ,,MECT MaMATH C KOHKPETHBIMHU JIIOABMH MM UCTOPHYECKUMH
coObITHsIMA. briarogapst cBonM OCHOBHBIM (DYHKITHSIM — HCTOPHUKO-MEMOPHAIHHOM,
MH()OPMAITIOHHO-KOMMYHHUKATHBHOHN U XYJI0)KECTBEHHO-ICTETUUECKON — OHU UTpa-
10T BXXHYIO POJIb B TIPOLIECCAX COXPAHEHUS KOJUICKTUBHO MamsiTH, ,,()opMUpOBa-
HUS U onaepkanus uaeHTnaHoctr’ (Besedina, Burkova 2018: 185).

Jaxxe Takoit HeOONbIION 1O (opmary MmamMsATHUK, Kak MeMOpHalibHas Ta-
OMYKa, MOXKET COZIEPKaTh MHOKECTBO MH()OPMALIMOHHBIX U KYJIBTYPHBIX CIIOEB,
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TPaHCIUPOBATh PA3IMYHBIC KOHTEKCTHI U CMBICIIBI, TIPUTJIAINAS TEM CaMbIM LieJie-
BYIO ayIUTOPUIO WX NOTEHIMAIbHYIO MYOIMKY K B3aMMOJCHCTBUIO U aKTUBHOM
KOMMYHUKAIINH.

B nocnennne Heckonpko AecATHICTHH B Poccun akTHBHO pa3BHBAJHCh IO-
JUTUKA U KyJIbTYpa HaMATH, B MyOIMYHBIN TUCKYPC BO3BPAILAINChH UIIH BIIEPBbIC
BBOJIMITUCH TaOyHPOBAHHBIC paHEE TEMbI U HCTOPHYECKHE CIOXKETBI, ,, TPAIUIOH-
HBIE”, UACONIOTHUECKU BBIACPKAaHHBIE, PEIIPE3CHTAIMN UCTOPUUECKUX COOBITHIH
CTaBWJIMCH IOl COMHEHHE U Jaxke pa3o0nadanuck. B 3Toii obmactu npoucxonu-
JI0 aKTUBHOE 00BbEAMHEHHUE TPEACTaBUTENEN IPakIaHCKOTO O0IIeCTBa, HEMpaBu-
TEJIbCTBEHHBIX OPTaHU3alUH U ,,AHULMATUB CHU3Y . Bce 3To Hamuio oTpaxeHue
U B Pa3IUUHBIX (OpMax KOMMEMOPALMH, B TOM YHCIIE B pabOTE C MHOTOYNCIICH-
HBIMU ,,MECTaMH MaMSITH”, B 44CTHOCTH — C MEMOPHAJIBHBIMHU JIOCKAMH U TTaMSIT-
HBIMHU TaOJMYKaMH, TIOCBSIIIEHHBIMH KEePTBaM MOJUTUYECKUX PEPECCH.
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(Mockaga, yi1. JlonropykoBckasi, 1. 5)
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ferences in the narration of the war is especially evident in the comparison of the representation of
the Holocaust in museums in Kyiv and Minsk. Finally, I demonstrate that local circumstances were
a major factor in the fate of each museum after the end of the war.
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Introduction

On June 22, 1943, on the second anniversary of the beginning of the Great
Patriotic War, as the Eastern Front of the Second World War is referred to in Rus-
sia, a grandiose exhibition opened at Gorky Park in Moscow. The main park of
the Soviet capital was transformed into a display of German weapons captured
by the Red Army as war booty. Visitors saw German tanks, planes, cannons, and
other military equipment. In a private letter, writer Leonid Leonov, who visited
the exhibition in July 1943, shortly after his return from evacuation in Tatarstan,
described his impression of the incredible strength of the German tanks, noting
the adaptability of the people fighting against them:

DTH caMbl€ ,,TUIPbI” OYCHB TaKasi HEMPHATHAS LITYKa, OPOHS TOJIIE KyJlaKa, KUIILIOAb s
Tpomx Ha Koiecax. M oTTyma kak (ammoc sTakas ImITyKa JKeJle3Has, CKYYHBIH MPeIMeT, PsIMO
ckasarb. Ho, MOCKOJIBKY M MX MPOGHBAIOT, 3HAYHT, YTO-TO TAKOE MPOH3OLLIO C YETOBEKOM: BUIN-
MO, ¥ Ha 3TOT pa3 MPUBBIK U Ipucrnocoduics. Bot sxuBy4 3Beps, a? (cited after: Desatnikov 399).

Between 1943 and 1948, the exhibition in Gorky Park was one of the most
popular sights in Moscow, playing an important role in the Soviet war propagan-
da machine, both domestic and international. However, when the exhibition was
closed in 1948, the bulk of the weapons were recycled as scrap metal. The major-
ity of other war-themed exhibitions and museums that opened during the war or
immediately after it and occupied large spaces in the urban landscapes of Soviet
cities followed the fate of the Gorky Park exhibition and were quickly shut down
during the last years of Stalin’s rule.

Drawing on the case studies of three cities, Moscow, Kyiv, and Minsk, this
article investigates the museum culture and the associated narratives about the
Second World War in the Soviet Union, focusing on wartime exhibitions and mu-
seums devoted to two main themes: trophies and local wartime history. These
displays played an important role in the Soviet propaganda machine’s goals to
mobilize the population and to create an accessible, visual, and physical narrative
of the war. The museums also worked as mediums for collecting and preserving
evidence of the war for posterity and future memory. Despite the increasing cen-
tralization of Soviet ideology during late Stalinism, this article demonstrates the
significance of local and individual initiatives during the war, which led not only
to the creation of a large network of war exhibitions and museums, but also to
significant regional variations in the narratives of the war on display. Therefore,
I argue, the fates of the war-time exhibitions and museums were defined not only
by the central policies of the late Stalinist state, but also by regional and local
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differences within the Union. In order to trace these differences, I investigate the
ways in which the war museums created and conveyed the public historical narra-
tive. I view the collected objects, art, and documents in semiotic terms as a kind of
material language, while the collections are narratives of experiences (Pearce 22,
142). My analytical approach to these exhibitions is to treat them ‘“‘as narratives
told in a particular historical time and space” (Bogumit et al. 1). In order to recon-
struct these narratives as they were told in the 1940s, I draw on a variety of sour-
ces, including guidebooks, press reviews, archival documents, and photographs,
as well as the private accounts of visitors, such as letters and diaries.

The developments surrounding the establishment of the war exhibitions and
museums, and the subsequent closure of the majority of them during the last years
of Stalin’s rule, directly correlated with shifting regime policies vis-a-vis the com-
memoration of the war. After the war ended in 1945, Stalin showed little interest
in commemorating it or in celebrating its heroes, aside from his own military ge-
nius, and instead focused on rebuilding the country while also waging the Cold
War. As an example: Victory Day (May 9), considered the most important state
holiday in modern Russia, was a working day between 1948 and 1965 and official
celebrations were modest, informal, and regionally diverse (Tumarkin 100—105;
Gabowitsch 64). Historians connect the emergence of the state’s war cult with
developments during the Brezhnev era, when Soviet victory in the war became
a new source of the state’s legitimacy (Marples 287-288); Brezhnev also brought
back the Stalin-centered narrative of the war (Mann 56).

The commemoration politics of late Stalinism were a large factor in the closure
of war-themed exhibitions and museums, including exhibitions of trophy weap-
ons in Moscow, Kyiv, and Minsk. These large projects also required a significant
amount of money and other material resources in a country that required infra-
structural reconstruction. However, local politics were also a major contributing
factor to the fate of each institution. While the exhibition “Ukrainian Partisans”
was closed in 1950, the Minsk Museum of the Great Patriotic War has remained
open until the present day, albeit changing its names and location. I hypothesize
that the explicit narration of the Ukrainian Holocaust and the extensive, albeit
negative, coverage of the Ukrainian nationalist organizations negatively affected
the fate of Kyiv’s exhibition. In contrast, the Minsk museum did not cover any
ideologically dangerous topics and, additionally, was in the patronage network
of the Republican party leaders. The emergence of local war narratives and the
extent of their differences from the directives developed by Moscow’s ideologists
largely depended on the powers and initiatives of the regional party leaders, who
in many cases served as patrons for the museums in their respective locales and
defined the limits of what was possible.
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The early period: Soviet war exhibitions in 1941-1942

From the very beginning of the German invasion in June 1941, Soviet muse-
um workers began to preserve and display physical and documentary evidence
of the war. On July 15, 1941, Narkompros of the Russian Soviet Federative So-
cialist Republic (RSFSR) issued an instruction to all staff of the museums in the
system to focus their work on the interests of the war effort (Narodnyj komissariat
prosveSenid)!. First, the museums were to create exhibitions that demonstrated
the “heroic past of the peoples of the USSR and the greatness of Russian weap-
onry”, focusing on Germanic invasions (Narodnyj komissariat prosveSenia 2).
The brochure included a detailed content plan for such exhibitions, recounting
historical episodes from the Battle on the Ice of 1242 to the Brusilov Offensive
during the First World War. The museums were also to glorify the “great mili-
tary leaders of the Russian people”, both historical, such as Alexander Nevsky,
and contemporary Soviet figures, especially Joseph Stalin (Narodnyj komissariat
prosvesSenia 2). This paradigm was directly connected with the ideological frame-
work of Great Russian nationalism, or National Bolshevism, which emerged in
the Soviet Union in the 1930s (Brandenberger 43—62).

Second, the directive instructed museums to create special exhibitions about
current war events with a focus on local heroes. Finally, museum staff were to
collect current war material and artifacts, such as letters from local servicemen,
Soviet propaganda materials, documents written by military specialists, and oth-
er written testimonies (Narodnyj komissariat prosveSenia 10). Despite these top-
down directives, however, museum staff also implemented their own initiatives
from the very first days of the war. While the Narkompros directive was issued on
July 15, the museums had begun to mount war-themed exhibitions as early as June
24. As Yulia Kantor puts it, unlike Stalin, who stayed silent for an “unforgivably
long time”, museum workers “began a dialogue with their visitors” from the very
first days of the war (Kantor 81).

Trophy exhibitions

As the war progressed and military fortunes shifted after the Battle of Mos-
cow and the subsequent counter-offensive campaign of winter 1941-1942, the
content of the exhibitions switched from emphasizing the past to representing the
events of the present. The Soviet successes during the Battle of Moscow not only

! Narkompros (Narodnyj komissariat prosve$enid) was The People’s Commissariat for Educa-
tion, the Soviet agency in charge of public education and culture between 1918 and 1946.
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had strategic importance but were also crucial for the war propaganda machine.
Retreating Germans left the Soviets an incredible number of trophies, which in-
creased proportionately with the military fortunes of the Red Army. Army units
and various museums organized displays and exhibitions of war booty as a con-
crete visual demonstration of the enemy’s losses. Many displays were mobile and
toured factories and villages, attracting thousands of visitors. Trophies were be-
coming an increasingly prominent feature of war exhibitions across the Union,
helping to maintain the belief in the future victory of the Red Army.

Moscow

The large exhibition “The Defeat of the German Forces near Moscow” opened
at the Central House of the Red Army on February 22, 1942 (the eve of the Day
of the Red Army). The exhibition narrated the story of the Battle of Moscow in
chronological order. In March 1942, the exhibition was reorganized into a Mu-
seum of Trophy Weapons at the Central House of the Red Army, under the um-
brella of the newly created Trophy Commission (Ob organizacii shora i vyvoza
trofejnogo imusestva).

A year later, on April 5, 1943, after the success of the Battle of Stalingrad
and the subsequent start of the Soviet counter-offensive campaign, the State
Committee of Defense (GKO) reorganized the trophy system again, establishing
the Trophy Committee (O trofejnom komitete pri Gosudarstvennom komitete
oborony). The Committee, headed by Marshal Kliment Voroshilov, was award-
ed significant powers and resources, since the trophies were not merely scraps
and damaged weapons anymore; as the Red Army was winning more battles
and advancing further west, the captured trophy property also included factory
equipment, trains, horses and other animals, art, and even timber (Kurkotkin
373-385; Schechter).

The resolution on the establishment of the Trophy Committee in April 1943
also included an order to organize a Museum-exhibition of trophy weapons and
to close the existing museum at the Central House of the Red Army. Less than
a month later, the Trophy Committee submitted a plan of the grandiose Mu-
seum-exhibition to the GKO (O muzee-vystavke trofejnogo vooruzenia i tehniki).
The goal of the Museum-exhibition was “to show the trophy weaponry and equip-
ment captured by the Red Army, as a demonstration of the force and power of the
Red Army” and to remind visitors of the strength of the enemy and the difficult
challenge ahead of the country (O muzee-vystavke trofejnogo vooruzenia i tehniki
1. 9-10). In-text comments in this archival document make it clear that Stalin per-
sonally reviewed and edited the plan.
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When the exhibition of the trophy weapons opened at Gorky Park on June 22,
1943, the display, which was on an incredible scale, had six departments: artillery,
aviation, automotive, armored weapons, engineering, and the rear. The largest ob-
jects, such as planes, tanks, and other heavy equipment, were placed in the open-air
spaces of the park and along the banks of the Moskva River, while smaller items,
such as clothing, rifles, and medals, were put on display in two roofed pavilions.

Ilya Ehrenburg, writer and war correspondent of “Krasnaya zvezda”, was argua-
bly the most powerful voice of Soviet wartime propaganda. Ehrenburg’s article about
the new exhibition interprets it from a perspective familiar to his reader: Germans are
corrupt at their core, and so are their weapons. He asks: how could the Germans, with
their “arrogance and cowardice, greed, shamelessness, and stupidity [...] capture ten
countries, crawl all the way to Egypt, reach the Caucasus?” He suggests looking for
an answer at the exhibition of the trophies, which proved that the enemy was techno-
logically strong and had prepared for the attack for a long time (Erenburg 2).

Ehrenburg describes the highlights of the exhibition (tanks and planes), as
if they were anthropomorphic personalities, humiliated by the wartime losses,
and had zoomorphic features. By animating the deadly machines and weapons,
describing the German tanks as “wounded” and the planes as “humiliated bandit
birds”, captured right in “their nests”, he treats them as a proxy for the real, human
enemy — Hitler and his troops (Erenburg 2).

The very sight of the captured weapons and defeated planes and tanks was sup-
posed to proclaim the strength of the Red Army, which was able to overcome and
defeat the powerful enemy. The moral inferiority of the enemy was reflected in the
defeat of its weapons. Ehrenburg emphasized that the real centre of the exhibition
was the Red Army soldiers who captured the trophies and now came to see them:
“Ho MBI 3HaEM Temepsh, 4To Yac paciarel 0m30K. OO ATOM TOBOPUT B OOCTPEIISH-
HbIN, OOBETPEHHBIN, 000XIKCHHBIN COJIHIIEM 0OECI, KOTOPbIH, YCMEXasiCh, CMOTPHUT
Ha HeMenxoro «Turpa», nonaswuezo 6 kiemxy” (Erenburg 2; emphasis mine).

Similar large trophy exhibitions were established in many Soviet cities, in-
cluding Kyiv and Minsk, shortly after their liberation from German occupation.
The general structure of these exhibitions followed Moscow’s example: large
weapons — tanks, planes, and engineering equipment — were kept outdoors, in the
public parks or squares, while smaller items were placed in roofed pavilions.

Kyiv

The Red Army liberated Kyiv from German occupation on November 6, 1943.
Four months later, on March 14, the Ukrainian Radnarkom (The Council of Peo-
ple’s Commissars) issued an order to organize the exhibition of trophy weapons
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and equipment in Kyiv’s Pushkin Park. During the occupation, the park had been
used as a cemetery for hundreds of German soldiers. At the beginning of the sum-
mer of 1944, German prisoners of war were brought to the park to conduct the job
of exhuming their compatriots’ bodies and reburying them in communal graves
in the Syrets area (Malakov 155), just a few hundred meters away from Babyn
Yar, the site of Nazi massacres. After the reburial was completed, trophy tanks,
airplanes, and other heavy equipment and weapons were brought to the park. The
reburial project therefore not only achieved the goal of reclaiming the urban space
of the park by removing the physical bodies of the German occupants but also
created a space for showcasing the victories of the Red Army.

The exhibition opened on February 23, 1945, the Day of the Red Army. As
in Moscow’s Gorky Park, most of the exhibits were placed outside, but there was
also a roofed pavilion that displayed small items like documents, flags, banners,
clothes, and military decorations. Shortly after its opening, “Pravda Ukrainy” re-
ported that the exhibition had around 5,000 artifacts on display: samples of artil-
lery, heavy armored equipment, aviation, chemical and other types of weapons,
and other miscellanea captured from the Germans (Marchenko 3). Visitors walk-
ing along the park’s alleys saw heavy and anti-aircraft artillery systems, large
modern howitzers and outdated cannons from the World War I era, tanks, and
armoured personnel carriers. The central square of the park hosted aircraft. As the
war theater moved west, tanks and planes began to arrive from battles on German
soil. Among the highlights of the exhibition were the V-1 flying bombs, used by
the Germans mostly during the London Blitz (Vladimirov 3). On weekdays, the
exhibition had an average of 1,200 visitors and as many as 5,000 on the weekends.

Minsk

The trophy weapons exhibition in Minsk was smaller in scale than those in
Moscow and Kyiv, probably because it was organized hastily after the liberation
of Minsk in an effort to reclaim the public space of the city after the long Ger-
man occupation. The employees of the newly founded Belarusian Museum of
the Great Patriotic War, the majority of whom had been partisans, put together
the “Republican Exhibition of Trophy Weapons”, which opened on November 7,
1944 on a large territory adjacent to the House of the Red Army, intended to be
transformed into a public park in the future; the space was cleaned up, benches
were installed, and bushes and trees were planted.

The exhibition was decorated with Stalin’s sculpture, art, banners with slo-
gans exhorting citizens to fight the enemy, and two obelisks that displayed the
dates of the liberation of Minsk and of the whole Belarus (Réspublikanskad vy-
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statika 5). The highlight of the exhibition was the Soviet T-34 tank displayed in
front of the enemy’s weapons, symbolizing the superiority of the Red Army and
honoring the tank division that first arrived in liberated Minsk. The concrete stand
on which the tank was mounted was engraved with the phrase “Whoever comes to
us with a sword, from a sword will perish”, a paraphrase of a Biblical proverb at-
tributed to Alexander Nevsky, which was popularized in Sergei Eisenstein’s 1938
film named after the medieval prince. The display featured German Tigers, Pan-
thers, Ferdinands, and other weapons, delivered to the city square straight from
the battlefields near Babruysk and Minsk.

Curating the war: historical exhibitions
Kyiv

The exhibition of trophy weapons at Pushkin Park was not the only exhibi-
tion to commemorate and curate the war in Kyiv. On May 14th, 1944, the Central
Committee of the Communist Party of Ukraine, headed by Nikita Khrushchev,
adopted a plan to organize a Republican Exhibition “Ukrainian Partisans in the
Fight against the German-Fascist Invaders”. Soviet propaganda presented the par-
tisans as a mass nation-wide movement fully supported by civilians, which was
not always the case, considering that the main goal of the partisans was to actively
fight the Germans rather than to help the general population (Brakel; Slepyan).
Leaders of the partisan movement were praised as folk heroes by the Soviet state,
and many held powerful positions after the war (Weiner 342). As demonstrated
below, in examples drawn from both Kyiv and Minsk, they were personally in-
vested in their portrayal in the war museums.

Almost a hundred artists were involved in the design of the exhibition and its
displays, creating paintings and sculptures for the large exhibition space located
in a beautiful historical building in Lypky, a neighbourhood in a prime location of
central Kyiv. The exhibition opened on May 30, 1946 with nineteen rooms that
displayed approximately 30,000 items to tell the story of the partisan movement
in Ukraine in chronological order, starting from pre-war Ukraine and its economic
prosperity.

As opposed to the trophy exhibition, the “Ukrainian Partisans” exhibition in-
cluded more historical and cultural content. The introductory hall, called “The
Treacherous Attack of Nazi Germany on the Soviet Union”, narrated many mili-
tary conflicts waged by various princedoms of ancient Rus’ and Imperial Russia
against foreign invaders. The contemporary war against the Germans was contex-
tualized as the last episode of the eternal battle between the evil foreign forces and
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the Slavic army. The exhibition directly followed the content plan in the directive
sent out by Narkompros at the beginning of the war and emphasized the historical
friendship between the Ukrainian and Russian peoples.

One of the main messages of the exhibition was the leading role of the Com-
munist Party and its leader Joseph Stalin in the partisan movement. However,
the exhibition also honored numerous individual members of the underground
resistance, displaying their photos, portraits, documents, and personal belongings.
Many of the exhibition’s displays and artifacts were devoted to highlighting the
guerilla activities of the partisan divisions, such as their attacks on railways and
ambushes against the Germans.

The exhibition also highlighted the atrocities that the Nazis committed against
the civilian population in Ukraine, such as mass murders and deportations to Ger-
man labor camps; around 2.4 million people were taken from Ukraine to Ger-
many as Ostarbeiters [workers from the east] for forced labor (Grinchenko; Oly-
nyk). The demonstration of German atrocities, crimes, and the economic damage
caused by their occupation of Ukraine was presented as part of the exhibition’s
narrative that explained the development of the partisan movement as a united
response of the Ukrainian people to the occupation.

The section that highlighted the partisans’ fight against the Organization of
Ukrainian Nationalists (OUN) led by Stepan Bandera, featured quotations from
Dmitro Manuilsky, an old Bolshevik and Ukrainian ideologist who introduced and
popularized the somewhat absurd designation of the OUN as “Ukrainian-German
nationalists at the service of Fascist Germany”. The exhibition’s guide narrated
that the OUN was acting in collaboration with Nazi Germany to commit crimes
against the civilian population, partisans, and the Red Army, unsuccessfully trying
to break the “brotherly friendship” of the Ukrainian people with “the Great Rus-
sian people” (Kuzovkov, Dub 58).

One of the most important rooms of the exhibition, the Victory Hall, was de-
voted to the Soviet army heroes and civilians who contributed at the rear, Stalin and
his marshals, and the partisans. A large painted panel portrayed heroes of the war,
both at the front and in the rear, and notably of both Ukrainian and Russian origins.
In a prominent place there was a sculpture of the “genius leader” comrade Stalin, as
well as portraits of the Marshals of the Soviet Union (Kuzovkov, Dub 89).

At the end of September 1946, the exhibition received the status of the “Re-
publican Museum of the First Category”. The Committee for Cultural and Edu-
cational Institutions under the Council of the Ministers of the Ukrainian Soviet
Socialist Republic, now responsible for the exhibition, ordered the procurement
of new stamps and seals with the abbreviation “MPU” (Museum of the Ukrainian
Partisans) to mark all the exhibition’s items, which indirectly suggests an inten-
tion to make it a permanent museum (Rodionova 130).
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Minsk

The German occupation of Belarus began with the German invasion on
June 22, 1941 and lasted until August 1944. Immediately after the invasion, the
leaders of the Belarusian Communist Party began to frantically evacuate them-
selves, documents and valuables, and factories. The civilian population was also
evacuated, especially mothers with young children and children’s organizations
including schools and summer camps. The evacuation was chaotic, and many
people were left behind. The Germans had occupied Minsk by June 28, merely
six days after the beginning of the war. During the occupation of Belarus, the
Central Committee of the Belarusian Communist Party was based in Moscow.
On June 2, 1942, the Central Committee made a decision to organize the Be-
larusian Republican Commission for the Collection of Materials related to the
War (Voronkova 8).

The September 30, 1943 directive of the Central Committee of the Commu-
nist Party of Belarus on the creation of the Museum of the History of the Fight
of the Belarusian People against the German-Fascist Occupiers provided a plan
for the collection of materials that “characterize the fight of the Belarusian peo-
ple” (Voronkova 9). The partisan movement, which became a focal point of So-
viet wartime propaganda in Belarus, was the central topic of the war museum’s
content. With the exception of the “documents, photographs, and materials that
demonstrate atrocities of the German occupants”, the rest of the plan’s nine points
contained various materials related to the partisans, including samples of weap-
ons they had made, portraits and sculptures of prominent partisans, and peculiar
everyday items of partisans’ byt (daily life) (Voronkova 10). The officials of the
Central Headquarters of the Partisan Movement and of the Communist Party of
Belarus began sending requests for materials related to the partisan movement to
the local commanders of partisan units, thus giving the partisans themselves agen-
cy over how they were represented.

The Museum was assigned one of the few surviving buildings in the centre of
Minsk, on Freedom Square. Now officially named the Belarusian State Museum
of the Great Patriotic War, it opened on October 22, 1944 with two exhibitions:
“Weapons of the Belarusian Partisans” and “The Bolshevik Press of Belarus dur-
ing the Great Patriotic War”. A “Pravda” journalist narrating about the exhibition
emphasized the propagandistic value of the press:

ITo cymiecTBy 5TO O/iHA BBICTABKA, MOCBSIICHHAS IMHOIN TeMe — OpYXKHIO, KOTOPBIM Oertopyc-
CKHI HapOJI C TaKOH OOTaTBHIPCKOI CHIION OWil cBOMX MyuHTeseil, manadeid TpocTeHIa, pa3pyms-
TeJel TOPOJIOB M Cell, HeMEIKO-(AINCTCKUX 3aXBaTUMKOB. [leqaTHOe €10BO OBLIO MPUPABHEHO
K IyJie u TpaHare (Zemcov 3).
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In the meantime, the Minsk museum continued to expand its scope rapidly,
opening new sections in 1945 to 1947. The sections that opened in 1945 were
“The Occupying Regime and the Atrocities of the German-Fascist Invaders in Be-
larus”, the central section “Partisan Movement in Belarus”, and “Rebuilding Be-
larus”; 1946 saw the opening of “Economics and Culture in Soviet Belarus before
the War”, “The Treacherous Attack of Nazi Germany on the Soviet Union and the
Heroic Defense of the Soviet People”, “The Liberation of the Soviet Land from
the German Occupiers”, and “The Soviet Army — Liberator of the Peoples of Eu-
rope from the Hitlerite Slavery”; and in 1947 “The Soviet Rear during the Great
Patriotic War” was added. The narrative of these sections was generally very sim-
ilar to the corresponding sections of the Kyiv Museum of the Partisan movement.
However, there were also significant differences, influenced by local initiatives
and conditions. One of the most significant distinctions between the two museums
was their differing representations of the mass destruction of the Jews.

The representation of the Holocaust in the museums
of Kyiv and Minsk

A few months after the opening of the Museum of the Great Patriotic War in
Minsk, its staff presented a new section of the exposition called “The Occupying
Regime and the Atrocities of the German-Fascist Invaders in Belarus”. An article
in the newspaper “Sovetskaya Belorussiya” graphically described some of the
items of the new exhibition which had been obtained at the death camps in the vil-
lages of Maly Trostenets and Mashukovshina and other murder sites in Minsk and
its vicinity, along with photographs of these sites. The journalist argued that “Ger-
mans are age-old enemies of the Belarusian people”, and that everyone who visits
the exhibition would seek revenge on the “fascist murderers” for the death camps
(Istoki 2). However, the newspaper article about the new exhibition failed to men-
tion that tens of thousands of Maly Trostenets victims were Jews, not only those
from Minsk and its vicinity but also those deported from other European locales.

The representation of the Holocaust in the Soviet museums of war was direct-
ly dependent on two politico-ideological factors. The first was the way the Soviet
authorities handled, reported, and represented all Nazi atrocities on occupied So-
viet land®. The second was the Soviet treatment of the Holocaust, as a particular
atrocity, and its memorialization (Feferman; Zeltser; Gitelman; Berkhoff 2009).

The primary entity responsible for investigating and reporting Nazi war
crimes and atrocities against the Soviet population was the Extraordinary State

2 For information about the atrocities, see Snyder; Arad; Bartov; Berkhoff (2004).
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Commission (ChGK), founded in November 1942. Before the establishment of
the commission, official messages and reports about atrocities were given directly
by Viacheslav Molotov or Joseph Stalin®. Stories and photographs of the different
categories of victims, including children, regularly appeared in the Soviet press
and were meant to cause an extreme emotional response in readers. Such atrocity
propaganda had various goals, including the mobilization of the population, and,
a crucial aim in both Ukraine and Belarus, to prevent Soviet people from collab-
orating with the enemy by demonstrating its crimes against civilians. The reports
and official messages were also translated for distribution in the Allied countries.

While the mass murder of the Jewish population in the USSR was generally
categorized with other Nazi atrocities, “there was no consistent Soviet ‘party line’
on the Holocaust” (Gitelman 14). A comparison of the war museums in Kyiv and
Minsk demonstrates the different and evolving approaches to the representation
of the Holocaust that co-existed in the Soviet Union during the war and immedi-
ately after. While some events, including the Babyn Yar massacre, were explic-
itly reported in the Soviet press as an act of murder perpetrated against the Jews,
in the first two years of the war the extermination of the Jews was seen more as
a matter of foreign policy (Feferman 16-18, 20). By the end of the war, the Jewish
death toll was downplayed in the official reports published by the Extraordinary
State Commission and the victims of the massacre in Babyn Yar in September
1941 were referred to as “peaceful Soviet citizens” (Soobsenie ... v gorode Kieve
10-15). The situation shifted again in 1945-1948, when the Soviets participated
in the post-war negotiations and Nuremberg trials. The mass murder of the Jews
then became part of the discourse in the international legal arena and was allowed
in domestic media, where it was generally discussed by Jewish authors and artists
(Feferman 26). It was precisely during this time that the exhibition “Ukrainian
Partisans” opened with the section that explicitly presented the Jewish tragedy of
Babyn Yar.

Kyiv’s exhibition section “What the Germans Brought to the Ukrainian Peo-
ple” highlighted the atrocities that the Nazis committed against the civilian popu-
lation of Ukraine, such as mass extermination and deportations to German forced
labor camps. Among the documents on display was a copy of an infamous Nazi
order, posted in Kyiv in the beginning of occupation on September 29, 1941, that
ordered all the Jews in Kyiv to assemble for a supposed resettlement. The assem-
bled people were then massacred in the Babyn Yar ravine. Photographs of the site
and the exhumed bodies of the murdered people were also on display. The exhi-

3 Stalin himself mentioned murders of the Soviet Jews by the Germans only once referring to
the “medieval Jewish pogroms” in his speech on November 6, 1941.
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bition’s guide estimated that over 70,000 “Kyivites of Jewish nationality’™ were
murdered at Babyn Yar (Kuzovkov, Dub 27).

The Minsk museum’s section devoted to Nazi atrocities featured many items
from the death camp in the village Maly Trostenets, and even had a model of the
camp’s entrance. One of the most gruesome exhibits was a glass urn contain-
ing the ashes and bones of the Maly Trostenets victims, which had been kept in
the museum since 1945°. The Trostenets concentration camp initially held Soviet
prisoners of war, but by 1942 was used for various categories of people, includ-
ing local Jews as well as thousands of Jews deported from Austria, Germany, and
Czechoslovakia. The Soviets knew about the foreign Jewish victims of the camp
at least as early as July 1944 but did not make it public until the 1960s. In the ex-
act same manner as in the above-cited report of the ChGK on Kyiv, all the victims
of Maly Trostenets were categorized as “peaceful Soviet people” (Soobsenie ...
v gorode Minsk 5-6).

Post-occupation Belarus was headed by Panteleimon Ponomarenko, a contro-
versial statesman and a wartime leader of the partisan movement who denounced
the Minsk Ghetto underground as a German operation (Epstein 235-236) and who
personally curated the museum in Minsk (Voronkova 12)°. While the museum
briefly displayed materials related to the extermination of the Jews in the Minsk
Ghetto after the 1947 opening of the permanent exposition, museum workers were
ordered to remove these materials by the ideological officials of the Communist
Party of Belarus (Guzalouski Chapter 1).

The museums’ representation of the Holocaust mirrored the general ap-
proach of the Soviet media which rarely highlighted the Jewish tragedy. How-
ever, as demonstrated in the Kyiv exhibition example, separate instances of its
official memorialization stemming from local initiatives were possible in the
immediate post-war years. Arkadi Zeltser argues that “the personal attitude to-
ward Jews and Jewish memorialization on the part of officials at various levels,
including republic-level leaders” was the main factor in allowing Jews to erect
Holocaust monuments and establish other forms of community memorialization
(Zeltser 112)". One of the members of the organizing committee of the exhibi-
tion in Kyiv was Mykola Bazhan, a famous philo-Semite who frequently wrote
about the Jewish people and their culture in his poetry. Bazhan was among the

4 The meaning of the Russian word for “nationality” is closer to “ethnicity” in its English sense.

5 In 2016, the remains were buried in the crypt of the Minsk Church of All Saints.

¢ Panteleimon Ponomarenko (1902-1984) was the First Secretary of the Communist Party of
Belarus from 1938 to 1947, Chairman of the Council of People’s Commissars in the Belarusian SSR
from 1944 to 1948, and Head of the Central Headquarters of the Partisan Movement from 1942 to
1944 with a short break in the spring of 1943.

7 About the monument to the victims of the Minsk ghetto see (Zeltser 122—123).
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first to visit Babyn Yar after Kyiv’s liberation from the Nazis and shortly after
he wrote a poem, “Yar”, in which he called the tragedy unforgivable (Bazan 65).
Perhaps it was he who insisted on the representation of the Jewish tragedy of
Babyn Yar at the exhibition.

Museums of war after the war

After the end of the war, Stalin and his ideologists lost interest in large war
memorialization projects. Great Patriotic War propaganda ceded to the Cold
War and the mortal enemy was now not German Fascists but American Impe-
rialists. In this ideological climate, large war memorialization projects, which
required significant money and resources, were, as a Soviet bureaucrat might
say, inexpedient, leading to the closure of many war-time museums. In 1948,
trophy exhibitions in Moscow and Minsk were dismantled; in 1951, the trophy
exhibition in Kyiv was removed as well. Tanks, planes, and other weapons were
recycled as scrap metal.

The fate of each historical museum of war, however, depended on local polit-
ics and regional developments, which were tied to the patronage networks of So-
viet power structures to a significant extent. In Kyiv, the “Ukrainian Partisans”
was closed for “reorganization” in September 1950 after a republic-wide audit
of the museums; shortly thereafter its collections were absorbed into those of the
Kyiv State Historical Museum. After the closure of the exhibition, the Kyiv State
Historical Museum became the main Ukrainian institution to present the history
of the Great Patriotic War. In 1955, the Museum had thirty rooms of which four
were devoted to the war. The guidebook did not mention the Ukrainian national-
ists or the mass destruction of the Jews (Lisenko). By 1950, following the official
anti-Semitic campaigns that had begun in 1949, both these topics had disappeared
from official public discourse.

A permanent museum of the Great Patriotic War was opened in Kyiv only in
1981. In 2015 it was renamed the National Museum of the History of Ukraine
in the Second World War, as the Museum’s focus and concept shifted to content
specific to the Ukrainian people and their stories and experiences. Since the be-
ginning of the Russo-Ukrainian War in 2014, and especially since Russia’s full-
scale invasion of Ukraine in 2022, the museum has exhibited content related to
the contemporary conflict, including trophy displays of weapons such as tanks,
ammunition, and unmanned aerial vehicles (drones).

The State Museum of the Great Patriotic War in Minsk has never closed since
it opened in October 1944 and only moved locations. By 1955, the Minsk Mu-
seum of the Great Patriotic War was the only museum of its kind in the Soviet Un-
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ion, at least in the major cities. I believe that the museum in Minsk did not close in
the immediate post-war years despite the Union-wide trend towards their closure
due to the stability of the local Belarusian leadership and its strong investment in
the museum, which became an emblem for the myth of Belarus as a “partisan re-
public” (Lewis 373; Rudling 64; Weiner 8).

The idea of creating a large museum of the war in Moscow was shelved for
many years following the closure of the trophy exhibition in Gorky Park. The Mu-
seum of the Great Patriotic War (called the Victory Museum since 2017) opened
in Moscow on May 9, 1995. Since 2022, the museum has served as a medium for
propagandistic exhibitions relating to the Russo-Ukrainian War.

Conclusion

This article has traced the development of the content and narratives of war
exhibitions in Moscow, Kyiv, and Minsk. In accordance with the general prop-
aganda line of National Bolshevism that surged during the war, various Soviet
museums organized exhibitions that demonstrated the Soviet people’s connection
with the great traditions of pre-revolutionary Russian military victories, especially
in their historic wars against the Germans. As the Second World War progressed
and military luck shifted to favor the Soviets, trophy weapons became a primary
source of content for the exhibitions. Moscow’s exhibition of trophies in Gorky
Park was the largest and served as a model for similar exhibitions in other cities of
the Union, including Kyiv and Minsk.

Historical war museums and exhibitions included topics that were mostly
standardized across the Union: peaceful life and pre-war economic development,
the atrocities committed by the occupiers, partisan warfare, liberation, victory
over Germany, and post-war reconstruction. These topics were largely based on
the content plans written by the Moscow ideologists. However, there were also
significant regional differences among various museums, as demonstrated through
the examples of Kyiv and Minsk. The former displayed evidence of the Nazis’
deliberate extermination of the Jews at Babyn Yar and extensively covered the
Ukrainian nationalist movement, which may have contributed to the museum’s
closure in 1950.

This article, therefore, challenges the perception of the monolith Soviet
propaganda state and its central mobilization efforts during the war. Despite
strict ideological guidelines, local museum workers were able to express a cer-
tain level of diverse thought, agency, and creativity, the extent of which was
largely defined by regional specifics and by individual efforts and circumstances
on the local level.
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New Local History projects in the unofficial history of the city:
The case of St. Petersburg

Abstract. The problem of interpreting local history is relevant to St. Petersburg, as to many other
major historical cities. This article examines phenomena united by the concepts of local (spatial)
myth and urban narrative, which go beyond official discourse. Alternative images of the city, based
on its concealed places of interest contrast with one of the most widespread representations of St.
Petersburg — its association with the heritage of imperial culture. The selection of memorable places
and stories shifts from recognizable city landmarks to other objects that reveal the history and image
of particular St. Petersburg sites, people’s daily lives and peripheral issues of urban life. This ap-
proach to the exploration of urban space, a phenomenon called New Local History, is presented and
explained in the article as the rediscovery of the historical potential of the city. The examples given
in the article also show the possible role of New Local History in encouraging residents to develop
an interest in their own history, in the problems of modernity and in participating in socially signific-
ant projects. Trends in interaction with urban space and memory practices that offer alternative
interpretations of the past have been identified in various socio-cultural initiatives. In the context of
Russian memory politics, this approach often becomes oppositional.
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Typuctuueckoro Bocnpustusi Cankr-IletepOypra k KoHIy XX Beka 3aKpeniinuch
KOHLENITYaJIbHO YCTOHYMBBIE (POPMBI PENPE3CHTALMN TOPOJIa, TAKHE KaK ,,UMIIEp-
ckas ctonmua” (MMIEPCKOCTh KOTOPOW HE MPEKpaTHUiIach MOCIE YHHYTOXCHHS
MOCJIEAHETO 1aps), ,,FOPOJl TPEX PEBONIOLMN”, ,,KyIbTypHas ctonuua’. [locnen-
Hee OIpeesieHHE OKa3al0Ch HAUMEHEEe KOHKPETHBIM M HanOoJee MIIaCTUYHBIM:
K OIBITY 3HAKOMCTBA C CEBEPHOM CTONNIEH MOXKHO OTHECTH U U3yUEHUE nemep-
Oypecko2o mekcma Kak KyJlbTypHOTO U MeTadusuyeckoro ¢pernomena (Toporov),
U NPHOOLIEHNE K 3PEJIMIIHON KYJIBType, IIOCELIEHne KOHLEPTOB, (ecTuBaieil,
(GyTOONBHBIX MaT4ell M MHBIX MeponpusiThid. Bce T KoHuenTyanbHbIE 00pa-
30BaHUSl HANpapieHbl HAa MOCTPOCHHE O00OOLIAIONINX, TIOOANBHBIX TOPOACKUX
CMBICJIOB, JIETKO IMOJAOIINXCSI KOHBEPTALMHM B OpeHAMPOBAaHHE TOPOAA U €ro
KyJIBTypHOH pernyTanuud. BmecTte ¢ TeM cymiecTByeT TeHAEHIMsI oOpaTHOW Ha-
MPaBJIEHHOCTH, UCXOMAIIAs B OCHOBHOM, OT MECTHBIX COOOILIECTB U OTIEJIBHBIX
KUTEJIEH, KOTOpbIE, MOTPyXkKasich B UCTOPHUECKUE HIOAHCHI, APXUBHBIC U JIUTE-
paTtypHble CBUJETEILCTBA KU3HU TOPOAA, TOTOBBI JETUTHCS 3TUMH CBEICHHUSIMHU
¢ apyrumu. BHyTpeHHuil nponecc, HATOMUHAIOLIMHA MOMBITKY camopediekcu,
pacumpsieT yCTOWYMBbIE TOPOICKUE HAPPATUBBIL, JOIOJIHACT UX HOBBIMH JI€Tallsl-
MU WM BOBCE YBOJIUT B CTOPOHY, MOPOXK/asi HOBbIe 00pa3bl ropoaa. Kpaesenue-
CKHUI TOIXO0J] TIO3BOJISIET TAKXKE CO3/1aBaTh HOBbIC BHYTPUTOPOACKUE UIEHTHIHO-
CTH (BIUSIONINE HA TPEACTABICHNUS O TOPO/IC U3HYTPH) U TOPOICKHE JIOKAIbHBIE
MU}BI (BIHUAIONINE HA BOCTIPUATHE H3BHE).

Hecmotps Ha Briedamistion il 00beM HccIeJOBaHUN NeTepOypreKoro TeKCTa,
paccMaTpHUBaONIUX TOPOJ B TOM YUCIIE M CEMHUOTHYECKH, MBI HE CTABUM LEJIBIO
Hallleil cTaTbu u3yueHue GopM PEenpe3eHTaluu ropoia B CEMHOTHYECKUX KaTe-
ropusix. MeToo0rus HaIero MCCIe0BaHUsl OCHOBAaHA HA CHCTEMHO-(DYHKIH-
OHAJIFHOM aHaJIM3€ Pa3UYHbIX MPAKTUK B3aWMOJECHCTBHS C KYJIBTYPHBIMH pe-
MyTaUsIMUA TOPOACKHX JIOKYcOB. DOKyc paOOThl HampapieH Ha KPaeBEAYECKHUE
mpoekTsl 2000—2010-x rogoB, WX KIACCH(PHUKAIIAIO U ONMMMCAHUE C TOUYKU 3PCHHS
cnoco0a MPOM3BOICTBA HAPpATHBa, PYHKIIMOHUPOBAHHS BHYTPH CHCTEMBI U Me-
XaHU3Ma CMEIIEHHSI aKIIEHTOB B COOTHOILLCHUN KOHCTPYKTOB yeHmp/nepughepus..
Pa3zHooOpasHble, Kak reorpaguuecky, Tak U CTHIMCTUYECKH, IPOCKThI HE MOTYT
paccMaTpuBaThCsl BMECTE KaK YacTH €IWHOTO IIeJIOr0, HO JJIS HUX XapaKTepHa
00111251 HanpaBJIEHHOCTb HAa OCBEIIEHHE JIOKAJIbHOTO, MECTHOTO, YTO CBOWCTBEHHO
HoBomy kpaeBeneHHIO — SBICHHIO, KOTOpOe TpeOyeT hopMyTUPOBKH H TTOIPOO-
HOT'O OCBEIICHU B Halllel cTaThe. PacpocTpaHeHHOCTh ATOTO U30PaHHOTO MO-
X0JIa TIO3BOJISIET CIEJIaTh BBIBOJ O €r0 MOIYJISIPHOCTH M IpocienuTh, kak HoBoe
KpaeBeIeHUE TIePecTaeT OBITh TOJILKO MCCIICIOBATEIIbCKOM (KpaeBeqIecKoi) Me-
TOAOJIOTHEH U Bce OOJIBILE TepepacTaeT B 00IECTBECHHBIC PAKTHKH.
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JlokaJbHbIH MU(: HHTEPIPETANMH U MOAXO0AbI

IlepBBIMU HCCIEIOBATENAMH, CBA3ABIINMU KPAaeBEACHHUE C TPOEKTUPOBAHUEM
aKcKypcuit, Obutn MiBan Muxaitnosud ['pesc (1860—1941) u Huxonait [1aBnoBud
Annudepos (1889—-1958), ux nesarenpbHOCTH B [leTporpanckoM HaydHO-HCCIEIO-
BaTEJIbCKOM HKCKYPCHOHHOM MHCTHUTYTE (IIPOCYIIIECTBOBABIIEM COBCEM HEJIOJITO,
¢ 1921 mo 1924 rox) cocpenoToumiiack Ha pa3padOTKe TEOPUH IKCKYPCHOHHOTO
Jie7ia ¥ Pa3BUTHH HOBBIX HAIPABICHHUI B 9KCKYPCHOHHOM npakTuke' (moapobHee:
Konecnyj 52-56; Smirnova). Cpeau 3aciayr 3TOro HEJIO0JIr0 CYIIeCTBOBABIIETO
YUPEKACHUSI BBIACISCTCS U YTBEPXKICHUE KPAeBEeICHNSI KAK HOBOTO HATIPABIICHUS
B Hayke. B 1920-e oHo mepecTaino ObITh yieiaoM JroonuTenei ObIoro u OTKPBIIIOCH
B Ka4eCTBE UCTOYHMKA JUIS M3y4YeHUsI TOpoja, Wi, cioBamu [ pesca, ,,ero Ouorpa-
¢bun” (Grevs 22, 30, 38, 41)>. Tororpadust ropojia, B KOTOPOM ObLIHA BBIICICHBI
OTZAEJIbHBIE MECTA, KYJIbTYpHBIE LIEHTPbI, CTPYKTYPbI, U3y4alach ¢ LEIbI0 CO3/a-
HUS 00pa3a ropojia M ero MmepeUBaHusl.

Taxk, yxe B 20-e roapl XX BeKa TOYKOW MEPECEUCHUs] KPACBEACHUS U DKC-
KypCOBEIEHUSI CTAHOBSITCS MECTa, BOCTPOHM3BOSIINE PA3THYHBIE CMBICIOBBIC
KOHHOTAIIMU C MCTOPUKO-KYJIBTYPHBIM, JINTEPATypPHBIM, XYA0KECTBEHHBIM, I'€O-
rpagMueCcKUM, COLMAIBHBIM COACPIKAHHEM OIpenesieHHOro jokyca. Ilocrosn-
HOE OOpaIeHne K ITOMY COIEPKaHUIO BEJIET K 0Opa30BaHMIO MPOCTPAHCTBEH-
HOTO WJIM, TOBOPSI MHAYe, JoKanbHoro Muga. CornacHo onpeaencHuio JmMurpus
3amsTHHA, ,,JOKAJTBHBIH MU~ — 3TO ,,CTICUPUIESCKIA YCTOWYNBBI HappaTHB,
PacIpOCTPAaHEHHBII HA ONPENEICHHON TEPPUTOPUH, XapPAKTEPHBIN ISl COOTBET-
CTBYIOILMX JIOKAJbHBIX U PETHOHAIBHBIX COOOIIECTB M AOCTAaTOYHO PETYJSPHO
BOCITPOM3BOIUMEIN uMu’” (Zamatin 38). MBI OHUMaeM 3TO SBJICHHE ITHpPE, Kak
KOMIIJIEKC CMBICTIOB K 00pa30B, CBOHCTBEHHBIX ONPE/ICTIEHHOMY MECTY, 00ecIeyuu-
BAaIOIIMX CEMAaHTHYECKOEe MPOYTEHHE reorpad)uueckoro npocrpaHcTsa. Bocmpo-
M3BOJCTBO FOPOJICKUX HAPPATHUBOB B CBOIO OYEpEb IPOHUKAET B IOBCEAHEBHYIO
KYJIBTYpY, P€4b, KOMMYHHKAIIUIO, BU3YyallbHYIO Cpelly ropoja, ropoJcKoi (Hoib-
KJIOP, B TOM MJIM MHOM aJIallTUPOBAHHOM BHUJI€ OHU TPAHCIUPYIOTCS B TOPOACKUX
OKCKYPCHAX®.

! B Te roJipl ObLIO CO31aHO HECKOJIBKO FOPOJICKUX IKCKYPCHOHHBIX MapIIPYTOB, KOTOPBIC B TOW
Wi uHOHU popme BocTpeOOBaHbI 10 CHX MOP, HapuMmep, 3kcKypeuu 1o [lerepOypry docToeBckoro,
OCHOBY JUIsl KOTOPBIX pa3zpadoran Axuudepos (Anciferov).

2 OTMETHM, YTO, HAIYIIbIBasi KOHTYPbl HOBOW HAayKH, [ PEBC MCIONB3YET TEPMHHOIOTHYECKHI
armapar, OTINYHBIH OT COBPEMEHHOTO: B TOH )K€ CTaThe KpaeBequecKast HayKa HMEHYeTCsl M ,,po-
JIUHOBEJICHUEM’, TIO aHAJIOTHU ¢ HeMelkuM Heimatkunde (Johnson). B aHIIOSA3BI9HOI JHTEpaType
MBI BCTpeuaeM ymnotpebieHune TepMuHa local history (lokanbHas UCTOPHSA) B 3HAYCHUH OIM3KOM
PYCCKOMY ,,KpaeBe/ieHHe”, HO He TOKICCTBEHHOM €MYy.

3 CnemyeT OTIMYATh OT JOKAIGHOrO MU(Da (Kak HAMOIHEHHOTO Ky/IBTYPHBIMH CMBICIAMH MPO-
CTPAHCTBA) OPOJICKYI0 MU(OJIOTHIO, HAIOJIHEHHYIO CIIyXaMH, JISTCHAaMH, aHEKJI0TaMH: IIHPOKO
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JlokanbHBIH/IPOCTPAHCTBEHHBIK MH() OTIMYAECTCS TaKKe CIOCOOHOCTBIO
K KOHCTPYHPOBAaHHIO HOBBIX CMBICJIOB M YCTOHUUBBIX 00pa3oB. Hanpumep, onHuM
W3 TIIABHBIX KYJIBTYPHBIX MHUQOJIOrHYecKux KoJoB [lerepOypra, cran 3aMmbicen
[lerpa I o cTrpouTenscTBe HOBOW CTOMUIIBI, C MOTYMHEHHEM MPHUPOABI U NPeol-
pasoBaHueM 00J0THCTON MecTHOCTH J1enbThl HeBrl. Hanbosnee nomyssipHbie cio-
xuBIIKecs oopassl [lerepOypra — 06pasbl, HaBeTHHBIE HCTOPUEH BOZHUKHOBEHUS
ropoja, ero reorpa)uueckuM NoIoKeHueM (,,ropoa Ha bonote” u — Oonee Mpay-
HO — ,,ropox Ha KocTsx”, ,,I pax Iletpos”, ,,CeBepHas cTomua”, ,,ropox OEIbIX HO-
4yel” M T.I1.), a TAK)Ke 3HAMEHUTBIMU apXUTEKTYPHBIMH aHCAMOJISIMH M JIBOPIIAMH,
HCTOPUUYECKUMHU NaMATHUKAMHU apUCTOKPATHUECKON KYIBTYpBI.

C momeHTa cBoero ocHoBaHus B 1703 romy ropony ObLIo penonpeneneHo crark cronunei Poc-
CHICKOI UIMIIEPUH — CTAaTyCOM, KOTOPBIM OH TI0JIb30BaJICS B TeUSHUE TpexcoT jeT. Ho paxe cry-
CTS CTOJIETHE MOCJIE OTKa3a OT HEro MMIEPCKuUii yX ropoza Bee eme xuB. TypornepaTopsl U ro-
POJICKHE BIIACTH IPOJBUTAIOT TYPUCTHIECKHE MPOIYKTHI, CBS3aHHBIE C MMIEPCKHM IIPOILIBEIM
ropona. Ho nackomnbko sddexruBabt ot yeunust? (Gorgadze, Gordin, Belyakova 5)*

B HbIHEIITHEM TIETEpOYPreKOM ,,MH(e” TOPOA OTOKIECTBISICTCS MPEUMYIIIe-
CTBEHHO C UMIIEPCKUM KYJIBTYPHBIM HaCIEIUEM:

He Tak 1aBHO McTOpUUECKUI 1 KyJIBTYPHBIN KaluTajl Topo/a, Ha KOTOpble ObIBILIAs CTOINIIA MOT-
JIa TIPEeTEeHI0BaTh, ObLI OCHOBAH Ha TPEX OTIMYHUTENBHBIX OCOOCHHOCTSIX: POANHA MMIICPCKOIO
CTHJIS, KOJIBIORITH PEBOJIIOLMN U MecTo Oitoka sl Jlennnarpana (Stites 182).

bBesycnoBHO, Bce 9T HampaBlieHHs MPOJOIKAIOT COXPAHATH CBOIO BOCTPeOO-
BAaHHOCTb Yy TYPUCTOB M OKCKYPCaHTOB, H BMECTE C TeM B MOCJIEIHHE HECKOIb-
KO JICT TIPOM3O0IILIM U3MEHEHHS B MpeAnouTeHusx. Haubonee 3aMeTHO OHU ITPO-
SIBUJIMCh B TIEPUOJ KOBHJHBIX OTPAHUYCHHI: TEMAaTHKa TOPOJICKUX MaplIPyTOB,
paccuMTaHHas HA MECTHBIX JKUTENICH ¥ BHYTPEHHUX TYPUCTOB, OTYACTH CMECTHU-
Jlach B CTOPOHY HEOUEBUJIHBIX TOPOACKUX JOCTONpUMedaTenbHocTel. Co3nanue
HOBBIX 00pa3oB Topojia M UX paclpocTpaHeHHe ObLIO CBSI3aHO CO CIIOKECHUEM
HOBBIX JIOKQJIBHBIX MH(OB WM TIEPEOCMBICIICHUEM MPEeXKHUX. B uncie nmpume-
POB TaKMX MapHIPyTOB BO3HUKIIHM 3KCKYPCHH TIO JIBOPAM-KOJIOIIAM, OJIOIIHHBIM

HCTIONB3yeMbIH B 9KCKYPCHOHHOH MPAaKTHKE MPHEM pacckasa MPHMedaTeIbHOH, NHOTA BBIAyMaH-
HOHN MCTOpHH, CBSI3aHHOM C KOHKPETHBIM MECTOM, MOXKET OBITh COOTHECEH C JIOKANBHBIM MH(OM
TOJIBKO BEChbMa OIOCPENOBaHHO. TaKkxke, pa3rpaHUuuBas MOHATUSA FOPOJCKOTO HappaTUBa U JOKaJlb-
HOro MH(a, OTMETHUM, YTO JIOKAJIbHAs MU]OIOTUs 00beUHIET OoJiee MMPOKUH KPYT SIBICHHH,
B TOM 4HCIIe CyOBEKTHBHO BOCIIPHHIMAaEMbIe IPOCTPAHCTBA.

* B aroii crarbe uccienosarenu u3 HAY BIID B IlerepOypre omyOarkoBaim pe3yibTrarbl ce-
MaHTHYIECKOTO aHaIN3a JaHHbBIX, TOKA3bIBAIOIIET0 COOTHOIIEHHUE ,,IMIEPCKOTO AUCKypca’ B MOHC-
KOBBIX 3aIIPOCax U B MPEATOKEHHAX, B TOM YHCIIE MIPEACTABIEHHBIX TaK Ha3bIBAEMbIM ,,0(pHIHATb-
HbIM KoHTeHTOM” (Gorgadze, Gordin, Belyakova).



IIpoextsr HoBOTO KpaeBeieHNs B HEOQHIMATBHOI HCTOPHE TOPOa 163

PBIHKaM, 110 pailOHaM ¢ COBPEMEHHON TUIIOBOU 3aCTPOMKON MIIU C apXUTEKTYpOH
HEOKOHCTpYKTHBH3Ma 1970-x To10B, MOCEIeHHE KPEeaTUBHBIX IPOCTPAHCTB WUIH
MYy3€iHO-BBICTAaBOYHBIX JIOKAIMi, 00OPa3yIOLINX CBOEr0 poja KyJIbTypHBIE IEH-
TPHI B iepuepuiitHbIX palioHax. ,,BeicTaBoYHbIe, TBOPUECKHUE, KYABTYPHbIEC MPO-
CTPAHCTBA, YACTHBIC MYy3€H, MAara3uHbl aBTOPCKUX BELIEH — MPUMEPHI 00KUBAHUS
MIPOMBIIIVIEHHBIX PAalOHOB TPENNPUATHAMHU «HHTEUIEKTYaJIbHON WHAYCTPUN
(Troickaa 117), n onu TOXKe CTaHOBATCS OOBbEKTAMH MHTEPECa ¢ TYPUCTUUECKON
MO3ULIUH, 00bEKTAMH M3yUeHHs MeCTa — C IMO3ULMN KpaeBeadeckoil. B Hux cama
cpena 3a7aeT KOHTEKCT BOCIIPUSATHUS, OOHOBIISISI HAOOP CUMBOJIMYECKUX 3HAYCHUH,
CBOMCTBEHHBIX KOHKPETHOMY MECTY. Bce 3Tu TeHeHIIMM OCHOBBIBAIOTCSI Ha Kpa-
€BEIYECKOM MMITYJIbCE M MOTYT OBITh COOTHECEHBI C HAOMPAIOLIUM CHITY SIBJICHU-
eM — Hoguvivm Kpaesedenuem.

®enomen HoBoro KpaeBeaACHUsA: MCTOKH ABJICHUA

Kak ormeuanocek Bbllle, uaen M npakTukun HoBoro kpaeBeneHus pacmpo-
cTpanuiuch B IletepOypre 0coOEHHO 3aMETHO BO BpeMsl OIpaHMUYCHUH, CBS3aH-
HbIX ¢ mangemuert Covid-19, XOTs MOSBUIIMCH 3310J1T0 JI0 3TOr0. TepMuH BBEICH
B MyOJIWYHBINA TUCKYPC M3BECTHBIM METEPOYPTCKUM UCTOPUKOM U KYPHAIUCTOM
JIeBOM Jlyphe, koTopblil caMm onpeaensieT HoBoe kpaeBeieHue uepe3 COOTHECEHUE
C TOPOJ/IOM, C TOPOJICKUMH HCCIIEIOBAHUSAMH, C COOCTBEHHON METOA0IOTHEN 0CBO-
enus ropona B aeramsix (Lur'e). B atom cmbiciie HoBoe kpaeBeeHHE OTKpBIBAET
uctoputo [lerepOypra ¢ HEOKHIAHHBIX CTOPOH, pa3pyLlasi CIIOKHUBILIUECS CTEPEO-
THUIIBI B €70 BOCHPUSTHA. AHAIU3UPYS TEMBI H (POPMAThI B3aUMOJICHCTBHS C TOPO-
JIOM KaK JJIs1 TYPUCTOB, TaK JIJIsl CAMHUX TOPO’KaH, MO)KHO BBIJICIUTh OTIIMYUTENb-
HBIE YepPTHI, XapakTepusytomue HoBoe kpaeseneHue:

1. HoBoe kpaeBeieHHE B IIEJIOM CBSA3aHO C TOPOJICKUMU JIOKYCAMHU U JIOKaJIb-

HbIMU MUGpamMu. OHO HHULIUUPYET NEPEOCMBICICHUE MECTA YePe3 BOCIPH-
ATHE OTAEIBHOTO YEI0BEKa, MCIIOJb3Ysl ITOJXO/bl, CBOCTBEHHbBIE MUKPO-
UCTOPHU’;

2. HoBoe kpaeBesieHNE MEPEHOCUT AKLIEHT C T'€HEepaIbHOW JIMHUN Pa3BUTHA
HCTOPUH IopoJia Ha €€ COLMAIbHBIC aCIIEKThl, B3aUMOACHUCTBYET C HCTOPH-
el MOBCeTHEBHOCTH, PACKPBIBAs epH(epUilHbIE CIOKETHI Yepe3 NCTOPHUIO
JIIOJIEH;

5 B poccHiicKoii HayKe HHTepeC K MEKPOUCTOPHH B 1990-¢ rofibl HE CITy9aliHO COBIIA/IACT C 10~
HCKaMH HOBBIX MOJXOOB K KpaeBeAeHHIO. BEIOOp 00BEKTOB M3ydUeHHUs! CpPean JaKyH TOPOJICKOTO
3HaHUS 00IagaeT AEUEHTPUPYIOINIEH Cuoi 1 BeAeT k 6onee TTyOOKOMY TPOHUKHOBEHHIO B MHOTO-
CJIOMHBIE SIBICHUS TOPOICKON UCTOPUH U KYJIBTYPBI.
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3. Ilepeocmpbiciisiss 0OBEKTHI JIOKAILHOW MU(DOJIOTHH, 000TaIasi UX HOBBIMU
[IPOCTPAHCTBEHHBIMU KOHHOTaIUsIMU, HOBOE KpaeBeieHre He CTaBUT CBO-
eil 3ajjaueil BcaTh 3TH OOBEKTHI B CYIIECTBYIOIINI TOPOACKON HAppaTHB;

4. ®okyc UCCIEI0BaHUSI YacTO CMEIAETCs] B CTOPOHY NMPOMBIIIUIEHHBIX WIH
CHAJIbHBIX pallOHOB, IMEIOIUX CBOIO COOCTBEHHYIO HCTOPHIO;

5. Wcmonb3yeTcss TPUHIMI TaPTUCUIIATOPHOCTH®, TPH KOTOPOM JIMYHBIC
HCTOPUM COBPEMEHHUKOB CTAHOBSTCS YacCThIO TOPOJICKOW HMCTOPHM, Ha-
TIOJTHSISL JIOKAJIhHYI0 MUDOIOTHIO MaTepUaOM M3 BOCIIOMHUHAHWUN W BIIE-
YaTJICHUH.

B Cankr-IletepOypre Mbl BUJUM, KaK MEHSIETCS TYpPUCTHUYECKAsl PeIyTalus
HEAKCKYPCUOHHBIX PalOHOB MJIU, IO KpallHEH Mepe, HE CaMbIX U3BECTHBIX CPEAU
TypuUCTOB MecT ropoga. Cpeau mpuMepoB HOBBIX OOBEKTOB MHTEpEca Ha30BEM
nepesHio Kontymm n Hay4HbIi roponok akagemuka [lasnosa nox IletepOyprom,
Hauay I'pomoBa (nnm Jlonmyxuackuii can) Ha [lerporpaackoii cropore (Galkina),
cTapble IIPOMBIIUIEHHbIE MUKPOpaioHbl, HanpuMep, UYekyun Ha BacuibeBckom
octpose (Ser), 1BopH! U mapamHbie, B 2010-X CTaBIINE TOMYNAPHEIME SKCKYP-
cuonnsiMu HampasiueHusMU (Kozanov 207). OT TpamuImoOHHOTO KpacBemde-
ckoro noaxona HoBoe kpaeBeneHue OTIMYAETCS aKIEHTHMPOBAHWEM BHUMAaHMSA
Ha YaCTHBIX UCTOPHSIX, ADXUTEKTYPHBIX HIIU OBITOBBIX JIETANIAX, Yepe3 KOTOphIC
PaCUIMPSIOTCS] KOHTEKCThI U YTOUHSIOTCS XapAKTEPHBIE U HE CAMbIE XapaKTEPHbIE
Tpagumy. HoBble HHCTPYMEHTHI UCCIeJOBaHMsI, OLIM(POBaHHBIE KOJICKIINH, ITy-
ONMMYHBIC TOCTYTIBI K OYMa)KHBIM U ITU(PPOBBIM apXHUBaM Jalld BO3SMOXKHOCTh pa3-
HOCTOPOHHHX HCCJICIOBAHUH JIOKATEHOHN cTopuu 1 Mudoiaoruu. HoBeIM MOKHO
CUUTATh U BO3POXKJCHHBIA HHTEPEC K MECTHOMY, Tepr(epUiiHOMY CIOXKETY, YacTO
WCXOJAIINHN OT JIFOOUTENCKAX KPaeBEeAUECKUX COOOIIECTB.

W3meHuBmIMiicsA B34 HA TIPEAMEThI, OTHBIHE IOCTOMHBIE OMUCAHUS U W3-
yueHHs, TpeOoBan (PUKCALMK HOBBIX OTHOLICHHWH C TOPOJOM U €ro IMPOILIBIM.
MHorue nepudepuitHble CIOKETHI BIIEPBBIE HAIILIH ITyTh K H3BECTHOCTH Ha CTpa-
HUIaX KPAaeBEIUECKUX M3IaHUH C TeM, YTOOBI BITOCIEACTBUN PACTIPOCTPAHUTHCA
Ha BeO-CTpaHUIAaX U3aHUuH U B COLIMAJIbHBIX CETSX.

HoBoe B kpaeBeq4eckoi nepuoanke

N3yuenue coBpeMEHHBIX KpaeBeAUECKHX KypHanoB Poccuu, nmpeanpuHsaToe
corpynHukamu Poccuiickoit myOnmmuHon 6ubnuoreku JInaueit HoBukosoii n Exa-

® 3mech MOHMMaeM MAPTHCHUIIATOPHOCTh KaK MPUHIHUI KOJUICKTUBHOTO YYacTHs, COYYacCTHsI
B KYJBTYPHOM IIPOEKTE, MEIMANpPOCTPAHCTBE, a TaKXKe B My3eiHo# aestensHoct (cM. Jenkins
b 2
et al.; Moroz).
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tepunoit Tpyounoii (Novikova, Trubina), cBHIETENLCTBYET 00 aKTyaJIbHOCTH
pasroBopa 0 BO3pOXKIAIOLIEMCS HHTEpece K KpaeBeAeHuto HaunHas ¢ 1990-x ro-
noB. MccnenoBanue, mpoBeneHHOe Ooiee qecATH JIeT Ha3al, oxBaTmio 165 poc-
CUICKHX KpaeBeAYEeCKUX N3AaHU, B TOM YUCIIE PETHOHATIBHBIX (Ha CETONHSIIHUH
JICHb HEKOTOPBIC U3 HUX NOMEHSJIN U3/1aTEIbCKYIO0 IOJTUTUKY MU XKE TIPEKPATHIIH
cyniectBoBanue). B menom coneprkanne O0NbIIMHCTBA KpAaeBEIUECKUX KypHAIOB
0CTaBaJIOCh B paMKaxX TPaIUIUil COBETCKOIO KPAcBEICHHs', OMHAKO OTACIIbHBIC
NPU3HAKU OOHOBIICHUS K 3TOMY BPEMEHH yKe C(HOPMHUPOBAIIUCE.

[Tonck HOBOTO KpaeBeI4eCKOro MyTH MOKHO YBHUJIETh YK€ B METEpOypPIrcKuX
nepuoandeckux m3ganusx 1990-x, xorma ObUIM OCHOBAHBI Y3KOCTIELHUAIN3UPO-
BaHHBIC KpaeBeIueCKre allbMaHaxy, Takue Kak ,,/13 OXxTtuHCcKo# jeronwcn’ (BbI-
xonui B 1994-2009 rr.), ,,Pei0arikast ciio601a” (BBIIUIO MIECTh BBITYCKOB, ¢ 1995
no 2014 rox) (Razdorskij 122, 114—-115). C 2003 roga BEIXOIAT KpaeBeAYECKHUE
coopHukn KpacHocenbCKoro paiioHa, BKJIIOYABIIHE B OCHOBHOM MaTepUaJIbl
HCTOPHUKO-KPaeBeIIeCKUX KOHPEPEHIHIA®, K HUM JJOOABIISIOTCS U APYTUE U3TAHUSI
aJIMUHUCTPAaTUBHBIX pailoHOB [letepOypra. OOpeTeHrne coOCTBEHHOTO rooca ro-
POACKHMHU JIOKALIUSIMH, HE BKIIIOYEHHBIMH B I€HEPAJIbHYIO JIMHUIO NeTepOypreKoit
WCTOPHUH, UMEII0 OONBIIOEe 3HAYCHUE JITIsl POPMUPOBAHUS 00pa3a ropojia BHE My-
3ee(hUIIMPOBAHHOTO UMIIEPCKOTO HAPPaTHBA.

Cpenu u3gaHuii, oTpaxkarolux TeHaeHUuuu HoBoro kpaeBeeHUs, MOXKHO
Ha3BaTh W MHUIMHPOBaHHbIE KOMUTETOM 10 KyJIBTYype, HapuMep KyIbTypHO-H-
CTOpUYecKHid anbmaHax ,,PonTtanka”, myonukyemsii ¢ 2007 roga LlenTpanbHOi
TOPOACKON ITyOIMaHOM OmbnoTekoit M. B.B. Maskosckoro. ,,Konmenmus nsmna-
HUS TIpe/lyCMaTpUBaeT WHTEPEC K MOBCEJHEBHOM JKU3HU, YCTHOM UCTOPHH ™, KaK
cleayeT U3 aHHOTauuK K anbMmanaxy (Razdorskij 121), B koTopom AeHCTBUTENBEHO
MIPEICTABIICHBI YaCTHBIC HCTOPHUH JIOMOB, OMOTpaduH JIFoNeH Kak (pparMeHTHI Iie-
JI0TO KOopIiyca TekcToB 00 ucropun Cankr-IlerepOypra.

OtnenbHbIM coObiTHeM B nepuonke 2000-x cranm xypHanisl ,,Aapeca Ile-
TepOypra” u ,,KBaprambHbBIH Ham3uparens (MpuiokeHne k nzmanuto ,,CI16.Co-
Oaka.ru”). Ha ux crpanuiax BOIJIOIIEHB! OCHOBHBIE TPpUHIMITBEI HOBOTO Kpaese-
JICHHUS, 371€Ch K€ 3apOJMIINCh HOBBIC MMITYJbCHI K HECTAHJAPTHOMY OCBOCHHIO
ropoJCKOi Tonorpaduu U UCTOPUU.

7 Kak 4acTh HCTOPHYECKOW HAyKH, KpacBeCHUE 3aHUMAETCS PEKOHCTPYKIINEH HCTOPUYECKUX
(haKTOB B TEPPUTOPHATIBHO OTBEJICHHBIX I'PAHULAX, 3Ta (QYHKIHUS COXpaHsIIach B paboTe KpaeBe-
YEeCKMX MHCTHTYIHH, TPEUMYIIECTBEHHO My3€eB, B COBETCKMI nepuox. KoHmemmus coBeTCKoro
KpaeBeICHHs NMeJa Oy TUMBIN IPOCBETUTEIILCKAI KPEH, 9aCTO OHO CTAaHOBHJIOCH HA CIIyKOy ma-
TPUOTHYECKOTO BOCIHMTAHMS, KPACBEIUCCKHE My3€H COCTABIISUIN LICHTPAIN30BAHHYIO CETh 10 BCEi
CTpaHe, a IPUHIIUIIBI KX OPTaHU3aLMH ObUIH YHHU(DUIIHPOBAHBI.

8 BeImyckd 3TuX COOPHHMKOB JOCTYIHBI Ha caiite bubmuorekn KpacHocenbckoro paiioHa:
http:/krlib.ru/natural-history-collections.
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»KYBL (Kypnan ydera BeuHblx meHHocTeil) Azapeca IlerepOypra”, cos-
JIAHHBIA TPOQECCHOHANBHBIMA aBTOPAMH — YYEHBIMH, JKypHAJIHCTAMH, apXu-
TEKTOpaMH, KpaeBeJaMH, XyIOKHUKaMU U (poTtorpadamu, TOIJICPKUBACT HUICIO
CO3HATEIBHOTO OTKa3a OT MPUHLMIOB TPAIULUOHHOTO KpaeBelIeHHs, OT Hepap-
XUYECKOTO TOX0/Ia K JIOCTOMPHUMEYATEIbHOCTSIM B TIOJIh3y TEMAaTHYECKUX cpe-
308 KU3HU TOPOJIa, 3aKPEIICHHBIX B pyOpukax Tema, /Juacnopa, Hsmenenus, Yu-
pedcoenue, Ucmopuueckuil anexdom, 30anue, Pacadvl u unmepbvepvl N APYTHX
(cm. Razdorskij 118—120). Ot pa3mensl MPEACTABISIIOT C Pa3HBIX CTOPOH KYIb-
TYPHYIO HCTOPHIO U 3CTETHKY COBPEMEHHOTO CYIIECTBOBaHMsI (hparMeHTa ropo-
CKOM cpeapl.

OObeKTaMU U3yUEHUST CTAHOBSTCS, HAIIPUMEP, apXUTCKTYPHBIC 0COOCHHOCTH
TOPOJICKHUX MYHKTOB Mpuema ctekyiorapsl (Ne 15/27, 2004) uinu coxpaHUBIIHECS
¢morepsl B Cankt-IlerepOypre u okpectHoCcTsIX (Ne 49/63, 2019), nctopuueckue
onmcanus nBOpHUIKUX (Ne 35/49, 2009) u uctopun HEOOIBITNX TOPOICKHUX UH-
mepvepHbix caioB, Takux Kak [llepemerenckuit cam (Ne 43/57, 2012) wnu caguk
BO ABope JluTeiinoro npocmekra, 46 (Ne 17/29, 2005). OnTrka u3y4eHus roposaa,
MpeCTaBIeHHAs HAa CTPaHMIIAX XypHasla, HACTpanBaja U COOCTBEHHYIO ONTHKY
yuTaresel, IeMOHCTPUPYsT BO3MOKHOCTh OOHApy>KeHHs ,,COKPOBHUIL’ B TOPOM
OOBIIEHHBIX BEIIax W MPUMEIbKaBIIMXCS TOPOJACKUX BHIAX, MPEBpaIas ayquTo-
PHIO U3/IaHUS B YPOAHUCTHYECKUX TYPMaHOB.

[Momxon, mpemioxkeHHbld peaakiuei emie B 2003 oy, ObLT OpUTHHAICH TEM,
YTO JIEMOHCTPHPOBAJ OTKA3 OT JMHEWHOTO JABM)KEHUS 110 HCTOPUICCKOMY ITyTH.
BriOpanHble 00bEKTHI H3yUeHHS OOBETUHSIINCH BOKPYT OJIHOW I'€OJIOKAIIUH, HITH
BOKPYT OJHOTO MMEHHU WJIM KOPOTKOTO MCTOPHUYECKOTO TMEPHOJIA, HO YacTO CBS3H
MeXIy MaTepraiaMi HoMepa OBIITH JJalieko HeoueBHIHBI. KpaeBeauecknii xapak-
Tep myOnuKanuii coueraercs ¢ 3QPEKTOM Kaelj0cKora, HEM3MEHHO BBIJIAIOIIIe-
rO HOBYIO KapTHHKY IPU BPAllCHWH, U MOCTMOACPHUCTCKUM NPHUEMOM HHBECH-
TapHu3aIii UMEIOIIETOCs (YTO 3asSBICHO B CAMOWPOHWYHOM 3arojIOBKe JKypHaja
Y TIOCTPOCHUH COJICPIKaHUsI HOMEPOB).

B xynoxecTBeHHOM 0(OPMIIEHUH KypHAaJIa TaKke ObLT HCIIOIb30BaH P CTU-
U3, 0T JOKyMEHTaIbHO-CIEPKaHHBIX MpU(TOB 0e3 3aceuek B 3aroJIOBKaxX
110 ohopMIIeHUS PYOPUK TEKYIIEro M COCEAHMX C HUM HOMEPOB I10 MPHHIHUITY
rurnepcchUIoK. [lomockl pekiiaMHBIX OOBSBICHUH, NpeBpalleHHble B YepHO-Oe-
JIBI€ PETPO-CTPAHUIIBI, pa3MEIIeHNE BHICOKOKAYECTBEHHBIX XyA0KECTBEHHBIX (po-
Torpaduii, COCEACTBO UCTOPHUECKUX YEPTEIKEH U COBPEMEHHBIX MILTIOCTPAINH,
HaKOHEI[ pyKOIHCHBIE MIpHU(TOBBIE BCTaBKH OT ,,MUThKa” Anekcannapa Dmopen-
CKOTO (KOTOPBIH OBLT ITIaBHBIM XYIOKHUKOM XKypHana B 2003—2004 romax) cdop-
MHUPOBAIM YHUKAJIbHBIA JU3aMH U31aHUS.

BnocnenctBum xypHas o03aBesicsi HOBBIM aJlpecoM — aJpecoM BeO-caiita
(cM. Adresa Peterburga), 4to, ¢ OJHOM CTOPOHBI, CTAJIO IIIAarOM HaBCTpedy Oosee



IIpoextsr HoBOTO KpaeBeieHNs B HEOQHIMATBHOI HCTOPHE TOPOa 167

HIMPOKOMY KpPYTY UYHTaTeNe|, ¢ JPYToil — IUIINIIO €ro aypbl yTOHYEHHOT0 HHTEpeca
K apredakraM ropoickoil JiokanbHOH uctopun. [Ipu coxpanenun oOmieit cTpyk-
TYpHI U JU3aiiHa, )KypHaJl OCTENEHHO CMEHMII TEMAaTHYeCKYI0 KOHIICTIIIUIO TOCTe
2014 rona: reorpadusi MaTeprualioB 3HAUUTEIHLHO paciuupuiack, B 2018 roxy, npu
noxnnepkke [IpaBurenscrBa Cankr-IlerepOypra, oTKpbuIach cepusi HOMEPOB, IO-
CBSIIIIEHHBIX FOOMIIESM MPHUTOPOTHBIX MY3€eB, TaK)Ke MOSBUINCH MaTepHaJbl, CBs-
3aHHBIE C KpbIMCKOU Temarukoil (Ne 61/75, 2017: Ilyme Examepunvl Benuxot;
Ne 70/84, 2019: Cysopos u Kpvim). O603Ha4eHHBIE B TIO/I3aTOJIOBKE ,,BEUHBIE IICH-
HOCTH” B XOJIe KOHBIOHKTYPHBIX TpaHCc(hopMaInii Iprodpenu cephe3Hyro neperiek-
TUBY NPEBPAILEHUS B IIEHHOCTH UCKIIOUUTENBHO TPAAULIMOHHBIE.

,,KBapTampHBI HaA3WUpaTeNs’, eIle OIWH OPUTHHAIBHBIN KpaeBeauecKuil
MPOEKT, BOIUIOTHBLIMICS B )KYypHAIBHOM (opmare, ocHoBaH B 2002 rojy o HHU-
uuaruse JIbBa Jlypbe (Boimyck Obu1 ipekparier nocie 2015 roxa). Ha ctpanunnax
M3IaHUs TIpeIarayics MMOKBapTaabHBIN 00X0 1 palioHoB IleTepOypra u okpecTHO-
CTeli, B UTOTE CKJIaJIbIBAJICS 00pa3-xapakTep KaKAOoTo y4acTKa KapThl, 00Jaaro-
MK CBOMM UCTOPHYECKUM HPOLUIBIM, CBOMM genius loci. DT HeGonbLoro ¢pop-
Mara BbIITYCKH CBsi3aHbl ¢ HOBBIM KpaeBeneHHEM Heeil 0CBOCHUS TOPOICKOTO
MPOCTPAHCTBA, YBOJAIIEH OT MPUBBIYHBIX TYPUCTHUECKHX MApIIPYTOB, LEJIBIO
3HAKOMCTBA C BBIOPAHHBIM yYacTKOM 4€pe3 HCTOPHIO JOMOB, JIIOIEH, TOTIOHUMHU-
Ky. UeTkasi cTpyKTypa pyOpHK, HaJHM4dne KapThl KBapTaja IO3BOJISIIN UCIIOIB30-
BaTh KypHaJI KAK MUHU-ITyTEBOAUTENb 110 paiioHy.

Bce atu myOnukannonHble ycnnus He nponuta gapom: B 2010-x copmupoa-
JIaCh BBICOKAs MOTPEOHOCTh B HECTAHAAPTHBIX SKCKYPCHUSAX, TOCEIIEHUAX 3aKPhI-
TBIX TEPPUTOPUI, TEMATUUECKUX MPOTYIKaX, B 0COOEHHOCTH, y CAMUX KHUTENEH,
a TaKke cHOPMUPOBAINCH JIIOOUTEIBCKUE TPYIIIbI, TOTOBBIE CAMHU TBOPHUTH IO-
PONICKYIO UCTOPUIO U 3HAKOMUTH C HEH.

CamocTrosiTe/IbHBIE KpaeBCAYECCKUEC HHUIUATUBLI I'OPOKaH

B 2000-¢ rompl mpeaensl y3KocrenupuaecKuXx WHTEPECOB 3HATOKOB U JIIO-
ouTesel TOPOJCKOrO KPaeBEeICHUS MTEPETIOIHUIKNCD, MTOSBUIINCH HOBBIC TIPOCKTHI
Y HaIlpaBIICHUS, XapaKTepHbIe U IS SKCKYpCHOHHOW padoThl. Karprnona Kemmm
OTMEYAET, YTO B 3THU TOJIBI ,,IETEPOYPIKIIBI UMEIH 00Jiee BHICOKHI YPOBEHB OCBE-
JIOMJICHHOCTH O TIPOIIJIOM TOPOJIa, YeM YKHUTEIH MHOTHX JPYTUX MOCTCOBETCKUX
roponoB” (Kelly 64). HacTHble cimydan v pparMeHTh MUKPOUCTOPHHU CTAJIH TIOITY-
JIAPpHBIMHA OG’beKTaMI/I N3Yy4YCHUS U SKCKYPCUOHHBIMU HAITPABJICHUAMMU.

B uucne takux oOLIECTBEHHBIX WHUIMATHB M HOBBIX IOIXOJOB K H3yye-
HUIO TOPOJICKOTO MPOCTPAHCTBA, MOKHO OTMETHTH (DECTHBAIb HECTaHIAPTHBIX
TOPOJACKUX IKCKypcuit Omkpwvimas kapma (2015), — npumep 0OIIECTBEHHOTO
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JBUKEHUS, KOTOPOE MEPepociio B exkeroguble gpectuBanu, He ToiabKko B [leTep-
Oypre, HO U B Jpyrux ropogax Poccun. Mnes mpoekra nepBOHAYaIbHO 3Byda-
Jla KaK ,,2KCKypCHUHU OT MECTHBIX U JJIi MECTHBIX ', HO MO3JJHEE SKCKYPCHOHHAS
ayauTopus cTtana pasHooOpasHee. CymecTBys Kak miardopma ajsl coluaibHO
3HAYMMBIX WHUIUATUB, (hecTHBaIb padoTall Ha ,,pacUIUPEeHHE MPEICTaBICHHUN
0 TpaHHUIaxX KylIbTypHOU cpenbl ropona” (Kozanov 208). B pamkax ¢ectua-
JIs1 BIIEPBBIE OBUIM MPEACTABICHBI 9KCKYPCHH ,,C 3aKPBITBIMH IJ1a3aMu’’, pa3pa-
00TaHbl MapUIPYTHI, TOAXOSIINE I HHBAIHIHBIX KOsicOK. ColuanbHO-00-
IIECTBEHHAs 3HAYUMOCTb 3TOTO MPOEKTA 3aKII0Yaach B CO3JaHUM IKCKYPCHIA,
OCBEINAIOLINX NPOOIEMHbIE TEPPUTOPHH ropoja (Hampumep, 3Kkckypcun Ha Ka-
HOHEPCKHUIl OCTPOB), MPEIaralonuX 3HAKOMCTBO C aKTyaJlbHBIMHU IIEHTPaMH
TOPOJICKON KYJIBTYPHI (3KCKYPCUH MO KPeaTUBHBIM NMPOCTPAHCTBAM), C BO3MOXK-
HOCTSMH 310pOBOr0o 00pasza XHU3HHU (HalpuUMep, dKCKypcus Beean ¢ Oonvuiom
2opode). BHEMPOEKTHBIE CaMOCTOSATENIbHBIE SKCKYPCHH TIeTepOypxKIIeB’, Tpe-
JIOKEHUS KOTOPBIX MOKHO OBLIIO BCTPETHTH B OCHOBHOM B COLICETSIX, COXPaHSIIH
MOMYJSIPHOCTB BIJIOTH 10 2022 rona.

Yeunust Takoro poja BIOCIEACTBUN OBLTH TIEPEOPHUEHTHPOBAHBI TOPOJICKHU-
MH BJACTSIMU B COOTBETCTBUM C NATEPHAJIUCTCKOM CTparerueil B3anMOIeUCTBUS
C rpaXJaHCKMMHU MHUIMATHBaMH. OOIIECTBEHHBIE TOCTHKEHUS TaKUM 00pa3oM
ObUTH TIpeBpaleHbl B MPOEKTHI, (pMHAHCUpyeMble TocynapcTBoM. Cpemu HUX —
Omgkpwimbiil 20pod (¢ 2016 mo Hacrosiiee BpeMs)'?, cTaBsamuil Henplo caeaarh
JIOCTYIHBIM 3HAaKOMCTBO C MaMSATHUKAMH KYJIBTYPHOTO Haclielus, B TOM YHCIE
OH JaBaJl BOBMOYKHOCTb TOCEIICHHS MEHEe M3BECTHBIX M HEW3BEJaHHBIX MECT,
3aKPBITBIX 00BEKTOB, aBTOPCKUX YHUKAJIBHBIX MAPIIPYTOB, a TAK)KE MECT, CBSI3aH-
HBIX C paboToil rpago3ammuTHUKOB [letepOypra. [Ipyroii mpoekT, HanpaBIeHHbIH
Ha (popMUpOBaHWE TYPHCTHYECKOTO MMUIKA, Hosas mypucmckas eeoepagus
(c 2020 o nactosimiee BpeMst) oT Komurera o pazsututo Typusma Cankr-Ilerep-
Oypra oObeJUHMII aTTPaKTUBHBIE NAMATHUKH U OOIICCTBECHHBIE MPOCTPAHCTBA,
YK€ CTaBIINE MOIMYJISPHBIMA y TIeTepOyPIKIIEB, AT PACIIHPEHUS TYPUCTHIECKOM
cpenbl ropoja u npuBiedeHns naBectumii (Knaginin et al. 40).

OnbIT pa3BUTHA JOKAIbHOW MHU(OIOTUH 3aHJ CBOE MECTO U B PAa3IHYHBIX
MHTEPHET-COO0IIeCTBAaX, TEMATHIECKH CBA3AHHBIX C KPAaeBEICHNUEM €T0 OTACIhb-
HBIX paiioHoB. OJMH W3 NPUMEPOB TAKUX COOOLIECTB MPOAHAIU3UPOBAH B CTa-

° B kadecTBe MpUMepa MOXKHO MPHBECTH IKCKypcuu 1mo CMOJIEHCKOMY Kiaa0uiiy, HH(Op-
Manust 0 KOTOphIX IyOnukoBanack B rpymme ,,Ot Crpenkn no ['aBann” B conmanbHol cetn ,,Face-
book™: https://www.facebook.com/groups/StrelkaGavan/.

10 Peanmsyercs B corpyanudectBe Cankr-IleTepOyprekoro ropojickoro otaeneHus Beepoc-
cuiickoro o01iecTBa 0OXpaHbl aMATHUKOB HcTOpHH U KylbTypsl (BOOIINuK) u Komurera no rocy-
JTApCTBEHHOMY KOHTPOJIIO, HCIIOJIb30BAHHUIO U OXpaHe MaMATHUKOB uctopuu U KynbsTypsl (KI'MOII).


https://www.facebook.com/groups/StrelkaGavan/
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The Jlapucer KpaeBoii, mocssieHHOM Mukpopaiiony @opens (KupoBckuii paiion)
B llerepOypre, u COOTBETCTBYIOIICH TpyIIe B COIHMalbHOW ceth ,,BKonTakTe”
(Kraeva). O6cyxaeHus] y9aCTHUKAMH apXUTEKTYPHBIX PEIICHHUH, HCTOPUIECKIX
COOBITHI, COIIMATBHBIX ACMEKTOB KM3HU MUKPOpalilOHa pacCMaTpUBalOTCs aBTO-
pPOM Kak ,,KpaeBemueckas peqrekcus’, a KOHTEHT COOOIIeCcCTBa UCCIEOBaH KaK
CYOBEKTHBHBI OTKIMK Ha OOBEKTHBHBIC MH(OPMAIMOHHBIC AaHHBIC. JlesTenb-
HOCTh COOOIIECTBA CBA3aHA C KOHCTPYHMPOBAaHUEM JIOKAJILHOTO HAappaTHBa MPH
MTOMOIII YacCTHBIX BOCTIOMHUHAHWH, JTUTEPATypHBIX accomuainuii, oomeHa (horto-
rpadusiMu. [IpakTrdeckas 3HAUUMOCTH STOH pabOThl KOMIIEHCUPYETCS, MO CJIO-
BaM aBTOpa, ,,My3eHHBIMH~ (QYHKIHSIMH — B MEPBYIO OYEpEIb 3TO COXpPaHEHHUE
Y TIepe/iada COIMOKYIIBTYPHOTO OTIBITA M YyBCTBA MECTa — U (JOPMHUPOBAHUEM JIO-
KaJIbHOM MJCHTUYHOCTH.

K ducny mapTucunaropHbBIX METEpOYPrCKUX KpaeBeIYeCKHX HHUIUATHB
MOJKHO OTHECTH KOJUIEKTHBHBIA TIpoekT My3zes Mcropun Cankr-IletepOypra City
Ckpenwr (Proekt ,,City Skrepy”), KoTOpbIli HampaBieH Ha CO3JaHHE HOBOTO TI'O-
pozckoro oOpasa, BEIpaXKEHHOTO Yepe3 MPU3MY JIMYHBIX UCTOPHIA Y4aCTHUKOB-TO-
pokaH. Ha ocHoBe coOpaHHBIX BIIEUATIICHHWH, (oTorpaduii, BOCTIOMHHAHUU,
accolManuii, My3eil MIaHupyeT OMmyOIMKOBaTh KapThI-MapLIPYThl JOCTOIPHUME-
yarenbHOCTEeH paiioHa. City Ckpensl TipeAnaraloT y4aCTHUKaM KOHCTPYHUPOBATh
HOBBIE CMBICIIBI JUISL OTIPENICIIEHHBIX TOPOJICKUX MeCT (TIEPBBIM TaKHUM JIOKYCOM
crana [leTporpajckas cCTOpoHa) U IEIUTHCS COOCTBEHHBIM KYIBTYPHBIM OIBITOM,
YTO JIOJDKHO ITOMOYb HE TOJIHKO OOHOBUTH TOPOJICKOM TEKCT COAEPIKATEIBHO, HO
co3/1aTh cpa3y HECKOJIbKO HOBBIX TOUEK, PAKYPCOB €T0 H3Y4CHHUSI.

ToT ke MPUHLUI ,,MHOTOTOJIOCHS” UCTOPUH TOPOJa XapaKTepPeH AJISI HOBBIX
myommkanuii o [letepOypre; HanpuMep, B HEAaBHO BBIMIESNIINX KHUTAX Mcmopuu
oomos Ilemepbypea, pacckazannvie ux scumensmu (Galkina, Kos'min, Akimov)
u lonoca uz oxon: oxcuswiue ucmopuu Ilemepbypeckux oomos (Kubrakova) mis
MIpeCTaBIeHUs ,,0norpaduii” merepOyprcKux AOMOB HCIIONB30BaHBl apXHUBHBIC
WCTOPUH JIFOZICH, B HUX NPOXKUBAIOLIMX WM HEKOTIIA KUBYIIUX.

T'onoca roposka y4acTBYIOT M B O(UIMAIBHBIX MEPOIIPUSITHSIX, TPOBOAUMBIX
KomureTom o passurtuto Typusma Cankt-IletepOypra, Harpumep, B ipoekre (Om)
quunwil IHemepoype. I'uo no Hosoti mypucmuueckoii eeoepaguu (cm. (Ot)licnyj Pe-
terburg), 3amymeHHoM B 2021 romy COBMECTHO C TOPOJCKUM HHTEPHET-IIOPTATIOM
@onmanka.py. 1louck u myONMUKays CIUCKOB HETUIIMYHBIX JTOCTOIIPHMEYATEb-
HOCTE, Mara3uHoB, MECT Pa3MEIICHUS 3/1eCh MTPOBOJUTCS C aKIICHTOM Ha JINYHEIC
WCTOPWH, MHHUIIMATUBBIL, @ TAK)KE JTMYHBIA BHIOOP TOPOXKAH C TIOMOIIIBIO OHJIAMH TO-
JIOCOBAHMS 32 T€ WM MHBIE OOBEKTHI B KAYKI0H HOMUHAIINH.

OrpaHuveHusi, cBI3aHHBbIE C KPU3MCHBIMH COOBITHSMH BCEMUPHOW MaHje-
mun Covid-19, 3acturmu netepOypxieB BecHoi 2020 roma U crocoOCTBOBAIH
WU3MEHEHUIO TPASKTOPUH My TEIIECTBHIA, MPOXOJSIINX TEEPh B OCHOBHOM BHYTPH
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oOmactu, ropoja, paiioHa, kBapTaia. BMecre ¢ TeM MpOW30Iia U CMEHa OITH-
KH — BMECTO TTAaHOPaMHOTO TipezicTaBieHus [leTepOypra kak UMIIEPCKON CTOJUIIBI
WJIH ,,;OPOAA TPEX PEeBOJIOLMI”, TIeTepOypKIlaM M MX HEMHOTOYHCIICHHBIM TO-
ctam npescran [letepOypr MeTIIaxCKOM TUTUTKH, BUTPAKHBIX OKOH, HE3aMETHBIX
VITUI] ¢ TAMSITHAKaMH CEBEPHOTO MOZIEpHA, TOTAaWHBIX TBOPOB W IPOMBITIIICHHBIX
31aHni. MartepuanbHBIM OTBETOM Ha 3TOT 3arpoc OOIIecTBa CTajla MATOTHPAXK-
Hasi CyBeHHpHAs CEepHsi KAPTOHHBIX KOHCTPYKTOPOB Tom camwiii [lemepbype, ipu-
nymanHas Haranbelt HanneBoit (Paharev). B HezaBrucuMoM aBTOpCKOM MPOEKTE
IO BBIIIYCKY COOPHBIX BapbUPYEMBIX MOJICIICH TOPOICKHUX BUIOB C OpaHMay3pa-
MU, TapayKaMH B CTapPbIMHU TpaMBasiMH BOIUIOIICHA Uies 00 W3HAHKE TOpoja u 00
HMCTOPHYECKOM OTpE3Ke ero HemapaaHoH KU3HH.

VYX0/1 OT UMIIEPCKOTO KOHTEKCTa, OOBEIUHSIIOIIUN OOJIBIIMHCTBO STUX UHH-
[MATUB, ClieNyeT KoHIenuu HoBoro kpaeBeneHus B onpeaeieHul AJeKcaHpa
OumomikuHa: ,,Jlon HoBoii JIokaJibHOM UCTOpHEN MOHUMAETCS] UCTOPUSI MECTa,
HO MECTa He KaK a/IMUHUCTPATUBHOMN WM UCTOPUKO-TEOrpaUUeCKOr eMHHUIIBI,
a KaK MHKPOCOOOIIECTBA, COIMOKYIETYPHOTO MUKPOKOCMA B JIOKAJTbHOM H3Mepe-
auw” (Filaskin 232-233).

KpaeBez[e}me B OIIMMO3HMIIMH

HoBoe kpaeBeneHme NpoOTHBOCTOUT OOJIBIINM HappaTuBaM, K KOTOPBIM CTpe-
MUTCS O(HLIMANbHAS HCTOPHS, TOCKOJIBKY OHO BBICTYIAET KaK peann3alus HaeH
MHOYXECTBEHHOCTH MCTOPHUH, peann3yeMoii 4epes3 JOKaIbHOCTh Kak 00BheKTa, TaK
U crioco0a BeipaxkeHus. PasHooOpasue apTehakToB, HE CBOIUMOE K KAKOM-TO /-
HOW HappaTHUBHON MOJIEIN, HE MOXKET HTHOPHPOBATHCS, TIOCKOJIbKY HMEHHO YHU-
KaJIbHOCTBH 3TOT0 HaOopa apTe(hakToB M CO3/aeT YHUKAIFHOCTh UCTOPUU MECTA.
Takasi HE3aMEHHUMOCTh apTe(aKTOB CO3aeT YHUKAILHOCTh UCTOPUU MECTa, JIO-
KampbHOTO MH(]a, a 3HAUUT, U YHUKAIBHOCTh caMoro Mecra. HoBoe kpaeBeneHue
OCHOBBIBACTCS Ha HE3aMECTUMOCTH HMHIAMBUIYAILHOTO M JIMYHOTO B MCTOpHYE-
CKOM TIOBECTBOBAaHHMU M HE MOXET OBITh CBEJICHO K YHHU(PHLIUPYIOMIEMY MOAXOLY
odunmansHON ncTopun. B cirydae, xoraa ,,00ibI1ass HCTOPUS” CTAHOBUTCS WH-
CTPYMEHTOM (MCTOPHUYECKOI/MEMOPHAITLHOMN) MOMUTHKHU, KpaeBelleHHE BhICTYIIA-
€T B OIMO3HULUH K HEH.

B penensun va kaury Omunu Jxxoncon How St. Petersburg Learned to Study
Itself Mapuna JlockyToBa OTMEYaeT:

Kpaesenenue ObLIO ¥ OCTACTCS HE TOJIBKO aKaJIEMHICCKOM TUCIMIUTHHOM, HO U OOIIECTBEHHBIM
JBIDKCHUEM, 00JIaJalolM B OINpe/IeJICHHBIC TIEPHO/bI 3HAUMTEIEHBIM MOOWIIM3AMOHHBIM T10-
TeHmanoM. ITocnenHuit e aclekT, HACKOJILKO H3BECTHO, eIl He CTaJl IIPEIMETOM CIIeHAIbHO-
ro ananm3a (Loskutova 502).
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Takue mepuoabl CIOBHO WHAMKATOPHl CaMOCO3HAHUSI TOPOXKAH, BBI3BIBAIOT
K JKU3HH JIOKaJbHbIC, PETHOHAJIBHBIC H HAIMOHAJIBHBIC UCTOPUHU. DTO SBISETCS
CBOEOOpa3HBIM MPUTA3aHHEM OOIIECTBA HA HE3aBHCUMOCTD, YTO JaeT KpaeBese-
HUIO BO3MOYXHOCTb OBITH ,,1I€0JIOTMYECKON OIMO3ULUEH HEHTPaTbHON, HMIIEp-
cxoit Bnact” (BarySnikov, Zaostrovcev, Filskin 85) u mudonorusupoanaomy
eto npomtoMy. Kynsryposor bopuc CrenmaHoB Takxke SICHO chopMyaupoBai 3TO
OMIIO3UIMOHHOE OPHUIUAIBEHBIM YCTAaHOBKAM (YHKIIMOHUPOBAHHE COBPEMEHHBIX
KpaeBeJUECKHUX JIBIKCHUM:

Mou kosuieru npoBesy uccliejoBatue ,,Kaxoe nporuioe HyxxHo Oynyriemy Poccun™, tie nokasa-
JIH, YTO KPaeBEeJICHUE — ATO IPOCTPAHCTBO MAMSTH M UCTOPHIECKOH peieKCHH, KOTOPOE TI03BO-
JSIET OCMBICIISITH TIPOIILIOE B AIBTEPHATHBHOM KITIOYE, OTACILHOM OT HaBSI3BIBAGMOI'O rOCyIap-
CTBEHHOM MONMUTHKOH (Stepanov).

MoHomonus Ha UCTOPUYECKU HappatuB B Poccum mpucBamBaeTcsi rocynap-
CTBOM, ITO3TOMY OOpalieHrne K TEMHBIM CTpaHHUIIaM HUCTOPHUH, UCXOJSIIee OT 00-
MIECTBEHHBIX OPraHW3alliil, BEJET K SBHOMY WA CKPBHITOMY KOH(JIHMKTY C BIa-
ctbto. Tak, ToBopsi 0 mpopaboTke UCTOpHYECKUX TpaBM, Hukonait Dmnme mumer
0 JIBYX Pa3IHYHBIX CTPATErHWsX OTHOIICHHUS K MPOILIOMY: , IPUMUAPEHUE CBEPXY”
u ,,npumupenne cauzy”’ (Epple), koropblie, nMest cepbe3HbIe paCXOXKICHUS B KO-
He, 32 MOCJIeTHUE HECKOJIBKO JIET JOCTUIIIN BHICOKOW TOYKH MPOTUBOCTOSIHUS. J{71st
Canxkr-IlerepOypra oqHIM U3 CaMbIX SPKUX SIBIICHUH, CBSI3AHHBIX C HEO(DUIHAIh-
HOU BcTopuei, ctan mpoekT [locieonutl adpec MexayHapomHoro ooiiecTsa ,,Me-
mopuax”!!. TIpoekT He SBJISeTCs UCKITIOUMTENBHO MeTepOyprCKUM, OH OXBaThIBACT
PST KPYIHBIX TOPOJIOB, TIie OBLIM yCTAHOBJIEHBI ITAMSTHBIE MIEPCOHANBHBIC Ta0INY-
KU ,Ha (acagax JOMOB, ajpeca KOTOPBIX CTaJIM MOCIEAHUMHU MPUKU3HEHHBIMH
a/ipecaMy JKepTB PENpecCHil Ha MPOTSHKEHUH BCETO BPEMEHU CYLIECTBOBAHUS TO-
taymrapHoro pexxnMa B CCCP u Poccun™ (Memorial'nyj proekt ,,Poslednij adres”,
ANEKTPOHHBIN pecypce). Kak u npyroit mpoexT ,,Memopuana” — Bozgpawenue umern,
PpeadMIMTHPYIOIIUH namsITh kepTB bonbiioro Teppopa, [locieonuii aopec BOIIo-
€T B KU3Hb UJIEI0, 3AIOKEHHYTO B aXMaTOBCKHX CTPOKaX ,,XOTeJOCh OBl BCEX I10-
HMMEHHO Ha3Barh...” (Pexeuem, 1934-1963). Ha kaxxioit Tabnuyke MOMEIICHO UMS,
JIaThl POXKIICHUS M paccTpena, AaTa peaduinranui. B ominune or MeMOpHaIbHBIX
JTIOCOK, TIOCBSIIIICHHBIX M3BECTHBIM JIFOISIM, [lociednuii aopec paboTaeT co BCEMHU
MMEHaMH, KOTOpbIE MOYKHO HalWTH C TIOMOIIBIO 0a3 IaHHBIX, CO3/IaHHBIX ,,MeMopH-
anoMm”. ,,Kaxkmoe OTKpbITHE TaOIMYKKM OKa3bIBAeTCsl COOBITHEM, pabOTaIOUIMM Ha
BBICTpanBaHUE MECTHOTO MeMmopuainsHoro coodmectsa” (Epple 52). He sBussich
MaMSATHUKaMH, a JIMIIb MAPKUPYS MECTO, TAOJIMYKH C ITyCTBIMH OKOIIKAMHU BMECTO

11" B 2016 roay BioueH Muttocrom P® B Peectp HHOCTpaHHBIX areHTOB, B 2022 rojy opra-
HU3aIMs TUKBUIMpoBana B Poccun.



172 Anna Troitskaya

(oTO CcO31aI0T Ha KapTe CETKY apecOB, CTABIIMX TOCICITHUM JIOMOM ISl KUTeeH
ropojia, JEMOHCTPHPYIOT YaCTHYIO, OMOrpaguiIecKyto BKIKOYEHHOCTh B 3Ty HEO-
¢unmansayro ucroputo [lerepOypra. CoxpaHeHHe MamMsTH 0 )KEPTBaX PErpecCuii —
BCE ellle BO3MOKHOE B Poccnu conpanbHoe IeHCTBHE, OTHAKO M 3/1eCh OpraHn3a-
TOPBI YCTAHOBKH TAOIMUYEK YAaCTO CTATKHBAIOTCS C MPErpajaMu, HCXOIAIIUMH OT
JKHJTAIITHBIX TOBAPHIIIECTB MIIM OT TOPOACKON aaMuHucTpanuu'?, Hexenanue u He-
BO3MOXXHOCTh COBPEMEHHOM BIACTH MPU3HABATH OIMIMOKH TMPOILIONO0 CTAHOBUTCS
MPUYUHON MOIABICHHUS FOCYAaPCTBOM MOTOOHBIX HHHUIIUATHB.

Haugarerit 8 2019 romy kpaeBemdeckuil mpoekT Ocmpoga (He)ceo600bi: Ile-
mepoype, XX—XXI eex (coBMectHasi pabora @onda Hogpge, Omrxpvimoco npo-
cmpancmed, a TakkKe COTPYAHUKOB U CTyJAeHTOB HarumoHanmbHOTO HccienoBa-
TEJIBCKOTO YHUBEpCUTETa BhICIICH IIIKOJIBI SKOHOMHKH) TMOCBSIICH MPOTECTHOMY
JIBIDKCHHIO: YYACTHUKH COOMPAIOT MH()OPMAIIHIO O JTOKATBHBIX aKIHIX MPOTECTa,
MTaMATH U COTUIAPHOCTH, TepdopMaHcax, OIbITaX 00MECTBEHHBIX 00bEINHCHII
W WHAWBUAYAILHBIX BBICTYIUICHHUSX TPOTHB HecBOOOabI B Jlenuurpamae-Iletep-
oypre (cMm. ,,Ostrova (ne)svobody™).

C kpaeBellcHHEM OKa3bIBACTCSl CBA3aHHON W JCATEILHOCTh I'PaJI03alluTHU-
KOB, HEPEJIKO BCTYIAOIas B OTHOLICHHS MPOTUBOCTOSHUS C TOPOJICKUMH Biia-
ctsima. OuH U3 HauOoJiee M3BECTHBIX MPUMEPOB — JBWKEHHE JKu60l 20p00
(cMm. DvizZenie ,, Zivoj gorod”), KOTOpoe MOMHMO MUTHHIOB U IHKETOB B 3aIUTY
TOPOJICKOM CPeIbl TAKIKE MPOBOIMT JIEKITUH U BBICTABKH, TOCBSIICHHBIE HCTOPUH
ropoaa. Heobxomumble Uccae10BaHust ISl IPOBEJCHUS SKCIIEPTU3, PACTIPOCTPa-
HEHHE JIOKAJIbHON UCTOPUH, CBSI3AHHOW C 0OBEKTAMH 3alllUThl, B MEJIUA JICTIAIOT
9TH KPaeBEIUSCKUEC YCUIIHsI 0COOCHHO aKTyaIbHBIMH.

JIumb HEeKOTOpBIE WHHUIMATUBLI B pyciic HOBOro KpaeBeqeHUsI CHUIIbHBI Ha-
CTOJIBKO, YTOO CBOEW MPOCBETHUTENHCKON AESATEIHHOCTHIO MPOTUBOCTOSATH O(H-
[UATEHOMY JIUCKYPCY, OJTHAKO OHHU JAIOT MOHSATH, YTO JAICKO HE BCE TOPOKAHE
coIVIacHbI Mpe/cTaBiaTh [leTepOypr kak BooOpakaeMoe MECTO sl OOIICHUS
C UJICaTU3UPOBAHHBIM IIPOILLIBIM.

3aKioueHune

HHTepec K J0KanbHBIM 00pa3zaM ropoza, ix HHTEPIPETALUN B COBPEMEHHBIX
YCIIOBHUSIX MOXET CTaTh HEYTO OONBIINM, YeM (OPMOH 0Cyra. ITO TOKA3BIBAET
BCIUIECK KpaeBeI4eCKOl aKTUBHOCTH TOPOXaH, HAOMI0AaeMbli B TIOCIICAHUE He-
CKOJIBKO JIET.

12 Pan takux koH(uukToB B Caskt-IlerepOypre W Apyrux ropojax, MONYYHIl OCBEIICHHE
B Ipecce, B HECKONIbKUX n3ianusx. CChUIKM HA HUX TIPUBE/ICHBI B CTAThE, MOCBSIIICHHO [Tociedne-
My aopecy: https://ru.wikipedia.org/wiki/TTocnennuit (23.08.2023).


https://ru.wikipedia.org/wiki/Ďîńëĺäíčé
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Tom camviii [lemepbype. Kapronnsrit konctpykrop Haransn Hannesoit

Pecypc: doto aBropa.

HoBsle TeHIeHIINH B OCMBICIICHUN TOPOJIa U YIIOMSIHYThIE TPakJaHCKUE WHU-
LMaTUBBI CBUETEILCTBYIOT BO MHOTOM O 3arpoce ayaiuTopuu. I1ockoIbKy akTH-
BHCTBI CAMH TPUHAIJICKAT K IMOTSHIIMAIBHOM 1eJIeBOH ayIuTOPHUU COOCTBEHHBIX
MPOEKTOB, CITYX Ha MOAOOHBIN 3aMpOC y HUX ropaso Oojee 4yTKHUi, 4eM Yy ropo/i-
CKUX BJacTei, U OHU Oojiee MOOWJIbHBI B peajH3alid ¥ M3MEHEHUSX KpaeBe.-
yeckoro gopmara. HameTuBmmecs TeHIEHIIMH OOpalieHusl K HeTPaIuIMOHHBIM
crocobam UcceI0BaHusI UCTOPHUECKOTO TIPOCTPAHCTBA, CMEIICHHS IOUCKOB OT
LEHTpa K nepuepruu 1 TeMaTHYECKH, ¥ TeorpaduuecKu CrocoOCTBYIOT OOHOBIIE-
HUIO JIOKABHOH Mu(osoruu ropoga. BmecTe ¢ TeM Bce rnepedrciieHHbIE B CTaThe
MIPUMEpPHI MOKA3bIBAIOT, YTO CIIOKUBIIAICS KpaeBeAuecKas MpakTHKa He MPOTH-
BOPEUUT OCHOBHBIM TOPOACKHM HappaTuBaM U oOpa3am (Mbl YIIOMSHY/IH UX B Ha-
Yaje CTaThH), a JOTMONHIET UX, TIOMOTasi COXPaHUTh aKTyaJbHON CBS3h MCTOPHH
Y COBPEMEHHOCTH.

B ommune ot yHUGHUUMPOBAHHBIX KPaeBEIUECKUX MHCTHTYLHH COBETCKOIO
MPOIIIOTO, MTOJYMHEHHBIX 00IIe maeonornu, mpoekTsl HoBoro kpaeBeneHHs
HarpasJieHbl Ha M3yYeHHEe YacTHOTO, MECTHOTO, Heo(pHIUaTbHOT0. MHUIIMATOPEI
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TPaXJaHCKUX MPOEKTOB BHICTPAMBAIOT MPOIIECC OCBOCHUS JIOKAJIBHON HCTOPHUH,
OCHOBBIBASICh HA TOPU30HTAIbHON KOMMYHHKALIMH, CETEBBIX IPUHIMIIAX TOCTPO-
eHust coo0IIecTBa BOKPYT MPOIlecca, 4acTo Co3/IaBasi BUPTYaIbHYIO HHPACTPYyK-
Typy. Takas gopma Mo3BOJNSAET BKIIOYATh B MPOEKTHI CHIIbHBIH CyObEKTHBHBIH
3NIEMEHT, KOTOPBIN JIeNIaeT JOKAIbHYI0 UCTOPUIO U CaM JIOKYC ONHM3KUM U MOHST-
HBIM, T.€. JJUYHOCTHO JOCTOBEPHBIM I JAPYTUX UJICHOB CETH IOJIb30BaTesei
npoekTa. HecMoTpst Ha ONBITKY aIMUHUCTPUPOBAHMS U IIPUCBOCHUS PE3yibTa-
TOB CAMOCTOSTEJIbHBIX KPAaeBeIUECKUX MHULMATUB OpraHaMM BJIACTH, KOH(QIUKT
Mex 1y HoBBIM KpaeBeieHueM U TOCYIapCTBEHHBIM HCTOPUUYECKUM METaHApPaTH-
BOM YacTO OKa3bIBacTCs HEM30ESKEH.

Marepuait a5 3Toi cTaThby ObLI COOpaH MPEUMYIIECTBEHHO 10 MOJHOMAC-
mTaOHOTO POCCUICKOTO BTOpKeHUs1 B YKpauHy 24 despans 2022 rona. MHorue
ACITIEKTBHI, CBA3aHHBIE C OOIECTBEHHBIMU MHUIIMATHBAMHU, 110/ BIUSHUEM HJICONIO0-
THYECKUX M3MEHEHUH cTanm emre 6onee penbedusiMu. [Ipu Bcelr HeBooOpa3uMo-
CTU TeKyllel cuTyanuu BHYTpu Poccun, nMiryisc, 3ananabiii HoBbIM Kpaesene-
HHUEM, MOXET paboTaTh B MECTHBIX COOOIIECTBAX, OJIOTax U COLMANBHBIX CETAX,
I7ie TOpOJ OCTAETCs MPEIMETOM HEKOMMEPUYECKOIO MHTEpeca, a KpaeBeAUeCKUM
MOUCK — UCTOYHUKOM COJIMOKEHHUSI JTFOICH.
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Sowiecki dzikus, cuchnacy dorsz i Muza —
Wiadystawa Chodasiewicza widzenie Petersburga

Soviet savage, stinking cod and Muse —
Vladislav Khodasevich’s vision of Saint Petersburg

Abstract. The aim of this article is to analyze and interpret Vladislav Khodasevich’s poem Peters-
burg (ITemep6ype, 1925), in which the poet evokes the image of the city during the war communism
period from the distance of emigration. The poet presents the city in many dimensions: as a place of
struggle for physical survival in an era of crisis caused by the Russian Civil War; as a space where
high culture clashed with the barbarism of Bolshevism; and in an autobiographical key — as a time
in which his own creative forces flourished. The cityscape is based on a series of antinomies: past —
present, tradition — innovation, spirituality — materiality, sacrum — profanum, the real world — the
surreal world, the culture of old Russia — the primitivism of new times. This allows us to look at the
poem simultaneously from several perspectives: historical-literary (cultural life in St. Petersburg
during the Civil War), biographical (the poet’s stay in the city in the years 1920-1922), intertextual
(assignment of the poem to the Petersburg text) and metatextual/self-referential (Khodasevich’s
aesthetic views).

Keywords: Russian émigré poetry, Saint Petersburg in Russian literature, hometown theme,
Petersburg text, civil war in Russia

Jolanta Brzykcy, Nicolaus Copernicus University, Torun — Poland, tomine@umk.pl, https://orcid.
org/0000-0001-9563-0723

Pierwsza fala emigracji rosyjskiej (1918-1939), ktorej przedstawicielem byt
Wiadystaw Chodasiewicz, stanowita — podobnie jak wiele innych XX-wiecznych
ruchow migracyjnych — ,,zjawisko o charakterze zdecydowanie miejskim” (Lige-
za 9). Rosyjscy uchodzcy przenosili si¢ przede wszystkim do duzych miast, ponie-
waz tatwiej w nich byto znalez¢ prace i osiagnaé¢ wzgledng stabilizacje zyciowa.
Istotna role w wyborze nowego miejsca zamieszkania petnity takze wzgledy kul-
turalne. Duze miasta, oferujac bardziej korzystne warunki do rozwoju kultury niz
mate miejscowosci, przyciagaly zardbwno jej tworcow, pragnacych kontynuowaé
dziatalnos¢ artystyczna, jak i odbiorcow, szukajacych z nig kontaktu. W rezulta-
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cie gtdéwne osrodki rosyjskiej diaspory pierwszej fali powstaty w najwickszych
stolicach Europy Zachodniej, tzn. Berlinie i Paryzu, podczas gdy w mniejszych
miastach europejskich (Belgrad, Praga, Ryga, Sofia, Warszawa) oraz daleko-
wschodnich (Charbin, Szanghaj) uformowaty si¢ drugorzedne pod wzgledem in-
tensywnosci zycia kulturalnego skupiska rosyjskich emigrantow. Ta kulturalno-
-geograficzna niejednolitos¢ ,,Rosji poza Rosjg”, z dos¢ wyraznie zarysowanym
podziatem na centrum i peryferie, byta swoista, przeniesiong w nowe realia, kon-
tynuacja specyfiki zycia kulturalnego w Rosji do roku 1917, ktére rozwijato sie
gtéwnie w obu rosyjskich stolicach (oraz w kilku innych miastach, np. w Kijowie
czy Odessie) 1 stamtad docieralo do najdalszych zakatkow rosyjskiej prowincji
(Raev 18).

Miejski charakter rosyjskiej emigracji znalazt wyraz w jej pismiennictwie. Sze-
roko rozumiany i realizowany w réznych wariantach artystycznych motyw miasta
byt stale obecny w lirycznej spusciznie rosyjskich emigrantow, ktorzy osiedlali si¢
w najrozmaitszych punktach ziemskiego globu. Jak zauwaza polski badacz, ,,wiel-
kie metropolie i mate miesciny utworzyly rodzaj sceny, na ktorej rozgrywaly sie
najwazniejsze wypadki poszczegolnych biografii podporzadkowanych zbiorowym
dziejom” (Ligeza 9). Nielatwy los wygnanca metaforycznie zamknat w przestrze-
ni miasta jeden z przedstawicieli pierwszej fali emigrantow, piszac: ,,Z miasta do
miasta tutamy si¢ bez celu” (cyt. za: Agenosov 13). Sposrod utwordw rosyjskich
emigrantow pierwszej fali podejmujacych motywy urbanistyczne wymieni¢ moz-
na cykl Sonetow rzymskich (Pumckue conemut, 1924) Wiaczestawa Iwanowa, to-
mik Nikotaja Agniwcewa w catosci poswigcony Petersburgowi (brucmamenvhuviil
Canxm-Ilemepbype, 1923) czy pojedyncze, nieujete w cykle badz odrebne zbiorki,
teksty wielu innych poetéw emigracyjnych (zob. Matek; Satajczyk).

Miasto stanowi takze dominantg tematyczng emigracyjnej poezji Wiadystawa
Chodasiewicza, na ktorg ztozyl si¢ przede wszystkim niewielki tomik Europejska
noc (Eeponeiickas nouw, 1927), kilkanascie utwordéw, opublikowanych w rozma-
itych czasopismach rosyjskiej diaspory oraz wiersze niewydane za zycia poety.
W wigkszosci z nich pojawia si¢ przestrzen miejska, ukazywana w rdéznorodne;
perspektywie estetycznej i etycznej. Na wewngtrznym uporzadkowaniu motywu
urbanistycznego zawazyta biografia Chodasiewicza. Wyjazd z Rosji w 1922 roku
ipodjeta trzy lata pozniej decyzja o przyjeciu statusu emigranta rozszczepity ja na
dwa nieprzystajace do siebie okresy: przesztos$¢, spedzong w bezpowrotnie utra-
conej ojczyznie, oraz terazniejszos¢, ktora nie tylko niosta ze soba konieczno$é¢
odbudowania zycia w jego zewngtrznym wymiarze, ale domagala si¢ takze przy-
jecia okreslonej postawy wobec dotychczasowych przezy¢ i nowej, wygnanczej,
rzeczywistosci. ,,Przepotowiony” przez emigracj¢ zyciorys Chodasiewicza i ufor-
mowane pod jej wpltywem postrzeganie swiata w roztamie na ojczyzne i obczy-
zn¢ znalazty swoje odzwierciedlenie m.in. w motywie miasta, bowiem zasadni-
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cza opozycja, dajaca si¢ wyodrebni¢ w jego ramach, jest przeciwstawienie miasta
rodzinnego i miasta wygnania, przy czym obraz kazdego z nich na przestrzeni lat
zostaje inaczej zmodyfikowany. Reprezentatywne pod tym wzgledem sg wier-
sze poety o Moskwie i Wenecji. Mroczny koloryt rodzinnego miasta, charakte-
rystyczny dla wierszy napisanych w latach wojny domowej, zostaje w utworach
emigracyjnych rozjasniony, podporzadkowuje si¢ nakazowi wygnanczej teskno-
ty (Kormilov). Z kolei perta Adriatyku, jak nazywa si¢ Wenecje, we wczesnych
wierszach malowana w romantycznych barwach i skorelowana z watkami afirma-
tywnymi, pod wptywem emigracyjnej tutaczki zostata ukazana w $wietle kryzysu
cywilizacyjnego i kulturowego Europy (Suhoeva).

W emigracyjnym dorobku tworczym poety pejzaze metropolii zachodnioeu-
ropejskich przewazaja nad rosyjskimi. Najczesciej anonimowe, w kilku jedynie
wierszach dajace si¢ zidentyfikowac jako Berlin, Paryz lub Wenecja, ,,symbo-
licznie w swej przestrzeni zamykajg [...] los wielu miast” (Ligeza 196), ura-
stajag do rangi obszaru uniwersalnego i symbolicznego. Chodasiewicz ,,ponad
przestrzenig miejska buduje cata architekture znaczen” (Greimas 188), usituje
poprzez opis miasta rozpoznaé nie tylko samego siebie i swoje miejsce w §wie-
cie, ale takze sam $wiat. Poeta ukazuje przestrzen miejska jako nienaturalna,
zdeformowang i absurdalna, upodabniajaca si¢ do piekla i labiryntu, nazna-
czong rozktadem estetycznym i etycznym. Stanowi ona widomy znak kryzysu
XX-wiecznej kultury europejskiej, ale takze odzwierciedla tragedi¢ rosyjskich
uchodzcow, ktorzy nie mogli odnalez¢ si¢ w ,,diabelskich kwartatach” europe;j-
skich miast (zob. Brzykcy 2009).

Obrazy rodzimych metropolii, Moskwy 1 Petersburga, odnajdujemy w zale-
dwie dwoch emigracyjnych wierszach Chodasiewicza: Fotografiach z Sorrento
(Coppenmunckue pomoepachuu, 1925) 1 Petersburgu (Ilemepoype, 1925). Tylko
w sensie ilosciowym ustepuja one miejsca wygnanczym metropoliom, odgrywa-
jac istotna role ideowa w cato§ciowym dorobku poety.

Oba utwory zostaty napisane w roku stanowigcym dla Chodasiewicza cezure
pomiedzy zyciem w Rosji i na wygnaniu. Problemy z przedluzeniem paszportu
sowieckiego zmusity go do podj¢cia ostatecznej decyzji o pozostaniu na obczyz-
nie. Pierwsze trzy lata pobytu w Europie byly dla autora Petersburga swoistym
stanem zawieszenia. Zyl on wowczas, dostownie i w przenoéni, na walizkach.
Podrézujac po krajach europejskich w poszukiwaniu statego zajecia i miejsca za-
mieszkania, $ledzit rozwdj sytuacji politycznej w Rosji 1 czekal na mozliwos¢
powrotu do niej. Poczucie rozdarcia miedzy ojczyzna i obczyzna odcisnelo sil-
ne pigtno na powstajacych w tym czasie wierszach, okreslito ich problematyke,
spektrum i hierarchi¢ poruszanych zagadnien. Na poczatkowy, nieustabilizowany
jeszcze okres emigracji przypadia wigksza czgs¢ sposrod tych utworow, w kto-
rych Chodasiewicz powracat my$lami do ojczyzny, przywotujac ja w rozmaitych
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kontekstach. Czescig tego nurtu, stopniowo stabngcego az do catkowitego wyga-
$niecia, sg wlasnie Fotografie z Sorrento 1 Petersburg. Zaprezentowany w nich
poetycki wizerunek obu rosyjskich stolic zostal nakre§lony z wyrazistoscia, jakiej
brakuje innym utworom Chodasiewicza o tematyce ojczyznianej, w ktorych na-
wigzania do Rosji sa stabiej wyeksponowane, przystoniete przez inng tematyke
(WKue boe! Ymen, a ne 3aymen..., 1923; A poounca ¢ Mockse..., 1923; Ilepeo 3ep-
kanom, 1924; Jaxmunu, 1928).

W rezultacie oba wiersze wiencza t¢ cze$¢ emigracyjnej poezji Chodasiewi-
cza, ktora powstata w pierwszym, trzyletnim okresie jego pobytu na obczyznie,
podsumowujg i zamykaja mocnag koda watek ojczyzny. Szczegolng funkcje pet-
ni pod tym wzgledem Petersburg, otwierajacy tomik Europejska noc. Ulokowa-
ny na jego silnej, inicjalnej pozycji, wespot z nastepujagcymi po nim pejzazami
Europy wiersz ten sygnalizuje trajektori¢ poetyckiej refleksji Chodasiewicza,
ktory, rzuciwszy pozegnalne spojrzenie na ojczyzng, zwraca si¢ ku nowej, emi-
gracyjnej rzeczywistosci. Taka optyka wynikata z pogladow estetycznych po-
ety, przekonanego, ze tworca winien zawsze ,,oddycha¢ powietrzem swojego
wieku, stysze¢ muzyke swoich czasow” (Hodasevic’ 1988: 245)!, i traktujace-
go powszechng wsrdd tworcow pierwszej fali sktonnosé do retrospekceji jako
niebezpieczng dla dalszego rozwoju literatury emigracyjnej. Z dezaprobatg pi-
sal Chodasiewicz o tych rodakach, ktorzy ,,przeniesli swoje biurka z Arbatu do
Auteuil, w magiczny sposob nie straciwszy z nich ani katamarza, ani zadnego
otowka i zasiedli do pracy jak gdyby nigdy nic” (Hodasevi¢’ 1991: 469). Wi-
dziany w takim kontek$cie Petersburg staje si¢ swoistym epitafium poety dla
Rosji i spedzonego w nim zycia.

Z uwagi na temat wiersza, umiejscowienie sytuacji lirycznej w nadnewskiej
metropolii oraz biograficzny charakter utworu szczegdlnie dogodnag koncepcja
dla jego analizy i interpretacji jest, z jednej strony, tekst petersburski Wtadimira
Toporowa, z drugiej — miejsce autobiograficzne Matgorzaty Czerminskiej. Zgod-
nie z pierwsza, dzi$ juz kanoniczng, tekst petersburski to zintegrowany system
tekstow, znakow 1 wyobrazen, powstaty w okreslonych ramach czasowych oraz
w granicach wlasciwej danej zbiorowosci semiosfery, odznaczajacy si¢ wysokim
stopniem spojnosci w zakresie kodu, kontekstu i adresata, zrozumialy dla kon-
kretnej populacji i zawierajacy szczegdlowy bagaz znaczen (Zytko 2009: 101;
Mednis, zrodlo elektroniczne). Chodasiewiczowski ambiwalentny wizerunek
miasta, z uwypuklonymi w nim charakterystykami kulturowymi i klimatyczny-
mi, pozwala wpisa¢ omawiany utwoér w korpus tekstu petersburskiego. Z kolei
miejsce autobiograficzne polska badaczka definiuje jako takie, ktore ,,[z]achowu-
je swoje konieczne odniesienie do miejsca geograficznego, nie jest jednak kawat-

! Thumaczenie cytatow, o ile nie podano inaczej — J.B.
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kiem rzeczywistej, fizycznie istniejacej przestrzeni, ani nawet po prostu zespolem
zwigzanych z nig kulturowych znaczen i wyobrazen. Wyrdznia si¢ dwiema pod-
stawowymi cechami: ma charakter indywidualny oraz uksztaltowane jest gtownie
w materii utworéw literackich [...]” (Czerminska 186).

Urodzony w Moskwie i zwigzany z nig przez niemalze caly rosyjski okres
zycia Chodasiewicz przeniost si¢ do Petersburga, przemianowanego juz wow-
czas na Piotrogrod, w listopadzie 1920 roku i spedzil w nim ostatnie pottora roku
przed wyjazdem z kraju. Przeprowadzit si¢ nad Newe za namowa Maksima Gor-
kiego, ktory pomogt schorowanemu koledze po piorze uniknaé powotania do
wojska 1 zaproponowat prace w wydawnictwie Bcemupnas nmuteparypa. Na kilka
tygodni przed przeprowadzka Chodasiewicz pisat w liscie do Pawta Szczegole-
wa: ,,Rozne okolicznos$ci, zarowno codzienne, jak i1 psychologiczne, wypedzaja
mnie z Moskwy. Gorki obiecuje mi w Petersburgu wszelkie dobra doczesne, jed-
nak przychylno$ci niebios zapewni¢ mi nie moze, a bez tego ciezko...” (cyt. za:
Chtystowski 243-244). Poeta zamieszkal w petersburskim Domu Sztuki (Jom
uckyccts — Jluck), otwartym, dzigki inicjatywie Gorkiego, w grudniu 1919 roku,
na wzor podobnej placowki dziatajacej w Moskwie. W trudnych latach wojny
domowej w tym dawnym patacu kupca Jelisiejewa znalazto schronienie wielu
literatow 1 artystow. Dom Sztuki w szybkim czasie stat si¢ waznym o$rodkiem
zycia kulturalnego Petersburga, odbywaly si¢ w nim wieczory muzyczne i lite-
rackie, wystawy obrazow, odczyty, prelekcje i jubileusze. Przeniesiono do niego
seminaria literackie, jakie dziataty przy wydawnictwie Bcemuphnas nurteparypa,
wydawano takze czasopismo ,,Jlom nckyccrs” (Chlystowski 216-217).

Pottoraroczny pobyt w Petersburgu byt dla poety, jak dla wszystkich 6wczes-
nych petersburzan, okresem codziennej walki o fizyczne przetrwanie w §wiecie
ogarnigtym wojng domowg. O trudach dnia powszedniego nad Newg poeta pisat
po latach w dwoch szkicach wspomnieniowych: Handel (Topeosns, 1937) i Dom
Sztuki ([Juck, 1939). Przedstawit w nim m.in. niewyszukane warunki mieszkanio-
we, jakie Dom Sztuki oferowat przedstawicielom elit intelektualnych (ciasnota,
brak prywatnosci, trudnosci z ogrzewaniem pokojow), 1 klopoty w zaopatrzeniu
zmuszajace artystow i pisarzy do operatywnego krzatania si¢ wokot spraw byto-
wych, np. do trudnienia si¢ sprzedazg na czarnym rynku otrzymywanych z przy-
dzialu produktow spozywczych. Poza glodem i zimnem Chodasiewicza nekaty
woweczas takze powazne problemy zdrowotne. Wszystkie te wyzwania wywoty-
waly u niego stany depresyjne, doprowadzajac do mysli samobojczych (,,Bytem
w strasznym stanie ducha. Chciatem ucieka¢ z Rosji, skonczy¢ ze soba” [Hoda-
sevi¢ 1989: 390]).

Jakby na przekor osaczajacej poete mrocznej rzeczywistosci byt to takze dla
niego okres intensywnej pracy tworczej. Przygotowywat wowczas do druku dru-
gie, poprawione wydanie tomu wierszy Szlakiem ziarna (Ilymem 3epua), co do-
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szto do skutku pod koniec 1921 roku. Jednoczesnie pracowat tez nad kolejnym
zbiorkiem (Cigzka lira), ktory ujrzat $wiatlo dzienne pod koniec nastepnego, 1922
roku. Poeta bral takze czynny udziat w zyciu kulturalnym miasta, o ktorym pisat
w Domu Sztuki:

W sensie administracyjnym Petersburg stat si¢ prowincja. Handel w miescie zamart, jak wsze-
dzie. Zaktady i fabryki prawie nie dziataty [...], bra¢ urzgdnicza, robotnicza i kupiecka czgscio-
wo si¢ rozjechala, cz¢$ciowo stata si¢ mniej widoczna i styszalna. Za to zycie naukowe, literac-
kie, teatralne, artystyczne wybito si¢ na powierzchni¢ z niebywata wyrazistoscia. Bolszewicy
juz starali si¢ nim zawladna¢, ale jeszcze nie umieli tego zrobi¢ i dozywato ono swoich ostat-
nich dni wolno$ci w prawdziwym tworczym uniesieniu. Gtod i zimno nie studzity go, a zapew-
ne nawet je podtrzymywaly. [...] puls zycia literackiego byt zauwazalnie przyspieszony. [...]
Referaty, wyktady, dyskusje, wieczory poezji i prozy przyciagaly thumy (Hodasevi¢ 2000: 229).

Poeta byl stalym uczestnikiem wieczoréow literackich odbywajacych sie
w Domu Sztuki czy w mieszkaniu Idy Nappelbaum. Warto przede wszystkim wy-
mieni¢ jego wystapienie na wieczorze poswigconym pamigci Aleksandra Pusz-
kina, majacym miejsce w Domu Literatow w lutym 1921 roku. Wygtlosit wow-
czas mowe pt. Chwiejny trojnog (Konebnemwiti mpenooicnux), ktora spotkata sie
z szerokim odzewem owczesnego Srodowiska literackiego. Bardzo duzo dru-
kowatl w czasopismach (,,becena”, ,,Bo3poxnenne”, ,,Bons Poccun”, ,,I'pann”,
»Kap-ntuna”, ,,Meu”, ,,Crnosnoxu”, ,Onomnes”), gazetach (,,J'omoc Poccun”,
HAHr”, ,,3BeHo”, ,,Pynp”) almanachach i albumach (Kpye, Mocmei, Ha 3anaoe,
Opuon, Cmpyau, Axopw). Nie tracit przy tym kontaktow literackich z Moskwa,
zostajgc m.in. cztonkiem tamtejszej grupy literackiej ,,Jlupuueckuii kpyr”, zato-
zonej w grudniu 1921 roku. W jej sktad weszli m.in.: Anna Achmatowa, Siergiej
Sotowjow, Osip Mandelsztam, Abram Efros, Jurij Wiechowski, a pisano o niej:
,»Czlonkowie grupy czujg si¢ zwigzani z klasyczng tradycja poezji rosyjskie;j,
z poetyka plejady puszkinowskiej” (Chtystowski 288).

Pobyt w Petersburgu zapisal si¢ w biografii Chodasiewicza jako szczego6l-
nie trudny pod wzglgdem bytowym i niezwykle owocny w sensie artystycznym.
Dwudzielnos¢ ta jest widoczna w analizowanym wierszu, poniewaz miasto istnie-
je w nim pod dwiema réwnolegtymi i niezaleznymi od siebie, cho¢ zwigzanymi
ze soba postaciami: jako realna przestrzen fizyczna, umieszczona w konkretnej
epoce historycznej (poczatek drugiej dekady XX wieku) oraz jako metaforyczna
sfera tworczo$ci, pozbawiona parametrow spacjalnych i temporalnych:

Hanactsim sxankiuM U 01HOOOpa3HBIM
Tam nperaBajiuch JI0 MOTEPH CHUIL.
OpuH THIIb 5 TOTYKUBBIM COOIa3HOM
Cpenb 03a004EHHBIX XOIMIL.
CMoOTpesu Ha MeHsI — U 3a0bIBaJIH
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Kioxouymue yaitHUKH CBOM;
Ha neukax BaneHku cropainu;
Bce cnymanu ctuxu Mowu.

A MHe ToTza B ThMe T'pOOOBOM, POCCUIICKOH,
SIBnsiach BECTHHUIIA B IIBETAX,

W nan oTKpbUICS MY3UKUHCKUI

MHe B CHOrcmmOareTbHBIX BETpax.

W 51 Gezymen oT BUACHHIA,

Korzaa upes nensHol kaHa,
Ckouib3st ¢ 00IOMaHHBIX CTYIICHEH,
Tpecky 310BOHHYIO Tackall,

W kaxapIil cTUX TOHS CKBO3b IIPO3Y,
BeIiBuUXUBas KaxIyI0 CTPOKY,

[TpuBHI-TaKN KIACCUYECKYIO PO3Y

K cosetrcromy auuky (Hodasevic¢ 1989: 155).

Obraz Petersburga w jego historycznym konkrecie zostal zbudowany z ele-
mentow uwypuklajacych brzydote toczacego sig w miescie zycia i dojmujaca try-
wialno$¢ wypetniajacych je problemoéw. Bulgocace czajniki, suszone na piecach
walonki, obtupane schody oraz cuchngcy dorsz obnazaja przygngbiajaca proze
codzienno$ci wojennego komunizmu, zarazem ukladaja si¢ w szereg semantycz-
ny o turpistycznej proweniencji.

Wprowadzenie do miejskiej przestrzeni okreslonych komponentow ze §wiata
przyrody wzmacnia negatywny wydzwigk catego obrazu. Mrok, zwalajacy z nog
wiatr oraz skuty lodem kanat mozna potraktowa¢ dwojako. W planie dostownym
odzwierciedlajg one surowos¢ potnocnej zimy, w planie metaforycznym tworzg —
utrwalony po wielokro¢ w tekscie petersburskim — wizerunek miasta martwego
w sensie duchowym, wrogiego cztowiekowi, niszczacego wszelkie przejawy jego
aktywnosci. Ku takiej interpretacji prowadzi takze fraza ,,tbMa rpo0oBasi, poccuii-
ckas”. Rzeczownik, ktory w jezyku rosyjskim ma konotacje biblijne (por. pocza-
tek Ksiegi Rodzaju: ,,3emiis e Opla 6e3BUIHA U TIyCTa, U ThMa HaJ O€3THOI0”),
zostal wyposazony w dwa epitety, z ktorych pierwszy (dostownie: ,,trumienny’)
nie tylko odzwierciedla wrazenia wizualne, tzn. maksymalny stopien ciemnosci,
catkowity brak $wiatla, ale jest takze wyposazony w znaczenie funeralne, a po-
przez nie — tanatologiczne, za$ drugi zostal obdarzony tadunkiem geopolitycz-
nym. Precyzyjnie dobrane trzy leksemy przeksztalcity sie¢ w pojemna semantycz-
nie metafore koszmaru wojny domowej w Ros;ji.

Ponad wizerunkiem miasta, zbudowanym z realnych, przedmiotowych
i przyrodniczo-atmosferycznych skladnikdéw, wznosi si¢ przestrzen sztuki,
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w ktora, mocag doznawanego ol$nienia poetyckiego, przenosi si¢ podmiot lirycz-
ny wiersza. Nosi ona cechy cudownej krainy, istniejacej poza realnym czasem
1 przestrzenia, uosabiajacej wieczne pigkno i harmoni¢. Znamionuja ja: Muza
(,,zwiastunka w kwiatach”), muzyka, dla oddania ktorej poeta postuzyt sie sta-
roruska formga rzeczownika ,,My3b1ka” (,,Mycukus — my3ukuiickuii”’) i blizej nie-
sprecyzowane widziadta (,,Bunenus”). Atrybuty tej magicznej sfery, tj. kwiaty
i harmonijne dzwigki muzyki (,,1an My3ukuiickuii”) sg przeciwstawione suro-
wej, zimowej scenerii miasta.

Dychotomia Petersburga, realnego i zarazem spowitego aurg nadrealnosci,
skostniatego i1 jednoczes$nie rozkwitajacego, $cisle taczy si¢ z pogladami es-
tetycznymi Chodasiewicza, z tego wzgledu wymagaja one blizszego omdwie-
nia. W bogatej refleksji teoretycznoliterackiej poety, obejmujacej zagadnienia
relacji $wiata pozaliterackiego i artystycznego, zwigzkoéw pomigdzy twodrczo-
$cig 1 biografig artysty, istoty natchnienia oraz aktu tworczego, zasadniczg role
odgrywaja rozwazania o nierozerwalnej, wrecz organicznej wigzi taczacej zy-
cie i tworczos¢ artysty oraz o bedacym rezultatem owego ,,stopu” nieustannym
przenikaniu si¢ rzeczywistosci realnej i $wiata kreowanego w akcie tworczym.
Chodasiewicz wyznawat zasadg, iz poeta jest jednym z wcielen cztowieka, obaj
wpisuja si¢ w siebie niczym okrag i wielokat. Z ich jedno$ci wynika istota twor-
czosci, ktora polega na przeobrazaniu rzeczywistosci ziemskiej, wyrastajacych
z niej wrazen, przezy¢ i do§wiadczen, w ich artystyczny odpowiednik. W akcie
tym $wiadomy wysitek poety zbiega si¢ z dziataniem sit wyzszych, niezalez-
nych od niego, artysta jest wigc kreatorem i prorokiem zarazem, eksperymen-
tatorem 1 postancem. Pojmujac sztuke jako wyzszy stopien wtajemniczenia na
drodze do odkrycia prawdziwego sensu rzeczywistosci, Chodasiewicz porow-
nywal takze tworce do ,,jurodiwego”, szalenca naznaczonego ,,palcem Bozym”,
ktory dostapit nobilitacji, ale przez swoja odmiennos$¢ jest rowniez poddawany
spotecznemu ostracyzmowi. Przejawem wyjatkowosci artysty jest takze niedo-
stepna zwyktym $miertelnikom umiejetnos¢ balansowania na cienkiej linii od-
dzielajgcej $wiat realny i $wiat sztuki:

Artysta jest skazany na przebywanie w dwoch $wiatach: w $wiecie realnym i w $wiecie
sztuki, tworzonej przez siebie. Prawdziwy mistrz zawsze przebywa na tej nalezacej do obu
$wiatow linii, na ktorej stykaja si¢ ich powierzchnie. Oderwanie od realnosci, catkowite za-
nurzenie si¢ w $wiecie sztuki, gdzie nie ma wzlotow, sa jedynie niekonczace si¢ upadki, jest
szalenstwem. Grozi ono dyletantowi, ale nie zagraza mistrzowi, posiadajagcemu dar utrzy-
mania si¢ na linii stycznej. Geniusz jest umiarkowaniem, harmonia, wieczng rownowaga
(Hodasevi¢ 1991: 558).

Petersburg mozna odczytywac jako liryczne odzwierciedlenie estetycznych
zapatrywan Chodasiewicza, nawigzujacych do spuscizny romantyzmu i pokrew-
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nych symbolizmowi?. Rozbiciu miejskiego pejzazu na przestrzen realng i nadre-
alna odpowiada kreacja ,,ja” lirycznego i jego pozycja w $wiecie przedstawionym
utworu. Podmiot zostat obdarzony wlasciwa tylko wybrancom zdolnoscig biloka-
cji, co Chodasiewicz wyrazil w zestawieniu cuchngcej ryby i1 obezwtadniajacych
przywidzen (,,s1 6e3ymeln OT BUICHUH, KOT/Ia TPECKY 3JI0BOHHYIO TacKa’).

Za sprawg swojej umiejetnosci podmiot wyraznie dystansuje si¢ od pozosta-
lych mieszkancoéw miasta (,,omun numb 517°), sprowadzonych w postromantycz-
nym gescie do bezimiennej masy, thuszczy, pochtonigtej przez zalosne i meczace
swojg jednostajno$cia trudy dnia codziennego (,,Hamactsim skajqkum U OmZHOO-
OpasubM / Tam mpenaBanuch 1o norepu cun’). Przezywajac chwile ekstatycz-
nego natchnienia, w ktorym zaciera si¢ granica mi¢dzy geniuszem i szalenstwem
(,,1 6e3ymen ot BujaeHMit”), podmiot zarazem odstania przed zwyktymi $miertel-
nikami niedostgpny im $wiat wyzszego pigkna, uobecniajgcego si¢ w poezji (,,Bce
CIYIIATN CTUXU MOH).

Wiersz jest zatem przyktadem poetyki immanentnej Chodasiewicza, prak-
tycznym zastosowaniem zatozen teoretycznych, formutowanych przez niego jako
krytyka literackiego w dziesiatkach artykutéw i recenzji. Zgodnie z wyznawanym
przez poete rozumieniem poezji ziscita si¢ w utworze formuta a realibus ad re-
aliora: naskorkowe doznania zycia w miescie w dobie wojennego komunizmu zo-
staly przetworzone w akcie tworczym w przezycie estetyczne, zapamigtane mia-
sto zostato przeobrazone w rzeczywistos¢ wyzszego rzedu.

Wyznawane przez Chodasiewicza prawo, zgodnie z ktorym ,,u podstaw poezji
lezy wrazenie, to znaczy material wydobywany dzigki natchnieniu ze §wiata rze-
czywistego. [...] Innymi stowy u podstaw poezji lezy autobiografia poety” (Ho-
dasevi¢ 1991: 189), obliguje nas do spojrzenia na Petersburg réwniez w kluczu
biografii poety. Utwor jest wszak lirycznym zapisem jego petersburskich miesig-
cy, trudnych, ale i owocnych artystycznie, co uwidacznia si¢ w tematycznym pa-
ralelizmie monologu lirycznego, rozpietego miedzy rekonstrukcja codzienno$ci
wojennego komunizmu i opisem przezywanego wowczas rozkwitu sit tworczych.

W takim ujeciu szczegodlnego znaczenia nabiera obraz walonek i cuchngcej
ryby, nie bedacy li tylko przejawem ,,samowoli wyobrazni” poety (Hodasevic¢
1991: 189), ale wyrastajacy z konkretnych faktow zyciowych. Ich wiarygodnos¢
Chodasiewicz potwierdzit w szkicu Handel, w ktorym szczegodtowo opisat mecza-
ce i czasochtonne starania o nabycie butdw przed przeprowadzka do Petersburga
oraz sprzedaz otrzymanych w przydziale §ledzi, swoim zapachem wywotujacych
u poety wstret. Oba epizody, skadinad $wietnie dokumentujace 6wczesng rzeczy-
wisto$¢ rosyjska (obok poety handlowata Anna Achmatowa), w lapidarnym ry-
sunku Chodasiewicz wprowadzit do $§wiata przedstawionego wiersza.

2 O estetyce Chodasiewicza szerzej zob. (Brzykcy 2014).
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Takze final Petersburga, formalnie wyznaczony przez ostatnig zwrotke, opar-
ta na jednym zdaniu zlozonym, jest zakotwiczony w doswiadczeniu zyciowym
poety. Ukazany w nim zabieg szczepienia ,,sowieckiego krzewu” (w tekScie wier-
sza pojawia si¢ specjalistyczny termin ,,u4ok”, oznaczajacy podktadke, czyli
jedna z dwoch szczepionych galezi) pedem ,.klasycznej rozy” jest metafora dzia-
tan popularyzatorskich i edukacyjnych podejmowanych przez Chodasiewicza po
przewrocie bolszewickim.

Jak wielu 6wczesnych tworcow, poczatkowo zaakceptowal on przewrot,
chcac w nim widzie¢ pierwsze symptomy odnowy duchowej, majacej, jak sie
spodziewal, zmy¢ ze spoleczenstwa rosyjskiego nalot filisterstwa. Wierzyl, ze
banat i pustke mieszczanskiego trybu zycia, nie do przyjecia dla niego, mozna
wspolnym wysitkiem zastapic¢ uczciwg pracg dla dobra ogolnego. Z przewrotem
wigzal takze nadzieje na ozywienie literatury, tkwiacej w skostnialych formach
i tematach, schlebiajgcej niewybrednym gustom czytelnikéw. Poeta liczyt row-
niez na to, ze dzialania bolszewikow doprowadza do egalitaryzacji sztuki, dotad
dostepnej jedynie dla uprzywilejowanych warstw spolecznych. Chcac na miare
wlasnych mozliwos$ci przyczyni¢ si¢ do tak istotnego w jego przekonaniu proce-
su udostepniania prawdziwej sztuki nizszym warstwom spotecznym, Chodasie-
wicz — mito$nik i znawca tworczosci Aleksandra Puszkina — prowadzit wyktady
o nim dla stuchaczy moskiewskiego Proletkultu, z podobnymi prelekcjami wystg-
powat takze w Petersburgu (Brzykcy 2019: 30-33).

Proby ,,zapoznania «szerokich mas» z Puszkinem” (Hodasevi¢ 1991: 390,
392) wspominat po latach w szkicu Proletkult itp. (Ilponemxynom u m.n., 1937).
Koncowa strofa Petersburga jest poetycko przetworzonym wspomnieniem tego
dydaktycznego doswiadczenia, udaremnionego przez interwencjonizm literac-
ki bolszewikow. Za sprawg wykorzystanej w nim leksyki poetyckiej obraz ten
osiaga ,,stereoskopowa glebie” metafory (Hodasevi¢ 2000: 153). Zrodtem jego
wieloznaczno$ci jest przede wszystkim rzeczownik ,,imuaox”, ktory w jezyku
rosyjskim ma nie tylko zastosowanie w dendrologii, ale jest takze potocznym
okresleniem cztowieka nieSmiatego, stroniagcego od innych, odludka. ,,Sowiecki
krzew” moze wigc by¢ odczytany rowniez jako ,,sowiecki dzikus” — synekdocha
niewyksztatconych, prostych robotnikow i chtopéw bedacych stuchaczami wy-
ktadow Chodasiewicza. Podobng figurg stylistyczng staje si¢ ,,klasyczna r6za”,
za ktora kryje si¢ nie tylko tworczo$¢ Puszkina, ale takze spuscizna poezji rosyj-
skiej XVIII i XIX wieku. Jako jej spadkobierca i kontynuator, wierny estetyce
rosyjskiej klasyki, poeta podejmowal probe uszlachetnienia mlodego szczepu
literackiego.

Semantyczna pojemno$¢ finatowej sceny zwigksza si¢ dzigki otwierajacej ja
metaforze ,,pogoni za wierszem” i ,,wylamywania werso6w”. Sama w sobie zna-
mionuje akt tworczy, rozumiany jako mozolne pokonywanie oporu materii jezy-
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ka, dostosowywanie jej (,,naginanie”) do pozadanej formy poetyckiej®. Wchodzac
w interakcje z ,,sowieckim dzikusem” i ,.klasyczna r6za”, metafora ta odzwier-
ciedla uktad sit literackich w Rosji czasow wojennego komunizmu i stanowisko
Chodasiewicza. W starciu tradycyjnej, wysokiej poezji (,,klasyczna r6za”) z po-
ezja proletariackg spod znaku rewolucji (,,sowiecki krzew”), zideologizowana,
podporzadkowang celom politycznym i pogardzajgca prawidtami rzemiosta po-
etyckiego, Chodasiewicz opowiadat si¢ po stronie odmiany szlachetne;j.

Inaczej finat wiersza intepretuje Jurij Mandelsztam, poeta ,,rosyjskiego Pa-
ryza”, pozostajacy w kregu inspiracji poezja Chodasiewicza, ktory w postulo-
wanej przez ,ja” liryczne klasycznos$ci upatrywal sprzeciw nie wobec poezji
spod znaku rewolucji, a wobec symbolistycznej wieloznacznosci stowa poetyc-
kiego. Mandelsztam wskazywat na podobienstwo Petersburga z wierszem JKug
boe! Ymen, a ne 3aymen..., w ktorym Chodasiewicz wyrazil istote wlasnej ars
poetica: precyzje i jasno$é w formutowaniu mysli (zob.: Angirov, zrodto elek-
troniczne).

Uchwycony w wierszu fenomen miasta, brutalnie niszczonego przez wojenny
komunizm, a zarazem uwznio$lanego przez kulturg, Chodasiewicz odzwierciedlit
takze w nieukonczonym wierszu:

Wny, Baprxas roy0oko

Bbonor IlerpoBbix ucnapeuss,

W mHe oT ronona jierko

U Beceno ot BnoxHoBeHbs (Hodasevi¢ 1989: 289),

upamigtnil go takze w szkicu Dom Sztuki. Panujacy w Petersburgu na poczat-
ku lat 20. XX wieku klimat szczegdlnego zainteresowania sztuka i literaturg
poeta thumaczyt faktem, ze doSwiadczenia historyczne, jakie staly si¢ udzialem
miasta (m.in. upadek przemystu i handlu, zanik transportu miejskiego, wylud-
nienie, przeniesienie stolicy do Moskwy), sktonity mieszkancow do poszukiwa-
nia w $wiecie ogarnigtym zawieruchg warto$ci trwatych, niezbywalnych. Poeta
podkreslat takze, iz pierwsze symptomy upadku miasta: niszczejace kamienice
i zabytki architektoniczne, opustoszate ulice, nie byly w stanie pomniejszy¢ jego
pickna i dostojenstwa. Petersburg jawi si¢ w Domu Sztuki jako uciele$nienie ulot-
nego pickna, umierajacego w trywialnej rzeczywistosci sowieckiej. Przekonanie
Chodasiewicza 0 magicznym niemalze statusie miasta, ktoremu, jak zadnemu in-

3 Warto zwrdci¢ uwage na intertekstualny charakter tego fragmentu Pefersburga, nawiazujacy
do utworu Teophile’a Gautiera Sztuka (L’art) i jego rosyjskiego przektadu w wykonaniu Nikotaja
Gumilowa: ,Yexanutp, rHyTh, 60poThCs, — / U 3610KMi cCOH MeuThl / Bonbércs / B OeccmepTHbIE
gyepthl”. Trzech artystow taczy podobne spojrzenie na tworczos¢ poetycka jako na rzemiosto, kto-
rego trzeba si¢ uczy¢.
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nemu w Rosji, ,,w nieszczesciu jest do twarzy” (Hodasevi¢ 2000: 228), znalazto
m.in. wyraz w konstatacji, ze Moskwa w podobnej sytuacji stalaby si¢ miastem
zatosnym.

Podobne cechy ma Petersburg widziany oczyma Niny Berberowej, przysziej
partnerki zyciowej poety, poznanej wtasnie nad Newa w 1921 roku:

Lato 1921 roku. W pertowej po$wiacie biatych nocy, w ciszy sennych ulic (dorozek oczywiscie
nie bylo, a tramwajow bardzo niewiele) z rzadka, niespiesznie przesuwali si¢ wymizerowani
i obdarci przechodnie. Domy popadaty w ruing, ludzie w nocy wynosili z nich drzwi i parkie-
ty, dzieci o przezroczystych twarzach czekaly na przydzial otowkoéw, zeby uczy¢ si¢ pisania.
Frontowe wejscia zabite byly deskami [...]. Majestatyczna nedza Petersburga petna byta ciszy
i znieruchomienia: cate miasto bylo wowczas majestatyczne, uspione i martwe, jak katedra
w Chartres albo Akropol (Berberowa 130-133).

Berberowa podkresla takze symboliczny wymiar 1921 roku, w ktorym wraz
ze $miercig Aleksandra Bloka i Nikotaja Gumilowa kresu dobiegto takze istnienie
»dawnego” Petersburga i ,,dawnej” Rosji:

umart nie tylko Btok, [...] umarlo to miasto, [...] konczy si¢ jego osobliwa wladza nad ludz-
mi i nad historig catego narodu, konczy si¢ pewien okres, zamyka si¢ krag rosyjskich losow,
epoka wstrzymuje bieg, azeby dokona¢ zwrotu i popedzi¢ ku innym przeznaczeniom (Ber-
berowa 145).

Dana przez Chodasiewicza wizja Petersburga, miasta niezwykle silnie na-
cechowanego kulturalnie i historycznie (Zylko 2006: 157), stanowigcego ikone
kultury rosyjskiej, jest subiektywna, a jednoczesnie pelna reminiscencji literac-
kich. Wiersz z powodzeniem mozna potraktowa¢ jako przynalezny do tekstu pe-
tersburskiego, badz tez — jesli przyjac za niektorymi badaczami (zob. Szczukin
180; Dolgopolov 158-204) rok 1917 jako jego gorna granic¢ — ,,postscriptum’
do niego. Mienigcy si¢ kontrastowymi zestawieniami pejzaz nadnewskiej stolicy
plasuje wiersz Chodasiewicza posrdd tych utwordw literatury rosyjskiej, ktore
odzwierciedlajg ,,[...] nie dajaca si¢ sprowadzi¢ do jednosci antytetycznos¢ i an-
tynomiczno$¢” miasta (Toporow 51). Z jednej strony Petersburg jest ukazywa-
ny jako bezduszny, biurokratyczny, koszarowy, oficjalny, nienaturalnie regularny,
abstrakcyjny, nieprzytulny, bezdziedziczny, nierosyjski (Toporov 268), z drugiej —
jako ,,wielki model estetyczny” dla poetéw i malarzy (Szymak-Reiferowa 115),
inspirujgcy ducha i intelekt, bedacy kwintesencja kultury rosyjskie;j.

Petersburg — centrum zta i zbrodni, w ktorym cierpienie przekroczyto miarg i nieodwracalnie
osiadto w §wiadomosci narodowej, Petersburg — otchtan, ,,inne” krélestwo, $mier¢, lecz Peters-
burg jest jednoczesnie takim miejscem, gdzie $wiadomos$¢ narodowa i samopoznanie osiggnety
stopien, poza ktorym odstonity si¢ nowe horyzonty zycia, miejscem, gdzie kultura rosyjska
osiggneta najwigksze sukcesy (Toporow 51).
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Chodasiewiczowski Petersburg spetnia zarazem wymogi literackiego miejsca
autobiograficznego, jest bowiem ,,znaczeniowym, symbolicznym odpowiedni-
kiem autentycznego miejsca geograficznego oraz zwigzanych z nim kulturowych
wyobrazen” (Czerminska 188). Sposrod wyodrgbnionych przez autorke tej kon-
cepcji szesciu rodzajow miejsc autobiograficznych (obserwowane, wyobrazone,
przesunicte, wybrane, dotknigte i wspominane) miasto rosyjskiego poety najpet-
niej miesci si¢ w tej ostatniej kategorii, $cisle taczacej si¢ z sytuacja wygnania
(Czerminska 194).

Nadnewska metropolia zajmuje w emigracyjnej poezji Chodasiewicza miejsce
peryferyjne, a mimo to, jakby potwierdzajac stowa Jurija Lotmana o tym, ze wlasnie
,.ha peryferii zachodzg najbardziej aktywne znaczeniowe i strukturalne procesy lite-
rackie” (Lotman 42), jest to watek niezwykle nosny emocjonalnie i ideowo.
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Petersburg (1913—-1914) Andrieja Bietego nalezy do najciekawszych i naj-
bardziej znaczacych utworow literatury rosyjskiej poczatkow XX wieku. Po-
wie$¢ analizowano na rozne sposoby, podejmowano praktycznie wszystkie
zawarte w niej zagadnienia. W niniejszym artykule interesowaé¢ mnie bedzie
obecnos¢ w utworze elementow $wiata przedstawionego sytuujacych zarow-
no samo miasto nad Newa (,,duch obcej idei przeszczepionej na grunt rosyjski
przez autokratycznego wladce”), jak i Rosj¢ w ogdle w przestrzeni i kulturze/
cywilizacji Wschodu (jednocze$nie swojej i obcej) lub tez w przeciwstawianym
mu $wiecie cywilizacji/kulturze Zachodu (takze swojej i obcej). Pierwiastki
zachodnie mozna postrzega¢ jako efekt swoistej samokolonizacji, zapoczatko-
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wanej reformami Piotra Wielkiego' (mistycznego czynnika historii) i kontynu-
owanej przez jego nastgpcow. Skutki owego procesu, odwieczny konflikt wybo-
row kulturowych i cywilizacyjnych kojarzonych ze Wschodem lub z Zachodem
w powiesci Bietego zajmujg miejsce nader istotne. Konflikt ten wiaze si¢ po-
nadto z zagadnieniem Zzycia i §mierci, jej przezwycigzenia, pisarz szuka drog
wiodacych ku odnowie i zyciu wiecznemu (Toporov 7). Jak zauwaza Witadimir
Toporow, temat Petersburga charakteryzuje si¢: ,,0c000if aHTUTETHYECKOW Ha-
MPSKEHHOCTHIO U B3PBIBYATOCTHIO, HEKOEH MaKCUMAJIUCTCKOM YCTAHOBKOM ... ]
Ha pasrajky CaMbIX Ba)XHBIX BOIPOCOB PYCCKO#M HCTOPHH, KYJIBTYpPbI, HAI[HO-
HanpHOTO camoco3Hanwus” (Toporov 7).

Petersburg, w zatozeniu Piotra I majacy by¢ symbolem nowej, zeuropeizowa-
nej kultury (Billington 167), dla autora Ochrzczonego Chinczyka stat si¢ symbo-
lem Rosji na rozdrozu, kraju miotajacego si¢ miedzy zgubng cywilizacja Zachodu
a Wschodem, ucielesnionym w terrorze i chaosie. Wedtug Haliny Waszkielewicz
z tego totalnego starcia zadna ze stron nie wychodzi zwycigsko (Waszkielewicz 79).
Od samego poczatku triumf Petersburga i jego nowej $wieckiej kultury (Zachodu)
nie byt pewny. Nawyki umystowe dawnej Rusi Moskiewskiej nie tracity dominuja-
cej pozycji zarowno w Moskwie, jak i na wsi rosyjskiej? (Billington 177). Rozstrzy-
gniccie tego konfliktu ma znaczenie nie tylko dla przysztosci grodu nad Newa, ale
dla Rosji w ogole — wszak w stolicy imperium pisarze rosyjscy dopatrywali si¢ nie
tylko sily fatalnej, ale wigzali jej losy z losami catego kraju (Pollak 511).

W powyzszym kontekscie nalezy zwrdci¢ uwage na ewolucje pojecia Wscho-
du w tworczosci Bietego, jego zawarto$ci semantycznej. Jak wiadomo, w zamie-
rzeniu pisarza Petersburg miat stanowi¢ drugg czes¢ planowane;j trylogii Wschod
czy Zachod (pierwsza czgscia byta powiesc Srebrny golgb, trzecia czg$¢ nigdy nie
powstata). Zdaniem Jadwigi Szymak-Reiferowej, gtéwny bohater Srebrnego go-
tebia, Darialski, odrzucajac Zachod i jego martwa kulture, zwraca si¢ ku Wscho-
dowi, ktory tak naprawdg jest jednak Rusig — ,,Rosja pol bezkresnych” (Szymak-
-Reiferowa 1983: 34). Pierwszy wyraz w tytule utworu nawiazuje z kolei do sekty
,»gotebi” — reprezentujacej Wschdd, podczas gdy Zachod reprezentuja whasciciele
ziemscy (Waszkielewicz 79). Darialski wybiera Wschod m.in. dlatego, ze wo-
bec kultury Zachodu zawsze pozostawalby uczniem, na Wschodzie natomiast ma

! Jak pisze James H. Billington: ,,Piotr [...] po$wiecit si¢ reformom administracyjnym i kam-
paniom wojennym, ktore mialty skonsolidowa¢ pozycje Rosji jako wielkiego i ponad wszelka wat-
pliwos¢ europejskiego mocarstwa” (wyréznienie moje — A.P.) (Billington 167).

2 Mozna si¢ zastanawiac, w jakiej mierze triumf bolszewikow w roku 1917 i bedaca jego kon-
sekwencja destrukcja dotychczasowej kultury stanowi powroét do ,,dawnych porzadkow”. Temat
ten na poczatku lat 20. ubieglego wieku podejmowato wielu pisarzy rosyjskich, przede wszystkim,
ale nie tylko, w ramach tzw. prozy ornamentalnej (doskonaty przyktad stanowi Nagi rok Borisa
Pilniaka).
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szans¢ sta¢ si¢ nauczycielem. Chodzi ponadto o nieprzystawalnos¢ zachodniej
problematyki kulturowej do realiow rosyjskich, do systemu wartosci wyznawa-
nego przez rosyjskie chtopstwo (Szymak-Reiferowa 1983: 35). W Petersburgu
pojecie Wschodu nabiera odmiennego znaczenia. Nie jest to juz ,,Rus poganska”,
jej miejsce zajmuje nieustannie przewijajacy si¢ pierwiastek mongolski, przeni-
kajacy kazda sfer¢ zycia. Wszystko to decyduje o roznicy pomig¢dzy Darialskim
a jedng z gtownych postaci Petersburga — Mikotajem Apollonowiczem Ableucho-
wem. Syn znanego senatora, Apollona Apollonowicza, znawca filozofii Kanta,
w trakcie rewolucji 1905 roku wigze si¢ z terrorystami, co nie jest jednak jego sa-
modzielnym wyborem, lecz zdeterminowane zostato obecnosciag dwoch przeciw-
stawnych tendencji (wschodniej i zachodniej). Wschod, pierwiastek mongolski —
zauwaza Szymak-Reiferowa — przenika wszystkie zjawiska, a w zytach mtodego
Ableuchowa ptynie mongolska krew, niosac ze sobg instynkt zniszczenia. Zachod
z kolei, Europa, nie wnosi tutaj niczego odnawiajacego. Kultura europejska wy-
daje si¢ pograzona w upadku i martwa. Mikotaja rozdzieraja dwie przeciwstawne
sily, wskutek czego staje si¢ rozdwojony i bezradny — jest igraszka przypadku
i narzedziem w rgkach innych (Szymak-Reiferowa 1983: 36).

W utworze Bietego istotne miejsce zajmuje idea pojednania Wschodu i Za-
chodu. Koncepcje tg, do ktorej jakoby przeznaczony byt narod rosyjski, Bie-
ly przejat od Wtadimira Solowjowa. Mysl Solowjowa czerpata bezposrednio
z teorii Fiodora Dostojewskiego na temat historycznej misji narodu rosyjskie-
go, powotanego do realizacji powszechnego braterstwa i ogolnoludzkiego po-
jednania (Walicki 2005: 537). Stuzy¢ temu miato przywrocenie jednosci chrze-
Scijanstwa poprzez pogodzenie prawostawia z Kosciotem rzymskim. Zdaniem
Solowjowa, Kos$cioty zachodni i wschodni reprezentowaty zasady komple-
mentarne i byty sobie wzajemnie niezbedne. Skutkiem tego prawostawni winni
uzna¢ prymat biskupa Rzymu, co zapoczatkowatoby powszechne zjednoczenie
wyznan chrzescijanskich (Walicki 2005: 538). Wedlug autora Wykiadow o Bo-
goczlowieczenstwie postannictwo dziejowe Rosji zwigzane bylo ze zdolnoscia
Rosjan do ,,narodowego samowyrzeczenia”. Nardd rosyjski w decydujgcych
momentach swej historii potrafit wznies¢ si¢ ponad poganska zasade narodo-
wosci i wyrzec si¢ samego siebie dla wyzszych celow. Sotowjow mial na my-
$li tzw. przywolanie Waregow, czyli podporzadkowanie si¢ obcej wladzy, aby
w wiekach pozniejszych mogto powstaé potezne panstwo. Kolejnym krokiem
byty reformy cara Piotra Wielkiego, skutkujace rezygnacja z narodowej ,,wy-
tacznosci” w obrebie kultury. Trzecim aktem miato by¢ dobrowolne wyrzecze-
nie si¢ narodowej wytacznosci w dziedzinie religii w celu pojednania z Rzy-
mem i zjednoczenia Kosciolow — na tym wtasnie miata polega¢ dziejowa misja
Rosji, ktora powinna doprowadzi¢ do przeksztalcenia cesarstwa rosyjskiego
w monarchi¢ uniwersalng (Walicki 2005: 539).
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Teokratyczng misj¢ Rosji Solowjow tlumaczyt przejeciem przez cesarstwo
rosyjskie imperialnej idei drugiego Rzymu. Celem filozofa bylo wiec silne im-
perium teokratyczne, taczace etyke judeochrzescijanska z cesarskg potega, ktora
wcielataby ja w zycie. Wedtug niego zjednoczenie Kosciota rosyjskiego z Koscio-
tem rzymskim zapoczatkowaloby ziemska realizacje idei Bogocztowieczenstwa
(Walicki 2005: 540-542). Tym sposobem zjednoczone uniwersum chrzesécijanskie
miatoby centrum religijne w Rzymie, a polityczne na Wschodzie. Jak pisze An-
drzej Walicki, idea teokratyczna u Sotowjowa potaczyta si¢ z idea uniwersalnego
imperium i przybrata wizje przysztego przymierza cara Rosji (sukcesora Konstan-
tyna Wielkiego) z nastgpca swigtego Piotra. Sprawe utatwial fakt, iz — zdaniem
Sotowjowa — w swej tresci prawostawie niewiele réznito si¢ od katolicyzmu (Wa-
licki 2005: 543). Rosyjski filozof przestrzegat takze, ze bez teokracji Imperium
Rosyjskie bedzie zagrozeniem dla §wiata; natomiast jako imperium uniwersalne
zabezpieczy $wiatu pokdj i zapoczatkuje epoke chrystianizacji polityki. Panstwo
to stanowito wedtug niego sit¢ historyczna, bedaca w stanie przyda¢ Kosciotowi
powszechnemu potege polityczng (Walicki 2005: 544-545).

W ocenie Bietego Sotowjow dokonywat swoistej orientalizacji Wschodu,
przestrzegajac jednoczesnie przed Zachodem. Autor Kocio Letajewa pisat w swo-
im pamietniku:

Yrpossr Poccun B.C. ConoBbEB BUiENl B MOHTOJIBCKOM BOCTOKE; ,,ITAHMOHTOJIH3M’ — CHMBOJ
THMBI, a3MaTYHHBI, BHYTPCHHE 3aJIMBAIOIICH CO3HAHUE HAIlle; HO ThMa €CTh U B 3al1ajie; U OHA-TO
BOT I'yOUT ceHaTopa AOneyxoBa B ,JleTepOypre”’; oHa ke IyOUT ChIHAa CEHATOpa, CTaparoLIerocs
npu oMot Kaxra [...] 000cHOBaTh connanbHyo pesonioyuio 6e3 Besikoro Jlyxa (Toporov 503).

Tlem wydarzen ukazanych w powiesci Bielego jest rewolucja rosyjska 1905
roku. Akcja toczy si¢ wiec w czasie, kiedy Rosja ,,z nowa intensywnoscia po-
szukuje swoich korzeni, pragnie dotrze¢ do prazrodet swej historii 1 kultury”
(Waszkielewicz 76). Utwor ,,skupia w sobie niemal wszystkie zagadnienia mo-
ralne i polityczne przetomu stuleci w carskiej Rosji” (Pollak 509). Jak zauwaza
Janina Pietraszkiewicz, Bielego zajmuja zagadnienia nabierajace znaczenia wraz
z poczatkiem nowego stulecia; interesuje go ksztaltowanie si¢ swiadomosci ludz-
kiej pod wptywem wydarzen spoteczno-politycznych. Kwestia ta w Petersbur-
gu przektada si¢ na potrzebe okreslenia historycznego przeznaczenia kraju (Pe-
traskevic¢ 33), wyboru pomigedzy Wschodem i Zachodem lub trzecim, posrednim
rozwigzaniem (eurazjatyzm). W powiesci Zachod stanowi w zasadzie skazana
na zagtade niewielkg wyspe racjonalizmu, pograzajaca si¢ w oceanie Wschodu.
Ukazujac sungcg Newskim Prospektem i innymi petersburskimi arteriami ,,stono-
ge”, ludzki tham, w reprezentacyjnej czgsci miasta sktadajacy sie z ,,melonikow”,
czyli dobrze sytuowanych i statecznych mieszkancow stolicy, narrator wspomina
jednoczes$nie o niepokojacych wiesciach naptywajacych zaréwno z glebi Rosji
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(wykrycie fabryki bomb w Tyflisie, zamknigcie biblioteki w Odessie, wiece na
rosyjskich uniwersytetach, bunt mieszkancéw Permu, strajk hutnikow w Rewlu,
strajki kolejarzy), jak tez z petersburskich obrzezy (strajki w stoczni i fabrykach).

Petersburg zbudowany jest na zasadzie kontrastu, zestawienia roéznorakich
przeciwienstw. Glowny konflikt stanowi tu wzajemne przenikanie si¢ i $cieranie
dwoch odmiennych, wrogich zywiolow — wschodniego (azjatyckiego) 1 zachodnie-
go (europejskiego), w ktorym przewage zdaje si¢ zyskiwacé ciemny, barbarzynski
Wschod. Ostateczny rezultat tego starcia rozstrzygnie si¢ w najblizszej przysziosci.
Zdaniem Toporowa, albo nastapi europeizacja tego, co azjatyckie, dokonujaca sie
juz w wyzszych warstwach spotecznych, albo tez azjatyzacja (obasuamuenue) pier-
wiastkow europejskich. W drugim przypadku system panstwowy, doprowadzony
do granic absurdu, spowoduje wybuch i brak jakiegokolwiek systemu (6eccucmem-
Hocmb), porzadek zmieni si¢ w beztad, linia prosta zabrnie w §lepy zaulek, miare
zastapi bezwymiarowo$¢ lub niemierzalnos¢. Logos pochtonie Chaos, w utworze
Bietego uosabiany przez Wschod (Toporov 494). W warunkach rosyjskich Wschod
nalezy utozsamia¢ z prostym ludem, chtopstwem, Zachdd za$ z zeuropeizowana,
oderwang od korzeni inteligencja. Podzial ten wywotany zostat rzadami Piotra
Wielkiego, o czym w utworze mowi si¢ wprost: ,,0d tego brzemiennego w skutki
czasu, kiedy przygalopowat tu spizowy Jezdziec, kiedy poderwal swego rumaka na
finlandzki granit — na dwoje rozpadta si¢ Rosja; na dwoje rozpadty si¢ i losy ojczy-
zny; na dwoje rozpadta si¢ Rosja, cierpiac i ptaczac, az do ostatniej chwili” (Biety
115). Narrator powiesci zapowiada profetycznym tonem decydujace starcie, ktore
rozstrzygnie o wschodnim lub zachodnim przeznaczeniu Rosji:

Rusza w te dni ze swych miejsc wszystkie narody ziemskie, i wielki bedzie bdj — bdj niebywaly
na $wiecie: z6lte hordy Azjatow, ruszywszy ze swoich siedzib, sczerwienig pola Europy oce-
anami krwi; bedzie Cusima! Bedzie nowa Kalka.

O Pole Kulikowe — czekam Cig!

Rozjarzy si¢ tez tego dnia ostatnie Stonce nad moja ziemia rodzinng. Jesli, o Stonce, nie wzej-
dziesz, to, o Stonce, pod cigzka mongolska stopa osung si¢ brzegi Europy, a nad tymi brzegami
wzburzy si¢ piana, ziemiorodne stworzenia znowu opuszczg si¢ na dno oceanu — w prarodzime,
dawno zapomniane chaosy (Biety 116-117).

Chodzi tu tylez o prawdziwych Azjatow — Chinczykow, Japonczykdw, Mongo-
1ow — jak i Azjatow umownych, symbolizujacych wymiar wschodni, rewolucyjny
rosyjski zywiol (panmongolizm, z6lte niebezpieczenstwo?), chgé¢ zerwania z za-

3 Wewnetrzne rozbicie Rosji zostato utrwalone po przylaczeniu — w wyniku wojny péinocnej
(1700-1721) — prowincji battyckich. Dokonat si¢ wowczas wzrost znaczenia niemieckiego barono-
stwa i ich naptyw w kregi rosyjskiej arystokracji.

4 Biely, podobnie jak Sotowjow, oczekiwat konfrontacji Europy z Azjg, a gldwna areng tego
starcia miata by¢ Rosja. Dlatego tez autor Petersburga bardzo si¢ przejal kleskami armii rosyjskiej
w starciu z Japonig w trakcie wojny 1904—1905 roku (Billington 473-474).
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chodnig, europejska droga rozwoju i powrotu do czaséw przedpiotrowych. Starcie
Zachodu ze Wschodem odsyta ponadto do uksztaltowanej juz po powstaniu po-
wiesci teorii eurazjatyckiej, wedtug ktorej Rosja w swoich wyborach cywilizacyj-
nych i kulturowych powinna zrezygnowaé z westernizacji panstwa i orientowac
si¢ na tradycje turanska, stworzenie odrebnej, samodzielnej cywilizacji eurazja-
tyckiej (Walicki 2007: 290-292). Jak pisze Toporow: ,,EBpa3zuiickas KOHICIIIHS
UMEeT JIeJI0 ¢ UCTOKAaMH M MCTOPHYECKUM TPOILIBIM, C ONPEISIICHUEM CBOCTO
B IIPUPOJHO-TeOrpapuIeckoM M UCTOPUKO KYJIBTYPHOM IIPOCTpaHCTBE, ¢ Poccn-
eil B e€ orHomenun K Bocroky u 3amany, ¢ €€ myTsMU B MPOLUIOM M HACTOSA-
meMm” (Toporov 488). Punktem wyijscia eurazjatyzmu byla tzw. kwestia rosyjska
(pycekuti sonpoc). Eurazjatyzm bezposrednio zwigzany jest z rosyjskim kolonia-
lizmem, podporzagdkowaniem Rosji rozlegtych przestrzeni na potudniu i wscho-
dzie. Dlatego tez nie mogt sie uformowa¢ w XIX stuleciu; do tego potrzebny byt
bowiem podbdj Azji Srodkowej i Kaukazu, zagospodarowanie Syberii i Dalekie-
go Wschodu. Dopiero wowczas panstwo rosyjskie — zajmujace obszar od Europy
Srodkowej az po Ocean Spokojny — zaczeto stanowié konkretng cato$é, sktadaja-
cg si¢ z zupehie odmiennych czegsci (Toporov 490).

Kwestia eurazjatycka dochodzi do gtosu rowniez w Petersburgu, gdzie mamy
do czynienia z trzema odrgbnymi podmiotami — Wschodem, Zachodem i Rosja.
Chociaz stolica panstwa wyglada jak prawdziwe, rzeczywiste miasto, to znienac-
ka potrafi zamieni¢ si¢ w zludzenie, w fantom — ma drugi wymiar, jest miastem
na granicy bytu i niebytu, rzeczywistosci i fantasmagorii, Zachodu i Wschodu.
Z jednej strony jest wigc europejska metropolig, ktorg cechuje porzadek i plano-
wos$¢ (ich zwienczeniem jest Newski Prospekt), co tak bardzo r6zni Petersburg od
Moskwy i Kijowa. Od samego poczatku pdinocna stolica Rosji budowana byta
bowiem przy pomocy zachodnich architektow na wzor osrodkdéw Europy Potnoc-
no-Zachodniej. Podobnie jak Amsterdam, Petersburg konsekwentnie rozplanowa-
no wzdhuz kanatow i wysp; budowa w szybkim tempie postgpowala na podstawie
modelu geometrycznego (Billington 168). Z drugiej strony mamy jednak emanu-
jace zlg sita niebezpieczne wyspy i peryferyjne dzielnice robotnicze, do ktorych
,lepsza” (zeuropeizowana) czg$¢ mieszkancoOw miasta stara si¢ nie zapuszczac
(Toporov 494).

W planie powiesci starcie Wschodu z Zachodem przektada si¢ na konflikt
senatora Apollona Apollonowicza Ableuchowa’® — uosobienia panstwowosci ro-
syjskiej, jej wymiaru imperialnego — z wtasnym synem Mikotajem, ktory mimo
europejskiego wychowania i oglady, zaczyna ulega¢ wplywom pierwiastkow
wschodnich. Nienawis¢ do ojca zbliza go do rewolucyjnej partii postugujace;j si¢

5 Postaci wzorowanej na Konstantinie Pobiedonoscewie (1827-1907), dtugoletnim oberproku-
ratorze Swigtobliwego Synodu, ktérego polityke kontynuowat.
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terrorem. Za Sewerynem Pollakiem nalezy jednak zauwazy¢, ze ich konflikt sta-
nowi starcie osob nalezacych do ,.kategorii lodu”, czyli niezmiennosci (ich prze-
ciwienstwem w utworze sg rewolucjonisci, symbolizowani przez ptomien, ogien).
O ile senator Ableuchow (wyznawca filozofii Augusta Comte’a) poprzecinat caty
Petersburg liniami rownoleglymi, to Mikotlaj ,,0oschtymi réwnolegtymi filozoficz-
nymi schematami wyznaczyt drogi logicznej mys$li” (Pollak 512). Obaj jednak
w istocie rzeczy reprezentuja mongolizm — nadciggajace ze Wschodu zagrozenie
dla kultury zachodnie;.

W czasie, gdy rozgrywaja si¢ powiesciowe zdarzenia, zagrozenie Wschodem
jest juz powszechnie widoczne, po petersburskich placach nieustannie przemy-
kaja ,,z6tte mongolskie pyski”. Jeden z rewolucjonistow, Aleksander Iwanowicz
Dudkin®, wypracowuje teori¢ méwiacag o potrzebie zniszczenia kultury (,,strupie-
szatej, zwietrzatej skaly”) i nadejsciu zdrowego barbarzynstwa, ,.ktére napiera
z ludowych dotow, ze szczytow (bunt sztuki przeciwko formom i egzotyka), bur-
zuazji (damska moda), [...] Aleksander Iwanowicz glosit potrzebe palenia biblio-
tek, uniwersytetow, muzedow 1 wezwania Mongotow” (Biety 355). Dudkin sta-
nowi wiec drugi czton opozycji 16d — ogien, jako przeciwstawienie i dopetnienie
starego senatora (Apollon Apollonowicz mieszka w zoltym patacu przy jednym
z petersburskich bulwaréw, Dudkin wegetuje w wilgotnej izdebce z zottymi, po-
plamionymi przez nacieki tapetami). W utworze Bielego funkcjonuja zatem (po-
zostajac w ciggtym konflikcie) dwa odmienne Petersburgi — miasto zo6itych pa-
facow przy bulwarach nad Newa i miasto ukrytych we mgle wysp, na ktorych
narasta majaca przynie$¢ zniszczenie rewolucja. Zycie tego miasta molocha za-
sadza si¢ na sprzecznosciach i niepewnosciach, Igku przed blizej nieokre§lonym
ztem. Z tego powodu Apollonowi Apollonowiczowi przychodza do gtowy apo-
kaliptyczne mysli’; zauwaza on z niepokojem, Ze jego pigcioletnia kariera sena-
tora znaczona byta licznymi nieszczgsciami: ,,padt port Artur, kraj zalewajg 26t-
ci, zbudzity si¢ opowiesci o jezdzcach Czyngis-chana” (Biety 415). Stuchac juz
nawet tetent z uralskich stepow. Przej$ciu senatora w stan spoczynku towarzyszy
przeczucie rychtej katastrofy: ,nie da si¢ odzyska¢ Port Artura, powstang wzbu-
rzone Chiny i — jezdzcy Czyngis-chana” (Biety 429). Droga, ktora Ableuchow —
ucielesnienie schematycznego porzadku miasta i catego imperium — podazat z tu-
ranskim samozaparciem, uporem i konsekwencjg oraz rosyjskim rozmachem ku
europejskim ideom ostatecznie konczy si¢ katastrofg zar6wno w zyciu osobistym

¢ Jak wspomina w swoim artykule Janina Pietraszkiewicz (powotujac si¢ na Fiodora Stiepuna),
poglady Dudkina sa bardzo bliskie pogladom Bietego. Autor Petersburga wszystkie swoje historio-
zoficzne mysli wyraza jakoby w majaczeniach i halucynacjach Dudkina (Petraskevic¢ 42).

7 Zdaniem Jamesa H. Billingtona, apokaliptyka — obok prometeizmu i sensualizmu — byta jed-
ng z trzech cech dystynktywnych epoki (poczatek XX wieku). Wigcej na ten temat zob. rozdziat
Apokaliptyka (Billington 472-485).
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senatora (konflikt z Zong i synem), jak i na niwie dziatalnosci panstwowej. Dg-
zac ku Zachodowi, Apollon Apollonowicz szykowat jednocze$nie jego przegrana
w Rosji kosztem najgorszych cech Wschodu — zniszczenia, okrucienstwa, przele-
wu krwi, przemocy i pograzenia si¢ w ciemnym Chaosie (Toporov 497).

Pierwiastek wschodni, mongolski zajmuje w Petersburgu centralng pozycje.
W najbardziej europejskim miescie Rosji trwa nieustanna walka ,,wschodniego”
z ,,zachodnim”. Wschdd, Azja obecna jest rowniez w tym, co pozornie wydaje
si¢ zachodnie, co winno staé na strazy quasi-europejskich porzadkow. Swiadczy
o tym chociazby pochodzenie senatora Ableuchowa, osoby odpowiedzialnej za
sprawne funkcjonowanie rosyjskiego imperium. Jak si¢ okazuje, jego przodkowie
z ,,niezbyt odleglej epoki” zyli w ,,Kirgiz-Kajsackiej Ordzie, skad za panowania
carycy Anny chlubnie wstapit do stuzby rosyjskiej prapradziad senatora, mirza
Ab-Laj, ktéremu na chrzcie $wigtym nadano imi¢ Andrzej i przydomek Uchow.
Dla krotkosci Ab-Laj-Uchowa przemieniono po prostu w Ableuchowa” (Biety
8-9). Na strazy europejskiego/rosyjskiego panstwa stoi wigc osoba z azjatyckimi,
stepowymi korzeniami. Positkujac sie¢ terminologia wypracowang na gruncie ba-
dan postkolonialnych, senatora mozna by catkiem zasadnie uzna¢ za kolonialng
hybryde w jednym z kolejnych pokolen. Imperialne interesy Rosji wspiera czlo-
wiek, ktorego przodkowie stali si¢ ofiarami rosyjskiego kolonializmu®. Co istotne,
do kolonializmu tego wtadze rosyjskie nigdy si¢ nie przyznawaly. Tymczasem,
jak zauwaza Michael Chodarkowski, w swej ekspansji terytorialnej to wlasnie
Rosja jako pierwsze panstwo europejskie zetkneta si¢ z problemami zwigzanymi
z panstwowym zarzadzaniem koloniami. Kiedy w roku 1835 angielski historyk
i polityk Thomas B. Macaulay namawiat do stworzenia w Indiach klasy rzadzacej,
ktorej cztonkowie byliby Hindusami ze wzgledu na krew i kolor skory, Anglikami
za$ pod wzgledem wychowania, zasad moralnych i intelektu, podobna grupa po-
srednikow, ktorzy przyjeli kulture rosyjska, od stuleci pomagata Rosji zarzadzaé
podbitymi narodami (Hodarkovskij 291). Senator Ableuchow ich wlasnie repre-
zentuje. Jego sytuacja wydaje si¢ typowa dla zjawiska kolonizacji wewnetrzne;.
Zgodnie z opinig Aleksandra Etkinda, niepowodzeniom kolonizacji zewngtrznej
towarzyszylo nieosiggalne pragnienie, aby stac si¢ ,,swoim wsrdd obcych”, z ko-
lei w przypadku kolonizacji wewnetrznej dominowato, powodujace niezadowole-
nie i che¢é oporu, poczucie ,,bycia obcym wsrod swoich” (Etkind 90).

Wedhug Toporowa Wschod w sposob mniej lub bardziej widoczny zapuscit ko-
rzenie zarowno w Rosji, jak i w samym Petersburgu. Rosja, bedaca z gruntu bytem
catkowicie odmiennym od klasycznie pojmowanego Wschodu i Zachodu, zawiera

8 Kolonializmu odmiennego od kolonializmu zachodnich mocarstw europejskich, gdyz Rosja
budowata imperium kontynentalne (podobnie jak Prusy/Niemcy czy cesarstwo austriackie/Austro-

-Wegry).
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w sobie pierwiastek azjatycki, co widoczne jest chociazby w tytulaturze imperato-
ra Rosji, sparodiowanej przez Bielego na samym poczatku utworu (Toporov 495).
Wsrod wymienianych tam ziem i krain pojawia si¢ tez Konstantynopol-Carogrod,
jak wiadomo, nigdy nienalezacy do Rosji. Wyszczegodlnienie stolicy Bizancjum sta-
nowi tylez element satyryczny, ile i nawigzanie do pogladéw Wiadimira Sotowjo-
wa, postulujacego odnowe chrzeécijanstwa poprzez pogodzenie katolicyzmu z pra-
wostawiem. W tym miejscu Biely poddaje ponadto krytyce jedna z tez ideologii
stowianofiléw o przewadze rdzennego rosyjskiego pierwiastka nad symbolizowa-
nym przez Petersburg Zachodem (Szymak-Reiferowa 1993: 5). Apollon Apollono-
wicz Ableuchow, rosyjski Europejczyk, jakby chcac zapomnie¢ o swoich przod-
kach i pochodzeniu, usituje odcig¢ si¢ od wszystkiego, co wschodnie, co kojarzy
z chaosem, zametem i rewolucja. Dlatego tez regularne, oparte na liniach i katach
prostych centrum miasta przeciwstawia niepokojacym go peryferiom, w tym row-
niez petersburskim wyspom, zamieszkanym przez burzacy si¢ thum, robotnikow:

Apollon Apollonowicz nie lubit wysp: zamieszkuja je ludzie z fabryk, prostacy, wielotysigczne
ludzkie rojowisko wedruje tam rankiem do fabryk o wielu kominach; mieszkancy wysp zali-
czeni sg do ludnosci Imperium, powszechny spis ludnosci zostat i u nich wprowadzony.
Apollon Apollonowicz nie chciat rozwaza¢ dalej: wyspy — nalezy zdusi¢! Przyku¢ je zelazem
ogromnego mostu, przebic strzatami prospektow... (Biety 21).

Z perspektywy senatora byloby lepiej, gdyby robotnicy z wysp nie zaliczali
si¢ do ludnosci imperium, oni to bowiem — w jego przekonaniu — ponosza od-
powiedzialno$¢ za ogarniajacy Rosje chaos wschodniej proweniencji. Juz sam
wyglad tych ludzi budzi niepokoj. Narrator nazywa ich ,,zwyrodniatym ludkiem”,
,»1i to ludzmi, ni to cieniami”. Egzotyzacja tlumu, utozsamianie go ze wschodnim
barbarzynstwem i obarczanie odpowiedzialnoscig za rewolucyjne wrzenie poma-
gaja senatorowi wzmocni¢ poczucie wlasnej europejskosci. Ableuchow powotuje
si¢ na prawo w swojej walce z chaosem: ,,Nad Rosja mnozy! si¢ paragraf: po sa-
lach i stopniach obitych czerwonym suknem odbywata si¢ cyrkulacja paragrafu,
a zarzadzat nig Apollon Apollonowicz” (Biety 401) — najpopularniejszy w Rosji
urzednik, od ktorego wychodza projekty, rady i rozkazy. Ktopoty rodzinne, zszar-
gane zdrowie 1 zaawansowany wiek powoduja jednak, ze zamiast silnego meza
stanu spokoju w plonagcym imperium strzeze ,,spocony, hemoroidalny starzec”.

Walce z chaosem sprzyjaja wprowadzajace spokoj i porzadek europejskie ele-
menty miejskiego krajobrazu — mosty i prospekty. Jak zauwaza Seweryn Pollak,
w geometrycznych wizjach starszego z Ableuchowow stolica Rosji poprzecinana
jest rownolegle biegnacymi ulicami; wizje te stanowia swoista realizacje wyobra-
zen Piotra Wielkiego (Pollak 511). Apollon Apollonowicz chaosowi przeciwsta-
wia wszystko, co symetryczne: ,,maly staruszek szedt po schodach wyscietanych
czerwonym suknem; nogi unoszac si¢ w gore tworzyly kat, co go uspokajato, lu-
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bit bowiem symetri¢” (Biely 128). W odr6znieniu od regularnej zabudowy miasta
senator nie lubi tych elementdw przestrzeni, nad ktoérymi trudno jest zapanowac.
W pierwszej kolejnosci dotyczy to Newy, przyczyniajacej mieszkancom Petersbur-
ga nieustannych ktopotow w postaci cyklicznych powodzi i podtopien: ,,Apollon
Apollonowicz nie lubit perspektywy Newy; niby zielonawe kieby pedzily chmury,
zgeszcezat si¢ dym, ktory opadat na morskie wybrzeze; tam newska glebina niby stal
walita w granity, w zielonawej mgle znikata iglica...” (Biety 429). Znikanie iglicy
(Soboru Pietropawlowskiego lub gmachu Admiralicji) — oznaki triumfu zachodnie-
go wymiaru miasta — w kojarzacej si¢ z chaosem mgle to kolejny sygnat §wiadczacy
o pograzaniu si¢ Rosji we wschodnim nietadzie. Walka toczona przez Newe (kon-
trastujaca z uporzadkowanym Newskim Prospektem) z dzietem rak ludzkich to ko-
lejna odstona zmagan pierwiastka wschodniego i1 zachodniego w dziejach panstwo-
wosci 1 kultury rosyjskiej. W ujeciu Bietego Petersburg stanowi wyzwanie rzucone
przez pierwszego z rosyjskich imperatorow wschodniemu chaosowi, w tym takze
przyrodzie. Jak pisat XIX-wieczny historyk Siergiej Sotowjow, dla Rosjan przyroda
nigdy nie byta matka, lecz okrutng macocha (Etkind 90).

Przed zasnigciem senator Ableuchow otwiera ksiazke i widzi w niej napa-
wajace go spokojem réwnolegloboki, prostopadtosciany, szeSciany i stozki. To,
co regularne, uporzadkowane zamienia si¢ w pancerz, zbroje chroniacg Apollona
Apollonowicza przed nienawistnym mu ttumem: ,,0d ulicznej hototy odgranicza-
ty go cztery prostopadte $cianki, w ten sposob oddzielony byt od ludzi i od mok-
nacych czerwonych obwolut pi§midet, ktore sprzedawano na [...] skrzyzowaniu”
(Biety 20). Senator gardzi nie tylko prostackimi thumami i obawia si¢ ich, ale row-
niez ,,czerwonych pismidet”, podburzajacych ,hotote” do buntu, do rewolucji.
W jego przekonaniu ludzi tych nalezaloby podporzadkowac i ucywilizowac, pod-
da¢ kolonizacji — podobnie jak postepowano z ludnoscig zamieszkujacg potudnio-
we 1 wschodnie obrzeza Imperium Rosyjskiego. Chodzitoby wigc o kolonizacje
wewnetrzng (samokolonizacje), w tym przypadku dotyczaca obszaréw usytuowa-
nych w centrum panstwa. W historii rosyjskiej kolonizacji nie bytby to zresz-
ta przypadek odosobniony; wedlug znawcow zagadnienia nie sposob doktadnie
okresli¢, kiedy zaczeta sie rosyjska kolonizacja — czy z chwilg podboju i przyta-
czenia etnicznie obcego Chanatu Kazanskiego, czy tez wschodniostowianskiego
Nowogrodu Wielkiego? Kolonizacja wewnetrzna nie polega bowiem na koloniza-
cji peryferii, lecz regiond6w centralnych wraz z zamieszkujacg je ludnoscig. Ozna-
cza to zatem kolonizacj¢ ludnosci rosyjskiej, w pierwszej kolejnosci chtopoéw pan-
szczyznianych® (Rossid kak kolonid, zrodto elektroniczne). Zdaniem Aleksandra

? Po pobycie w Rosji w latach 40. XIX wieku pruski urzednik August von Haxthausen utrzy-
mywal, ze panstwo to cechuje nie kolonialna ekspansja, lecz ,.kolonizacja wewngtrzna”, bgdaca
podstawg polityki wewnetrznej i gospodarki rosyjskiego imperium (Etkind 91).
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Etkinda, w przypadku kolonizacji wewngtrznej ma miejsce zastosowanie praktyk
kolonialnego zarzadzania i wiedzy kolonialnej w obrgbie granic panstwa, co jest
typowe dla imperiow ladowych!® (Etkind, Uffelmann, Kukulin 12). Z kolei Dirk
Uffelmann ceche szczego6lng rosyjskich praktyk kolonialnych widzi w braku na-
turalnych granic, takich jak morza czy kolor skory. Znaczenia nabieraja wowczas
granice migkkie, czyli podzial na centrum i peryferie, oraz zwigzane z nimi roz-
nice kulturowe — stroje, fryzury, wyksztatcenie. Nie sg one wigc odwieczne i nie-
zmienne, lecz wytwarzane przez wypowiedzi dyskursywne (Rossid kak kolonia,
zrodto elektroniczne). Istota kolonizacji wewnetrznej regiondw zamieszkanych
przez Wielkoruséw bylo sztuczne wytwarzanie réznic kulturowych, niezbednych
do dyscyplinowania i eksploatowania podlegtych grup ludnosci (Etkind, Uftel-
mann, Kukulin 14). W przypadku Rosji réznice stanowe pomigdzy mieszkanca-
mi wsi, miast i ludzmi ,,szlachetnie urodzonymi” byly ogromne, niemal tozsame
z réznicami rasowymi (Etkind, Uffelmann, Kukulin 15). Najprawdopodobniej
niepokojaca Ableuchowa ,hotota”, ,,ttum”, to potomkowie chtopdéw panszczyz-
nianych lub byli chtopi panszczyzniani, ktorych, z punktu widzenia senatora, na-
lezatoby podda¢ powtérnej kolonizacji. Dlatego tez Apollon Apollonowicz ma-
1zy, zeby

cata $ci$nigta prospektami ziemia w swym linearnym kosmicznym biegu przecigta bezmiar
prawem prostolinijno$ci; azeby sie¢ rownoleglych prospektow, przecigta siecig prospektow,
ciggnela si¢ w Swiatow otchlanie plaszczyznami kwadratow i szeSciandw: po kwadracie na
poddanego, azeby... Procz linii najbardziej ze wszystkiego, co symetryczne, uspokajata go
inna jeszcze figura — kwadrat (Biety 22).

W umysle senatora regularna, europejska zabudowa stanowi symbol postepu,
spokoju i bezpieczenstwa: ,,Mokry, §liski prospekt przeciat si¢ pod prostym, dzie-
wigcdziesigciostopniowym katem z mokrym prospektem; w punkcie przecigcia
stal stojkowy...” (Biety 22-23). Miejsce, z ktorego policjant strzeze porzadku, nie
jest przypadkowe, na przecieciu dwdch prostopadtych linii widoczno$¢ jest wszak
najlepsza. Catkowicie odmienna sytuacja panuje na pozbawionych regularnosci
wyspach i petersburskich peryferiach, gdzie czyhajg réznego rodzaju zagrozenia.
Zdaniem Ableuchowa, idealny $wiaty powinien wyglada¢ nastepujaco: ,,Istnie-
je nieskonczonos$¢ biegnacych prospektow wraz z nieskonczonoscia biegnacych,
przecinajacych je cieni. Caly Petersburg — to nieskonczonos¢ prospektu podnie-
sionego do entego stopnia. Poza Petersburgiem — nie ma nic” (Biety 23).

10 Zdaniem badaczy, panstwo rosyjskie kolonizowato nie tylko Polske, Syberie czy Kaukaz,
lecz stosowato metody kolonialne rowniez na obszarach wewnetrznych, gdzie rozdawato latyfundia
i thumito powstania (Etkind, Uffelmann, Kukulin 15).
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Obszary Petersburga, ktorych nie porzadkuje kat prosty, linie rownolegte
i prostopadte, nie sa juz Petersburgiem (prawdziwym, zachodnim miastem), lecz
dzikim, niebezpiecznym Wschodem!!, majagcym swoj poczatek tuz za rogatka-
mi miasta'’. Jak zauwaza Tatiana Artiemiewa, przestrzen (dotyczy to rowniez
przestrzeni Petersburga — A.P.) moze by¢ pozbawiona spotecznej i kulturowej
okreslonosci i zyskiwac ja stopniowo wraz z opanowaniem i zagospodarowa-
niem (oceoenue u odacusanue), czyli kolonizacja wewnetrzng (Artem’eva 156).
W przypadku Rosji problem granicy migdzy metropolia i peryferiami stanowi
zreszta odrebne zagadnienie. Wedlug Michaela Chodarkowskiego granica taka
byta konstruktem wyobrazni i nieustannie przesuwala si¢ na potudnie i wschod od
centrum kraju (Hodarkovskij 115).

Symbolem, uciele$nieniem europejskiego prospektu w powiesci Bietego
jest, oczywiscie, Newski Prospekt — prawdziwie zachodnia arteria: ,,Newski
Prospekt [...] odznacza si¢ prostolinijno$cig, poniewaz jest on prospektem eu-
ropejskim, kazdy za$ europejski prospekt jest nie po prostu prospektem, ale
[...] prospektem europejskim” (Biety 6). Inne rosyjskie miasta, pozbawione
europejskiej/zachodniej regularnosci Petersburga, na miano miasta w zasadzie
nie zastuguja: ,,Newski prospekt jest prospektem nader waznym w tym nie-
rosyjskim — stotecznym — miescie. Reszta miast rosyjskich stanowi kupe li-
chych drewnianych domkow” (Biely 7). Petersburg z kolei nie zastluguje na
miano miasta rosyjskiego. Petersburskie ulice maja jeszcze jedng wlasciwos¢,
zamieniaja mianowicie ,,przechodniow w cienie”, jednostka, czlowiek ustepuje
tu miejsca potedze panstwa. Petersburg — uosobienie rosyjskiego panstwa i ro-
syjskiego imperializmu — to gtdwny bohater powiesci Bietego, ktory ukazuje je
jako stolice mit, stolice symbol, stolice uogolnienie.

Mosty, taczace petersburskie wyspy z cywilizowanym, europejskim centrum
kryja w sobie powazne niebezpieczenstwo. Jak ostrzega narrator powiesci: ,,0 Ro-
sjanie! Thumu cieni z wysp [wyr6znienie moje — A.P.] nie wpuszczajcie! Przez
wody letejskie juz przerzucono czarne i szare mosty. Warto by je rozebrac...
Za pozno... I cienie wality przez mosty” (Biety 26). Wspomniany ,,ttum cieni
zZwysp”, zgodnie z argumentacja Dirka Uffelmanna, mozna uznac za obiekt orien-
talizacji wewnetrznej 1 wewnatrzkolonialnej przemocy. Podobnie byto w przy-
padku reform Piotra Wielkiego, zezwalajacych chtopom nosi¢ brody, co wyklu-

' Na podobnej zasadzie Katarzyna II Wielka, piszgc z Kazania list do Woltera, utrzymywata,
ze ,,jest w Azji”. Chociaz Kazan znajduje si¢ jeszcze w Europie, to cesarzowa najwyrazniej utozsa-
miata kulture z geografia (Artem’eva 160).

12 Za Aleksandrem Etkindem warto zauwazy¢, ze ,,rosyjskie” stolice powstawaly na zie-
miach obcych z perspektywy ich zatozycieli; dla Wikingdw Nowogrod Wielki 1 Kijow znajdowa-
ly sie na takich wlasnie terenach, podobnie jak dla budujacych Petersburg przybyszoéw z Moskwy
(Etkind 96).
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czato ich z procesu modernizacji i orientalizowato dawniejszy stan rzeczy, czy
tez w przypadku tzw. kutakow w okresie stalinowskiej kolektywizacji rolnictwa
(Rossia kak kolonid, zrodto elektroniczne). Jak wiadomo, w Rosji réznice kultu-
rowe pomiedzy metropolig i kolonig nie pokrywaty si¢ z réznicami etnicznymi.
Z tego powodu wladzom imperium sprawujacym witadzg nad ré6znymi grupami
etnicznymi'® przychodzito powtornie kolonizowaé swoj wlasny narod, powoli zy-
skujacy nowa tozsamos¢ (Etkind, Uffelmann, Kukulin 11-12). Skutkiem tego,
zauwaza Aleksandr Nikulin, rosyjskie wtadze panstwowe sporej cze$ci mieszkan-
cow wydawaly si¢ obcg kasta, narzucajacg wlasnej ludnos$ci, wlasnemu krajowi
droge rozwoju i traktujaca swoj narod jak kolonizowane masy (Rossid kak kolo-
nid, zroédto elektroniczne). Zdaniem Wiadimira Bobrownikowa, dziato si¢ tak za-
réwno w czasach carskich, jak i radzieckich, kiedy to odkrywano i konstruowano
ludzi niecywilizowanych (,,dzikuséw”) nie tylko na kolonizowanych obrzezach
imperium, ale takze w guberniach centralnych. W XIX wieku stosunek wtadz
panstwowych i ich przeciwnikow politycznych — to jest zeuropeizowanej czesci
spoteczenstwa — do rosyjskiego chtopstwa zasadzat si¢ na stereotypach pelnych
orientalnych uprzedzen (Rossid kak kolonid, zroédto elektroniczne). Kolonizacja
zawsze dokonuje si¢ w jednym z dwdch wymiarow — horyzontalnym lub piono-
wym. W przypadku kolonizacji pionowej gtownym ,,wewng¢trznym Wschodem”
Imperium Rosyjskiego byli wiasnie chtopi (Rossid kak kolonid, zroédto elektro-
niczne). Poniewaz granice Rosji rozszerzaty si¢ w bardzo szybkim tempie zarow-
no w okresie przedimperialnym, jak i imperialnym, to okreslenia wewngtrzny/
zewngetrzny byty ptynne i niedookreslone (Etkind, Uffelmann, Kukulin 12).

W przestrzeni miejskiej Petersburga w roku 1905 rozstrzyga si¢, czy rosyjski
Zachod ostatecznie skolonizuje, ujarzmi rosyjski Wschdd, czy tez bedzie odwrot-
nie i Rosja powroci do czaséw przedpiotrowych. Zapowiedz tego finalnego star-
cia na kartach powiesci wybrzmiewa wielokrotnie. Niekiedy przewage wydaje
si¢ zyskiwa¢ zachodnia orientacja rosyjskiego imperium: ,,O dwunastej gluchy
strzal armatni rozlegl si¢ uroczyscie w Petersburgu, we wspaniatej stolicy Im-
perium: i rozdarly si¢ mgtly, i rozwiaty si¢ cienie” (Biety 31). Jednakze Wschod,
rewolucja, powoli, lecz systematycznie przenika do $cistego centrum miasta, a jej
zwiastunami sg niepokojacy Apollona Apollonowicza raznoczyncy, pozbawiajacy
go bezpiecznego schronienia: ,,Kareta, Sci$ni¢ta potokiem dorozek, zatrzymata
si¢ na skrzyzowaniu, potok raznoczyncow otart si¢ o karete senatora, naruszajac
iluzje, ze on, Apollon Apollonowicz, pedzac Newskim, pedzi o miliardy wiorst od
ludzkiej stonogi” (Biely 27). Co wigcej, raznoczyncy niepokoja senatora nie tylko
na ulicy, ale takze w jego wlasnym domu: ,,Apollon Apollonowicz przypomniat

13 Wedtug Aleksandra Etkinda skutkiem rosyjskiej odmiany kolonizacji jest ,,hegemonia nega-
tywna” (Etkind 287).
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sobie. Raznoczynca widziatl pewnego razu — prosz¢ sobie wyobrazi¢ — w swoim
domu” (Biety 36). W tym miejscu warto przypomnie¢, ze raznoczyncy stanowili
trzon ruchu narodnickiego — w opinii Jamesa H. Billingtona najbardziej auten-
tycznego nurtu spotecznego w nowozytnej historii Rosji, bedacego kontynuacja
wszystkich przedpiotrowych form konserwatywnej opozycji wobec europeizacji
i sekularyzacji Imperium Rosyjskiego (Billington 189). W utworze Bietego ra-
znoczynca mozna wi¢c uznac za symboliczng reprezentacj¢ $wiata wartosci staro-
ruskich, przeciwstawianych cywilizacji zachodniej, chociaz paradoksalnie celem
ruchu narodnickiego byt postep i oswiecenie — kategorie niezmiennie kojarzone
z Zachodem. Wspomnianego raznoczynca do domu senatora przyprowadzit jego
wlasny syn. W rezultacie dla Apollona Apollonowicza Mikotaj staje si¢ jeszcze
jednym czynnikiem naruszajacym niezbedny dla trwania panstwa porzadek: ,,sie-
dzac w swoim gabinecie senator doszedt do wniosku, ze jego syn jest tajdakiem”
(Biety 139). W nocy zaniepokojonemu Apollonowi Apollonowiczowi Mikolaj
nieprzypadkowo zapewne ukazuje si¢ pod postacig Mongota:

A Mongot (Mikotaj Apollonowicz) zblizat si¢ z wyrachowaniem.
Senator zawotat po raz drugi:

— Na podstawie jakiego prawa?

— 1 jakiego paragrafu?

Przestrzen odrzekta:

— Nie ma ani paragraféw, ani praw! (Biety 167).

Tym oto sposobem syn senatora zaczyna uosabia zagrazajacy porzadko-
wi 1 dotychczasowemu uktadowi spotecznemu rewolucyjny ferment, kojarzony
z nadciagajacymi ze Wschodu azjatyckimi hordami. Nalezy jednak zaznaczyc,
ze nie tylko Wschod stanowit dla Rosji zagrozenie. Zdaniem Toporowa, podob-
nie rzecz si¢ miata z Zachodem, a problemy z nim zwigzane byly nawet bardziej
skomplikowane, na co wskazywali Wiadimir Sotowjow i Nikotaj Bierdiajew,
wedle ktorych Zachod mogt stanowié dla Rosji wigksze zagrozenie niz Wschod
(Toporov 492). Dlatego tez Imperium Rosyjskie — przekonywat Sotowjow — nie
moze by¢ mocarstwem wytacznie wschodnim ani wylgcznie zachodnim. Polityka
rosyjska winna taczy¢ imperializm z zasadami chrzescijanskimi, co odpowiada
najlepszym cechom rosyjskiego charakteru narodowego (Toporov 492).

Mieszkanie senatora, podobnie jak uktad ulic Petersburga, wyrdznia zachod-
ni, europejski porzadek. Z punktu widzenia Apollona Apollonowicza jego dom:
»skladal si¢ ze $cian (tworzacych kwadraty i szeSciany) i z wycigtych w nich
okien, z posadzek, stotow” (Biely 39). Regularnos¢ i bezpieczenstwo cechujg tak-
ze gabinet Ableuchowa: ,,w gabinecie wysokiego Urzgdu, Apollon Apollonowicz
wyrastat niejako na osrodek urzedoéw panstwowych i zielonych stotow, tu byt on
zrodtem promieniowania sity, punktem przecigcia, impulsem, byt sitg w znacze-



Wschod czy Zachéd? Konflikt (wrogich) narracji w Petersburgu Andrieja Bietego 205

niu Newtonowskim” (Biety 57). Poza gabinetem (urz¢dem) senator ma wrazenie,
ze zard6wno jego zycie osobiste, jak i Rosja w ogdle poddane zostaty ciezkiej pro-
bie: ,,W ciggu pieciu lat przebieglo tyle zdarzen: Anna Pietrowna [Zona senatora,
ktora go porzucita — A.P.] w Hiszpanii, Wiaczestawa Konstantynowicza'* nie ma,
z6Ma stopa zuchwale staneta na portarturskich umocnieniach, burzyty si¢ Chiny
i padt Port Artur” (Biely 58). Ableuchow Igka si¢ ponadto rozlegtych rosyjskich
przestrzeni, gdyz stamtad wtasnie, ze Wschodu nadcigga rewolucja: ,,Apollon
Apollonowicz bat si¢ przestrzeni. Pejzaz wiejski przerazal go po prostu: za $nie-
gami, za lodami i za z¢batg linig lasu podnosita si¢ zamie¢” (Biety 94). Jak wiado-
mo, dla symbolistow, w tym takze Bielego, zamie¢ stanowita jeden z synonimow
rewolucji. O swoich lgkach i obawach senator informuje ministra Plehwego, prze-
konujac, ze ,,Rosja to lodowata rownina, po ktorej wtocza sie¢ wilki!” (Biety 95).
Docierajace do Apollona Apollonowicza informacje o szykowanym na niego za-
machu bombowym (jesli przyjmie stanowisko ministra) sprawiaja, ze Ableuchow
dodatkowo czuje si¢ zagrozony na otwartych przestrzeniach miejskich: ,,Apollon
Apollonowicz przechodzit przez plac: zbudzit si¢ w nim lek przestrzeni” (Biety
228). Oprécz tego niepokoja go ,,mieszczanie”, ludzie wywodzacy si¢ z mniej re-
prezentacyjnych, czy wrecz ubogich dzielnic:

Apollon Apollonowicz Ableuchow poprawit cylinder wchodzac w butwiejace zycie miesz-
czanina, w sieci murdéw, podsieni, ptotow wypelionych $luzem, w ten nieprzerwany, n¢dz-
ny, zgnily, pusty i powszechny wychodek; wydato mu si¢ teraz, ze go nienawidzi nawet ten
butwiejacy plotek, ze to oni nienawidzili. Kim sg ci oni? Nedzna grupka? Tu gra mysli szybko
wzniosta mgliste ptaszczyzny, mgliste plaszczyzny rozdarty si¢: ogromna mape Rosji ujrzat
taka malutka: czyzby to byli wrogowie: owa ogromna wspodlnota plemion zamieszkujacych te
przestrzenie: jak to, sto milionow? Nie, czy wigcej? (Biety 243)

Jak si¢ okazuje, wrogami senatora, a co za tym idzie wrogami panujgcego w Ro-
sji uktadu politycznego i spotecznego, sa nie tylko ,,mieszczanie”, ale wigkszo$¢
mieszkancéw Rosji (,,sto milionéw”, a moze i ,,wigcej”). Jedna z polskich bada-
czek widzi w Ableuchowie personifikacje §wiadomosci demonicznej, za uksztat-
towanie si¢ ktorej — zdaniem Bietego — odpowiada rosyjski typ panstwowosci.
Demoniczny ruch cyrkularzy senatora oddzialuje zard6wno na Rosje, jak 1 wlas-
nego syna (Petraskevic 35). Oddzialywanie to jest jednoznacznie destrukcyjne.
W Petersburgu rewolucja kojarzona jest z pierwiastkiem wschodnim, mon-
golskim, Rosja za$, w mys$l przekonan eurazjatow, stanowi naturalne przedtuzenie
mongolskich stepéw. Nieprzypadkowo zapewne jeden z rewolucyjnych spiskow-
coOw, wspolpracujacy z policja prowokator Lippanczenko (posta¢ wzorowana na

14 Chodzi o0 Wiaczestawa Konstantinowicza von Plehwego (1846—1904) — rosyjskiego ministra
spraw wewngetrznych i szefa tajnej policji polityczne;j.
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Jewno Azefie) ma tatarsko-mongolskie oblicze. Rozmawiajacy z nim nieznajomy
pyta go wprost, czy ten jest Mongotem, przekonujac jednoczesnie, ze ,,Wszyscy
Rosjanie majg mongolska krew” (Biely 49). W utworze Bietego wspomina si¢
takze o niepokojach panujacych w rosyjskich wsiach: ,,Juz oracze przestali drapac¢
swoje pola i porzuciwszy brony i sochy zbierali si¢ w grupki przed chatami. Roz-
prawiali i sprzeczali sig, azeby zgodna czereda ruszy¢ nagle na dwor z kolumien-
kami; przez cate dlugie noce jarzyty si¢ krwawe zorze wiejskich pozarow” (Biety
92). Rewolucyjny ferment przenosi si¢ do miast, gdzie:

Po warsztatach, po drukarniach, po razurach, po mleczarniach, po knajpkach wciaz krecit sig
jaki$ wielomowny osobnik; nasungwszy na glowe kosmatg czape z pol skrwawionej Mandzurii
i wepchnawszy do bocznej kieszeni nie wiadomo skad zdobyty browning, wtykat ludziom
ne¢dznie wydrukowang ulotke (Biety 92).

Wrzenie rewolucyjne ma swoj poczatek w usytuowanych na obrzezach miasta
fabrykach, a nastepnie przedostaje si¢ do centrum. Najpierw opanowuje wyspy,
przerzuca si¢ przez mosty Litiejny 1 Mikotajowski, po czym na Newskim Pro-
spekcie odbywa si¢ ,,cyrkulacja ludzkiego tysigcnoznego mrowia; jednakze sktad
tego tysigcnoznego mrowia zmienial si¢ i obserwator dostrzegal juz pojawienie
si¢ czarnej kosmatej czapki z pol skrwawionej Mandzurii; zmniejszyt si¢ znacznie
procent przechodzacych cylindréw” (Biety 93). ,,Nihilizm wschodu” stopniowo
ogarnia stolice Rosji, a nastegpnie rozlewa si¢ na cate panstwo. Rewolucyjny ttum
wyrdzniaja ,,mandzurskie czapki” (kolejny motyw orientalny) — w ten sposob re-
wolucja bezposrednio skorelowana zostaje ze Wschodem, z pétnocno-wschodnia
prowincjg Chin:

Wylegly na ulice kosmate mandzurskie czapki i rozplyngty si¢ w thumie, a thum wcigz rost;
jacy$ osobnicy 1 mandzurskie czapki szli w jednym kierunku — w stron¢ ponurego budynku
z czerwieniejaca fasada; thum przed ponurym budynkiem sktadat si¢ z samych tylko osobnikoéw
i mandzurskich czapek (Biely 112).

W tego rodzaju opisach rewolucyjny ttum poddany zostaje egzotyzacji i orienta-
lizacji. Chociaz z punktu widzenia wladz panstwowych nardd rosyjski byt swoj,
mowil tym samym jezykiem i stanowit zrodto bogactwa uprzywilejowanych grup
ludnosci, to wydawatl si¢ naznaczony egzotyzmem. W ten sposob Rosja kolonizo-
wata sama siebie, swoj wiasny nardd (Etkind, Uffelmann, Kukulin 15). Korzysta-
nie z orientalnych okreslen w opisach relacji pomigdzy wtadza i spoteczenstwem
stanowi przyktad stosowania retorycznych konstrukcji kolonizacji wewnetrznej
(Etkind, Uffelmann, Kukulin 17).

Pomimo zwigzkéw z rewolucjonistami syn senatora pragnie uchodzi¢ za
stronnika i wyznawce wartosci zachodnich, zachodniej proweniencji racjonali-
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zmu. W jego przypadku do rangi symbolu, opowiedzenia si¢ za europejska droga
rozwoju urasta stojacy w jego mieszkaniu postument niemieckiego filozofa Im-
manuela Kanta. Tak naprawde Mikotaj toczy jednak wewnetrzng walke, zewszad
otaczajg go pierwiastki Wschodu, co powoduje, ze na stronicach komentarzy do
Kanta od tygodnia zalega kurz'®. Za Gayatri Chakravorty Spivak warto zazna-
czy¢, ze filozof z Krolewca wyznaczat wyrazng granicg oddzielajacg ludzi rozum-
nych od niecywilizowanych dzikusoéw. Ci drudzy, zamieszkujacy takie odlegle
miejsca jak Jakuck, w zasadzie nie sa w stanie pozna¢ samych siebie, przez co
ich zycie pozbawione jest celu (Etkind 273). Syn senatora zaczyna czu¢ ptynaca
w jego zytach wschodnig krew przodkow:

[...] spoza drzwi, z bezmiaru, kto$ na niego patrzal: jaka$ tam glowa [...] jakiego$ bostwa;
jego kirgizkajsaccy przodkowie utrzymywali kontakty z tybetanskimi lamami; we krwi Ab-
-Lai-Uchowow roilo si¢ niezgorzej od réznych réznosci. Czy nie dlatego wlasnie zywit tkliwe
uczucia do buddyzmu? Ujawnito si¢ dziedzictwo, w sklerotycznych zytach dziedzictwo tgtnito
milionami krwinek (Biely 288).

W chwile p6zniej Mikotaj Apollonowicz widzi samego siebie pod postacig ,,stare-
go Turanczyka”, ktory ,,wszedt w krew i kos¢ rodowej szlachty” (Biety 290). Jego
celem jest zniszczenie wszelkich podstaw. W krwi Mikotaja

powinien wzrosna¢ Starodawny Smok i pozre¢ wszystko ptomieniem; starodawny Wschod
gradem bomb osypat nasze czasy i Mikotaj Apollonowicz stat si¢ starg turanska bomba: wybu-
chat teraz ujrzawszy ojczyzng i twarz jego stata si¢ twarza Mongota, wydawat si¢ teraz manda-
rynem Pafistwa Srodka przebranym w surdut w podrézy na Zachéd (Biety 290).

Zadanie Mikolaja polega wigc na ostatecznym zniszczeniu europejskiego obli-
cza Rosji 1 nadaniu jej formy wschodniej, ,,mongolskiej”. Jego osobowos¢ ulega
rozdwojeniu (Wschod — Zachdd), syn senatora rozmawia ze wspomnianym Tu-
ranczykiem, jakby ten byl realng postacig. Jak wynika z ich dialogu, Kant, para-
doksalnie, rowniez byt Turanczykiem, a ostatecznym celem nie jest zburzenie Eu-
ropy, lecz jej niezmienno$¢. Mikotajowi wydaje sie ponadto, Ze jest ,,rozpustnym
potworem”; w Chinach bogdychan Apollon Apollonowicz rozkazat mu wyrzna¢
tysigce poddanych, po czym Mikotaj przygalopowat na Ru$ na stepowym ko-

15 Kant zostanie przez Mikotaja ostatecznie zapomniany w trakcie jego pozniejszej podrozy
po arabskiej Afryce. W Egipcie: ,,Mikotaj Apollonowicz opart si¢ w zadumie o martwa $ciane pi-
ramidy; on sam jest piramida, szczytem kultury, ktéra — runie” (Biety 507). Stowa te wskazuja na
przynalezno$¢ syna senatora do kultury zachodniej, przepowiadajac jednoczesnie jej upadek. Nie
wiadomo tylko, czy w Rosji, czy tez w ogolnym wymiarze. W zakonczeniu powiesci Mikotaj poja-
wia si¢ w cerkwi prawostawnej, jak rowniez interesuje si¢ pracami ukrainskiego filozofa Hryhorija
Skoworody, co — zdaniem Janiny Pietraszkiewicz — $wiadczy o budzeniu si¢ w nim ludzkich uczué
(Petraskevi¢ 39). Jednoczesnie moze jednak oznaczaé odejscie od kultury europejskiej.
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niu, wcielit si¢ w rosyjskiego szlachcica i ,,zaczat czynié to, co dawniej; tam wy-
rznat tysiace, dzi$ chciat rzuci¢ bombe w ojca” (Biety 292). Negatywny stosunek
do ojca powoduje, ze Mikotaj nawigzuje kontakty z rewolucjonistami i zarzuca
dotychczasowy tryb zycia. Po urzadzonym we wschodnim stylu salonie chodzi
w bucharskim szlafroku, tatarskiej tiubetejce i tatarskich pantoflach: ,,W ten spo-
sob wytworny student przemienit si¢ w cztowieka wschodu” (Biely 50). Mikotaj
staje si¢ tykajaca bomba.

Syn senatora przemyka po petersburskich ulicach przebrany w czerwone do-
mino — symbol rewolucji. Wobec nieuniknionego dla Rosji wyboru (ewolucja czy
rewolucja, Zachod czy Wschod) Mikotaj raz jawi si¢ zwolennikiem ewolucji,
kiedy indziej zndw opowiada si¢ za rewolucyjnym, radykalnym rozwigzaniem.
Jego dusza pozostaje rozdarta na dwie czesci. Opowiedzenie si¢ za rewolucja,
za Wschodem w przypadku mtodszego z Ableuchowow (pozornie) wydaje sie
chwilowym buntem, kaprysem, wynika z rozczarowania i zalamania nerwowe-
go (nieodwzajemnione uczucie do Sofii Pietrowny Lichutiny). Przybywajacy do
jego domu raznoczynca i pamie¢ o ztozonej w chwili stabos$ci obietnicy (doko-
nanie zamachu bombowego na wlasnego ojca) napawaja go przerazeniem: ,, Wi-
zyta raznoczynca wzbudzita w Mikotaju Apollonowiczu gleboki strach. Mikotaj
Apollonowicz przypomniat sobie smutng okolicznos$¢ — wszystkie szczegoty tego
okropnego przyrzeczenia i uznat je za zabdjcze” (Biely 90). W rozmowie ze swo-
im przyrodnim bratem Pawlem Jakowlewiczem syn senatora o§wiadcza wprost,
ze do terroru odnosi si¢ negatywnie.

Czerwone domino staje si¢ przyczyng lekow i podejrzen senatora, dodatkowo
konfliktujac ojca z synem: ,,Apollon Apollonowicz ukrywat ataki serca; dzisiejszy
atak wywotato pojawienie si¢ czerwonego domina; czerwony kolor byt emblema-
tem niszczacego Rosje chaosu” (Biety 196). Senator nie ma dobrego zdania o Ro-
sjanach, ktorych uwaza za ludzi niepraktycznych, a na dodatek leni i pijakow:
,,Cala reszta sprowadzata si¢ do picia herbaty i palenia niedopatkéw: i Apollon
Apollonowicz sadzit, ze Rosjanie to pijanice i palacze tytoniu (na wyroby tytonio-
we proponowal podnies¢ podatek); Rosjanina zdradzat bez reszty czerwony nos;
Apollon Apollonowicz rzucat si¢ jak byk na wszystko, co czerwone” (Biety 214).
Senator okazuje si¢ wrogiem jakichkolwiek ustepstw i kompromisow na rzecz re-
form, przeciwstawia si¢ unowoczesnieniu panstwa, gdyz mogtoby ono naruszy¢
fundament rosyjskiego ustroju i spowodowac¢ katastrofe. Wzmiankowana w po-
wiesci partia umiarkowana jest mu nienawistna nie dlatego, ze catkowicie neguje
panujace w Rosji porzadki, ale tylko dlatego, ze chcialaby je nieco zmienic.

Reasumujac, powies¢ Bietego zasadza si¢ na konflikcie wrogich, konkurencyj-
nych narracji i pierwiastkow. Ukazany stan maksymalnego rozdarcia rosyjskiego
panstwa i spoleczenstwa to wynik samokolonizacji na drodze europeizacji i we-
sternizacji Rosji przeprowadzonej przez Piotra Wielkiego i kontynuowanej przez
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wigkszo$¢ z jego nastgpcoOw. Oczywiscie westernizacja panstwa moskiewskie-
go dokonywata sie juz przed doj$ciem do wladzy Piotra I (m.in. za rzadoéw jego
ojca Aleksego, Borysa Godunowa czy tez pierwszego z samozwancow), niemniej
w mocno ograniczonym zakresie, raczej jako naturalny proces (ewolucja) przeni-
kania/zapozyczania mod, obyczajow i nowinek technicznych funkcjonujacych na
zachdd od Rusi Moskiewskiej. Tymczasem Piotr dokonal prawdziwej rewolucji,
grozacej po uptywie dwoch stuleci oddolnym wybuchem spotecznym i przektada-
jacej si¢ na ogolny kryzys panstwa. Zapowiedzia decydujacego starcia/konfliktu
pomigdzy Wschodem i Zachodem sg gtdéwni bohaterowie Petersburga, w pierw-
szej kolejnosci Apollon i Mikotaj Ableuchowowie — postacie pelne sprzecznosci.
Chociaz pozornie przynaleza oni do kultury i cywilizacji zachodniej (wyksztat-
cenie, pozycja spoteczna, poglady), to tak naprawdg¢ przyczyniaja si¢ do ich de-
strukcji kosztem wschodniej proweniencji chaosu, ktérego zwienczeniem staje si¢
rewolucyjne wrzenie, skutkujace zburzeniem dotychczasowego uktadu spoteczno-
-politycznego. Jak zauwaza Billington, za nieszczg$cia spadajace na Rosje odpo-
wiedzialno$¢ ponosi zar6wno senator Ableuchow, jak i jego syn. W glebi swoich
dusz sa oni réwnie silnie przesigknigci nihilizmem i potajemnie spiskuja w celu
ustanowienia krolestwa bestii, Antychrysta i szatana (Billington 474).
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Miasto mitycznego snu

Obraz Wilna we wspotczesnej literaturze niepodlegtej Litwy jest jednym
z podstawowych paradygmatow tozsamosci kulturowej. Semantyka swojego po-
chodzenia i nazwy Wilno taczy nas z archaiczng wyobraznig Battow, z obrazami
$mierci 1 zycia pozagrobowego, a w historycznej perspektywie stolica w jednej
narracji spaja osrodki starozytnego kultu battyckiego, pierwsza katolickg §wia-
tynie 1 Wielkie Ksiestwo Litewskie z nowoczesnym panstwem litewskim. Mit
zatozenia Wilna byl Zrédlem inspiracji dla catych pokolen mieszkancow we
wszystkich okresach historii Litwy. Opowiesci, legendy i mity Wilna znajduja
odzwierciedlenie w litewskim folklorze, narracji dotyczacej rzemiosta i sztuki.

Na poczatku niepodlegtosci Litwy Wilno stato si¢ glownym symbolem tozsa-
mosci historycznej, politycznej i kulturowej, ktérego reinterpretacja byta szcze-
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golnie istotna po dtugich dziesigcioleciach okupacji. Literatura chetnie podejmo-
wala temat Wilna, a spoleczno$¢ bioraca udziat w wydarzeniach politycznych,
wiecach Sgjudisu i akcjach spolecznych zdawala si¢ na nowo odkrywac swoja
stolice. Centrum miasta, zwlaszcza jego najstarsza cze$¢ z zamkami, placami,
ujsciem Wilenki do Wilii oraz parkiem, w sytuacji politycznego przetomu groma-
dzito ttumy. Najstarszy plac starowki wilenskiej, Katedralny, ponownie stat si¢
najwazniejszym punktem architektonicznym, kulturalnym i politycznym miasta.

Centrum to nie tylko miejsce poczatku Wilna, jego historii, z cala trescig bat-
tyckiego mitu, ale takze serce miejskiego krajobrazu. To tu okoto XI w., na pla-
cu utworzonym przez zbieg rzek, ksigze Swigtorog wybiera miejsce rytualnego
przejscia do zycia pozagrobowego i spalajac si¢ na stosie, ksztattuje dla catej Li-
twy religijng tradycj¢ palenia zmartych na wzdr Sovijusa, jednoczac w ten sposéb
litewski etnos i panstwo oraz ustanawiajac jedna religi¢' (Beresnevicius 1992b:
88). Syn Swigtoroga, Skirmunt, zbuduje w tym miejscu $wigtynie Perkuna, w kto-
rej plonie wieczny ogien (Beresnevi¢ius 2008: 248). Dolina Swictoroga dla ca-
tego litewskiego §wiata staje si¢ progiem do Zycia pozagrobowego i miejscem
pochéwku szlachetnych przodkow, miejscem §wietym.

Wiadimir Toporow poréwnat centrum Wilna do amfiteatru przyrody (Toporo-
vas 85), poniewaz z kazdego wzniesienia roztacza si¢ tu widok na doling, w kto-
rej strukture wkomponowany jest akt metafizycznej przemiany: katedre z jed-
nej strony otacza zbieg dwoch rzek, z drugiej strony jest to poczatek starowki
1 ogromny masyw wzgorz, rozciagajacy si¢ po drugiej stronie Wilenki?. Zdaniem
Toporowa, z amfiteatralnego krajobrazu otoczenia wylania si¢ gldéwny bohater,
rzeka Wilenka, wedtug opinii praktycznie wszystkich badaczy dajgca nazwe mia-
stu (Toporovas 85-86). Z jednej strony jest ona niezwykle wartka® (Beresnevicius
1992a: 42-55), z drugiej za$ swoja gleboka semantyka, rdzeniem znaczeniowym
*vel- prowadzi do bardzo starego zespotu znaczen ide. — znaczen $mierci, ktore

! Litewski religioznawca Gintaras Beresnevicius uwaza Sovijusa za tworce indoeuropejskiego
rytuatu palenia dokonywanego na obszarze zamieszkiwanym przez plemiona battyckie w archa-
icznej epoce Bogini Matki. Obrzed ten stopniowo uksztaltowat jednolite podejscie do grzebania
i odprowadzania zmartych w zaswiaty oraz opartg na nim ideologi¢ zycia religijnego na znacznej
czesci obszarow zamieszkanych wowczas przez Litwinow, Jaéwingow, Pruséw, Liwow i inne bat-
tyckie plemiona.

2 Wilenka jest lewym doptywem Wilii, drugiej co do wielko$ci rzeki Litwy, bedacej doptywem
Niemna, matka rzek litewskich. Nazwa Neris albo Wilia zwigzana jest z pograniczem battycko-sto-
wianskim i czeSciej pojawia si¢ w kronikach stowianskich, ale rowniez jest baltycka. Ze wzgledu
na swoje korzenie Wilia i Wilenka moga by¢ wyrazami pokrewnymi i faczy¢ si¢ z nazwa Wilna.

3 Symbolika wartko$ci jest wazna dla battyckiej wyobrazni, u podstaw ktorej leza symbole i ar-
chetypy ide.: wszystko, co obraca si¢, staje si¢ kregiem, stoncem, ogniem, bogiem dnia, $wiattem,
ktore wskazuje na emanacje mocy najwyzszego Boga. Swiatynia Perkuna zbudowana w dolinie
Swigtoroga skupia si¢ na wyobrazni religijnej, poniewaz Perkun jest synem Boga Nieba, kontrolu-
jacym wieczny ogien i obracajacym krag zycia na $ciezke zycia wiecznego.
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uogolnia battyckie ide. gory i dotu, wzgorza i wody, Perkuna i Velina, innymi sto-
wy, kosmicznego kregu zycia i $mierci, ktoremu swigty ogien nadaje znaczenie
(Toporovas 82—83).

Wielos¢ znaczen dotyczacych korzeni Wilna i Wilenki byta analizowana przez
praktycznie wszystkich historykow, znawcow gramatyki historycznej i mitologii,
ktorzy zetkngli si¢ z tym zagadnieniem. By¢ moze w tej kwestii bardziej aktu-
alne dla wyobrazni dawnych Litwinow, Baltow czy orientalistycznej wyobrazni
indoeuropejskiej jest metafizyczne znaczenie odrodzenia, zwiazane z symbolika
wody. Norbertas Vélius, badacz starozytnej religii i mitologii litewskiej, podkres-
la jadro konfliktu chtonicznego i niebianskiego ide. w tej strukturze kosmiczne-
go, metafizycznego dramatu dobra i zta (Vélius 126-139)*. Wilno, z niezwykle
wartka Wilenka, po prostu uosabia stan zmieniajacej si¢, sprzecznej, Smiertelne;,
ale odradzajacej si¢ natury. A to wspolne znaczenie Wilna i Wilenki jest wazne
w kontekscie postrzegania miasta w historii, sztuce i literaturze. W zwiazku z tym
réwniez Neris (Wilia) jest traktowana w perspektywie innych znaczen, np. historii
czy pamigci.

Jako ze mit zatozenia Wilna opiera si¢ na zrozumiatej strukturze znaczen mitu,
w dobrze znanej historii Wielkiego Ksiestwa Litewskiego, Giedymina i snu mo-
zemy znalez¢ ten sam rdzen znaczen, podkreslany u progu niepodleglosci przez
mitologdw, religioznawcow i kulturoznawcow: znaczen kosmicznego kregu zy-
cia — $mierci. Ten rdzen sprawia, ze ciggle wracamy do mitu jako czego$, co nie
jest tylko bajka, basnia czy legenda, poniewaz zawiera w sobie ide¢ religijna, a nie
tylko opowies¢. Idee religijng znajdujemy w historii o zatozeniu Wilna poprzez
powiazania miedzy Sovijusem, Swictorogiem i snem Giedymina. W istocie tej re-
ligijnej idei uchwycimy to, co tworzy wyjatkowy precedens w micie o powstaniu
Wilna: w epoce chrzescijanskiej Europy stolica Litwy zostata zatozona wedlug
niezwykle archaicznej tradycji, do dzi$ bardzo wymownej nie tylko w litewskim
folklorze, ale takze we wspolczesnej litewskiej sztuce i literaturze.

W historii zalozenia Wilna struktura mitu indoeuropejskiego kryje sie gle-
biej niz ujawnia to prosta narracja, ale w tej ostatniej najwazniejszy jest wymiar
za$niecia wladey w $wigtym miejscu (Sovijus — Swietorog — $wiatynia Perkuna)
i snu. Po cigzkim polowaniu w poblizu Wilii i Wilenki oraz zabiciu tura bardzo
zmeczony wiladca litewski Giedymin zdziera skorg ze zwierzgcia i ktadzie si¢ na

4 Aktualng dla Litwinow odwieczna i niekonczacg si¢ walkg migdzy niebianskim bogiem ognia
Perkunem a chtonicznym bogiem podziemi Diabtem w indoeuropejskim systemie bogéw odzwier-
ciedla bardziej znana para bostw wedyjskich — Indra i Vritra oraz wielu ich odpowiednikéw w kultu-
rach europejskich — germanskiej, ugrofinskiej, stowianskiej. W starozytnej religii litewskiej istotna
byta sama opozycja, uciele$niona przez konflikt migdzy Perkunem a Diabtem w strukturze porzadku
$wiata, a dopiero pozniej w kontekscie religii chrzescijanskiej diabet litewski zostat zdemonizowa-
ny, przypisano mu niecharakterystyczny wczesniej wymiar zta metafizycznego.
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niej spa¢ (Greimas 65; Beresnevicius 1995: 168)°. W nocy $ni mu si¢ zelazny
wilk stojacy na wysokim wzgorzu i wyjacy jak sto wilkow. Najstarszy litewski
arcykaptan Lizdejka, kriwe-kriwejte, interpretuje sen jako imperatyw zatozenia
przysztej stolicy, o ktorej wies¢ rozniesie si¢ po catym swiecie. Giedymin poste-
puje zgodnie z tym nakazem, usypuje wzgorze w swietym miejscu zbiegu rzek,
ana jego szczycie i u podndza buduje zamek, tgczy je murem obronnym i w 1323
roku wysyta listy® do Europy Zachodniej, papieza i miast hanzeatyckich z infor-
macjami o nowej stolicy.

W swoim liscie Giedymin zaprasza do osiedlenia si¢ w Wilnie wszystkich
wolnych mieszkancow Europy — rzemieslnikow, rolnikow, chrzesécijan i przedsta-
wicieli innych wyznan oraz zohierzy. Semiotyk Algirdas Julius Greimas dostrze-
ga niezwykle ztozony konflikt religijny (Greimas 65), ktoérego rozwigzania Gie-
dymin podjat si¢ niedtugo przed chrztem Litwy, majacym miejsce w 1387 roku.
Semiotyk Kestutis Nastopka w wyniku analizy listow odkryt ztozong logike nie-
zaleznego stanowiska politycznego Giedymina’ (Nastopka 94—104). Nie zmienia
to jednak faktu, ze Europa odpowiedziata wowczas na zaproszenie i cho¢ Wilno
szybko stato si¢ miastem chrzescijanskim, a takze osrodkiem réznych wyznan,
to jego gleboka tres¢ pozostata w istotny sposob zwigzana z battycka metafizyka
krajobrazu, ktora moéwi, ze czas i historia to sen, iluzja, maja.

Warto spojrze¢ na wilenski sen obecny w literaturze litewskiej powstatej u po-
czatkow niepodleglosci, gdyz to zagadnienie najlepiej oddaje proza litewska au-
tor6w najbardziej produktywnego wowczas $redniego pokolenia®, pisarzy bardzo
wyrazistych i stylistycznie odmiennych, takich jak mistrzowie: prozy poetyckiej
Antanas Ramonas (1947-1997) i prozy racjonalnej, sarkastycznej Ri¢ardas Gave-
lis (1950-2002), odnowiciele i autorytety prozatorskie poczatkéw niepodleglosci
Litwy. Wilno jest szczegolnie wazne w ich tworczoscei, ale ukazane zostato z bar-
dzo roznych perspektyw: u Ramonasa miasto z jego centrum i staroéwka jest zro-
dlem waznego przezycia duchowego, o ktorym autor opowiada jezykiem prozy
poetyckiej, podczas gdy w tworczosci fizyka i intelektualisty Gavelisa — wrecz

5 Badacze mitu o zatozeniu Wilna zgodnie twierdza, ze polowanie i sen Giedymina na grobach
przodkow, po rozlozeniu skory zabitego Swigtego zwierzgcia, jest waznym aktem religijnym, ktory
nie jest przypadkowy, lecz usankcjonowany przez kaptanéw kultu religijnego.

¢ Listy Giedymina sg poczatkiem pismiennictwa litewskiego.

7 Badacz ten zwrocit uwage na brak zrozumienia, jaki pojawit si¢ w dialogu migdzy poganskim
wiladcg Giedyminem a chrzescijanskim papiezem Janem XXII. Z pokornego tonu listu papiez wnio-
skuje, ze Giedymin sam chce przyjac chrzest i ochrzci¢ swoich poddanych, ale w obecno$ci postan-
cow papieskich wladca litewski twierdzi, ze jedynie otwiera miasto dla Kosciotow chrzescijanskich
i duchowienstwa, ale nie chce chrztu. Postancy rejestruja napiecie polityczne panujace w otoczeniu
Giedymina i informuja o tym papieza.

8 Autorzy urodzeni na poczatku lat 50. sa najbardziej produktywnym pokoleniem w literaturze
litewskiej XX w.
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przeciwnie, jest pulapka zla, z ktorej nie sposdb si¢ wydosta¢c. Koncepcje mi-
tycznego Wilna stworzone przez Ramonasa i Gavelisa sa najbardziej wyraziste
w poczatkowym okresie niepodlegtosci, ale dzigki swojej odmiennosci pozwalaja
uchwyci¢ rozne kwestie dotyczgce d6wczesnego miasta.

Boska historia Wilna

Pisarz Antanas Ramonas zastynat z zamitowania do historii Litwy, Wilna czy
arystokratycznych kultur Europy, takich jak Wielka Brytania. Z tego powodu
wiele czasu spedzat w bibliotekach, muzeach i archiwach historycznych, groma-
dzac materiaty do swoich dziet. Debiutowat utworami minimalistycznymi, a jego
tworczos¢ od razu wzbudzita zainteresowanie krytykow ze wzgledu na umiejet-
no$¢ uchwycenia catosci w konceptualnych szczegétach, zamyslone spojrzenie,
wyrazanie oceny moralnej za pomoca minimalistycznej estetyki i precyzyjnych,
nieztozonych zdan (Sprindyté 147), co po wielostowiu epoki socrealizmu byto
w prozie litewskiej rzadkie.

Pisarz powital niepodleglos¢, praktycznie nie zmieniajac swojego programu
artystycznego, nadal tworzyt krotkie nowele 1 eseje, ale zdobywat si¢ tez na od-
wage pisania wigkszych dziet, np. przed ukazaniem si¢ najbardziej konceptual-
nego utworu, opowiadania Mikelis®, wydat opowiadanie Biale chmury minionego
lata (Balti praéjusios vasaros debesys, 1991), a zebrane w okresie niepodleglosci
wilenskie legendy i podania, przetozone przez niego na jezyk prozatorski, staty
si¢ popularna lektura szkolng. W swoich opowiadaniach Ramonas podejmuje naj-
istotniejsze dla niego problemy szarego cztowieka, nierozpoznanego artysty. Bo-
haterowie zwykle przezywaja swoj czas w perspektywie historii Wilna, po prostu
przechadzajac si¢ ulicami miasta i uwaznie obserwujac wszystko wokot.

Historie Ramonasa rozgrywaja si¢ na starowce, w jej najbardziej tajemniczej
czesci — w Katedrze, na ulicach Didzioji (Wielka), Pilies (Zamkowa), Universi-
teto (Uniwersytecka), w trojkacie Ostra Brama, kosciot §w. Anny, bernardynski
1 $w. Jana. Trajektorie bohaterow nieustannie przecinaja rowniez ogroéd Bernardyn-
ski, mosty na szumigcej Wilence. Postaci, obserwujac spokojne wody Wilii, zasta-
nawiajg si¢ nad uptywem czasu i pami¢cig. Wilno ze swoimi starymi budynkami,
kos$ciotami i kamiennym brukiem to nie tylko historia, ale takze co$ glgbszego, co
dotyka samej wieczno$ci. Historyczna architektura i teatr natury zazwyczaj daja bo-
haterom Ramonasa ani duzo, ani mato — mozliwo$¢ obserwowania rozgrywajacego
si¢ na scenie codziennosci dramatu terazniejszos$ci: jak spragniona pszczota ginie

? Utwor zostat opublikowany w po$miertnym zbiorze Wzgorze spokoju (Ramybés kalva, 1997),
a takze w wyborze dziet Rzeki lutego (Vasario upés, 2007).
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w letnim upale, zazdrosna gospodyni chtoszcze tadng stuzaca, mezczyzna popehia
samobojstwo z powodu poczucia nieznosnej bezsensownosci istnienia.

Opowiadanie Mikelis programowo podsumowuje tworczo$¢ pisarza. W tym
utworze mozemy nie tylko rozpozna¢ najwazniejsze cechy jego prozy, takie jak
np. zdanie przenikajace materi¢ (Gustainis 14)'°, ale takze wyrdzni¢ wazny mo-
tyw przewodni: pytanie, jaki jest cel tymczasowego, niedoskonatego i by¢ moze
nic nieznaczacego zycia cztowieka? Nieduzy objgtosciowo utwor jest wielowar-
stwowy, opowiada histori¢ ostatnich godzin zycia pisarza o imieniu Mikelis, ktore
mijajg w dziwnym otoczeniu bogdw starozytnych, takich jak Sigurdurorn i Oder-
weg, Klelia i Ganimed, Dionizos, Odyn, Apollo, Hermes, na wilenskiej starowce,
w katedrze, w samym centrum miasta, o najciemniejszej porze doby. Przed $mier-
cig Mikelis rozmys$la nad tajemnicg swojego istnienia i bycia w czasie.

W opowiesci nasyconej skojarzeniami nieustannie pojawia si¢ motyw niezwy-
kle dwuznacznego snu. Snione jest to, co najwazniejsze, co utkwito Mikelisowi
w pamigci, ale jednoczesnie sen ten jest rownoznaczny z przebudzeniem. Zatapia-
jac sie coraz glebiej w pamigci i $nie, Mikelis w rzeczywistosci zbliza si¢ do swojej
duchowej istoty, a ta istota otwiera si¢ przed nim jako doswiadczenie przezwycig-
zonych sprzecznosci. Smier¢ jest tu tylko nic nieznaczacym etapem w perspektywie
wiecznosci. Jest progiem, granicg do przekroczenia, poza ktorg zaczyna si¢ celebra-
cja pigkna i1 $wiatta. Spojrzenie Mikelisa na t¢ granice jest w utworze ukazane na
ro6zne sposoby. Raz skupia si¢ na cieniu gwozdzia w $cianie, innym razem na rdzy
kruszacego si¢ zelaza, na kropli deszczu uderzajacej o bruk, przyciaganej straszliwa
sifg nicosci: ,,Chcial zobaczy¢ ten $lad, chcial poczué to, co czuje kropla, co czuja te
malenkie kropelki w krotkich chwilach ich zycia” (Ramonas 366)!".

Powtarzajacy si¢ uporczywie w opowiadaniu sen splata si¢ z motywami kro-
pli deszczu, strumienia Wilenki i pamigci, az staja si¢ one dla siebie metonimiami:

To uczucie jako pierwsze zaczeto saczyC si¢ przez jakas pozostawiong szczeling, ciggnac za
soba wszystko, co widzial, przezyt we $nie. Odepchnat je [...], probowal uszczelni¢, zakry¢
palcem te¢ szczeling, przez ktora, jak przez dziur¢ w tamie, bije strumien, dociskany ci¢zarem
wody, i ten strumien poszerza si¢, niszczy szczeling, a prad si¢ zwigksza, sita zwigksza [...],
zlosliwie pedzi, [...] niesie, robige wiry, bijac brudnymi wéciektymi falami [...]. Musiat si¢ stad
wydosta¢, bo sen znowu si¢ pojawil, a on go odganiat, nie dlatego, ze si¢ bat, ale dlatego, ze
nie czul, ze moze go teraz zapisaé, — musiat wroci¢ do domu, tu si¢ nie uda, zrobi si¢ ciemno.
Musiat oderwacd si¢ od wszystkiego, uciec, odpoczac, a byto tylko jedno odpowiednie miejsce
do tego — Ostra Brama (Ramonas 373-374).

10" Wedtug wspotczesnego Ramonasowi pisarza Liudasa Gustainisa §wiatopoglad, medytacja,
filozofia rozpuszczaja si¢ w zdaniu pisarza, tworzac trzezwo pojety $wiat zyciowych zagrozen.
Utozsamiajac si¢ z materia, pisarz tak naprawd¢ rozpuszcza materi¢ i siebie w jednolitym wodo-
spadzie bytu.

' Ten i kolejne fragmenty opowiadania Mikelis przetozyta Teresa Dalecka.
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Wedrowka deszczu i rzecznej wody w snach Mikelisa jest odzwierciedleniem
kosmicznego dziatania natury: woda karmi czas Wilna, kreci kotem jego historii,
tworzy sny i napetnia je zyciem. Obserwujac histori¢ tworzong przez wilenski sen
i perspektywe wlasnego konczacego si¢ zycia, Mikelis doznaje swoistego o$wie-
cenia, gdy w Ostrej Bramie, zdesperowany, w obliczu wlasnej $mierci, w spoj-
rzeniu ,,aksamitnych oczu” Madonny Ostrobramskiej udaje mu si¢ na chwile
zatrzymac czas 1 jakby z wickszej odleglosci ujrze¢ sen historii Wilna i Litwy.
W opowiadaniu to miejsce wyroznia si¢ najwiekszym zageszczeniem znaczenio-
wym, w zasadzie jest to jego punkt kulminacyjny.

Konfrontacja ze $miercia w obliczu Madonny jest jednym z najcickawszych
watkoéw u autora, zazwyczaj niewypowiadajgcego si¢ na temat swoich przekonan
religijnych. Bodajze najbardziej intrygujaca czescia opowiadania jest wyjatkowe,
mistyczne przezycie, niecharakterystyczne dla tworczosci Ramonasa. Proza ta ni-
gdy nie odbiegata od programu realizmu psychologicznego, niezaleznie od tego, ze
jest to proza poetycka. W obliczu Matki Boskiej Ostrobramskiej Mikelis przezywa
na nowo doswiadczone juz niegdys$ lato swojego zycia, ktore spedzit z przyjacielem
archeologiem, dokonujac wykopek na przedmiesciach Wilna. Archeologia w tym
przypadku oznacza co$ wigcej niz dziatalno$¢, to zdrapywanie pamigci z kosci po-
rzuconych na cmentarzach historii. Ze wzgledu na przekonujacy psychologicznie
opis detali, noclegu w szkole, palenia na tarasie, cmentarza w poblizu opuszczonego
kosciota, przezycie mistyczne w opowiadaniu jest niezwykle sugestywne.

Pewnego popotudnia Mikelis wchodzi z archeologiem do opuszczonego
kosciota, w ktorym panuje szaro$¢ w odcieniu rteci, 1 znajduje krypte. Wsrod
otwartych trumien ze zmartymi, wygladajacymi po prostu jakby spali, jego wzrok
zatrzymuje si¢ na dziewczynie z XIX w.: ,,Poczul, Ze dziewczyna zaraz si¢ pod-
niesie, ale nie czul ani zabobonnego strachu, ani przerazenia, ani zgrozy, jak po-
winno by¢ w takich chwilach; czul, ze ona wkrotce otworzy oczy i pierwsza jego
mys$la byto, zeby si¢ nie wystraszyta” (Ramonas 380). Dziewczyna si¢ nie wystra-
szyla, razem z Mikelisem przechodzi ze snow pamigci do §wiata terazniejszosci,
do Wilna. W opowiadaniu czas letni zastepuje chtod, wiek XIX — XX, a wszedzie,
dokad Mikelis wchodzi ze zmarla, nie wydaje si¢ ona odpychajaca, a raczej mita,
zwlaszcza tam, gdzie panuje taki sam mrok jak w piwnicznej krypcie.

Spacer po Wilnie, katedrze, mostach na Wilence, siedzenie w potmroku
w ciszy daje Mikelisowi poczucie komfortu i harmonii, czuje si¢ szczgsliwy.
Martwa dziewczyna nie rzuca cienia w rzeczywistosci fizycznej, poniewaz nie
nalezy do niej, ale mimo to Mikelis nie czuje przerazenia. Tajemnicza kobieta
z minionego stulecia fascynuje swoja ciszg i delikatnos$cia, ale jej ciato, rozbty-
skujace w potmroku, coraz bardziej cigzy. Mikelisa nie przeraza sam fakt istnie-
nia dziewczyny, ale przyttacza go przeczucie, ze tego dziwnego, przyjemnego,
niemozliwego zwigzku nie da si¢ zachowac. Przeciwno$ci pojawiajg si¢ wtedy,
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gdy probuje zalegalizowac dziewczyne w rzeczywistosci, wypetni¢ dokumenty;
oszotomieni urzednicy domagaja si¢ dowodow, odrzucajac entuzjazm bohatera
jako szalenstwo. Zamkniety w zakladzie dla obtgkanych pisze najwazniejsze
dzieto swojego zycia:

Wiedzial, ze jest §wiatto, ktore tylko on widzi, ze w tym $wietle widzi to, co jest ukryte przed
innymi; chcial, aby to $wiatlo $wiecilo za wszelka ceng, nawet za ceng $mierci, cierpienia,
swiecito kazdemu, kto przeczyta pospiesznie zapisane przez niego strony, bo to $wiatto, jak
kazde $wiatlo, odstania czastke, niech nawet malenks, ogromnego, tajemniczego, boskiego
swiata (Ramonas 399).

Historia konczy si¢ tam, gdzie si¢ zaczyna. Mikelis umiera w centrum Wilna,
w katedrze, w otoczeniu starych bogoéw europejskich, pod opieka tajemniczego
boga Ojczulka, ktéry podaje mu leczniczy napoj, niebedacy chrzescijanskim wi-
nem. Ojczulek jest prawdopodobnie starszy niz wszyscy bogowie wymienieni
w opowiadaniu, jest patriarchg $wiata przedchrzescijanskiego. W chwili $mierci
Mikelisa Oderweg gra Ave Maria Schuberta oraz nami¢tne fandango, a moze to
tylko §wiszczy zamie¢ na placu Katedralnym. Nie ma to znaczenia, gdyz Mikelis
umiera po rozwigzaniu dreczacej go zagadki — bogowie nie umieraja, tylko sie
reinkarnuja: ,,Zdal sobie sprawe, ze ani czas, ani przestrzen nie maja tu zadnego
znaczenia. Zadnego. Co wiecej — nie istnieja” (Ramonas 403).

Demoniczna historia Wilna

Bohaterowie Gavelisa, podobnie jak Ramonasa, mieszkajg i chodzg po Wil-
nie, ale poza najstarsza czeScig starowki, katedra, ulicami Wielka, Zamkowa
1 Uniwersytecka, koSciotem $w. Jana, $w. Anny i bernardynskim, w tej tworczo-
$ci wileniski horyzont nieco si¢ rozszerza, cho¢ nadal oscyluje wokot przestrze-
ni zwigzanej z poczatkami historii miasta. Bohaterowie powiesci Wilenski poker
(Vilniaus pokeris, 1989) spaceruja centralng arteria Nowego Miasta, dawng Po-
hulanka, obecng ulica Jonasa Basanaviciausa, schodza schodami z Tauro kalnas
(Gora Boufaltowa) na dawny plac Lenina, obecnie Lukiski, w stron¢ najwickszej
w Litwie biblioteki im. Martynasa Mazvydasa lub przecinajg Wili¢ ktéoryms$ mo-
stem i idg do lub z takich dzielnic, jak Karolinki czy Leszczyniaki.

W prozie tej nowe dzielnice Wilna uosabiajg bezsensownie rozszerzajacy
si¢ fizyczny $§wiat miasta. Zarowno w powiesci, jak i catej tworczosci Gaveli-
sa pojawiaja si¢ tez takie osiedla, jak Fabianiszki, Szeszkinia, podworka i domy
ogrodkow dziatkowych. Nowe dzielnice nie rekompensujg degradacji wilenskiej
starowki, bo stanowig jedynie bezduszne budowle, w zaden sposéb nieprzywotu-
jace chwaty wladcow Litwy: Giedymina, Witolda, Mendoga, ani nierozbrzmie-
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wajace gltosem Zelaznego Wilka. Ten za$ czesto jest wspominany w powiesci.
W bezdusznych ksztattach budowli mnozy sie¢ pustka, ktora nie potrzebuje ludzi,
wystarczg jej bezptciowe, bezmyslne ludzkie symulakry, rodzaj potworow repre-
zentujacych odcztowieczony, demoniczny $wiat w ludzkich powtokach. Chociaz
powies¢ dzieje si¢ w sowieckim Wilnie, jest czym$ znacznie wigcej niz historia
epoki radzieckie;.

Absolwent fizyki, ktory debiutowat w latach 70. sztukami publikowanymi
w prasie i nowelami'?, pisat Wilenski poker w tajemnicy, tylko dla siebie'®, nie
spodziewajac sie, ze kiedykolwiek go wyda. Po ukazaniu si¢ w przelomowym
momencie, powies¢ wywotala wielkie poruszenie, wzbudzita podziw, ale tez po-
jawily sie glosy negatywne'®. Jednak ksigzka ta jest czyms$ wiecej niz krytyka so-
wieckiej okupacji, autor skupia si¢ w niej na bardziej globalnych aspektach potegi
totalitaryzmu we wspolczesnym $wiecie 1 zadaje Litwinom bardzo niewygodne
pytania: dlaczego potomkowie tak poteznych i dumnych litewskich wladcow, jak
Giedymin, zgodzili si¢ na zniewolenie przez potworow pustki, bezwolne stwory,
demony zla? Dlaczego w dziejach Wilna nastgpita nie chwata przepowiedziana
przez Zelaznego Wilka, a degradacja?

Cho¢ Gavelis wybrat dla swojego programu artystycznego nie proze poetyc-
ka, a stylistyke ekshibicjonistyczng (Kubilius 607), a nawet ironizowat na temat
romantycznego, zmystowego tonu wypowiedzi obecnego w dwczesnej literaturze
litewskiej (Bukeliené 143), elementy magicznego realizmu i surrealizmu nadaty
jego intelektualnej powiesci imponujgcg obrazowos¢. Wilnianie sa w niej nie-
ustannie obserwowani przez Nich, przedstawicieli pustki, agentow zta, kanukow',
ktorzy $ledzg wszystkich, wszedzie 1 zawsze — pustymi oczyma i jednakowymi
twarzami obserwujg na kazdym rogu ulicy lub domu, z ciemnych klatek schodo-
wych, podworek i drzwi. W swoich ciatach Oni nadal sa ludzmi, ale ich spojrzenia
wysysajg energi¢ zyciowa, pozbawiajac sit wszystkich, ktdrzy si¢ z nimi zetkna.
Oni wykorzystuja wszystko, co zyje, aby osiagnac¢ swoj cel, bezdomne psy, gole-
bie i karaluchy. Te ostatnie, cuchnace gnijacymi li§¢mi, wydobywaja si¢ z kazde-
g0 opuszczonego i1 zaniedbanego zakamarka Wilna.

12 Pierwsza ksigzka opowiadan Ri¢ardsaa Gavelisa to Swieto, ktore sie nie rozpoczeto (Nepra-
sidéjusi Sventé, 1976).

13 Ricardas Gavelis zaczat pisa¢ powie$¢ Wilenski poker w 1979 roku.

4 W momencie premiery ksigzki czytelnicy tlumnie stali przy ksiggarniach, podczas gdy
oficjalna krytyka nie uznala powiesci, dopdki nie zmienito si¢ pokolenie krytykow. Ksigzka byta
wielokrotnie wznawiana, w ogromnych naktadach, zostata przettumaczona na jezyk angielski, fran-
cuski, niemiecki, whoski, fotewski, polski, czeski, finski, biatoruski i pozostaje jednym z najwazniej-
szych dziet prozy litewskiej.

15 Stowo to zostato wymyslone przez samego pisarza, brzmieniowo przypomina ,,eunuchow”
i odnosi si¢ do jednostki wykastrowanej psychicznie przez system przemocy, zamienionej w narze-
dzie represji wobec innych.
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W powiesci Gavelisa wystepuje czterech gtownych bohaterow, dwoch mez-
czyzn, Vytautas Vargalys i Martynas Poska, jedna kobieta, tutejsza Stefanija Mon-
kevi¢iate, i jeden pies. Wszyscy sa testowani przez Nich. Sledzeni i $cigani przez
kanukow, dos$wiadczaja duchowych i fizycznych przemian, bardziej przerazaja-
cych niz $mier¢. Uczucie pustki paralizuje wolg, myslenie, zniewala umyst, po-
tem stopniowo przenika do ciata, zmienia mozg. Pod koniec powiesci gtowny
bohater Vytautas Vargalys po prostu pragnie umrze¢, bo widzi w tym sposob na
ucieczke ze szponow zla, ale po $Smierci zostaje przez Nich przemieniony w go-
Iebia i staje si¢ /ch narzedziem. Martynas Poska ginie pod kotami $cigajacego go
samochodu, a Stefanija, wstrza$nigta horrorem dziejacym si¢ w Wilnie, wyjezdza
i nigdy nie wraca. Gediminas Riauba, muzyk jazzowy w skérze miejskiego psa,
po przemianie jest mieszkancem Wilna. Posta¢ bezpanskiego psa zamiast Zela-
znego Wilka ilustruje degradacj¢ miasta.

Zto ukazane przez Gavelisa jest totalne, wszechogarniajgce, ale trudno za-
uwazalne, ukryte. W obliczu totalnego zta ostatni zyjacy mieszkancy Wilna, tacy
jak Vytautas Vargalys i jego ukochana Lolita, zmuszeni sa egzystowac¢ w ciaglym
strachu przed zdradg i zdemaskowaniem. Pustka czyha na kazdego, kto postepuje
zgodnie z wlasng wolg i przekonaniami, ze wszystkimi si¢ rozprawia, msci si¢ za
wolne stowo, mysl, a nawet spojrzenie. Na takim ,,zadupiu §wiata” nawet mitos¢
niczego nie rozwiazuje, chociaz daje ukojenie, ale wraz z tym réwniez pewne zhu-
dzenie bezpieczenstwa, ktoremu nie nalezy ulegac. W koncowej historii Vargaly-
sa Lolita zostaje pocieta na kawatki, a bohater oskarzony o brutalne morderstwo.
W Wilnie Gavelisa nikt nie jest bezpieczny, kazdy indywidualnie walczy o swoja
wolnos¢ lub komfortowa egzystencje. Wspolnota, narod czy spoteczenstwo oby-
watelskie to wirtualna symulacja.

Czterej powiesciowi bohaterowie przedstawiaja rozne wersje historii zta. We-
dhug badaczki Gavelisa Jiratée Cerskuté zbliza sic on do japonskiej estetyki, za-
gmatwanej fabutly filmu Akiry Kurosawy Rashomon (1950) i matej prozy Ryu-
nosuke Akutagawy Brama demonow (Rashomon, 1915, lit. — 1965), pokazujace;j
ztozong dialektyke migdzy dziataniami ludzi i prawdziwosciag ich argumentow!®
(Cerskute 82). W przeciwienstwie do poetyckiego opowiadania Ramonasa Mike-
lis, gdzie w kulminacyjnym punkcie narracji bohater osigga poczucie prawdy bli-
skie oswieceniu hinduskiemu, buddyjskiemu czy zen, w powiesci Gavelisa praw-
da jest przedstawiona jako nieosiggalna na zadnej znanej $ciezce do$wiadczenia
duchowego, z wyjatkiem myslenia analitycznego, intelektualnej gry w pokera czy
jazzu'” — poprzez skradanie si¢, pozostawianie mylnych §ladow czy przechytrza-

' Sam pisarz wyrazit to w swoich listach do przyjaciela Lva Raibsteina.
17 Powie$¢ Ricardasa Gavelisaa Wileniski jazz (Vilniaus dziazas, 1993), uwazana za kontynu-
acj¢ Wilenskiego pokera, imponujaco ukazuje takg koncepcje analitycznego myslenia.
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nie przeciwnikow. Upragniona prawda moze by¢ osiagnigta tylko za pomocg in-
telektu i jest niebezpieczna dla zywych.

W Wilenskim pokerze Wilno uciele$nia pierwotne znaczenie wyrazu ra-
shomon: obrzeza stolicy za historyczng bramg cesarskiego patacu, ponura opusz-
czong przestrzen, po ktdrej grasuja rabusie i gdzie mozna pozby¢ sie zwtok
(Cerskuté 83). Dla wszystkich czterech gldownych bohaterow sowieckie Wilno
jest miejscem ich proby, spotykaja tu swoj ponury los, w finale kazdej historii
inaczej widziany i interpretowany, z coraz to innej perspektywy. I z kazdej strony
ta prawda jest straszna, a odzwierciedlaja ja stojace wody Wilenki, nabiegle krwig
wody Wilii, brak wiatru, bezptodne kobiety i jalowa natura.

Kwesti¢ brzydoty Wilna i prawdy w powiesci podnosi emigracyjna krytyczka
Violeta Kelertiené, ktora twierdzi, ze widzi w takim wyborze pisarza nie nieche¢,
a troske, gdyz Wilno jest kochane, ale tez przez Nich wyczerpane, jest ofiarg to-
talnego zta (Kelertiené 88—89). Nadajgc miastu znaczenie kosmicznej walki do-
bra ze ztem, Gavelis szuka nie tylko zrodet zycia — mitycznego poczatku miasta,
znaku jego zycia duchowego, zrddet jego snow. Nalezy zauwazy¢, ze cho¢ prze-
ciwstawna stylistyce prozy poetyckiej Ramonasa, stylistyka Gavelisa ze skrajnie
negatywnymi obrazami Wilna nie jest opozycyjna wobec samego postrzegania
wilenskiego snu, a sen ten jest nie tylko odbierany w taki sam sposob, ale znacze-
nia mu przypisane sg traktowane jednakowo:

Mgta prawie zniknela, widze ulice, plac i co najwazniejsze — wzgorze i Zamek Giedymina. Tu-
taj ksieciu Giedyminowi we $nie wyt Zelazny Wilk, obiecywat zamkowi wspaniatg przysztosc.
Teraz samo Wilno jest miastem snu, miastem widmem. Ws$rod spacerujacych ulicami ludzi
pozbawionych twarzy znacznie zywsi wydaja si¢ wilenscy dobrzy zmarli, dawni i catkiem
nowi — juz powojenni: ostatnie litewskie zubry. Nie wiadomo juz, co jest snem — dawne mia-
sto czy dzisiejsze Wilno. Nieuchronnie tylko stary zamek jest prawdziwy w nowym miescie:
samotna wieza wylaniajaca si¢ z zielonych zboczy wzgorza — falliczny symbol Wilna. Zdradza
wszystkie tajemnice. Symboliczny phallos wilenski: krotki, tepy 1 bezsilny. Narzad pseudowta-
dzy, ktory od dawna nie jest w stanie by¢ podrazniony. Czerwona trojkondygnacyjna wieza,
falliczny NIKT, bezwstydnie pokazywany wszystkim, obraz bezradnosci Wilna. Wielki znak
wykastrowanego miasta, wykastrowanej Litwy, wpychany na wszystkie pocztowki, we wszyst-
kie albumy ze zdjeciami, we wszystkie foldery turystyczne. Oznaka perwersyjnego bezwstydu:
nalezy ukrywaé¢ swoja niepetnosprawnos$¢, nie przyznawac si¢ do niej, przynajmniej udawac,
ze jest si¢ zdolnym do czego$. Ale miasto juz dawno stracito wszystko — nawet szacunek do
samego siebie. Zostaly tu tylko ktamstwo, absurd i strach (Gavelis 77)"%.

W dos$wiadczeniu pustki i zta wilenski sen nie tworzy juz czasu, jego hi-
storia si¢ zatrzymata. Kulminacyjny moment wylonienia si¢ prawdy to jedno
z najciekawszych rozwigzan artystycznych w powiesci, podjete kilkadziesigt
lat przed kultowym filmem Matrix (1999), w ktérego finatowej scenie glowny

18 Ten i kolejne fragmenty Wileriskiego pokera przetozyta Teresa Dalecka.
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bohater, Neo, zatrzymuje cyfrowy $swiat symulakrow. Dochodzi wowczas do
katastrofy zniewolonej ludzkosci: jej histori¢ tworza nie ludzie, ale potwory.
Whnioski proponowane przez Gavelisa na temat §wiata sg podobne, tyle ze nie
ma w nich ani krzty nadziei. W filmie zto zostaje przezwyci¢zone, w powiesci
nie. Vytautas Vargalys, cztowiek ksiazek, odkrywa w jednym z archiwow bi-
blioteki stary rekopis przytaczajacy historig, jaka przydarzyta si¢ Wilnu za pa-
nowania Zygmunta Augusta.

To opowies¢ o nieszczgsciach dotkajacych Wilno w XVII wieku. Po straszli-
wej napasci Kozakow 1 Moskali zdewastowane miasto doswiadcza glodu i zarazy,
wskutek trudnosci zyciowych mieszczanie zaniedbuja si¢, prowadza wasnie i wal-
ki, tworzac w ten sposob wroga wlasnymi rekami. Na wilenskiej star6wce miesci
si¢ wieza Bastei, pod nig ogromna jama, do ktdrej mieszkancy zaczynaja wrzucac
$mieci. W tym miejscu, gleboko pod wieza, §pi potwor, bazyliszek, gigantyczny
gad swoim spojrzeniem zabijajacy ludzi. W powiesci znana legenda zostata nieco
przeksztatcona. Histori¢ bazyliszka autor przedstawia w postaci tajnego rekopisu
ukazujacego prawdziwe wydarzenia. USwiadomienie sobie przez bohatera histo-
rycznej natury zta przeradza si¢ w glebokie przezycie strasznej prawdy, gdy do-
strzega catg strukture zta §wiata.

Chwilg prawdy w powiesci ujawnia paraliz wszystkich zywych istot w Wil-
nie. Vytautas Vargalys, jedyny zyjacy podczas tego zastoju, bo jeszcze Im si¢
opiera, widzi zdemaskowany obraz miasta. Ludzie zastygli, idgc ulicg, gotab na
wpot poderwat sie z ziemi, kanuki chowaja si¢ w drzwiach kawiarni, obserwu-
jac z daleka Vargalysa. Oszolomiony tym obrazem, bohater probuje odnalez¢
podobnych mu ludzi, zyjacych w sekretnych korytarzach mieszkan, dzielnicach
sypialnianych, urzedach. Ani dotknigcie, ani spojrzenie nie budza ich, pozo-
stajg zastygli najczesciej w brzydkich pozach, zdradzajacych wady ich zycia
wewnetrznego. Dziecko obserwuje przez dziurke od klucza lubiezng sceng, ko-
bieta przyci$ni¢ta na t6zku przez me¢zczyzne ma nieprzyjemng ming, po twarzy
ukochanej brzydko sptywa §lina.

Sny transmitowane przez bazyliszka na wilefiskiej starowce zakryly daw-
ne mityczne zrodta snow, zawtadnety Swietymi miejscami, unieruchomity wiatr
i bieg rzek. Sparalizowany zostal tez sen dawnego Wilna, karmiony bystrym nur-
tem Wilenki, wyrazistym rytmem natury. Teraz ten sen nie dociera do swoich
zrodet, wigc jest to ,,miasto wywrdcone na opak”. Sny okupowanego Wilna trans-
mituje brzydki bazyliszek, sg one jedynie pustkg pozbawiong tresci. W powiesci
to zatrzymanie Wilna nosi nazwe wilenskiego syndromu, ale nie dlatego, ze jest
charakterystyczne dla miasta, ale raczej dlatego, ze jest uniwersalne, podobnie jak
Wilno rozciagajace si¢ na wszystkie strony $wiata. W sercu zatrzymanego miasta
bohater czuje, ze znajduje si¢ najblizej fizycznego centrum zta i zdaje sobie spra-
we, ze jest jedyng zyjacg osobg, ktora moze to zto powstrzymac.
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Kulminacyjna scena powiesci pozwala zrozumie¢ jej ide¢. Na wilenskiej sta-
rowce spotykaja sie tylko dwie postacie, zyjacy wilnianin i zlo, ktére go zabija,
sen mitycznego Wilna i bazyliszek, potomek Giedymina i ztowroga sita zmusza-
jaca miasto do otoczenia si¢ wiezami i murami. W chwili prawdy Vytautas Var-
galys czuje, ze odkryt nature wilenskiego paralizu, przyczyne snu bazyliszka — sa-
mego bazyliszka, ale nie jest w stanie przywroci¢ rzeczywisto$ci wilenskiego snu:
»Serce Wilna tak nie bije, tak bi¢ nie moze zadne prawdziwe serce, tylko jadowite
serce bazyliszka wilenskiego” (Gavelis 307).

Zakonczenie powiesci w przypadku catej czworki bohaterow jest podobne.
Czeka ich tragiczna przegrana z Nimi, ale z waznymi spostrzezeniami intelektual-
nymi dla przysztych pokolen — sen zta nie ma narodowosci, gdyz jest pustka, taka
samg pustka jak historia wyjatkowosci wymyslona przez homo lituanicus. Litwin
ma tylko jedng droge pozwalajaca wyj$¢ z wewngtrznej niewoli, z obozu — jest to
koniecznos$¢ wyzbycia si¢ strachu. Bo mozliwe, ze strach o przysztos¢ jest glow-
nym powodem istnienia bazyliszka w Wilnie, a wraz z nim wszystkich nieszczgsc.

Podsumowanie

Poszukujac zwiazku migdzy obrazami mitycznego Wilna w tworczosci An-
tanasa Ramonasa i Ricardasa Gavelisa, musimy przede wszystkim podkresli¢
odmienno$¢ omawianych dziet. Nalezy zaznaczy¢ nie tylko rdznice gatunkowe
(opowiadanie i powiesc), chociaz opowiadanie w Europie Zachodniej moze zo-
sta¢ zaklasyfikowane jako minipowies¢, ale dazenie poprzez stosowanie roznej
stylistyki do osiagnig¢cia odmiennych celdéw. Ramonasa interesuje problem reli-
gijnego $wiatopogladu w momencie przetomu, Gavelisa z kolei zrodta zta. Wilno
zas$ jest dla obu pisarzy modelem wewngtrznego $wiata ludzkiego.

Obu pisarzy najbardziej interesuje duchowy stan cztowieka w obliczu sytuacji
granicznej. Niezaleznie od tego, ze Gavelis zaczal pisa¢ powies¢ dekadg wezesniej,
obaj autorzy dojrzewali i ksztattowali si¢ w warunkach represji politycznych, cen-
zury 1 ateizmu, totez ciekawe, ze bedac tak rozni, wybrali t¢ samg problematyke
mitycznego Wilna, tj. historie snu Giedymina i Zelaznego Wilka. Cho¢ nie nalezg
do pokolenia orientalistow, w ich tworczosci pojawiaja si¢ znamiona tego kierunku.
Nie powinno to jednak wprowadzi¢ w blad. Gavelis interesowat si¢ filozofig bud-
dyjska i literatura japonska, ale nie angazowal si¢ w zadne praktyki religijne. To,
ze w opowiadaniu Ramonasa gléwny bohater Mikelis rozumie natur¢ niecobecnego
czasu w obliczu $mierci, a epilog opowiadania méwi o starych poganskich bogach
wypartych z historii przez nowych bogdw, nie jest jakas naiwng dyskusja religijna.

Utworu skojarzeniowego nie mozna jednoznacznie odczytaé, raczej pro-
wokuje on do rewizji stereotypow i szablondw myslenia religijnego. Poganscy
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bogowie, ktorzy nieustannie reinkarnujg si¢ w historii, przedstawieni sa w opo-
wiadaniu Mikelis jako blakajacy sie po europejskich miastach, az do zmeczenia
i rezygnacji z reinkarnacji. W spojrzeniu i wdzigcznym gescie kazdej zywej osoby
lezy natura tych bogow.

Kazdy zywy czlowiek jest w czg$ci bogiem, jesteSmy takimi poganskimi
bogami natury przez swoje cialo. Martwa dziewczyna z opuszczonej koscielnej
krypty w opowiadaniu jest ta, ktora przekazuje Mikelisowi wazng wiadomos¢.
Misja Matki Boskiej Ostrobramskiej jest bardzo interesujaca w kontek$cie prze-
stania utworu. Pod koniec epoki ateizmu, kiedy pokolenie Ramonasa na nowo
odkrywa chrzescijanstwo, Madonna z opowiadania przenosi spojrzenie Mikelisa
z perspektywy natury na historie, z fizyki na metafizyke. Jej spojrzenie jest glebo-
kie, a jego smutek wynika ze wspoétczucia dla $miertelnikow. Pod jego wptywem
Mikelis przestaje ba¢ si¢ $mierci.

Transmitowany na osi obrazéw Matki Boskiej i martwej dziewczyny mit wi-
lenski w opowiadaniu wydaje si¢ dopetniony. Madonna, ktéra osiagneta wiecz-
no$¢, ucielesnia $wiatlos¢ i wysoko$¢ nieba, martwa dziewczyna — ciemnos¢
$mierci, ktorg mozna uznac¢ za cien swietosci Matki Boskiej Ostrobramskiej. Ma-
jac nauwadze geografi¢ wilenskiej starowki, usytuowanie katedry i Wilenki w do-
linie, a Ostrej Bramy na jednym ze wzgorz, wybrana scenografia nawigzuje do
rytmu i geometrii kosmicznego kota.

Mityczne Wilno Gavelisa rowniez zachowuje t¢ geometri¢, zwlaszcza w kon-
cowej scenie, w ktorej Gediminas Riauba, pod postacia psa blgkajacego sie po
ulicach, obserwuje Vytautasa Vargalysa, /ch mg¢czennika i przesladowce. Vargalys
wchodzi na dach wiezowca, celuje ze specjalnej strzelby ze srebrng kula, jak Per-
kun dawnych Battow w Diabta — w skron I/ch najwyzszego; srebrna kula ma po-
kona¢ mityczne zto, jego istote.

Vytautas Vargalys strzela, trafia, ale /ch najwyzszy nie umiera, gdyz jest to
skorupa zla metafizycznego, a nie esencja, nie ciato. Rzeczywistos¢ wykreowana
przez sny bazyliszka to poker — gra sprytu, podstepu i przebieglych decyzji. Za
swoja odwage Vargalys zostaje ukarany wigzieniem, $miercig i przemiang w go-
febia i jak wszyscy mieszkancy miasta przemienieni przez kanukow, kontynuuje
swojg egzystencje w Wilnie.

W tej wizji Wilna rodzi si¢ wazne pytanie o Lolit¢, ukochang Vytautasa Var-
galysa, oraz o jego byla zong¢ Irene. Kobiety w powiesci Gavelisa sg szczegolnymi
istotami ztozonymi ze snow bazyliszka, poniewaz przyciaggaja i pocieszajg, kusza
i odpychaja, zmuszaja meskich bohaterow do udzialu w zyciu Wilna. W epilogu
staje si¢ jasne, ze Lolita, ktérej ojciec jest funkcjonariuszem urzedu bezpieczen-
stwa, podobnie jak wiele szczeg6lnie picknych wilenskich kobiet, zostala juz za-
kanukowana i wyznaczona do §ledzenia Vytautasa Vargalysa.
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Jeszcze gorsza jest rola Ireny. Gediminas Riauba w skorze psa zaczyna rozu-
miec, ze by¢ moze okropne zycie Vargalysa w Wilnie jest skutkiem zmowy Ireny
z Nimi. Mozna tez twierdzié, ze §wiat przyrody jest szczegolnie nieodporny na
duchowe zto tej skali, a im bardziej jest on delikatny i kruchy, tym wigksze zto mu
zagraza. Stojaca woda w rzekach jest oznaka calkowitej wewnetrznej stagnacji
wilnian, to zatrzymany czas historii.

Podobnie jak w przypadku symboliki mitycznego Wilna Ramonasa, naleza-
toby zachowa¢ duzg ostroznos¢ rowniez w stosunku do symboliki mitycznego
Wilna Gavelisa. Mit o zatozeniu miasta zostat wykorzystany w powiesci nie ze
wzgledu na idealistyczne sentymenty. Gavelis zawsze byl krytyczny wobec mi-
tomanii i podkreslania historycznych krzywd przez homo lituanicusa. Czas za-
trzymanego Wilna, inaczej niz w opowiadaniu Ramonasa, gdzie ostatecznie bo-
hater uSwiadamia sobie, ze czasu nie ma, nie jest w zasadzie kategorig religijna.

Gavelis w powiesci Wilenski poker nie traktuje czasu jako kategorii filozo-
ficznej, ale interesuje go moralna i etyczna strona okreslonej epoki: kto jest od-
powiedzialny za upadki i krzywdy spoteczenstwa — to spoteczenstwo wtasnie czy
pojedyncza osoba? Tego pisarza interesuje odpowiedzialno$¢ zbiorowa i indy-
widualna, zawsze bierze pod uwage dominujace migdzy nimi konflikty. Wilenski
poker to dzieto ukazujace niezwykle ztozona ich dialektyke.

Bardzo ciekawe jest to, ze Vytautas Vargalys w zakonczeniu swojej historii
nie zwraca si¢ ani do Giedymina, ani do Zelaznego Wilka, ani nawet do Wilna,
traktowanego w powiesci jako odrgbna postac, a jego labirynt starowki i podziemi
jest nieustannie porownywany do przerazajacej plataniny, z ktoérej mrokow trzeba
si¢ wydosta¢. Zatrzymany przez Nich Vytautas Vargalys szuka wyzszej duchowej
substancji dla wilenskich snow w celu przenikniecia ich natury.

Zwroty do Boga na wysokosciach wystepuja tylko w formie monologu, ale sa
wymowne, podobnie jak w przypadku Ramonasa. Tym bardziej, ze jako intelektu-
alista Gavelis sktonny byt traktowa¢ chrzescijanstwo jako duchowa forme Europy,
ktéra moze pomodc Litwie wydostac sie z zamknigtego kregu kultury, z prowincjo-
nalizmu. Z tego punktu widzenia mozna by uzna¢, ze ,,Bog na wysokosciach” jest
dopetnieniem zaryséw kosmicznego dramatu, ktérego podstawa jest mit Wilna.

Boska wizja Wilna w przypadku Ramonasa i demoniczna w przypadku Gave-
lisa opierajg si¢ na archaicznej wyobrazni battyckiej, odzwierciedlanej przez kraj-
obraz i strukture starowki wilenskiej, ale interesujace jest to, ze w obraz Wil-
na wplecione sg takze wizje historii chrze$cijanskiej. Swiat natury zostaje o nie
poszerzony, nabiera metafizycznej glebi, mozna powiedzie¢, ze nadaje mitowi
wilenskiemu nowa perspektywe wyobrazeniowa. Dzisiaj mtodsze pokolenie li-
tewskich powieSciopisarzy czerpie z mitycznego Wilna starszych tworcow, ale
zmierza raczej w kierunku historii chrze$cijanskie;.
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Wprowadzenie

Zagadnienie pamigci i miasta sytuuje si¢ w obrebie szerszej problematyki do-
tyczacej wielopoziomowych relacji przestrzeni — miejsca pamigci. Na gruncie geo-
poetyki rozwijanej przez Elzbiete Rybicka (Rybicka 2014: 308) przestrzen uznaje
si¢ za residuum dla pamigci kulturowej, a miasto za jego forme¢ modelowg — przede
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wszystkim ze wzgledu na swoja heterogeniczng strukture, koncentracj¢ material-
nych $ladéw przechowujacych przesztos¢, wielowarstwowo$¢ czasu historycznego,
okreslang tez czesto palimpsestem. We wczesniejszych badaniach semiotycznych
miasto jawilo si¢ jako skomplikowany ,,mechanizm semiotyczny”, ,,generator kultu-
ry” i,,kociot tekstow i kodow”, funkcjonujacy w porzadkach synchronii i diachronii
(Lotman 297-298), natomiast badacze memory studies uznali przestrzen (i miasto)
za kluczowa do trwania r6znych form pamieci (Saryusz-Wolska 138), w tym kultu-
rowej 1 zbiorowej — niezbednych do konstruowania i podtrzymywania tozsamosci.
To w miescie przebiegaja procesy komemoracji, przechowywania, utrwalania, pota-
czone nierzadko z aktywnym i celowym zapominaniem, zatem moze ono stanowic¢
pole rozgrywania si¢ konfliktu pamieci i walki o dominacj¢ symboliczng. Dochodzi
wowczas do pomijania, zacierania, eliminowania cudzych sladow obecnosci, az do
ich catkowitej zaglady (Schlogel 2009: 309). Ztozonos¢ procesé6w komemoratyw-
nych pozwala uzna¢ miasto za swoiste laboratorium, ktore jak w soczewce skupia
najistotniejsze zjawiska zwigzane z funkcjonowaniem pamieci.

Najwazniejsze miasta majg niezliczone literackie reprezentacje, wystarczy
przywota¢ Paryz Charlesa Baudelaire’a, Dublin Jamesa Joyce’a, Petersburg An-
drieja Bietego. Tym samym pamig¢ kulturowa zapisana w miejskiej przestrzeni
zyskata dodatkowy nosnik — literaturg, tak iz mozna moéwi¢ o triadzie miasto — pa-
mig¢ — literatura. Literackie przestrzenie wielkomiejskie reprezentowaty zjawiska
nierozerwalnie sprz¢zone z nowoczesnoscig i modernizacja — procesami trakto-
wanymi jako uniwersalne (Rybicka 2006: 482), natomiast w miastach srodkowo-
-wschodnio-europejskich nowoczesno$¢ zostala sprzgzona z procesami tozsamo-
sciowymi i1 narodotworczymi. Mozna rzec, iz konflikt poszczegdlnych tradycji
narodowych rozgrywajacy si¢ w Wilnie, Lwowie, Czerniowcach itp. w pewnym
stopniu definiuje specyfike nowoczesnosci w tej czesci Europy (Schlogel 2017:
7-12). Literackie miasta $rodkowo-wschodnio-europejskie stawaly si¢ czescig
narracji tozsamos$ciowych, a opowie$¢ o przeszlosci, czestokro¢ wyobrazone;,
w znacznym stopniu zmitologizowanej, uprawomocniata obecno$¢ w nich tego
lub innego etnosu. Miejska heterotopia, dodatkowo komplikowana przez wielo$¢
etniczno-j¢zykowsq, przeksztatcata miasta w obszar sejsmiczny, konfliktogenny,
zagrozony wybuchem przemocy. Jednakze w takich przestrzeniach moze docho-
dzi¢ do spotkania, rozumianego jako ,,wstrzas” (Marcel 19) zapoczatkowujacy
przemiang, otwarto$¢ na Innego i che¢ poznawania go'.

Na jeszcze jeden aspekt funkcjonowania pamieci w Europie Srodkowo-Wschod-
niej nalezy wskazaé¢, a mianowicie na miejsca z niej ,,wydragzone” (Rybicka 2014
310-318) pojawiajace si¢ m.in. na skutek naglego zerwania historycznej ciaglosci.

' O innosci i obcosci w miescie pisatam w swoim artykule /nny/Obcy w miescie. Odmiany
innosci w powiesciach Herkusa Kunciusa i Ricardasa Gavelisa (Krupowies 29-42).
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Po Il wojnie §wiatowej, wysiedleniach, wywozkach, ucieczkach, Holokauscie wiele
miast zostato opuszczonych, a nastepnie zasiedlonych przez nowych przybyszow.
Slady obecno$ci dawnych mieszkancow ulegaty zatarciu wskutek dewastacji, pla-
nowych niszczen czy polityki przemilczania. Po 1989 roku mozna bylo zauwazy¢
proces odwrotny, zapoczatkowany wielkimi przemianami w Europie Srodkowo-
-Wschodniej. Data ta uzmystawia, iz pami¢é w miescie, zwtaszcza wszelkie ko-
memoracje w przestrzeni publicznej, wykazuje duzg zalezno$¢ od politycznosci,
instytucji, wladzy, dyskursu spotecznego. Dominacja w sferze politycznej przekta-
da si¢ na symboliczng hegemonig, np. pod postacig eksponowania wlasnej tradycji
1 materialnych form upamigtnien. Literatura uczestniczyla w tym procesie, gdy na
poziomie narracji, ale i w $wiecie przedstawionym, w przestrzeni literackiego dzia-
nia si¢, pojawialy si¢ wczesniej wyrugowane tresci wspomnieniowe i przeciwsta-
wialy si¢ spolecznej amnez;ji.

Do miast srodkowo-wschodnio-europejskich o opisanej powyzej specyfice
nalezy Wilno, zardwno rzeczywiste, jak i jego liczne artystyczne reprezentacje,
w tym w r6znoj¢zycznych utworach literackich Czestawa Mitosza, Tomasa Venc-
lovy, Chaima Gradego, by przywota¢ nazwiska najbardziej znane. Niniejsze roz-
wazania o Wilnie opierajg si¢ na utworach wydanych po 1989 roku. Najwczes-
niej ukazata si¢ powies¢ Ricardasa Gavelisa Wilenski poker (Vilniaus pokeris,
1989), w latach 90. wydano teksty Grigorija Kanowicza, natomiast utwér Herkusa
Kunciusa Litwin w Wilnie (Lietuvis Vilniuje) powstat najpdzniej, bo w 2011 roku.

Analiza przywotanych powyzej r6znojezycznych powiesci, w ktorych kluczo-
wym elementem $wiata przedstawionego jest Wilno, pozwoli ukaza¢ funkcjono-
wanie pamigci kilku tradycji etniczno-jezykowych i ich relacji w przestrzeni jed-
nego miasta. Historia XX wieku i zasada rzeczywistosci sktaniajg do postrzegania
miast $rodkowo-wschodnio-europejskich jako miejsc rozgrywania si¢ dramatu
nieporozumien i niechgci przeradzajacej si¢ w nienawis¢. I chociaz powiesci nie
ukrywaja konfliktogennego charakteru miast wielokulturowych, a obaj litewscy
pisarze z agonistycznos$ci czynig o$ powiesciowego dziania sie, to analizowane
teksty odstaniajg perspektywe przezwycigzenia antagonizmoéw, pewnego zlago-
dzenia sporéw, zabliznienia ran czy to w ramach idei wspdlnych miejsc pamigci,
czy to koncepcji dialogu, czy to ocalania w opowiesciach literackich miast unice-
stwionych (Schlogel 2009: 308-309).

Heterogeniczne miasto: konflikt pamieci a pami¢¢ wspolna

Akcja wszystkich omawianych utworéw rozgrywa si¢ w Wilnie w drugiej po-
lowie XX wieku oraz na poczatku wieku XXI, a wigc w czasie, gdy w miescie
od kilku dziesigcioleci przewazat pierwiastek litewski. Przestrzen miasta jawi si¢
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jako miejsce konfliktu pamigci i konfrontacji tozsamosci, zderzenia wyobrazen
i rzeczywistosci; zwlaszcza miejsca o duzym tadunku symbolicznym stawaty
si¢ polem walki o ustanowienie dominacji wlasnej tradycji i sferg dzialan wo-
bec tradycji Innego. Antagonistyczny charakter pamigci zbiorowej uwidacznia si¢
przede wszystkim w utworach pisarzy litewskich: Kunciusa oraz Gavelisa.

W poczatkowych partiach powiesci Kunciusa przestrzen Wilna zdaje si¢ pet-
ni¢ funkcje mnemotechniczng. Glowny bohater, Napoleon Szeputis, ktorego po-
znajemy w drodze do stolicy, odtwarza w pamieci najwazniejsze wydarzenia z hi-
storii Litwy i przypisuje je do poszczegdlnych migjsc, ulic, budynkéw, tak by
uktad urbanistyczny Wilna odzwierciedlal narodowe dzieje, a topografia stanowi-
ta zapis historycznego czasu. Ustanowiona relacja utatwia gldéwnemu bohaterowi,
niczym w opowiesci greckiego poety?, przywotywanie rodzimych dziejow, a wiec
wspomaga wydobycie zinterioryzowanych tre$ci oraz uruchamia proces kulturo-
wej anamnezy przebiegajacy na poziomie jednostkowym. Po przybyciu bohatera
do miasta topografia zaczyna organizowac tez akcje utworu, gdyz wiele waznych
scen rozgrywa si¢ przy kolejnych obiektach, a takze nadaje rytm narracji, w miej-
scach pamieci ulegajacej zageszczeniu®. Jednak w trakcie rozwoju akcji okazuje
si¢, ze relacja Wilno — dziejowosé, tak jak postrzega ja bohater, jest wytworem
ideologicznie nacechowanych wyobrazen oraz topografii uproszczonej, zaryso-
wanej wybiorczo, w ktorej pominieto miejsca uobecniajace pamiec¢ nielitewska.
Spotkanie z przestrzenig rzeczywista wywotuje dysonans poznawczy: okazuje
sig, ze przestrzen miasta ma charakter palimpsestowy i nie potwierdza upraszcza-
jacych wyobrazen bohatera.

Palimpsest, jako poreczna metafora, okresla sposob istnienia pamigci w mie-
scie w porzadku diachronicznym. Kazda warstwa wilenskiego tekstu odznacza
si¢ kulturowo-jezykowa heterogeniczno$cia, co prowadzi do rozdzwigku miedzy
palimpsestowo$cig miasta a pamigcig zbiorowa pojedynczego etnosu. Ten wy-
razny dysonans odzwierciedlajg np. toponimy. Przywotane w tekscie na zasadzie
enumeracji nazwy ulic, takie jak Smolenska, Grodzienska, Lidzka itd. chronig
,pamigc¢ historycznego narodu litewskiego” (Kuncius 23), ktdry nie jest tozsamy
znarodem etnicznym. Wilenskie toponimy odsytaja do miast dzisiejszej Biatorusi
i Rosji 1 niejako przypominaja, ze Wilno jako dawna stolica Wielkiego Ksigstwa
Litewskiego przynalezy rowniez do pamieci kulturowej narodéw ten organizm
polityczny zamieszkujacych. Jednak jest to wiedza przywolywana przez narrato-
ra, natomiast bohater zaweza tozsamo$¢ Wilna do etnicznosci litewskiej, co unie-

2 Chodzi tu mianowicie o opowie$¢ Symonidesa z Keos przekazang przez Cycerona w trakta-
cie O mowcy. Klasyczng praca omawiajaca sztuke pamigcei jest ksigzka Frances A. Yates pod tym
samym tytutem.

3 Koncepcja miejsc pamigci zostata sformutowana przez Pierre’a Nore. Sg to miejsca, ,,w kto-
rych pamiec¢ si¢ krystalizuje i znajduje swoj azyl” (Nora 95).
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mozliwia mu odczytanie palimpsestowosci, ktorej nie potrafi dostrzec i ktora jest
mu catkowicie obca.

Jedna z form pamigci istniejagcych w miescie sg komemoracje materialne, ta-
kie jak zabytki, pomniki, tablice. Pojawiajg si¢ one licznie na trasie wedrowki
bohatera, jednak skumulowana w nich wielonarodowa przesztos¢ jest dla Szepu-
tisa nieczytelna. Blednie interpretuje on tres¢ tablicy informujacej o drukarskiej
aktywnosci Franciszka Skaryny (Kuncius 53) i postrzega dziatalno$¢ humanisty
i drukarza nie jako wspolne dziedzictwo Wielkiego Ksiestwa Litewskiego, jak
rzecz si¢ ma faktycznie, ale jako tradycje wytgcznie biatoruska i catkowicie obcg
litewskosci.

Powies¢ Kunciusa zawiera duzy tadunek satyryczny, a jeden ze sposobow
osiggniecia efektu komicznego polega na konfrontacji pamigci kulturowej oraz
pamigci osobniczej. Taka konfrontacja jest mozliwa, poniewaz miasto moze uru-
chamia¢ wspomnienia zwyktych mieszkancow dotyczace ich codziennego zycia.
Trasa, ktorg przemierza bohater, usposabia go nie tylko wzniosle — to skutek dzia-
tania pamigci kulturowej, ale tez sentymentalnie, gdy kolejne miejsca przywotuja
mtodziencza przesztos¢ Szeputisa.

Wiadomo, Zze pewne elementy zycia codziennego miasta moga zosta¢ prze-
niesione do pamigci kulturowej. Wzorcowym przyktadem sa kawiarnie, takie
jak Rudnickiego w Wilnie, Ziemianska w Warszawie, Café¢ Central w Wiedniu
itp., ktorych kulturotworcza sita mogta zaistnie¢ tylko w nowoczesnym miescie.
Kuncius stosuje do$¢ przewrotng strategie: w jego powiesci podobny status co
stynne kawiarnie uzyskuje melina. Bohater przypomina o jej funkcjonowaniu
przed trzydziestoma laty w momencie, gdy w trakcie swojej wedrowki ulicg Wiel-
ka dostrzega na fasadzie kamienicy tablice poswiecona Fiodorowi Dostojewskie-
mu. Obecnos¢ tablicy z nazwiskiem rosyjskiego pisarza oraz wlasne do§wiadcze-
nia z przeszlosci uruchamiajg monolog kontestujacy nielitewskie upamigtnienia:

[...] przeczytal stowa ,,Pigkno zbawi $wiat” i nie wierzyl wlasnym oczom. [...] Ktamstwo!
Brednie! A przeciez na trzecim pi¢trze tego domu byta meta! Ona zbawita §wiat! Ilu spragnio-
nych napoita, ilu wybawita od pomoru kaca.

Litewska inteligencja w tych ciemnych czasach przesladowan znajdowata w domu ,,babci”
wielki sens. Odwiedzajac metg przy ulicy Wielkiej, mogle$ spotkaé laureata Nagrody Lenina
i zakonnika, zastuzonego emeryta i dysydenta, pijanego poete i przodownika socjalistycznej
pracy...

W tym palacu od $witu do zmierzchu wzrastata wolnos¢, réwnos¢, braterstwo. Drzwi byty
otwarte dla wszystkich (Kuncius 51).

Chociaz powyzsze wynurzenia zostaly ukazane w sposob przeSmiewczy
1 moze si¢ wydawac, ze ironia narratora dyskredytuje bohatera, to Szeputis nie
traci wiarygodnosci catkowicie: jego sposob bycia w tej scenie koreluje z fenome-
nem wilasciwym literaturze miejskiej, w ktorej bohater funkcjonuje jako malarz
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zycia codziennego — by sparafrazowac tytut stynnego eseju Charlesa Baudela-
ire’a. Odbiera on emocjonalnie i zmystowo wielorakie przejawy zwyktego by-
towania w miescie, a przypominanie dziatajagcych kiedy$ kawiarni, sklepow itp.
przeksztatcato si¢ w opowie$¢ o nowoczesnej przestrzeni miejskiej*.

Codzienne zycie w miescie, spacer ulicami badz bezcelowe wldczenie sie,
dysputy i spotkania w kawiarniach, sprz¢zone z konfliktogennym charakterem
pamigci Wilna ksztattuja tez przestrzen miejska w powiesci Gavelisa. Bohater-
-narrator Vytautas probuje przebywac¢ w miescie na sposob flaneurowski: uczest-
niczy w zyciu kawiarnianym (w powiesci wielokrotnie pojawia si¢ kawiarnia Na-
rutis — w czasach sowieckich miejsce spotkan litewskiej inteligencji), odwiedza
artystyczne pracownie, uwaznie obserwuje zycie ulic, ale sSrodkowo-wschodnio-
-europejskos¢ Wilna i sowiecka hegemonia nie pozwalajag mu w petni realizowac
wielkomiejskiego sposobu bycia. Szarzyzna i siermiezno$¢ czasow sowieckich
to przeciwienstwo wielkomiejskosci jako czasoprzestrzeni, w ktorej uksztattowat
si¢ habitus flaneura.

Przestrzen Wilna w powiesci Gavelisa dzieli si¢ na centrum, obejmujace sta-
rowke i srodmiescie uksztaltowane na przetomie XIX i XX w., ktore jest Lot-
manowskim kottem tekstow 1 kodow, oraz nowe dzielnice, budowane w czasach
sowieckich i catkowicie pozbawione pamigci kulturowej, zasiedlone przez miesz-
kancéw, ktorzy nie taczg nowego miejsca zamieszkania z osobistymi wspomnie-
niami. Nowe dzielnice sa postrzegane przez bohatera jako miejsca bez wyrazu,
wrecz martwe miasto bez aury zamieszkiwania (w znaczeniu Heideggerowskim)
1 wykazuja wiele podobienstw do nie-miejsc w koncepcji Marca Augégo (Augé
53). Starowka i znajdujace si¢ tam zabytki czy przebieg ulic uksztattowany w trak-
cie rozwoju miasta — wszystko, co stanowi trwatg tkanke miasta, ma szczego6lna
warto$¢ dla bohatera, poniewaz przechowuje wielowiekowa pami¢¢ kulturowa.
Najbardziej podatne na dziatania obcych wtadz sg pomniki i toponimy, albowiem
pierwsze tatwo usuna¢, drugie — zmienic¢, dlatego tez bohater-narrator, wtoczac sie
ulicami miasta, kieruje si¢ starymi nazwami ulic, a nie tymi z czaséw sowieckich.
Na znane sobie z autopsji miasto naktada mape sprzed kilkudziesigciu lat z histo-
rycznymi toponimami, tworzacymi ukryty kod kulturowy, tajemny szyfr uzywany
przez osoby wewnetrznie niezalezne, wolne od ,,skanuczenia’. Zinterioryzowa-
nie pamieci kulturowej moze stanowi¢ skuteczne antidotum na wewnetrzne znie-
wolenie przez autorytarng wladzg. Podobne funkcje petnig zapomniane legendy
miejskie. W podziemnym nurcie pamieci funkcjonuje legenda o bazyliszku, kto-
rej przywolanie w powiesci z jednej strony moze budzi¢ grozg, z drugiej — uobec-

4 Wspbtczesni badacze tekstow miejskich szczegdlng rolg przypisuja pamigei jako najwazniej-
szemu kontekstowi dla przestrzeni miejskich w literaturze (Saryusz-Wolska 133).
5 Okreslenie to nalezy rozumie¢ jako synonim pojecia homo sovieticus.
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nia wilenska dawnos¢. Zachowanie wewngtrznej wolnos$ci umozliwilta bohatero-
wi umiejetnos$¢ czytania miejskiego palimpsestu. Jednak Vytautas nalezy raczej
do wyjatkow: wigkszos¢ mieszkancow sowieckiego Wilna jest apatyczna, bierna,
obojetna i w konsekwencji obca temu miastu: ,,Bog albo szatan cos tu pomieszal.
Albo ci ludzie przez pomytke znalezli si¢ nie w tym miescie, albo sa na swoim
miejscu, ale zabtadzity domy, koscioty i zapach starozytnosci. Wilno — to miasto
duch, miasto halucynacja” (Gavelis 123)°.

Uwage bohatera-narratora przyciagaja tez slady pozostawione przez inne tra-
dycje, co wywoluje w nim nieche¢¢, zwigzang ze Swiadomos$cia dominacji w Wil-
nie w pewnych okresach historycznych innych narodowosci niz litewska i ich
hegemonii w sferze symbolicznej. Gdy bohater-narrator heterogeniczno$¢ Wilna
umieszcza w ramach dyskursu wtadzy i dominacji politycznej, w ten sposob pod-
kresla agonistycznos¢ wielokulturowych miast.

Natomiast na poziomie metaliterackim dochodzi do ostabienia podziatu kul-
turowej pamigci Wilna na poszczegolne zwalczajace si¢ nawzajem tradycje naro-
dowe. Gavelis metaliteracko$¢ wprowadza dzigki odniesieniom intertekstualnym
we fragmentach o charakterze eseistycznym. W Wilenskim pokerze w topografii
miasta wyjatkowo wyraziscie zostata zaznaczona rzeka Neris — Wilia w topono-
mastyce nielitewskiej, czyli polskiej, zydowskiej, biatoruskiej. Jest ona tu no$ni-
kiem pamieci glebinowej, siegajacej mitu poczatku i co wazne, odpornej na ide-
ologiczne manipulacje i narodowe zawlaszczenia:

Neris to rzeka wilenskiego czasu, rzeka pamigci. [...] Mozesz zaczerpnaé¢ gars¢ wody, ktéra
widziata powstanie Wilna, wypié tyk, ktéry kiedy$ wypit juz Zelazny Wilk. Rzucasz do met-
nego potoku otoczak, wpada do wody, a echem odpowiada jaki$ stary glos, wypowiedziane
kiedy$ stowa — moze twoje wlasne. Neris wszystko pamigta, nalezy tylko stysze¢ jej mowe
(Gavelis 37).

Skoro rzeka ,,wszystko pamigta” to caloSciowa pamie¢ Wilna sytuuje si¢ po-
nad pamigcig poszczegdlnych etniczno$ci. Przestrzen miasta stanie si¢ miejscem
wspolnym, gdy konflikt o dominacj¢ zostanie przezwyciezony. Jednak i w $wie-
cie przedstawionym powiesci, i na poziomie narracji brakuje przekonania, ze jest
to mozliwe. Pamig¢ wspolna zarysowuje si¢ dopiero na poziomie literackiej in-
tertekstualnosci, polegajacej na aluzjach do tworczosci Tadeusza Konwickiego’:

¢ Interpretacja przestrzeni Wilna jako $rodkowoeuropejskiego miasta skolonizowanego przez
sowiecki totalitaryzm jest jednym z waznych nurtow badan nad powiescig Gavelisa. W tekscie Al-
mantasa Samalaviciusa analiza epitetow, porownan, metafor sytuujacych si¢ w semantycznym polu
cielesno$ci ukazuje sowieckie Wilno jako chore, zdeformowane, rozpadajace si¢ cialo (Samala-
vicius 264-268).

" Fragmenty po$wigcone Wilii w sprzezeniu z pamigcia jednostkowa znajdujemy m.in. w Bohi-
ni: ,,A ja przedzieram si¢ przez zaulki czasu, przez dretwote wyobrazni, przez moja wlasng rzeke
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eseistyczne fragmenty w powiesci Gavelisa dialoguja z eseistycznymi partiami
polskiego pisarza, a czytane razem tworza polsko-litewski tekstowy dialog o Wi-
lii-Neris.

Zydowska pamie¢ w Wilnie

Jest swojego rodzaju oczywistoscia, ze wspolczesna przestrzen Wilna nosi
liczne $lady zydowskosci, rozumiane jako szczatkowa i zapomniana forma obec-
nosci (Zawadzki 470). W literackich reprezentacjach Wilna, przede wszystkim
w utworach, ktérych akcja dzieje si¢ po Il wojnie Swiatowej, zydowsko$¢ odstania
sie na kilka sposobow, m.in. jako bolesna nieobecno$¢ podobna do fantomowego
bolu, a czasem jako materialny $lad dawnej obecnosci, pomijany, dla wigkszosci
nieczytelny, narazony na zniszczenie, funkcjonujacy tez pod postacia réznych od-
mian pamigci. Niektore z nich sa pokrewne Zakhor, czyli imperatywowi pamieci
o wydarzeniach waznych dla wspolnoty i obowigzujacego kazdego Zyda (Ronen
544-545). W Wilenskim pokerze dobra pami¢¢ o dlugiej historycznej obecnosci
Zydow staje si¢ imperatywem skierowanym wrecz do wszystkich wilnian bez
wzgledu na ich narodowos¢: na pewno kieruje si¢ nim gtowny bohater-narrator,
ktorego glos jako opowiadacza jest najblizszy glosowi autorskiemu.

W utworach Grigorija Kanowicza, zydowsko-litewskiego tworcy piszace-
g0 po rosyjsku, bohater musi si¢ mierzy¢ z unicestwieniem Wilna zydowskie-
g0, ocalatymi §ladami i obowigzkiem pamigci. Znamienne sg tu dwa utwory: Sen
o Jeruzalem, ktorego juz nie ma (Son ob isceznuvsem lerusalime) — eseistycz-
na proza o charakterze autobiograficzno-wspomnieniowym — oraz powies¢ Park
niepotrzebnych Zydow (Park zabytyh evreev). Sen o Jeruzalem, ktorego juz nie
ma moze stanowi¢ kluczowy punkt odniesienia dla powiesci: tytulowy sen niesie
kilka znaczen symbolicznych, a za najwazniejsze badaczka uznata symbolike tre-
$ci psychicznych wspolnych dla pod$wiadomosci Ja méwiacego oraz podmiotu
zbiorowego, przez to Ja reprezentowanego (Lenart 93). Ale tytutowy sen odnosi
si¢ do Wilna jako Jerozolimy Poinocy i metaforycznie okresla powojenny status
tego miasta w pamieci zydowskiej. Sen jest fenomenem pozbawionym realne-
go bytu, chociaz mozna w nim odnalez¢ fragmenty rzeczywistosci. Niegdys in-
tensywne zydowskie zycie w Wilnie, znane narratorowi z opowiesci rodzinnych,
po wojnie znajduje schronienie w jego osobniczej pamieci, ktora nie moze kar-
mi¢ si¢ wlasnym doswiadczeniem, bo go brakuje, tylko oddziedziczonymi ro-
dzinnymi opowie$ciami, marzeniami, pragnieniami oraz glteboko zakorzenionym

jakiego$ bolu [...]. I juz jestem nad brzegiem Wilii, ciemnozielonej rzeki z niebieskimi zmarszczka-
mi na tagodnej toni” (Konwicki 6).
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wérdd litewskich Zydéw kulturowo-religijnym mitem miasta. Pamie¢ opowiada-
cza przechowuje idee¢ Jerozolimy Potnocy, uwznios$lajaca samo miasto, ale takze
zwyczajne zycie w nim oraz bliski rzeczywisto$ci obraz Wilna jako miasta nie
tylko wybitnych znawcow Tory, zyjacych w cieniu legendy Wielkiego Gaona,
ale i zydowskich rzemieslnikow, handlarzy, wtascicieli sklepikdéw i tanich knajp,
czyli licznej spotecznosci drobnomieszczanskiej. Po wojnie stato si¢ ono miej-
scem opuszczonym przez mieszkancoéw z dojmujacym brakiem Wielkiej Synago-
gi, pustkowiem wydrazonym z zycia:

MeJio 00MITbHO, TYCTO U 3aCHEKCHHBIN rOpoji ObLT MOXOK Ha OOJILHOTO, JICXKAIIETO B MOCTEIH
Ha BBICOKHX MOJYNIKAaX, HAOUTHIX TYCHHBIMHU TEPhsMH. JloMa ¢ COpBAHHBIMU KPBIIIAMHE; YITU-
1B, PA3BOPOUYCHHBIC TSDKEIBIMHU I'YCEHUIAMU TIEPBSIME; [...] U OKHA, OKHA, OKHA C BBHIOMTHIMU
CTeKJIaMH, 0e3 3aHaBEeCOK, Oe3 JHI, €3 roJ0COB, MOKOPEKEHHAs BHIBECKA HA HEMELIKOM SI3BIKE
C e/1Ba pa3IMuMMbIMU OyKBaMHU — Bce OBUIO Uy)KOe, HEMOHATHOE, BHYIIABIIEE CTPax U MOA03pe-
HUs1. B30 HanpacHo UCKal Kakoi-HUOY/Ib 3BYK, POJHUBIIIKE TOPO C TEM, O KOTOPOM SI CTOJIBKO
CJIBIIIAT ¥ KOTOPBIA BXOMMI B MOW Majpuuiieckue cHoBuaeHus (Kanovic, Son ob is¢eznuvsem
lerusalime).

Zydowska pamieé w miescie utracila oparcie w materialnych nosnikach.
Ostaty si¢ fragmenty i strzgpy — pojawiajaca si¢ w tekscie metafora na okreslenie
nielicznej zydowskiej obecnosci w Wilnie lat powojennych i materialnych resztek
W przestrzeni miasta: ,,51 mpoxxui B BiibHIOCE 6€3 Malioro MATHICCST JIET, 3aCTaB
emé KI04Ybsl TOTO, MOAJTMHHOTO, CHUBIIErOCsl MHe Hodamu Epyiananma e Jlura,
JTYHOBEHHUSI €T0 BBICOKOTO M HenpekioHHoTo Ayxa” (Kanovic, Son ob isceznuvsem
lerusalime).

Strzepy, czyli poszczegdlne miejsca, i nieliczna wspdlnota Zydow wilen-
skich sg przedmiotem narracji w powiesci Park niepotrzebnych Zydow®, ktorej
akcja rozgrywa si¢ pod koniec pieriestrojki. Czasoprzestrzen powiesciowego
Wilna przetomu lat 80. i 90. XX wieku zostata skomponowana z zydowskich
miejsc pamigci, tworzacych sie¢ miejsc zapominanych, z premedytacja wyma-
zywanych, wymagajacych szczegélnej troski oraz miejsc widzialnych w prze-
strzeni miasta, ktore uktadajg si¢ w trzy weztowe punkty na subiektywnej mapie
gtownego bohatera, Icchaka Matkina. Dwa z nich sg autentyczne: Ponary, gdzie
doszto do masowego mordu mieszkancow wilenskiego getta, oraz nowy cmen-
tarz zydowski, zalozony w czasach sowieckich z powodu unicestwienia obu sta-
rych nekropolii potozonych blisko centrum. Natomiast trzeci czton triady, ogrod
Bernardynski, staje si¢ miejscem pamigci dopiero w $wiecie powiesci, a $cislej
rzecz ujmujac, utwor Kanowicza w takowe go przeksztalca: s¢dziwi bohatero-

8 Powie$¢ ukazata si¢ w czasopismie ,,Oktabr”” w 1997 roku pod tytutem Park zabytyh evreev.
Kilkanascie lat pozniej zamieszczono ja w Dzielach zebranych pod skroconym tytutem Park evreev
(Kanovi¢ 2014). Utwor zostat tez przettumaczony na jezyk polski (Kanowicz 2005).
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wie spotykaja si¢ tam, by podczas wspolnego przywolywania wspomnien tago-
dzi¢ samotnos$¢ pdznych lat zycia. Ogrod Bernardynski jest gldownym miejscem
akcji 1 jednoczesnie miejscem spotkan ocalatych, ktorzy uosabiajg los litwakow.
Bohaterowie, snujac swoje opowiesci, spetniaja wobec wspolnoty obowigzek
pamigtania, przywotywany juz Zakhor. Regularnos¢ i czestotliwos¢ spotkan,
stalo$¢ pewnych elementow, m.in. miejsca, uczestnikow, kolejnosci pojawiania
si¢ bohaterow w alejce parku, upodabnia spotkania do rytuatu, ktory na gruncie
religijnym ,,stanowi $rodek przekazu pamieci zbiorowej” (Ronen 544), nato-
miast w $wiecie przedstawionym jest struktura podtrzymujaca wspomnienia,
ktore bez tych spotkan zapewne w ogoéle nie zaistniatyby, tzn. nie przeksztatci-
lyby si¢ w opowies¢. Bohaterowie przynaleza do kategorii nielicznych $wiad-
kow, jawia si¢ niczym ,,ostance”: jeden z nich ocalat, poniewaz udalo mu si¢
wydosta¢ z dotu $§mierci w podwilenskich Ponarach, w ktorym zostali pogrze-
bani wszyscy najblizsi, innym zycie uratowat wyjazd na wschdod, dobrowolny
badz przymusowy, albowiem wywdzki na Syberi¢ czy do Kazachstanu, a nawet
pojscie na front w szeregach Armii Czerwonej dawaly wigcej szans na przezycie
niz pozostanie w wilenskim getcie.

Ogrod Bernardynski, jak wiadomo, jest parkiem ogoélnodostepnym, potozo-
nym w sercu miasta, jednym z najstarszych w Wilnie i funkcjonuje jako wilenskie
miejsce publiczne, zatem nie sposob przypisac¢ go do ktorejkolwiek narodowosci.
Tytut powiesci wigze go z zydowskoscig, wiec pojawia si¢ wrazenie, ze doszto tu
do symbolicznego zawlaszczenia miejsca wspolnego przez jedng z narodowosci.
Ale tytuly mozna interpretowaé jako ,,zwini¢tg opowie$¢” 1 wowczas ujawniajg
one dodatkowe sensy. Park niepotrzebnych Zydéw dotyka niewatpliwie proble-
matyki zapomnienia’®, ktora w rownym stopniu dotyczy bohaterow utworu, jak
i materialnej tkanki zydowskiego Wilna. Aby to podwdjne zapomnienie dostrzec,
nalezy ponownie siegna¢ do przywoltywanej prozy wspomnieniowej Sen o Jeru-
zalem, ktorego juz nie ma, gdzie pisarz przypomina, ze Wielka Synagoga podczas
wojny nie zostata zniszczona w takim stopniu, by nie mogta zosta¢ odbudowana
i uznana za zabytek architektury. Zostata ona jednak unicestwiona i tym samym
stanowi, wedtug terminologii Aleidy Assmann, przyktad aktywnego zapomnie-
nia, polegajacego na celowym niszczeniu materialnych $§ladow na skutek decyz;ji
wiadz politycznych (Assmann 74-88). Powiesciowy ogrod Bernardynski przej-
muje role miejsca pamieci i poniekad zastgpuje miejsca unicestwione, funkcjonu-
je jako czes$¢ zamiast catosci i staje sie synekdochg zydowskiego Wilna.

° Problematyka zapomnienia niewatpliwie wystgpuje w powiesci. Natomiast w tytule pojawia
si¢ ona tylko w wersji z 1997 roku. Nie ma jej tez w polskim tlumaczeniu. Zmiang tytulu mozna
interpretowac w ten sposob, ze w XXI wieku zaczeto przywracac zydowskie Wilno do pamigci zbio-
rowej, natomiast w latach 90. nie byto pewnosci, ze tego typu procesy beda zachodzity.
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Nadanie memoratywnej funkcji ogrodowi Bernardynskiemu wiacza ten frag-
ment miasta do zydowskiej pamigci kulturowej (jest sprawg mniejszej wagi, ze
proces ten odbywa si¢ na gruncie literacko$ci, ktorej nie nalezy tu utozsamiac
z fikcyjnoscig czy zmyS$leniem). Z potaczenia doswiadczenia biograficznego,
rzeczywistego parku i pisarskiej kreacji powstato miejsce pamigci, wytworzone
przez zapisang opowiesc¢, czyli literature. Wspomnienia bohaterow uobecniajg si¢
w mies$cie w czasie trwania akcji, a po jej zakonczeniu nie znikaja: rzeczywisty
czytelnik, przebywajac w parku, moze zidentyfikowa¢ go jako miejsce akcji po-
wiesci Kanowicza, zgodnie z mechanizmem czytelniczego odbioru zdradzajacym
sktonno$¢ do zacierania granic fikcji i rzeczywistos$ci.

Przekonanie, ze jedynie przeniesienie opowiesci osobniczych do pamigci
kulturowej uchroni je przed zapomnieniem, pojawia si¢ tez na poziomie Swiata
przedstawionego. O gtownym bohaterze zostal zrealizowany film dokumentalny,
ale czytelnik dowiaduje si¢ niewiele o jego tresci, tyle tylko, ze film zostat nakrg-
cony w ogrodzie Bernardynskim. Poznaje tez zamyst rezysera: ,,Whasnie tak wy-
obrazam sobie pierwszy kadr: pan idzie alejka, a zamie¢ zaciera pana $lady” (Ka-
nowicz 212). Symbolika zapomnienia i nicobecnosci jest tu oczywista. Z drugiej
wszakze strony $lady nie znikaja definitywnie, zarejestrowane na ta§mie filmowej
zyskuja trwatos¢ dokumentu umieszczonego w archiwum.

Zakonczenie

Miejska przestrzen oraz pamie¢ kulturowa i zbiorowa sg powigzane wielo-
ma ni¢mi, a zwigzek ten ujawnia si¢ na kilku poziomach omawianych tekstow.
W Wilenskim pokerze uwidacznia si¢ dotychczas pomijana wtasciwos$¢ miejskie-
go palimpsestu, a mianowicie zdolno$¢ przeciwstawienia si¢ ideologicznej prze-
mocy sowieckiej wladzy (a moze i kazdej ideologii). Czytanie palimpsestu uczyto
wieloznacznosci §wiata i pozwalato bohaterowi zachowa¢ wewngtrzng wolnosc.
Z kolei r6zne formy upamigtnien: pomniki, tablice, toponimy w miastach $rodko-
wo-wschodnio-europejskich maja duzy potencjat konfliktogenny. Jako znaki wta-
dzy symbolicznej zawtaszczajg miejska przestrzen, wykluczajac pami¢c¢ innych,
ktora w Wilnie konkretyzowala si¢ przede wszystkim jako pamie¢ polska, bia-
toruska i zydowska. W powiesci Kunciusa narrator ironista, kwestionujac obraz
Wilna postrzegany przez bohatera w zwierciadle narodowych stereotypow, prze-
nicowuje etnocentryzm i tym samym opowiada si¢ za traktowaniem wilenskiej
starowki jako miejsca pamieci wspoélne;j.

Przerwana przez Holokaust wielowiekowa obecno$¢ Zydow w licznych mia-
stach Europy Srodkowo-Wschodniej zostawila §lady w miejskich przestrzeniach.
Teksty Kanowicza reprezentujg perspektywe zydowska, z ktorej dostrzega si¢
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niszczenie materialnych §ladow obecnosci po Il wojnie §wiatowej. Maurice Halb-
wachs sadzit, ze przeszto$¢ bytaby nieuchwytna ,,gdyby nie byta przechowywana
w materialnym milieu, ktdre nas otacza” (cyt. za: Saryusz-Wolska 136), stad swia-
domos¢ grozby catkowitego zapomnienia, ktoremu przeciwstawic si¢ moze litera-
tura. W utworach Kanowicza znalazto schronienie powojenne zydowskie Wilno,
co prawda fragmentaryczne, subiektywne, ztozone z jednostkowych wspomnien,
a jednak ocalone pomimo ,,wymazywania” zydowskiej materialno$ci miasta.
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“W czasach wojny zawsze chyba jest nawrot do matriarchatu” [In times
of war there seems to be always a return to matriarchy], Polish writer Miron
Bialoszewski states in his influential war narrative Pamietnik z powstania war-
szawskiego [A memoir from the Warsaw uprising] (Biatoszewski 86)'. In fact,
during wars, the influence of women, who are normally less present in combat
than men, increases in spaces away from the battlefield. So, while men dominate
on the level of military and political conflict, women have their say in the private
sphere of everyday life. This discrepancy is highlighted by the fact that when men
voluntarily join the fighting or are drafted into the army they are ‘separated’ from
women in spatial terms. As Jeffrey Hass notes in his article about the Blockade
of Leningrad, this spatial segregation and the accompanying feminization of ur-
ban space lead to the emergence of new images (and imaginations) of the female,
which hold the potential either to question or to affirm existing gender concepts
(Hass 255-256).

Challenging the spatial and linguistic obliteration of the feminine
in literary representations

Like Hass, I focus on urban spaces that become sites of military conflict. I ex-
amine images of the female in literary representations of these urban spaces and
their potential to question, to affirm, or to comment on given gender orders. Draw-
ing on Judith Butler’s reading of Luce Irigaray, my analysis is based on the under-
standing of the feminine as something not only constructed by male discourse, but
also erased, absent from it (Butler 14). The female is thus something that within
given linguistic conditions not only cannot be adequately represented. Rather, lan-
guage cannot represent the female at all. This basic assumption has far-reaching
consequences for the analysis of literary texts. For, in the context of the phallogo-
centrism that Butler suggests is inherent in language, how can the feminine be at
all represented or discussed in literature?

My claim is that one way to circumvent this non-representability lies in the
spatial perspectivization of a literary text. In The production of space, Henri Le-
febvre suggests that in neo-capitalist society an understanding of space has pre-
vailed that attempts to abstract space by mapping, rationalizing, and homoge-
nizing it. This “abstract space functions ‘objectally’, as a set of things/signs and
their formal relationship [...]. Formally and quantitatively, it erases distinctions,
as much those which derive from nature and (historical) time as those which ori-
ginate in the body (age, sex, ethnicity)” (Lefebvre 1991: 49). According to Le-

' All translations are prepared by the author — A.S.
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febvre, this spatial mode implies something explicitly masculine, a “phallic for-
mant” (Lefebvre 1991: 286). By promoting absolutisms, it stands for “force, male
fertility, masculine violence” (Lefebvre 1991: 287). What the French sociologist
formulates here in relation to spatial models reflects the mechanism that Butler
(referring to Irigaray) notes on a linguistic level, namely that the masculine econ-
omy of signification not only homogenizes differences between genders, but also
annihilates all things different from the hegemonic masculine discourse.

If abstract space is, according to Lefebvre, created by the absorption of the pri-
vate level of urban space by the institution?, and is marked by the tendency to in-
fluence how urban space is used, whereby active space producers are transformed
into passive space users, then literature can point to the active role of women in
urban space by emphasizing the private dimension of city life (Lefebvre 1991:
365). Thereby, on a structural level, it can form an antithesis not only to dominant
institutional spatial orders imposed on urban space, but also to hegemonic econ-
omies of signification. In this way, it can enable the reader to understand and dis-
cuss the obliteration of the female on the level of both (urban) space and language.

Based on this assumption, I chose texts for my analysis that, on the one hand,
were written by women and, on the other, imply a spatial perspective that focuses
on the concrete, private everyday experience in different cities during different
wars: Lidiya Ginzburg’s Zapiski blokadnogo cheloveka (Notes of a blockade per-
son, 1984) describes the everyday life of Leningraders during the Blockade of
Leningrad (1941-1943) and leaves out depictions of the battlefront completely”.
In her poetry collection Budowatam barykade (Building a barricade, 1974), Anna
Swirszczynska portrays the fates of fighting and non-fighting Warsaw citizens and
thereby sheds light on the everyday of both insurgents and civilians during the
Warsaw Uprising of 1944. In Le journal de Zlata (Zlata'’s diary, 1993), written
in Serbo-Croatian but first published in French, Zlata Filipovi¢ relates how the
everyday life of a young girl is disrupted by the Siege of Sarajevo (1992-1995).
Finally, Yevgenia Belorusets documents the changing everyday life in Kyiv after
Russia’s full-scale invasion of Ukraine in 2022 in her diary entries, published
in German under the title Anfang des Krieges (The beginning of the war, 2022).
Despite these different contexts, all four texts portray their respective cities from
a private perspective and thus reveal the influence of war on the concrete everyday
life of city dwellers.

2 Lefebvre defines urban space as being shaped by three levels: the global or institutional level,
where power is exercised; the private level or level of habiting; and the mixed level, where the other
two levels meet (Lefebvre 2003: 78).

3 T use a literal translation of this work’s title, because that of Alan Myers’s published transla-
tion, Blockade diary, suggests a purely autobiographic reading, which is not implied by the original,
as has been pointed out by scholars such as Van Buskirk (2010) and Gruszka (2012).
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Reading these four texts against the background of the conventional (West-
ern) war text opens up further interpretative dimensions. According to Martin
van Creveld, literary representations of war often position the woman as an ob-
ject of male sexual desire who either incites men to war or prevents them from
joining the fight by mocking belligerent activities (van Creveld 44-46). This
mainly Western literary tradition constitutes an overarching, conventional war
text that, as Helen Cooper et al. note, abstracts the feminine into a homogeneous
concept (Cooper et al. xiii—xv). For, whether as trophy, victim, or cause, wom-
en, in this war text, are positioned far away from the battlefield and function as
a counterpoint to military combat. The conventional Western war text tends not
only to abstract the feminine, however. It also codes it as something passive:
Not being active combatants, women can indeed cause or instigate wars. But it
is men, at least according to these conventional Western literary representations,
who execute the acts of war.

Since none of the texts discussed in this article comes from a Western Euro-
pean context, the question arises not only of how they discuss Irigaray’s ‘absent
feminine other’ by means of language that per se obliterates the female. One must
also ask how these texts position themselves vis-a-vis Western and other literary
traditions. This question is relevant not least because the events referred to in the
texts are described as heroic battles for the existence of a nation or national iden-
tity in the respective regional literatures and memory narratives*. These stagings
foreground the role of fighting and, by shifting women into the private sphere,
thus not representing them at all, they also perpetuate phallogocentric structures,
as the Western European war texts do.

In the following, I will discuss which functions women take on in the liter-
ary texts discussed in this article and analyze how the feminine is thereby staged
and coded. I will examine whether the texts transgress abstracting, phallic spatial
structures through their spatial perspectivization of the respective cities or wheth-
er they support masculine, abstracting economies of signification, despite their
focus on concrete everyday life. Building on this, [ will consider whether the texts

4 Regarding the Warsaw Uprising, in her essay War and form (2014) Maria Janion shows
how literary texts about this event perpetuate the paradigm of the brave (male) ulan who fights
for the survival and independence of the Polish nation — a heroic topos originating from Polish
Romanticism and present also in memory narratives about the uprising, as Erica L. Tucker (2011)
notes. Tetyana Bureychak and Olena Petrenko (2015) point to the role of the masculine hero in
Ukrainian discourse. Stephen M. Norris (2021) and Ulrich Schmid (2011) show that heroizing
narratives dominate cultural representations and the politics of memory concerning the blockade
of Leningrad. Finally, Ozren Kebo and Xavier Bougarel (2007) show that in political and literary
narratives the siege of Sarajevo is seen as an attack on the core aspect of the Bosnian nation,
multiethnicity, for whose struggle the city of Sarajevo, as a paradigm of that multiethnicity,
sacrificed itself.



Reclaiming the feminine in cities at war 245

can be read as subversions of conventional war texts and assess to what extent
they reflect their own female authorship as an appeal against phallogocentric nar-
rative structures.

Selfless protector or self-confident fighter? Stagings of female agency
in urban spaces during war

Upon scrutinizing the coding of the feminine in the discussed texts, it becomes
evident that all four situate it on a spectrum between self-affirmation and self-de-
nial. Ginzburg’s Zapiski blokadnogo celoveka, for instance, recounts how reluc-
tant the Leningraders were to visit the air-raid shelters after a certain point during
the Blockade. They either preferred to continue on their way to the nearest canteen
or grocery store, in the hope of satisfying their omnipresent hunger, instead of pro-
tecting themselves from bombs, or they continued working, guided by a sense of
responsibility that may appear unconventional to external observers. This indiffer-
ence to death by bombing is conveyed primarily by female voices. For example,
the narrative of M., a middle-aged woman, shows that her fear of not completing
a work assignment trumps her fear of death, leading M. to continue her work
during a bombing raid, rather than to go to a bunker (Ginzburg 330-331). Else-
where, a young girl describes how she would go out into the street under fire, were
it not for the threat of punishment at the hands of the militia (Ginzburg 341-342).
Both passages point to the subordination of the female urban individual to insti-
tutional regimes. Moreover, in the first example these regulations have masculine
connotations: When M. wants to go to the air-raid shelter, she is told to return to
her post by her (male) superior (Ginzburg 330). This passage thus reveals not only
a woman'’s passivity in the besieged city, imposed upon her by an institution, but
also underscores the subjugation of her practice to phallic power structures.

The suppression of women becomes more evident in Ginzburg’s descrip-
tions of the queues at the grocery stores. Despite indications in the text that
the authorities allocate an equal quantity of bread to all individuals and that
all city residents are required to wait in queues for their rations, there is a dis-
cernible distinction in the way the saleswomen treat men and women in these
queues. Men cut in line and receive the bread allocated to them without queuing,
because they are convinced that “ouepensr — 310 6abbe neno” (Ginzburg 334)
[queuing — that’s women’s stuff]. In this way, they perpetuate existing gender
roles. The narrator points to this when stating: “brokagasie ogepeau Bucanmuch
B MHOTOJICTHHH (DOH BBIIaBa€MOTO, JJOCTaBaEMOTO, B MPUBBIYHYIO pa3apaku-
TEIBLHOCTh U MPUBBIUHOE keHCcKoe TepneHue” (Ginzburg 334) [Queuing during
the Blockade fit into the context of many years of allocating and scavenging,
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into the usual petulance and the usual female patience]. The saleswomen, who
act as executors of the authorities’ regulations, that is as representatives of the
institution, confirm this gender order, thereby further underscoring the subjuga-
tion of women to a masculine institutional system.

In contrast to the passivity imposed upon women through their subordination,
Ginzburg illustrates a process of self-affirmation evident in conversations in the
queues, where women discuss strategies for preparing and procuring food in the
besieged city: “YmnoBnerBopeHue pa3roBopom o cebe TyOnmupyeTcs yIoBIeTBOpe-
HUEM OT MHTEJUIEKTYaJIbHBIX IPOIECCOB. [...] Y pacckas3a o TOM, Kak paHbllie eI,
ecTh noaTekct camoytBepkneHus” (Ginzburg 338) [The satisfaction of talking
about oneself is replicated by the satisfaction gained from intellectual work. [...]
Talking about how one used to eat has an implication of self-affirmation]. In pri-
vate conversations, therefore, typically with other women, women reclaim their
agency within the social dynamics of the city and the family. This is achieved
through their deliberate (self-)presentation as resourceful survivors confronting
the challenges of famine.

As in Ginzburg’s text, in Anfang des Krieges, Yevgenia Belorusets largely
includes the statements and experiences of women. It is they who stand in queues
and go shopping. They are the ones to whom the diarist mainly talks. We can thus
detect an indirect feminization of urban space, which is manifested not least in the
female voice that announces the end of the air-raid alarm (Belorusets 65). More-
over, in this text, too, women oscillate between self-affirmation and self-denial.
Women are described, on the one hand, in their function as selfless protectors,
such as the receptionist who covered her granddaughter with her own body for
several hours during a bombing raid (Belorusets 160) or Elena, who, despite shell-
ing, fed the animals in the zoo until early March (Belorusets 138).

On the other hand, Belorusets’s diary shows women’s attempts to continue
their individual, ‘normal’ life and actively resist the invasion of the Russian army
and the order this attack imposes on urban space. This self-assertiveness becomes
evident not only in the author’s continuation of photographic documentation, dis-
cussed in more detail below. It is also expressed in the photo shoot that Belo-
rusets and her friend organize in the streets of Kyiv (Belorusets 50). By continu-
ing a practice that was normal for the two women before the beginning of the
full-scale invasion, they actively resist the rules imposed on them by the mili-
tary — rules that, in Lefebvre’s words, imply a “phallic brutality” (Lefebvre 1991:
287), as they signify violence enforced by the army and the police. This female
resistance should therefore not merely be interpreted as an opposition to some in-
stitutional order; rather, it is a form of resistance against explicitly phallic spatial
structures. Consequently, it can be interpreted as a deliberate re-appropriation of
masculinized urban space.
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This female agency and the subversion of phallic, abstract space in Belo-
rusets’s text becomes evident on a narrative level in the reference to two female
volunteers for the territorial defense army. Here, the Ukrainian writer begins with
the description of male soldiers, whom she describes as a crowd, without distin-
guishing between the male individuals. In contrast, shortly afterwards the text fo-
cuses on two women and their beautiful, laughing faces [“zwei schone Gesichter
junger Frauen, die mir lachend erzdhlten” (Belorusets 66)]. Although the women
are presented within the context of the (male) military forces, a notable distinction
is made, portraying them as individual entities.

The concrete description of women, juxtaposed against the homogeneous as-
sembly of male soldiers mentioned earlier, deviates from the spatial abstraction
that Lefebvre asserts characterizes the military domain (Lefebvre 1991: 286-287).
Here, the woman subverts abstracting, phallic structures in two distinct ways: first-
ly, as an active participant in military affairs, she transcends the passivity imposed
upon her by the institution during wartime. Secondly, the text suggests a subver-
sion of this masculine order through spatial-aesthetic concretization. Similar to
Ginzburg, Belorusets depicts women in wartime as navigating a delicate balance
between self-denial and self-affirmation. This portrayal extends beyond casting
them merely as self-sacrificing helpers or self-serving warriors; it encompasses an
exploration of the constraints these women encounter in their daily lives and an
illustration of their capacity to surpass such limitations.

This dichotomy is also recurrent in Swirszczynska’s descriptions of the fe-
male experience during the Warsaw Uprising in her poetry collection Budowatam
barykade. On the one hand, women are involved in the fighting and are thus active
participants in the military conflict, as for example in the poem Harcerka (Girl
scout) (Swirszczynska 54). On the other hand, the function of the lyrical I — that
is, as I will show, explicitly coded as feminine, as a nurse — points to the role of
women as peaceful protectors and caregivers. In Swirszczynska’s poems, the two
roles overlap time and again. A striking example of this is Mdj mezczyzna (My
man), where the lyrical I longs to hide her husband in her womb, thus keeping him
away from the fighting, and to go into battle in his place (Swirszczyfiska 67). The
conclusion of the poem clearly illustrates the fusion of the protective and combat-
ive aspects of the feminine in Budowalam barykade: the active, self-determined
walk into death is staged as a means to protect her own husband [“Ja zamiast
niego / pojde na $mierc, on przezyje” (I instead of him / will go and die, he will
survive)], whom the woman tries to hide in her womb like a baby and thereby
save [“To jest moj mezczyzna / moje dziecko. / Ja go ocalg” (This is my man / my
child. / I will save him)].

Swirszczynska characterizes female agency by yet another dualism: women
in her poems are either driven by their own will to survive or sacrifice themselves
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for the survival of others. If M6j mezczyzna and also Zyje godzine dhuzej (It lives
an hour longer) (Swirszczynska 41), in which a mother desperately searches the
city for milk to feed her child, are to be read as examples of the latter impulse,
the poem Pan Bég jg ocalit (Lord God saved her) (Swirszczynska 37) presents
a different picture. Although here the woman waits until another woman has died
before leaving her, it is suggested that she does so primarily to take the dying
woman’s money, revealing the motive of the female survivor to be unaltruistic.

Women in Swirszczyfiska’s poems thus oscillate between their roles as war-
rior and protector, on the one hand, and their urge to survive and an inclination
to sacrifice themselves for the survival of others, on the other. The poems intro-
duce a third dualism, however — one that centers around the female body: the
poems either emphasize the specificity of a woman’s body or they negate it. In
Moj mezezyzna the former tendency is evident: the poem highlights the woman’s
ability to be pregnant, albeit in an unconventional way. In Dziewczyny z noszami
(Girls with stretchers) (Swirszczyfska 26), however, the specificity of the female
body disappears entirely. Here, only the tired eyes [“Bezsenne oczy’’] and thin fin-
gers [“Wychudte palce”] of the women carrying injured people on stretchers are
described. Thus, if the former poem addresses both the image of women as protec-
tors and women’s sexuality, the connotation of women as objects of sexual desire
or subjects with sexual needs disappears from the latter completely. This tendency
is further supported by Harcerka, in which a female soldier asks her friends to
dress her in a pretty dress with lace after her death (Swirszczynska 54). For once,
even if in death, she wants to dress up and highlight her sexuality, which has been
eclipsed by her function as a soldier.

In addition, the use of the masculine Zofnierz in combination with the Polish
feminine personal pronoun “ona” [she] makes the disappearance of the feminine,
and thus of women’s sexuality and corporeality, particularly apparent. Swirszczyns-
ka’s poems thus not only mirror the coding of the female already identified in Ginz-
burg’s and Belorusets’s texts. They also illustrate the fighting woman’s renunciation
of her femininity (by disguising or feigning masculinity), which is noted by van
Creveld as a topos of the fighting woman in the conventional Western war text (van
Creveld 50). Consequently, her poems reinforce established narrative paradigms
while also illuminating the “phallic formant” (Lefebvre 1991: 286) inherent in in-
stitutionally dominated abstract space. Simultaneously, they manifest the woman’s
endeavor to preserve, recapture, or even employ her own sexuality for the purpose
of combat (or protection). In so doing, the poems diverge from conventional literary
portrayals of women in wartime and challenge phallogocentric structures that, in the
words of Irigaray, efface the feminine (Irigaray 22).

Zlata Filipovi¢ also counteracts the obliteration of women in war in her di-
ary. Like the girl scout in Swirszczynska’s Harcerka, the young diarist writes
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about glamming herself up. However, she does this not to regain her sexuality, so
much as to counter the siege routine that consists mainly of hiding in cellars. The
practice of getting dolled up thus fulfills a similar function to the birthdays that
are highlighted frequently in Filipovi¢’s diary. Both remind the girl of peacetime
(Filipovi¢ 125-126). Thereby, the Bosnian diarist shows how she as a girl oppos-
es the rules that war imposes on urban space. This holds particular significance,
considering that she is not only a woman who — as per the preceding argument — is
subject to phallic oppressive mechanisms, but also a child whose existence be-
comes precarious in times of war, given that her rights are curtailed by the armed
conflict’. Zlata’s opposition to the constraints imposed on her by war can thus be
interpreted as integral to the emancipatory process of women and girls.

This emancipatory tendency is mirrored in the descriptions of other women in
Filipovi¢’s text. For example, Zlata’s mother, unlike her father, goes to work (Fi-
lipovi¢ 71). Likewise, other women are described as being employed somewhere
and going to work regularly (Filipovi¢ 86—87). Consequently, these women nav-
igate the besieged city, despite the efforts of the besieging army to impede such
movement. In so doing, they again resist the spatial order imposed upon them by
the military conflict. This feminine mobility is also evident in passages in which
the diarist describes how she receives food from her mother or other women (Fili-
povi¢ 127), how her mother fetches water (Filipovi¢ 83, 116), or how her (female)
friends provide her with other essential items (Filipovi¢ 129). In fact, the diary en-
tries of the young girl from Sarajevo reveal a female supply network where wom-
en help other women in order to navigate the challenges of everyday life during
the siege. While this makes the diary’s women appear active, the men remain in
a passive position. They stay at home, do not go to work, and are depicted as phys-
ically fragile. This male vulnerability becomes apparent when Zlata’s father suf-
fers a hernia (Filipovi¢ 82) or gets frostbite while chopping wood (Filipovi¢ 119),
and it is reinforced by the fact that the dead referred to in the diary are mostly men,
such as a boy from theatre class (Filipovi¢ 87) or her teacher’s husband (Filipovi¢
120). In contrast, women remain mostly physically unharmed and thus capable of
continuing to cope with everyday siege life.

This suggests a female position of power and authority in everyday urban
life. However, it becomes clear that, on the political level, the feminine has no
influence whatsoever. Filipovi¢ refers to the political decision-makers as “chers
bambins” [dear boys] (Filipovi¢ 178) or “seigneurs de la guerre” [lords of the
war] (Filipovi¢ 179), thereby coding politics as inherently masculine. By simul-

5 When addressing children’s rights in the context of armed conflict, I refer to the UN Con-
vention on the Rights of the Child. Specifically, this encompasses their right to protection from war,
including their right to education, the curtailment of which is exemplified in Filipovié’s diary.
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taneously describing the everyday as predominantly feminine, the text implies an
understanding of the female which oscillates between agency (in everyday life)
and inability to act (at the political level). Consequently, woman in Le journal de
Zlata is both protector and leader, passive and active. This extracts her from the
submissive position assigned to her by the conventional war text and connects
the images of the feminine in Filipovié’s text to those in the other texts discussed.

Challenging and resisting phallogocentric structures:
spatial perspectivization and linguistic modalities of female testimony

Filipovi¢ positions other women, but also herself, between passivity and ac-
tivity, between the inability to do anything about the situation surrounding her and
the ability to influence it. She refers frequently to her helplessness regarding the
fighting and attempts to change the situation through recurring appeals for peace
(e.g. Filipovi¢ 52, 106, 115). These calls remain unanswered, however, making
the girl’s powerlessness more apparent.

Zlata’s (forced) passivity toward political decisions is supported by her parents.
Although she shows interest in the political changes taking place in Yugoslavia and
Bosnia at the beginning of her diary, her parents want to keep the news away from
her: “Papa et maman ne veulent pas que je regarde la télé¢ quand ce sont les infor-
mations, mais on ne peut pas nous cacher a nous, les enfants, toutes les horreurs qui
se passent” (Filipovi¢ 36-37) [Dad and Mom don’t want me to watch TV when the
news comes on, but you can’t hide all the horrible things that are happening from us
children]. Consequently, the experiences reflected in Zlata’s diary are based not on
media representations of war but on the concrete lived day-to-day experience during
an urban state of exception. The young diarist does not focus on the political dimen-
sion of the conflict, but on its effects on everyday urban life and, in contrast to a view
that abstracts the city, adopts a bottom-up perspective on urban space. Filipovi¢’s
text can therefore be understood as a literary re-appropriation of urban space that
war has transformed into a battlefield, but also as an attempt to oppose a political
view of the city that, as the author herself puts it, ignores the consequences of po-
litical decision-making for urban life and understands the city and its population as
pawns in political power struggles: “Et pendant ce temps, les «chers bambinsy dis-
cutent [...]. C’est vraiement a se demander s’ils pensent a nous quand ils discutent
ou s’ils se fichent de nous et nous abandonnent a notre triste sort?!” (Filipovi¢ 93)
[And in the meantime, the ‘dear boys’ are negotiating. [...] One really has to won-
der if they think about us at all when they negotiate, or if they don’t care about us,
leaving us alone to deal with our sad fate?!].
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Thus Filipovi¢ does not present the city as an abstract, homogeneous entity,
a spatial concept that, as Lefebvre states, is the result of masculine, phallic insti-
tutional dominance (Lefebvre 1991: 286). Rather, she reveals the immediate, con-
crete spatial reality of Sarajevo during the siege and subverts the abstracting po-
litical view of the city. Her diary can be construed as a form of resistance against
the power structures engendered by war, which seek to eradicate the feminine.
This opposition is discernible not only in the practices of the autobiographical ‘I,
but also in the spatial perspective delineated in the text. By presenting a child’s
perspective on the political facets of the conflict, Filipovi¢ challenges the margin-
alization of young people’s experiences in the discourse surrounding the siege. In
so doing, she subverts the suppressive mechanisms of war impacting the urban
population in multiple ways.

The silencing of young, especially young female, voices is also addressed by
Belorusets when she mentions young girls who are either barely able to speak due
to their traumatic experiences (Belorusets 170) or whose voices are eclipsed by
an adult’s narration and thus cannot be heard by the diarist (Belorusets 142—144).
Moreover, Belorusets’s text shows the powerlessness of the individual in relation
to political decisions: it is evident in the numerous but ineffective appeals to the
international community to close the skies over Ukraine and to take action against
the Russian aggressor (Belorusets 171). However, Belorusets’s diary can also be
understood as an appeal against the abstraction of the concrete urban experience
through political discourse — an aspect she directly addresses:

Die Konzepte der groBen Politik, die abstrakten Diskussionen iiber die Frage, was zum “Wes-
ten” gehort und welche Rollen Russland und die Ukraine im Theater der Kriegshandlungen
spielen, dienen als gedankliche Zufluchtsorte innerhalb der Unertraglichkeit des Krieges. Man
erholt sich in den bequemen Radumen des analytischen Denkens, wo ausschlieBlich groBere
Zusammenhdnge diskutiert werden und wo es nicht mehr um konkrete Menschenleben geht,
sondern um Staaten, deren Strategie oft als biografische Entscheidung beschrieben wird (Be-
lorusets 116).

[The concepts of big politics, the abstract discussions about what belongs to the “West” and
what roles Russia and Ukraine play in the theater of warfare, serve as mental refuges within the
intolerability of war. One recuperates in the comfortable spaces of analytical thinking, where
only larger contexts are discussed and where concrete human lives stand behind states whose
strategy is often described as a biographical decision].

By depicting and documenting the concrete everyday reality of Kyiv’s res-
idents in contrast to the “abstract discussions” foregrounded by politics and the
media, Belorusets, like Filipovi¢, provides a counterpoint to the abstracting dis-
course about urban space in times of war. In so doing, she positions herself as
a mediator, navigating between a perspective on urban space from above and one
from below.
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As mentioned, Belorusets’s diary foregrounds women’s voices and thus fo-
cuses on the female urban war experience. Her diary is a mouthpiece for female
voices, in which a feminine narrative voice echoes several other female narratives.
However, the author’s function as a witness to the female experience frequent-
ly becomes her undoing. This is shown when the diarist is suspected of treason
because of her photographic activity and is taken to a military checkpoint by an
elderly couple (Belorusets 64). While Belorusets does not, as Filipovi¢ does, con-
note the political, institutional level with masculinity, the necessity to justify her
documentary activity to the institution (the checkpoint is instituted by the city
authorities) points to the restrictions imposed by the political regarding — in this
case — female testimony.

In Belorusets’s text, the female witness is thus shown to have access to know-
ledge that implies a bottom-up perspective on urban space —a knowledge unavail-
able to political discourse which by contrast seeks to abstract space and homoge-
nize the diversity of female urban experience. However, or maybe therefore, the
female witness is positioned as suspicious. Belorusets thus points to the margin-
ality of her own female testimony, which manifests itself on multiple levels, and
thus seems to be inscribed in the female view on the city in war.

While the narrators of both Belorusets’s and Filipovi¢’s texts are clearly iden-
tifiable as female, such a definite statement regarding the narrative voice is not
possible in the case of Ginzburg’s Zapiski blokadnogo celoveka and Swirszczyn-
ska’s poetry. It is true that in some poems and, indeed, in the title of the collection
itself, Budowatam barykade, the feminine verb ending in the first-person singular,
past tense (-fam) points to the lyrical I being a woman. For the most part, how-
ever, there are no gender-specific connotations. Yet, based on the poem Do mojej
corki (To my daughter), which stands as a foreword to the poetry collection, it
can be concluded that the lyrical I present in the poetry collection is female. Af-
ter all, Swirszczynska writes in that poem: “Céreczko, ja nie bytam bohaterka, /
barykady pod ostrzatem budowali wszyscy. / Ale ja widziatam bohaterow /i o tym
musze powiedzie¢” (Swirszczynska 10) [Dear little daughter, I wasn’t a heroine,
/ barricades under fire were built by all. / However I saw heroes / and about that
I have to speak].

Besides referring to the femininity of the lyrical I, this short poem reveals the
importance of testimony in Swirszczynska’s poetry collection. The female lyrical
I feels obligated to report on her experiences, which posits the poems that follow
as female testimonies. Despite the reference to heroic deeds in this introductory
poem, which is also addressed to a woman (the daughter of the lyrical I), in the
other poems the female perspective on Warsaw during the uprising reveals above
all the downsides and brutality of the military conflict. In Pali si¢ (It’s burning),
for example, burning houses and a screaming, fleeing crowd of people are de-
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scribed — a crowd from which only one person survives in the end (Swirszczyfska
15). Likewise, in Kradnie futra (Stealing furs), there is little heroism to be found
when a man tries to steal furs under fire only to die at the end (Swirszczynska 25).

In some poems, Swirszczynska deconstructs the heroic concept of the (male)
Warsaw insurgent. In Po pijanemu (Drunk), for instance, a Polish soldier becomes
inebriated and, ascending a barricade under enemy fire, meets his demise while
attempting to sing the Polish national anthem (Swirszczynska 40). The poem ends
with the words: “Powiedzieli matce: / zginat jak bohater” (Swirszczynska 40)
[They told the mother: / he died like a hero], transforming an unheroic death into
a heroic death through language. The Polish author underscores the ambivalence
inherent in dying during the Warsaw Uprising, showing how death is simultane-
ously deemed necessary for the struggle for the city’s independence and futile
in light of the uprising’s anticipated defeat. Swirszczyfiska further demonstrates
how language can obfuscate this ambivalence, by contributing to a homogenized
interpretation of events. In exposing this mechanism, she unveils the absolutizing
tendency of language, as asserted, according to Butler, by Irigaray (Butler 14).
Simultaneously, by exposing this tendency, the poet subverts the mechanisms in-
trinsic to the masculine economy of signification.

Consequently, Swirszczynska exposes the concept of the hero [bohater] as
a construct which by idealizing — mostly male — military deeds and concealing their
banality tends to consolidate patriarchal power structures. Swirszczynska’s lyrical I,
staged as a female witness, thus breaks with the heroic code of the Warsaw Upris-
ing — a code that, based on the tradition of Polish Romanticism, stages the insurgents
as selfless, predominantly male national heroes (Janion 2014). Moreover, the poems
cast women in the role of heroic figures, demonstrating a will to sacrifice themselves
not for the nation but for their loved ones. The dissonance between ‘grand’, national,
institutional heroism and ‘small’, private heroism is particularly pronounced when
the military intersects with the private, urban level. In Zapomniat o matce (He forgot
about his mother), for instance, the military ‘hero’ forgets his mother, who is com-
pelled to face her demise in isolation, forsaken by her son (Swirszczynska 33). Here,
the insurgent is depicted not as selfless but as selfish, prioritizing the abstract idea of
a nation over the concrete, personal dimension of urban life.

In Swirszczynska’s Budowalam barykade, the female witness thus decon-
structs the concept of the male hero and becomes an advocate for female hero-
ism — a heroism that lies less in the fulfillment of military duties than in sacrifice
for one’s own family. By contrasting the private with the military, the Polish poet
adopts a perspective on urban space that is slightly different from Belorusets’s and
Filipovi¢’s texts, since she includes both combat and civilian life in her poems.
Through juxtaposing these two aspects, however, she, too, points to problematic
aspects of the conventional heroic code and thereby deconstructs it.
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In contrast to Swirszczynska, Ginzburg omits the front as a setting for her nar-
ration completely. Her text focuses exclusively on civilian everyday life in Lenin-
grad during the Blockade. Thus, her text also takes a perspective on the city from
below. Unlike the other three writers, who do not conceal the femininity of their
narrating voice, Ginzburg in Zapiski blokadnogo celoveka attempts to de-femi-
nize her own experiences by placing a male protagonist, N., at the center of her
text. However, as Beata Pawletko notes, this masculinization of the narrative does
not lead to a masculine perspectivization of the urban experience depicted in the
text (Pawletko 73). Rather, by blurring gender boundaries Ginzburg attempts to
create narrative objectivity, which enables her to portray not only the experience
of a specific blockade person, but of the whole community of besieged Leningrad
(Pawletko 74).

The literary operation of de-feminization corresponds with the oscillating re-
lationship between individuality and collectivity in Ginzburg’s text, which mani-
fests itself in the narrative’s alternation between individual anecdote and typifying
observation (Seidel 57-59). This allows the text to show, on the one hand, how
individual fate is related to that of a collective. On the other hand, it exposes his-
tory as a conglomerate of individual, human biographies and thus points to the
relevance of the experiences of each individual person in the historiography of the
Blockade of Leningrad.

Both mechanisms — the blurring of boundaries between male and female and
between individual and collective — have the effect of creating a distance between
the text and the autobiographical experience and thus are aimed at generating
objectivity. Strictly speaking, then, Ginzburg attempts to conceal the aspect of fe-
male witnessing in her text in order to achieve universality. Nevertheless, her text
points to the difference between a male and a female Blockade experience, as al-
ready discussed. Despite the implication of a Blockade experience that transcends
gender boundaries, Ginzburg’s text thus points to breaks in its own typification.
Here, too, parallels to the text’s inherent oscillation between the collective and the
individual can be identified. For, if the text describes an experience that all blo-
kadniki can refer to, in anecdotes it demonstrates that the individual fates differed
from a generalized Blockade experience (Seidel 58).

Ginzburg thus suggests the possibility of an objective depiction of a cohe-
sive urban experience during times of war, while concurrently demonstrating its
impossibility. Thereby, her text reflects the problematic of testimony itself. For
a witness can indeed testify to an event, but only by drawing on his/her own ex-
periences. Inferring a general historical experience from those individual testimo-
nies, i.e. the attempt at objectification, will always imply reduction and selectivity.
As a result, Ginzburg’s text comments on language and literature as perpetuators
of absolutizing mechanisms. However, by exposing the selectivity inherent in her
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own writing and allowing this aspect to emerge in passages addressing the distinct
experiences of men and women during the Blockade, her text acts as a corrective
against the erasure of the feminine that it engenders itself.

Conclusion

Notwithstanding the heterogeneity of the four texts in terms of both context
and genre, commonalities among them can be discerned. All four texts elucidate
the manifestation of phallic spatial structures and the imposition of passivity on
women during times of war. Simultaneously, they underscore the pivotal role
played by women in resisting these very structures. In Ginzburg’s work, female
conversations about the function of women in the private sphere serve to empha-
size female agency during war. Swirszczyfiska’s poems subvert phallogocentric
structures that tend to obliterate the feminine by showing the woman’s striving to
retain, reclaim, or even use her own sexuality for combat. And Filipovi¢ and Belo-
rusets show how women resist the “phallic brutality” (Lefebvre 1991: 287) of war
by continuing their (female) practices from before the military conflict started.

Moreover, the four texts refrain from presenting urban space through an abso-
lutizing, homogenizing lens that accentuates its institutional dimension, as com-
monly observed in conventional war narratives. Instead, they focus on the private
everyday urban life. In this way, they adopt a bottom-up perspective on the city —
a perspective that resists spatial abstraction and the homogenization of both the
urban experience and traditional gender-specific concepts.

Against this background, female testimony in the texts discussed assumes
a dual character — both mediatory and transgressive. All four authors delineate the
other of the urban experience in times of war, expounding on the problems of lin-
guistic (and literary) representation as a reproductive means of patriarchal struc-
tures. Simultaneously, they highlight the potential of female testimony to unveil
and subvert these structures.

Filipovi¢’s and Belorusets’s texts challenge the predominance of phallic,
abstract space by directing attention to private everyday life, casting politics as
a (male) abstraction detached from concrete urban reality where the female pres-
ence prevails. In Swirszczynska’s poems, the military and politics feature more
prominently. Yet, through their juxtaposition the Polish poet deconstructs the con-
ventional heroic code —a code rooted in a literary tradition that portrays insurgents
as selfless sacrifices for national independence, neglecting the private, predomi-
nantly female, experience of the Uprising.

On a linguistic level, Ginzburg’s narrative illustrates the obliteration of the fe-
male in testimonies of urban war experience, as she recounts her autobiographical
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experiences using a male protagonist to ostensibly achieve narrative objectivity.
However, her text unveils significant gender-specific distinctions in navigating
urban everyday life during war, as evident in the accounts of the male and female
Blockade experiences.

Collectively, these four texts demonstrate the marginalization of women
during war, while concurrently pointing to female resistance against the male,
phallic spatial order that emerges. They engage in a discussion about how this
resistance can manifest or be mirrored on a linguistic level without perpetuating
phallogocentric structures and economies of significance to which their female
narratives are also subject. The texts achieve this delicate equilibrium not merely
by presenting their narratives as repositories of female testimony and affording
prominence to female voices. They also accomplish it through their spatial per-
spective, their emphasis on concrete everyday life, and the concurrent spatial-aes-
thetic subversion of military masculine space and narratives. In so doing, these
texts effectively elucidate the nuances of female agency during wartime.
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“The city never ends...”.
The dark face of the city in Herta Miiller’s prose

Abstract. One of the recurring motifs in Herta Miiller’s work is the experience of the city, which
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tarian state functions. The cities the author describes are reflective of all Romanian cities under the
dictatorship of Nicolae Ceausescu; they are places of depravity and terror. This article also explores
the aesthetics of ugliness which affects the understanding of the role of cities in Herta Miiller’s
prose, and analyzes important urban symbols such as asphalt, apartment blocks, parks and the flora
and fauna characteristic of communist cities. In many of Miiller’s texts, cities form a dramatic back-
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Miasto w utworach Herty Miiller nie ogranicza si¢ jedynie do okreslonej prze-
strzeni geograficznej, z architekturg i ukladem urbanistycznym typowym dla so-
cjalistycznych aglomeracji z bloku wschodniego. Nie jest to rowniez miasto ide-
alne — na wzor utopijnego miasta platonskiego, ani miasto nowoczesne, w ktorym
granice migdzy centrum a peryferiami plynnie si¢ zacieraja, podobnie zresztg jak
struktury spoteczne (Szpakowska 122—123). Przestrzen miejska w powiesciach
i esejach niemieckiej noblistki nie powinna by¢ rozpatrywana wylacznie w ka-
tegoriach geograficznych, krajobrazowo-estetycznych lub architektonicznych.

StRP 49(1), 2024: 259-272. © The Author(s). Published by: Adam Mickiewicz University Press, 2024
Open Access article, distributed under the terms of the CC licence (BY-NC-SA, https.//creativecommons.org/licenses/by-nc-sa/4.0/).


https://doi.org/10.14746/strp.2024.49.1.1

260 Estera Gtuszko-Boczon

Wprawdzie na tych ptaszczyznach doskonale spetnia ona swoja wiclowymiarowa
funkcje, ale zarazem wykracza poza formalnie przypisywane jej role i znaczaco
wplywa na formowanie si¢ postaw spotecznych — ksztattuje tozsamos¢ mieszkan-
cow, determinuje ich wybory (zaréwno te prozaiczne, jak i te moralne), oddziatuje
na $wiatopoglad, staje si¢ — dostownie — nieodzownym elementem ich codzienno-
$ci. Miasto jest ,,przestrzenia doswiadczalng i interpretowana, jest wreszcie prze-
strzenig ludzkich interakcji” (Duda 7)', a zatem jest rowniez swoistym tworem
zZywo reagujacym na odgorny, polityczny plan, wedle ktoérego uktad architekto-
niczny i przestrzenny odzwierciedla ideologi¢ panstwa, w tym wypadku panstwa
totalitarnego (Mazurek 103). Miasto okazuje si¢ zarazem atrakcyjnym ,,polem do
demonstracji sity” (Postawka-Lech 249), eksponujacym atrybuty wtadzy. Z ta-
kim zatozeniem koreluje panstwowa wizja uksztaltowania obywatela ulegltego,
realizujacego wszelkie dyrektywy partii bez sprzeciwu i watpliwosci. Zarazem
Ow obywatel powinien wpisywac si¢ mentalnie w skonstruowang dla niego prze-
strzen miejska, dostosowac¢ do zasad w niej panujacych, nie odstawaé¢ od nor-
my, gdyz kazde naruszenie obowigzujacych regul zagraza ustalonemu status quo.
Gdzie w tak precyzyjnie zaplanowanej kompozycji urbanistycznej umiescic jed-
nostki niepokorne lub niepasujgce do wyidealizowanej koncepcji panstwa? Czy
w ogole jest dla nich miejsce w przestrzeni miejskiej 1 panstwowej, czy tez — ze
wzgledu na pochodzenie, jezyk, przynalezno$¢ do mniejszosci — sg automatycznie
skazywane na odosobnienie lub wykluczenie?

Miiller taczy ,,intensywnos¢ poezji i szczero$¢ prozy, przedstawia §wiat ludzi
wykorzenionych” (Szczerba, zrodto elektroniczne), $wiat ludzi pogngbionych,
przegranych i pokonanych, zarazem przejmujaco opisuje przestrzenie miejskie,
w ktorych los miasta $cisle splata si¢ z losem bohaterow. W jej twdrczo$ci mia-
sto jest kwintesencjg zagrozenia, centrum przemocy i niepewnosci, a wystawiony
Ww nim na niebezpieczenstwo i poddawany nieustajacej presji Inny bezskutecznie
probuje znalez¢ oparcie. Dotyczy to zwlaszcza mniejszosci niemieckiej w Rumu-
nii> w okresie rzagdow Nicolae Ceausescu, a do tej grupy nalezy wtasnie urodzona
w Banacie pisarka. Miiller doswiadczyta zarowno represji, jak i odrzucenia przez

! Wigcej o miescie jako przedmiocie analizy lingwistycznej, socjolingwistycznej, lingwistyki
kulturowej 1 urban cultural studies w monografii Beaty Dudy Miasto w swiecie dyskursow (Duda).

2 Historia mniejszo$ci niemieckiej w Rumunii sigga XII wieku. W okresie politycznego flirtu
wladz rumunskich z nazistami sytuacja Niemcow w Rumunii byla wigcej niz dobra. Jednak po
wkroczeniu Armii Czerwonej do kraju i aresztowaniu przychylnego faszystom dyktatora lona An-
tonescu rzad Rumunii zmienit front i przeszedt na strong aliantow. W konsekwencji mniejszo$é¢
niemiecka w Rumunii stala si¢ w pewnym sensie persona non grata. W 1945 roku weszto w zycie
rozporzadzenie o deportacji przedstawicieli mniejszo$ci niemieckiej (ok. 70 tys. 0séb) do obozow
pracy przymusowej na terenie Zwiazku Radzieckiego. Te wydarzenia staly si¢ ttem jednej z naj-
bardziej znanych powiesci Herty Miiller Hustawka oddechu (2009). Zob. Kozbiat 2015; Hohne
108-117.
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system panstwowy. Byla naocznym $wiadkiem naduzy¢ i zbrodni oraz przeslado-
wang przez rumunskie stuzby specjalne (Securitate) ofiara, poniewaz odwazyta
si¢ siggna¢ po tematy tabu, obnazy¢ hipokryzj¢ i wyrachowanie elit rzadzacych.
Traumatyczne przezycia przekuta w materiat literacki, stworzyta fantasmagorycz-
ny kolaz ze wspomnien, do$wiadczen i fikcji, ktory stat sie jej znakiem rozpo-
znawczym i znaczaco przyczynit do przyznania Nagrody Nobla w 2009 roku?.
Styl Miiller cechuje autentyzm, lapidarnos¢, celnos¢ stowa; krotkie zdania po-
zbawione s3 filozoficznego zadecia, niepotrzebnych arabesek i ozdobnikow (Zey-
ringer, zrodto elektroniczne). Ta surowa wrecz forma uwypukla w swej prostocie
wirtuozeri¢ jezyka, ukazuje rzeczywisto$¢ niezafatszowang i niewypaczong, na-
wet wtedy, gdy ta mierzi i odpycha. Jak pisarka sama przyznaje: , Literatura nie
moze wszystkiego zmieni¢. Ale moze — nawet jezeli po fakcie — wynalez¢é w je-
zyku prawde, ktora pokaze, co si¢ dzieje w nas i wokot nas, gdy wykolejaja si¢
warto$ci” (Moja ojczyzna byla pestkq jabtka, zroédto elektroniczne). Nikt tak jak
Miiller nie rozumie 0s6b poszukujacych tozsamosci i — az cheiatoby sie napisaé —
zagubionych ,,w miejskiej dzungli”, lecz w przypadku socjalistycznej koncepcji
urbanistycznej i politycznej o jakiejkolwiek przypadkowosci i niezorganizowaniu
nie moze by¢ mowy. Wszak komunistyczna ideologia opiera si¢ na transparent-
nosci i uporzadkowaniu, co skutkuje nad wyraz skrupulatnym zaprojektowaniem
socjalistycznych miast — kazdy mieszkaniec ma przydzielong malg przestrzen
dla siebie, czy to w bloku, czy akademiku, a panstwo arbitralnie ustala warunki,
w ktorych jednostka egzystuje, pracuje, jada, wypoczywa i $pi‘. Taka perfekcyj-
na przejrzysto§¢ gwarantuje mozliwos¢ kontrolowania kazdego, najdrobniejsze-
go nawet aspektu zycia obywatela. Przez pryzmat miasta dostrzec mozna wzo-
rzec bedacy podstawg filozofii panstwa autorytarnego, dazacego do catkowitego
podporzadkowania cztowieka, wyeliminowania jakichkolwiek zrywow wolno-
sciowych lub prob decydowania o sobie w sferze wlasnego ciala, intymnosci,
przestrzeni osobistej. Jak podkresla Bogna Paprocka-Podlasiak: ,,W dzietach tych
pisarzy [m.in. Herty Miiller — E.G.-B.] obnazone zostaja mechanizmy instrumen-
talizacji miasta przez komunistyczng dyktaturg” (Paprocka-Podlasiak 119).
Zywa struktura miasta odstania kulisy funkcjonowania systemu, uzasadnia
1 wzmacnia wladzg totalitarng wpajajacg spoleczenstwu $cisle okreslone przeko-
nania polityczne i ideologiczne. Miasto staje si¢ zarazem swoistg sceng, na ktorej
rozgrywaja si¢ prawdziwe dramaty jednostek — jak autorka — sprzeciwiajacych si¢

3 Tworczoscei Herty Miiller nie mozna analizowaé¢ bez uwzglednienia jej biografii. Wigcej na
temat watkow autobiograficznych oraz recepcji jej prozy w Polsce zob. Agnieszka Reszka, Recepcja
prozy Herty Miiller w Polsce (Reszka).

4 Waznym zatozeniem realnego socjalizmu byt nakaz racjonalnego planowania przestrzeni
miejskiej w celu wyeliminowania ,,zjawisk i procesow zywiotowych, nie podlegajacych regulacjom
instytucjonalnym” (Szczepanski 19).
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wiladzy lub stajacych w obronie krzywdzonych i ucisnionych. W wielu utworach
Miiller szkicuje miasto jako specyficzne locus terribilis, miejsce przerazajace
i odpychajace. W opisie przestrzeni miejskich mozna wyodrebni¢ poszczegolne
elementy wspottworzace tkanke miejska i splatajace si¢ w spojna catosé.

W rumunskich miastach opisanych przez Miiller trudno znalez¢ chociazby
niewielki wentyl bezpieczenstwa w kontrolowanych dzielnicach. Ludzie mijaja-
cy si¢ na ulicy ,,znali si¢ ze strachu” (S 34)% strach byl ogniwem spajajacym
wszystkie warstwy spoleczne, wspolnym mianownikiem dla robotnika, studenta,
barmana, kelnera lub sprzedawcy. Zarazem kazdy z nich mégl by¢ donosicielem
lub czynnie stuzy¢ w Securitate. Panstwowy aparat wtadzy, jego siedziba i organy
wykonawcze przynalezaty $cisle do miasta. Miiller okresla je ogdlnym mianem
»~miejskiego krola” (K 49)°, a ,,narzedziem miejskiego krola jest strach [...] za-
planowany, aplikowany z zimng krwig strach przegryzajacy nerwy” (K 50). To
teren miasta otwierat szerokie pole mozliwosci do dziatania tajnych stuzb, po-
zwalajacych sobie na dowolne manipulowanie opinig publiczng i faktami w celu
zatuszowania mordow, bezprawnych aresztowan i tortur. Miejski krol ,,wyrzu-
ca potajemnie tych, ktorzy mu ciazg, wrzuca ich pod pociagi albo samochody,
zrzuca z mostow, wiesza na stryczku, truje — inscenizuje swoje zabijanie jako
samobdjstwo” (K 49). Miasto jest wielkim pomieszczeniem przestuchan, aku-
stycznie zaadaptowanym i przystosowanym studiem nagran, w ktérym uwaznie
przeswietlano pojedyncze zdania, czy aby nie sg podszyte dysydenckimi trescia-
mi. Kazde nieprzemyslane, wypowiedziane pod wptywem impulsu, alkoholu czy
po prostu z ghupoty stowo mogto doprowadzi¢ do katastrofy: ,,Fabryka czuwata,
winiarnia, sklepy, dzielnice mieszkaniowe, hale dworcowe i podroze pociagiem
przez pszeniczne, stonecznikowe i1 kukurydziane pola. Tramwaje, szpitale, cmen-
tarze. Sciany i sufity, i otwarte niebo” (S 34). W celu unaocznienia, jak namacalny
i wszechobecny jest strach, Miiller stosuje wyjatkowe $rodki wyrazu: ,,Dzwonek
krotko dzwoni kilka razy, dtugo. Mieszkanie si¢ przestraszyto” (L 210)’. Antropo-
morfizacja stuzy do nakreslenia atmosfery terroru i prze§ladowania nawet w tak
osobistej sferze jak przestrzen wtasnego lokum. Protagonistki powiesci Sercqtko
(Herztier, 1994) 1 Lis juz wtedy byt mysliwym (Der Fuchs war damals schon der
Jdger, 1992), podobnie jak cate spoteczenstwo, nie moga czu¢ si¢ komfortowo
w swoich czterech $cianach, poniewaz mieszkania sg nieustannie inwigilowane
i przeszukiwane przez stuzby (por. Paprocka-Podlasiak 129). Strach zdaje si¢
zatem infekowac¢ kazda przestrzen, t¢ ozywiong i, paradoksalnie, nieozywionag.
W konsekwencji prowadzi to do destabilizacji zycia prywatnego, poczucia per-

5 Cytaty opatrzone skrotem S pochodza z powiesci Sercgtko (2009).
¢ Cytaty opatrzone skrotem K pochodza ze zbioru esejow Krdl klania si¢ i zabija (2003).
7 Cytaty opatrzone skrotem L pochodzg z powiesci Lis juz wtedy byt mysliwym (1992).
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manentnego zagrozenia. W miescie, w ktorym blokowiska sg stalym elementem
architektury, zaden zamek, zadne zabezpieczenie nie gwarantuja prywatnosci:
»Stuzba bezpieczenstwa podlug wtasnej woli wchodzita i wychodzita z naszego
mieszkania, kiedy nas nie byto” (N 48)%. Nalezy podkresli¢, ze policji wcale nie
zalezato na dyskretnym przeszukaniu mieszkania, wrecz przeciwnie, mieszkancy
powinni mie¢ $wiadomo$¢, ze znajdujg si¢ pod ciggla obserwacja (por. Paproc-
ka-Podlasiak 118). Byt to rodzaj psychologicznej gry ze strony wiadz: ,,Czesto
umyslnie zostawiali znaki, niedopatki papierosow, zdejmowali obrazy ze §ciany
i ktadli je na tozku [...]. To byt psychiczny terror” (N 48). Intymno$¢ nie istniala,
panstwo miato nieograniczony dostep do sekretow poddanych: ,,Kara mogla do-
siegna¢ kazdego, poza oddychaniem wszystko byto przeciez zabronione” (K 51).

Miasto w pewnym sensie ,,ujednolicato” swoich mieszkancow, dysponowali
oni bowiem jednoznacznymi wytycznymi, ktore precyzyjnie i z dbatoscig o kaz-
dy szczegél regulowaty zycie spoleczne na wszystkich plaszczyznach. System
naruszal prywatno$¢ obywateli, pozbawial ich tozsamosci i nadawatl im nowa,
wyprutg z woli walki, ,,socjalistyczng” osobowos¢. Prowadzito to do zobojetnie-
nia, odrgtwienia mentalnego i emocjonalnego, poczucia beznadziei i zatracenia
wlasnego Ja: ,,W autobusach ludzie siedza z opuszczonymi glowami [...]. Ma
si¢ wrazenie, ze $pia. [...] Kiedy cztowiek jedzie z nimi autobusem, spuszcza
glowe tak jak oni” (S 79). W innym miejscu narratorka Sercqtka stwierdza: ,,Ale
ja mogtam dalej liczy¢ ludzi na ulicach i dolicza¢ siebie sama, jakbym spotkata
siebie przypadkiem. Mogtam powiedzie¢ do siebie: Cze$¢, ktosiu. Albo: Czese,
tysigcu. Tylko oszale¢ nie mogltam. Bytam jeszcze przy zdrowych zmystach”
(S 42). Dojmujace poczucie braku sprawczosci, niemozno$ci decydowania o so-
bie, bezsensownosci podejmowania prob oporu uzewnetrzniaja si¢ w owej biernej
postawie mieszkancow, ktorzy po prostu snuja si¢ po miescie, btakaja po ulicach
bez celu i nadziei: ,,Edgar poszedt w dot ulicy do miasta. Ono byto wszedzie,
jesli nie miato si¢ zadnego celu” (S 190)°. Paprocka-Podlasiak dostrzega w ja-
lowych wedrowkach wyraz niepokoju i leku ,,uwarunkowany przeczuciem glo-
balnej katastrofy” lub ,,niemoznos$¢ zaadaptowania si¢ w rzeczywistosci totalitar-
nego panstwa” (Paprocka-Podlasiak 118). Stan ten skutkuje charakterystycznym
dla mieszkancow socjalistycznych miast marazmem, apatia, bezradnosciag wobec
tyranii komunistycznego rezimu (Paprocka-Podlasiak 119). Te odczucia znako-

8 Cytaty opatrzone skrotem N pochodza ze zbioru esejow Nadal ten sam snieg i nadal ten sam
wujek (2014).

% Jak zauwaza Krystyna Pienigzek-Markovi¢: ,,Redukcja miasta do przestrzeni komunikacyj-
nej, miejsc przeznaczonych do ruchu, stuzacych przemieszczaniu si¢, przeciwstawia si¢ pojmowa-
niu miejskiej przestrzeni jako terytorium zamieszkania i zasiedlenia” (Pienigzek-Markovi¢ 2012:
61). Mieszkancow miast w prozie Herty Miiller mozna przyrowna¢ do nomadow, niezakotwiczo-
nych nigdzie na state bytow, ciagle poszukujacych i ciagle tracacych swe miejsce odniesienia.
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micie obrazuje nastepujacy fragment: ,,Chodze bez celu po miescie. | przede mna
tez ktos chodzi bez celu” (S 82). Opisy owych letargicznych, niemal bezwiednych
wedrowek ludzi po mieScie sa swego rodzaju sposobem ,,doswiadczania i prak-
tykowania przestrzeni” (de Certeau 115-129, cyt. za: Kononczuk 29), catkowicie
podporzadkowanej ideologii panstwa. Mieszkancy wchtaniaja ,,pasywna energie
miasta” (Pienigzek-Markovi¢ 2008: 97), dopasowuja si¢ do otoczenia na zasa-
dach mimikry, byleby tylko nie $ciagna¢ na siebie uwagi Securitate, nie rzucac si¢
w oczy; na wiecach, apelach i podczas patetycznych przemoéwien przywodcow
partii klaszczg dhuzej i glosniej niz partyjni liderzy', wtapiaja si¢ w miejskie tlo,
stajg si¢ mistrzami ,,sztuki survivalu”, a w skrajnych wypadkach nawet zazartymi
obroncami aparatu panstwowego. Z tego powodu kazdy, kto stoi niejako ,,ponad
diagramem wladzy” (Btesznowski 207), o$miela si¢ wyrazi¢ sprzeciw lub cho¢by
watpliwo$¢, narazony jest na szykany i represje.

Zorganizowanie przestrzeni miejskiej i architektura dostosowane sga do za-
lozen systemu, zgodnie z zasada ,,réwnania w dot, wszechwladzy biurokracji,
uczynienia z ogromnej wigkszosci obywateli najemnikow panstwa” (Jalowiecki
10-11). Miasta sa pozbawione ,,indywidualno$ci, zré6znicowania, skrajnie anoni-
mowe” (Jatowiecki 10-11), odciskaja si¢ pigtnem nawet na aparycji mieszkan-
cow: ,,Widziatam to miasto odzwierciedlone na twarzy Edgara” (S 80), a jednako-
we mieszkania w jednakowych blokach usytuowanych na jednolitych parcelach
tworza identyczne, beznamictne osiedla, gdzie na prézno szukac oryginalnosci
czy cho¢by indywidualnosci'. Ponure blokowiska, hotele robotnicze i fabryki
wpisuja sie w rdwnie mroczng sceneri¢ miasta, a jego brzydote podkresla jeszcze
wszechobecny asfalt — wizualnie przygnebiajacy i odpychajacy, a zarazem wy-
znaczajacy granice, w obrebie ktorych wolno si¢ poruszac: ,,Dwadziescia metrow
asfaltu zamykalo cate miasto. Caly kraj. Tylko we wtasnej gtowie cztowiek mogt
si¢ schowa¢ przed samym soba, az przestat siebie postrzegac, az nie wiedziat, kim
i gdzie jest” (GJ 75)2. Asfalt wtapiat si¢ w przestrzen miasta, spajat z podtozem
niczym druga skora, bezzwlocznie wychwytujac i unieszkodliwiajac wszelkie
oznaki samowoli: ,,asfalt stat si¢ dywanem, po ktorym [...] skradala si¢ zaplano-

10 Wszyscy klaskali. [...] Nikt nie mial odwagi przerwac jako pierwszy. Bijac brawo, kazdy
patrzyt na r¢ce innych. Niektorzy na chwile przestali, ale przerazili si¢ i zaczeli klaska¢ od nowa”
(S29).

11" Modernistyczne ideaty kolektywno-blokowego wspotistnienia staty si¢ niezwykle popu-
larne w powojennej rzeczywistosci politycznej krajow $rodkowo-wschodniej Europy” (Mazurek
104). Co cickawe, nie tylko bloki mieszkalne musiaty spelnia¢ wymogi ,,ujednolicenia”, ta sama
zasada identycznosci obowigzywata w handlu, w sklepach spozywczych: ,,Sklepy, wielkie supersa-
my, zapetione byty w catym kraju nielicznymi, takimi samymi produktami. [...] Nie inaczej byto
w sklepach z konfekcja. Wszedzie zalegaly ubrania z takiego samego materiatu, w takich samych
kolorach, szyte wedtug takich samych wykrojow” (GJ 79-80).

12 Cytaty opatrzone skrotem GJ pochodza ze zbioru esejow G#6d i jedwab (1995).
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wana przez panstwo $mier¢: represja” (K 50). Asfalt obezwtadnia chodzacych po
nim mieszkancow; swoja ciezka, lepka obecnoscia przypomina im o niemoznosci
ucieczki oraz konieczno$ci trzymania si¢ wyznaczonego terytorium ze sztywnym
regulaminem: ,,W miescie byt asfalt, panowata partia i jej policja” (N 154—155).
Miasto jest ,,obszarem chronionym” przez asfalt, a ten mozna przyréwnac do sta-
lej, nieustepliwej 1 ,.kleistej” obecnosci organu nadzorujacego: ,,Ta wszechobec-
na, oczywista wtadza codziennie siata spustoszenie wsrod kroczacych po asfalcie,
raz z hukiem, raz skrycie” (N 155). Asfaltowe drogi i chodniki sa cecha charak-
terystyczng obskurnego i przygngbiajacego otoczenia, jego brzydota nie razi juz
w zaden sposob mieszkancow'’. Ludzie przywykli do odstreczajacych obrazow,
czgsciowo z braku dostatecznego punktu odniesienia, ze wzgledu na odizolowa-
nie od panstw zachodnich, a czgsciowo z powodu swego rodzaju katatoniczne-
go odretwienia, w ktorym kategorie estetyczne nie odgrywaja istotnej roli. Co
wiecej, niektore dziatania mieszkancow jeszcze intensywniej odzwierciedlajg ich
obojetnos¢ wobec ponurej rzeczywistosci, w ktdrej musza pracowac, zy¢ i — po
prostu — trwac lub prébowac przetrwac. Ponizszy fragment wskazuje, jak odpo-
wiednia polityka panstwa moze wywiera¢ wptyw na jednostke, a tym samym na
calg spoteczno$é, na jej doznania i ocen¢ codziennosci:

Nikt si¢ nie starat kry¢ z pluciem na chodnik. Nikogo to nie ztoscito. Nikt si¢ nie brzydzit zielo-
nych grudek. Lezaty w poczekalniach dworcow, na peronach, w parkowych alejkach, w przej-
sciach podziemnych, pod mostami, na podworkach i korytarzach zaktadow. Bywaty dni, kiedy
zielone grudki doprowadzaty mnie do szalu. Bywaty dni, kiedy ich nie widziatam, bo tak si¢ juz
do nich przyzwyczaitam. Bywaly nawet takie dni, kiedy zielone grudki plwocin podobaty mi
si¢. Nalezaty do nedzy miasta. Jak mozna brzydzi¢ si¢ plwocin na chodniku w kraju, w ktorym
za mi¢so uchodzity zamrozone na czerwono-niebiesko kurze glowy i nogi. W ktérym karaluchy
tazity po sklepach spozywczych, a szczury biegaly przed blokami od jednego $mietnika do
drugiego. Wstret juz nie istnial. A jesli istnial, istnial nieustannie i dlatego byt niewyczuwalny.
Poniewaz zyliSmy w $wiecie, ktory dazyt do tego, aby wszystko, co brzydkie, zgromadzi¢ na
jak najmniejszej powierzchni, w gestym, beztroskim powtérzeniu (GJ 83).

Estetyka brzydoty dominuje w tekstach Herty Miiller opisujacej z niemal do-
kumentacyjng doktadnosciag krajobrazy miasta wraz z przynalezacymi do niego
fabrykami, cmentarzami, zautkami i blokowiskami: ,,Przed blokami pekaty $miet-
niki. Latem $mierdzialy rozktadem. Wokot nich biegaty szczury. Gtodne, wy-
chudzone koty wyciagaty z konteneréw jedzenie [...]. Roje karaluchow, czarne

13°'W zbiorze Krdl kiania si¢ i zabija autorka w jednym z esejow nadmienia, ze jako mata
dziewczynka wychowana na wsi marzyta o wyjezdzie do miasta, w ktérym mogtaby przechadzac
si¢ po dywanie, ,,a on jest z asfaltu i tylko w miescie” (K 11). Asfalt utrwalit si¢ w jej §wiadomosci
jako symbol miasta, budzil pozytywne emocje, poniewaz odnosit si¢ do miejskiego zycia, za ktorym
tesknita. Po latach doznata bolesnego rozczarowania miejska rzeczywistoscia: ,,A wladcy panstwa
ciggali mnie w miescie na przestuchania” (K 28), ,,Represje wtargnelty w moje zycie” (K 51).
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grudki wron nadlatujace nad miasto z pol, wszedobylskie szczury, kosciste koty”
(GJ 77). Cuchnace wyziewy z miejskich $mieciowisk sygnalizuja potencjalnym
przybyszom blisko$¢ aglomeracji: ,,Tam, gdzie zaczyna si¢ miasto, palone sg
$mieci — cate pole z cigzkiego dymu i wilgotnego odoru. Potem nowe osiedle:
nagi, krzywy beton z o$wietlonymi oknami. Miedzy blokami rozmigkczona zie-
mia” (GJ 132). Opis odnosi si¢ do waznego osrodka na historycznej mapie Rumu-
nii — Timiszoary. Miasto zastyneto z zapoczatkowania rewolucji, ktora ostatecznie
doprowadzita do upadku dyktatury Ceausescu. Timiszoara byta ,,ptaska kraing
niecierpliwosci” (GJ 131). Respektowanie nakazoéw i zakazow, obostrzen i ogra-
niczen zakorzenito si¢ na tyle glgboko w $wiadomosci mieszkancow, ze nawet
po obaleniu rezimu pewne wprowadzone przezen reguty byty nadal akceptowane
i bezrefleksyjnie powielane. Gtownie z tego powodu, ze po latach catkowitego
podporzadkowania trudno jest zdoby¢ si¢ na jakie$ dziatanie majace sprawcza
moc, chociazby w przestrzeni publicznej. Nie dziwi zatem fakt, ze

godziny otwarcia [restauracji hotelowej — E.G.-B.] nie zmienily sig, jak wiele innych rzeczy
tutaj. Istnieja zakazy, ktorych nikt nie rusza. Kiedy Ceausescu je wprowadzal, byly zupehie
absurdalne, rozmijaly si¢ z zyciem. Jednakze teraz, po latach ich przestrzegania, nikomu nie
przychodzi do glowy, aby je podwazy¢ (GJ 133).

Poczucie cigglego zagrozenia i nieustannej inwigilacji doprowadzity do para-
doksalnej sytuacji, w ktorej, mimo obalenia dyktatury, mieszkancy nie wyzbyli
si¢ starych nawykow — lekliwego przemykania po ulicach miasta, prowadzenia
ostroznych rozméw $ciszonym glosem, obawy przed aresztowaniem: ,,I tak zo-
stato: duze miasto w skradajacym si¢ kroku nocy. Nalezy do policji. Rowniez
w dzien” (GJ 134).

Jednak w kazdym, nawet najbardziej precyzyjnym planie mozna znalez¢ luke.
Niektore obszary miejskie zapewnialy prowizoryczne schronienie. Zgodnie z za-
lozeniem wtadz socjalistycznych miasta miaty przycigga¢ mieszkancow okolicz-
nych wsi i1 prowincji. Wigksza aglomeracja ne¢cita przede wszystkim mtodych,
upatrujacych w niej szansy na zmian¢ swego losu. Takimi motywami kierowata
si¢ bohaterka Sercgtka, Lola. ,,Sta¢ si¢ kim$ w miescie, pisze Lola, a po czterech
latach wroci¢ na wies. Ale nie dotem, zakurzona droga, tylko gora, przez gatezie
morw” (S 10). Oczekiwania te nierzadko zderzajg sie z brutalng rzeczywistoscig'*.
Miasto w narracji Miiller jest zazwyczaj ciemne i ponure, ,,0odlegle i zapaskudzo-
ne” (S 78), a jego statym komponentem sg parki, ktére wbrew woli wtadzy uosa-
biaja to, co mroczne, skryte, tajemnicze, fizyczne — wspottworza ,,wewnetrzna

4 Lola nawigzata romans z wysoko postawionym oficjelem w partii. Kiedy zaszta w cigze,
okazata si¢ ,,niewygodna”, a wspotlokatorki znalazly jej cialo w szafie w akademiku. Oficjalng
przyczyna $mierci byto samobojstwo przez powieszenie.
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warstwe miejskiej ciatosfery” (Pienigzek-Markovi¢ 2012: 61). Nie do przeoczenia
jest fakt, ze owe zacienione, zaro$nigte tereny zielone byty miejscem schadzek lub
spotkan oséb pragngcych uciec od cigglej inwigilacji, stwarzaty mozliwos¢ za-
znania przynajmniej pozornej anonimowosci i wolnosci. W tych ,,nastroszonych
parkach” (S 19) odbywaty si¢ ukradkowe féte-a-téte kobiet i mezczyzn. Z Lola
spotykali si¢ tam robotnicy, ktdorzy w oczach niesli ,,ciemno$¢ miasta” (S 18),
a w pospiesznym i wyzutym z czutosci akcie fizycznym obie strony znajdowaty
dziwnie bolesne, ale konieczne zapomnienie. W gestych od drzew i krzewow par-
kach szukali takze schronienia przedstawiciele mniejszo$ci seksualnych, jak Le-
opold, bohater Hustawki oddechu (Atemschaukel, 2009): ,,znowu tam poszedtem
[...] na rendez-vous, tak moéwiono w parku” (H 6)'5. Park ,,byt miejscem szybkie;j
wymiany towaru” (H 6), gdyz przytapanie oznaczalo w najlepszym razie brutalne
przestuchanie, minimum 5 lat wig¢zienia lub zsytke do obozu. Park symbolizowat
miejsce zakazane i jako takie utrwalit si¢ w pamieci spotecznej. Marta Bolinska
opisuje mechanizm sprawiajacy, ze okreslonym przestrzeniom ludzie zaczyna-
ja mimowolnie ,,przypisywac funkcje, sensy i znaczenia, ktore — poprzez kody
i szyfry — odczytywane sa nierzadko bez udzialu peinej swiadomosci” (Bolinska
110). Struktura parku i jego cechy charakterystyczne, takie jak zacienienie, mrok,
gaszcz gatezi, sprawialy, ze stat si¢ rejonem niebezpiecznym, owianym zlg sta-
wa sekretnym miejscem dla wtajemniczonych, szukajacych w nim ryzykownych
przyjemnosci. Zamierzone przebywanie na tym terenie mozna tez odczytywac
jako probe oporu, pewien rodzaj buntu wobec wtadzy, nieustannie wkraczajacej
w intymng sfer¢ obywateli, pozbawiajacej ich prywatnosci i godnosci.
Przestrzen miejska, procz budynkow i drog, wspottworzy takze typowa dla
tego terenu fauna i flora. W utworach Miiller elementy te odgrywaja istotng rolg.
Roslinnos$¢ zostata poddana Scistej kategoryzacji, kwiaty petnig okreslong funk-
cje: majg wizerunkowo upigkszaé i ociepla¢ miasto. Tymczasem atmosfera ter-
roru — jak zauwaza autorka — zdaje si¢ zadusza¢ naturalny zapach roslinnosci,
zmieniajac jej won w odpychajacy odor: ,,Na asfalcie lipy pachnialy inaczej [...]
tylko tutaj w miescie przychodzito mi na mysl podczas wachania ich kwiatow
stowo «trupi cukier» [...] $mier¢ szukala mnie w wielkich daliach [...] miejskie
kwiaty byty dla mnie przyktadem umierania w ogole” (K 76). Kwiaty sg waznym
punktem odniesienia dla pisarki, ktora postugujac si¢ florystyczng terminologia,
probuje opisac rzeczywistos¢ — surrealistyczng codziennos¢ wypetniong przestu-
chaniami i cierpieniem. Ow roslinny wokabularz uwiarygodnia przekaz autorki,
pomaga jej oswoi¢ si¢ z lekami: ,,rosliny pokazywaty mi mojg sytuacje tak trafnie,
jak nie potrafityby zadne stowa” (K 77). Z jednej strony ksztatty, kolory i zapach
kwiatdw obrazuja konkretne zdarzenia, konkretne dramaty: ,,Jak mam wyjasni¢

15 Cytaty opatrzone skrotem H pochodzg z powiesci Hustawka oddechu (2010).
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za pomoca stow [...], ze w dalii tkwi przestuchanie [...], ze w dalii tkwi dziecko,
kiedy kobieta jest w cigzy i za zadna cene nie chce dziecka” (K 77-78). Z dru-
giej strony istniejg takze rosliny $cisle utozsamiane z osrodkiem wtadzy, np. tuje
i jodly sg ,;roslinami panujacych”, a dalie i topole roslinami uci$nionych przez
system (por. Paprocka-Podlasiak 131). Nie tylko rosliny stoja po stronie rzadza-
cych, rowniez zwierzgta uosabiajg najgorsze instynkty wladzy: ,,pozerajace ludz-
kie migso mewy nad Dunajem oraz psy w sluzbie milicjantow” (K 93). Okreslone
gatunki, jak mrowki, pchly, wszy, karaluchy, szczury i muchy, omijaja elity, a ne¢-
kaja wyltacznie mieszkancow osiedli.

Bohaterka powiesci Lis juz wtedy byt mysliwym ma wrazenie, ze ,,miasto nigdy
si¢ nie konczy [...]. Ze ulice biegna coraz dalej w kraj i wszedzie sa miastem. [...]
Ze dyktator zobaczyl wyciekajace miasto w gorze z powietrza, ze ustawit wokot
niego wszystkich Zoierzy. Ze oni swoimi topatkami wykopem oddzielajg wycie-
kajace miasto od kraju” (L 215). Paranoja i absurd tej (nie)rzeczywistosci i anormal-
nosci udzielaja si¢ obywatelom, zakorzeniaja si¢ po kolei w kazdej gtowie, parali-
zuja w dojmujacym poczuciu bezsilnosci i kleski. Miasto okazuje si¢ zamknietym
obszarem, wigzieniem pilnowanym przez kordony wojska, miejscem z ktdrego nie
ma ucieczki (por. Paprocka-Podlasiak 124). Lata bezwzglednego postuszenstwa od-
cisnety pigtno na mieszkancach, a tak upragnione zmiany okazaly si¢ w gruncie
rzeczy ,.kosmetycznymi” modyfikacjami, drobnymi, nic nie znaczacymi przesu-
nigciami na szczeblach wladzy. Portret Ceausescu wymieniono na portret Iliescu,
populistyczna ideologi¢ zastapily wznioste hasta wykrzykiwane w imi¢ wolnosci
ludu, w szkotach nie nauczano juz marksizmu i leninizmu, lecz idei demokracji i —
chociaz wymieniono stare podrgczniki — ,,nauczyciel jest ten sam” (GJ 140), a ,.koto
zmian kreci si¢ w Rumunii wokot wlasnej osi [...]. Starzy towarzysze [...] trzyma-
ja si¢ mocno 1 dretwiejg im rece” (GJ 140). Stara nomenklatura zostaje zastgpiona
przez nowa, ob6z wiladzy ,,odswiezony”, ale ,,tytek przesuwa si¢ z jednego miejsca
na drugi: szachownica z niezmiennie tymi samymi pionkami, zaden nie wypada
z gry” (GJ 140). Jest to historia wiadzy, ktorg mozna powiela¢ w réznorodnych wa-
riantach, w nieskonczonych konstelacjach. To powtarzalny i przewidywalny cykl,
ktory Miiller okresla mianem ,,paraboli absurdalnej rzeczywistosci” (GJ 142)'°,

Surrealistyczny obraz tej rzeczywisto$ci podkresla dysonans miedzy tym, co
panstwo uznaje za mieszczace si¢ w normie, ,,poniewaz dyktator i jego straznicy

16" Sytuacja polityczna nakre$lona przez Miiller przywodzi na mysl teksty innego znakomitego
niemieckiego laureata Nagrody Nobla Heinricha Bolla. Warto w tym miejscu wspomnie¢ chociazby
o powiesci Zwierzenia klauna (Ansichten eines Clowns, 1963), w ktorej autor prezentuje podobny
schemat powtarzalnosci historii. Boll opisuje btyskotliwe kariery bytych nazistow, ktorzy swietnie
odnalezli si¢ w nowej powojennej rzeczywisto$ci; demaskuje hipokryzj¢ spoteczenstwa, swoista
restauracje” narodowosocjalistycznych uktadow, zaleznosci i struktur wladzy, wystepujacych tym
razem pod szyldem demokracji.
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przywlaszczaja sobie normalno$¢” (GJ 109), a tym, co od tej normy wyraznie od-
staje. Wszelkie odstgpstwa niosty za soba konsekwencje w postaci wykluczenia i,
w najlepszym wypadku, lekcewazenia. Do takich dyskryminowanych grup spo-
tecznych, a zarazem wpisujgcych si¢ w miejski krajobraz, nalezaly osoby uposle-
dzone, niepetnosprawne lub przedstawiciele mniejszosci. W eseju Tykanie normy
ze zbioru Gfod i jedwab autorka opisuje ,,szalencow miasta” (GJ 107): mg¢zezyzne
z muszkg na prézno czekajacego na swoja partnerke, ktora ,,juz dawno wynie-
siono z wiezienia do cmentarnego dotu” (GJ 107); karlice mieszkajaca na placu
w fabrycznej dzielnicy; starsza kobiete ciggnaca sanki z plastikowymi torbami;
filozofa, ktory krazyt po miescie i opowiadatl masztom telefonicznym o Kancie
i kosmosie. Psychicznie chorzy, ,,anormalni” stanowili nieszkodliwg dla panstwa
grupe odmiencow, przez policj¢ po prostu ignorowang: ,,Obtgkanym wolno byto
mieszkac¢ na ulicach miasta. Dyktatura nie troszczyla si¢ o nich. Nie byli niebez-
pieczni, straznicy dyktatora wiedzieli, ze sg juz ztamani” (GJ 108). Jednocze$nie
ich inno$¢ mogta by¢ interpretowana jako glos sumienia: ,,Czasem wydawato mi
si¢, ze to oni, ci wpedzeni w obled, wzieli na siebie cale nieczyste sumienie tej
anormalnej normalno$ci. Demonstrowali, w jakim stanie znajdowali$my si¢ my
wszyscy. Uosabiali szalenstwo, reprezentowali spojrzenie przenikajace mur pozo-
row tego rezimu” (GJ 107). Miasta byly najstosowniejszym obszarem, na ktérym
praktykowano wszelakie mechanizmy kontroli, sposoby kreowania rzeczywisto-
$ci za posrednictwem patetycznych hasetl ideologicznych, demagogii oraz brutal-
nych metod inwigilacji i represji. W miastach uwidaczniat si¢ konkretny podziat
klasowy, dlatego shuzbom bezpieczenstwa bez trudu przychodzito wyodrgbnienie
sposrod miejskiej tkanki wrogéw narodu. Taki sposob dziatania i selekcji spo-
leczenstwa koreluje z wnioskami Michela Foucaulta, ktory w owym ,,ukradko-
wym”, dyskretnym, ale skutecznym zarzadzaniu policja dostrzega gwarancje
utrzymania ,,milczacej higieny uporzadkowanego spoteczenstwa” (Foucault 88).
Wrogiem klasowym jest zatem ,,chory, zboczeniec, szaleniec” (Foucault 88). Jed-
nostki niespetniajace ,,norm opinii publicznej” (GJ 100) skazywano na izolacje
i wykluczenie!’. Strategie wykluczenia dotyczyly takze mniejszo$ci narodowych
(wegierskiej, romskiej)'®, ale specyficzna polityka ,.etnicznej homogenizacji”

17 Wedhlug Foucaulta jest to typowy dla ustroju socjalistycznego rasizm, ktory polega na
,.dyskwalifikacji” osobnikow niewygodnych: ,,Dlatego w sposob caltkiem naturalny odnajdziecie
rasizm — nie rasizm $cisle etniczny, ale rasizm typu ewolucjonistycznego, rasizm biologiczny — roz-
kwitajacy w panstwach socjalistycznych (typu Zwiazek Radziecki) w odniesieniu do chorych psy-
chicznie, do przestepcoéw, do przeciwnikow politycznych itd.” (Foucault 258-259).

'8 Wynika to po czgséci z potozenia geograficznego Rumunii, w ktorej, jak w tyglu, spotykaja
si¢ przedstawiciele réznorodnych narodow, religii i kultur: ,,Rumunia byta, jest i zapewne zawsze
pozostanie panstwem wieloetnicznym i wielowyznaniowym. Mniejszo$ci narodowe zajmujg szcze-
goblnie wazne miejsce we wszystkich sferach funkcjonowania panstwa: gospodarczej, spoteczno-po-
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(Kosiek 173) dyskryminowata przede wszystkim spoteczno$¢ romska. Wspo-
mniana w tym tekscie Timiszoara staje si¢ miejscem, w ktorym granica miedzy
Romami a reszta spoteczenstwa jest wyraznie nakreslona. W miejskich sierocin-
cach ,,ponad czterdziesci procent dzieci to Cyganie [...] znalezione w miescie”
(GJ 172). Romowie nie moga liczy¢ na stale zatrudnienie, wobec tego imaja si¢
najrozniejszych, zle ptatnych, czesto pogardzanych prac: ,,Prawie wszyscy za-
miatacze ulic w kraju sg Cyganami” (GJ 172). Grupa ta, pomimo dyskryminacji
i wykluczenia, przynalezy do przestrzeni miejskiej, jest obecna ,,w miastach i na
rogach ulic” (GJ 174).

Charakterystyczny dla pisarki sposob prowadzenia narracji, gdy watki auto-
biograficzne splataja si¢ z poetyczng, intymng proza, sprawia, ze doswiadczenie
jednostki jest udziatem catej spotecznosci, a do§wiadczenie miasta jako miejsca
rezimu i ubezwlasnowolnienia pozostaje egzemplaryczne dla catego panstwa to-
talitarnego, dla obowigzujacych w nim zasad regulujacych funkcjonowanie ogo-
hu spoteczenstwa. W modelowej strukturze miasta, niczym w zwierciadle, odbija
si¢ struktura catego $wiata (por. Lotman 316, cyt. za: Johannsen 168). W tym
sensie miasto w tekstach Miiller obnaza kulisy dziatania wszelkich dyktatur. Od-
dech $mierci i wszechobecna brzydota zamieniaja miasta w ,,sui generis nekropo-
lie” (Sobieraj 55). Staja si¢ one przestrzenig ucisku i terroru, a elementy wpisane
w krajobraz miejski, jak drogi, bloki, fabryki, parki, a nawet roslinno$¢, traca
swoj pierwotnie neutralny i nieszkodliwy wydzwiek, przeksztatcajac si¢ w narze-
dzia represji w rekach wtadzy, dla ktorej priorytetem jest ,,maksymalne ubezwta-
snowolnienie psychiczne jednostek w mysl hasta: «Jedyny sposob, by uwolnic¢
cztowieka od zbrodni, to uwolni¢ go od wolnosci»” (Wojtczak 57). Podobnie jak
jurysdykcja bezwzglednego aparatu panstwowego jest wszechobecna i — wyda-
waloby si¢ — nieskonczona, tak i miasto jako odzwierciedlenie obozu wtadzy ,,ni-
gdy sie nie konczy” (GJ 215).
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Abstract. The release of the television series Chernobyl (HBO, Sky Atlantic 2019) drew re-
newed attention to the tragedy, its locations, and the affected population, generating new produc-
tions in Russia, such as the film Chernobyl: Abyss (Danila Kozlovskij, 2021), explicitly made in
response to the Western series, signalling a desire to re-appropriate the narrative of the disaster
and its territories. Indeed, a recurrent characteristic of the film and television productions of the
countries most affected by the 1986 nuclear disaster (Ukraine, Belarus, and Russia) has been
the representation of the land and the inhabitants’ relationship with it (Lindbladh 2019). This
is also a central theme in Svetlana Alexievich’s renowned 1997 work Voices from Chernobyl:
Chronicle of the future, whose stories inspired some episodes of the Anglo-American series. This
article analyzes the representation of the relationship between the inhabitants of the Chornobyl/
Chernobyl Exclusion Zone and their homeland in film and television productions dedicated to
the nuclear disaster, beginning with Eastern European films made in the early 1990s, moving
on to the representation in the Western series, and culminating with an analysis of Kozlovskij’s
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Introduction

In the immediate aftermath of the 1986 Chornobyl catastrophe, before the
collapse of the Soviet Union in 1991, films on this subject were aimed at com-
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memorating the victims of the incident'. Notable examples are the first documen-
taries shot shortly after the nuclear disaster, Koloko! Chernobylya (The bell of
Chernobyl, Rollan Serhienko, 1987) and Chernobyl. Khronika trudnykh nedel
(Chernobyl: Chronicle of difficult weeks, Volodymyr Shevchenko, 1988)2. Both
films focus on the victims and witnesses of the disaster, featuring interviews with
local people, who recount the grief experienced in the recently abandoned lands.
Although these documentaries were shot around the same time, different circum-
stances surrounded their release. The first film, commissioned by the central gov-
ernment of the Soviet Union, was released immediately after its production; by
contrast, the latter, realised by an independent all-Ukrainian crew, encountered
an unexpected delay in its release. The Ukrainian production specifically focused
on highlighting the efforts and actions of the local population, but also strong-
ly criticised Party members who chose to abandon the contaminated zone and
“hid in the villages” instead of offering assistance despite the inevitable health
risks. The documentary portrayed Party meetings where these so-called “desert-
ers” were openly condemned and subsequently excluded from the Party. While
Kolokol Chernobylya was released in 1987, Shevchenko’s documentary reached
audiences only in 1988, an event the director did not live to see: he died at the age
of 57, in March 1987, due to the consequences of radiation exposure during the
nuclear disaster.

The difficult topic of the relationship of the inhabitants of the Chornobyl
Exclusion Zone (CEZ) with their homeland also inevitably characterises the fic-
tional productions dedicated to the nuclear accident®. This article offers an ana-
lysis of the depiction of the catastrophe in selected films and TV series produced
in the areas most directly affected by the consequences of the nuclear disaster —
Ukraine, Belarus and Russia — and also aims to show how, by contrast, this as-
pect is overlooked in a Western fictional depiction. My analysis focuses on the
following productions: the films Rozpad (Decay, 1990, Ukraine) by Mikhail
Belikov, Dusha moya, Mariya (Maria, my soul, 1993, Belarus) by Vyacheslav
Nikiforov and V subbotu (Innocent Saturday, 2011, Russia) by Aleksandr Min-

! In this text, widely recognized names (e.g. “Alexievich”, “Tarkovsky”) are presented in their
most known English forms. When referring to Ukrainian cities, the decision has been made to trans-
literate the names of places in Ukraine from Ukrainian and not from Russian, giving Chornobyl,
Kyiv, and Pryp’iat’, for example, rather than Chernobyl, Kiev, and Pripyat.

2 The titles used for international distribution are indicated in brackets, for example Motyl ki
and Innocent Saturday. In cases where there is no recognized title in English, I provide my own
translation, such as for Decay.

3 The Chornobyl Exclusion Zone (CEZ) is the area surrounding the site of the Chornobyl Nu-
clear Power Plant disaster, covering approximately 30 kilometers. The contaminated area is much
larger, however, and extends into the territories of Ukraine, Belarus, and Russia, spanning approxi-
mately 150,000 square kilometers (International Atomic Energy Agency [IAEA]).
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dadze, and the TV series Motyl’ki (Inseparable, 2013, Ukraine) by Vitalij Vo-
robyov. To trace a comparison with Western productions, the world-acclaimed
series Chernobyl (2019, United States, United Kingdom), written and produced
by Craig Mazin, will be examined.

Foregrounding the relationship of those affected by the tragedy with the con-
taminated lands, the first section of the article will show how in Eastern European
films and TV series, the Chornobyl Exclusion Zone (CEZ) is depicted as a place
from which it is impossible to separate, due to the protagonists’ emotional attach-
ment to their homeland, while the Western series, Chernobyl, instead focuses on
the immediate danger of radiation contamination.

In contrast to the idea of the CEZ as a place impossible to leave due to the
characters’ attachment to it, the impossibility of leaving the CEZ because of ex-
ternal factors will also be discussed. In this regard, the second part of the article
focuses on the representation of the role of institutions, specifically the Soviet
government’s reaction to the disaster. Here I will explore the differences between
the Ukrainian film Rozpad, Mindadze’s V subbotu, the first Russian-made fiction
film (produced 25 years after the power plant disaster) to focus on the Chornobyl
tragedy (Lindbladh 2012: 113—126), and the Western TV series Chernobyl, while
underscoring that these productions adopt a political position, ascribing respon-
sibility for the Chornobyl disaster to the Soviet authorities and criticising their
response to it.

Building upon the portrayal of the danger of contamination, the third section
will analyze the representation of radioactivity, reflecting on the challenges in-
volved in this and showing how it is evoked through visual techniques both in the
Ukrainian TV series Moty! ki and the Anglo-American series Chernobyl. The final
section will trace parallels between the Western series Chernobyl and the recent
Russian film Chernobyl: Abyss (2021), taken as an example of the Russian gov-
ernment’s reappropriation of the narrative of the disaster.

Leaving the Chornobyl Exclusion Zone: An impossible journey?
Emotional attachment to a radioactive land

Recent academic work has analyzed the representation of the relationship of
the inhabitants of the Chornobyl Exclusion Zone (CEZ) with their lands in films
and TV series made in Ukraine, Belarus and Russia (Briukhovetska 95-121;
Lindbladh 2019: 240-256). In fact, leaving the CEZ is often shown to be an
impossible task for the protagonists, and is depicted as an internal conflict that
takes different forms. The main reasons that link the people to the contaminated
land, enabling them to overlook the dangers it represents, can be identified as
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their sense that it is their civic and moral duty to stay in the CEZ to help others;
the impossibility of leaving due to emotional attachment; or the need to return,
whether motivated by nostalgia for one’s life before the tragedy or, on the con-
trary, to plunder what remains.

In this regard, Lindbladh (2019) proposes a novel interpretation of Nikolai
Berdyaev’s work, The Russian idea (Russkaya ideya), which defines the eschato-
logical orientation of Slavic consciousness in contrast to Western culture (Berdy-
aev). Drawing upon this philosophical framework, Lindbladh contends that in au-
diovisual productions originating in Eastern Europe, the Chornobyl disaster does
not signify the end, but rather a pivotal moment in history when people must take
action in order to restore life, suggesting a cyclical, non-linear view of time. Con-
versely, she argues that traditional Western thinking perceives the end as inherent-
ly negative, viewing it as the conclusive termination of a linear chain of events,
and therefore rejecting any potential positive outcome from the Chornobyl disas-
ter, portraying it as a historical endpoint without the possibility of rebirth.

The notion of the existence of a common Slavic consciousness, as theorized
by Berdyaev and once posited as a speculative construct, groups the former So-
viet nations under Moscow’s imperialist influence as a unified entity, stripping
them of individual national attributes. However, Lindbladh (2019) challenges
Berdyaev’s perspective, emphasizing that the unity of the three examined coun-
tries can be understood as being solely due to their inevitable geographic inclu-
sion within the CEZ. The author maintains that the artists and filmmakers from
the countries whose lands were impacted by the nuclear tragedy adopt a partic-
ular stance regarding the fate of that land. Within their narratives, there is, in
fact, an anticipation of the potential rebirth of these places, driven either by their
characters’ yearning to reunite with their homeland or their inherent refusal to
accept separation from it. Building on Lindbladh’s line of thought, the following
paragraphs will further emphasize how the theme of the potential rebirth of the
contaminated territories is overlooked in the HBO series Chernobyl, where sep-
aration from the CEZ is portrayed as the only possible outcome of the tragedy.
Additionally, in the Western series, the responsibility for the disaster is clearly
attributed to the Soviet government — a theme also present in the 2011 Russian
movie V subbotu.

In Eastern European film, the impossibility of leaving the CEZ due to an emo-
tional attachment to its land and a deep-rooted, enduring feeling of belonging is
often conveyed through narratives linked to a love connection between two char-
acters. Examples of this trope can be found as early as 1990, in the Ukrainian film
Rozpad, in which a newlywed couple abandons its own wedding party and ends
up taking a bike trip into the Zone, wandering from place to place and ignoring the
evacuation order. The journey ends at a village church, where the two lovers ask
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the priest to bless their union, but he is forced to evacuate the church by liquida-
tors before he can officiate the ritual.

The mini-series Motyl’ki takes the motif of doomed love even further, as it
revolves around the story of its two young main characters. Produced in Ukraine
and aired on the popular TV channel Inter in 2013, the series was written by
Valerij Muchariamov and directed by Vitalij Vorobyov*. For the protagonists Alya
and Pasha, the city of Pryp’iat’ is the only place where their love can unfold and
flourish. After the explosion of the reactor and the evacuation of the surrounding
area, the two protagonists live in the deserted city, which seems to be suspended in
time. They break into homes in search of food, play dress-up in clothing shops and
fix their hair in abandoned salons. Pasha had been one of the so-called liquidators
of Chornobyl, tasked with removing the highly radioactive debris from the roof of
the nuclear power plant and, as a result, he had been exposed to a lethal amount of
radiation. However, although the two are aware of the dangers of radiation expo-
sure, they reject the idea of fleeing and instead hide from the authorities, fearing
that they will be separated if caught. In this case, therefore, the CEZ is impossible
to leave because it is the only place where the two young lovers can be together.

Films made in Belarus also contribute to the theme of people’s attachment to
the contaminated land. The strong reaction of Belarusian cinematographers to the
disaster is likely explained by the severe consequences that hit the country in the
aftermath of the tragedy: Belarus was, in fact, the country most affected, hit by
70% of the radioactive fallout from the reactor explosion, which led to the loss of
approximately 23% of its territory (Arndt 297), three times more than the amount
of territory lost in Ukraine (Zhukova 486). Belarusian cinema began to draw at-
tention to the Chornobyl tragedy from the early 1990s onwards, if we exclude the
pro-regime productions of the years immediately following the accident’. After
the collapse of the USSR, the tone of the country’s film productions became more
openly denunciatory of the Soviet authorities and the consequences of the disaster
(Romanova 457). As early as 1991, the film Volki v zone (The wolves in the zone,
Viktor Deriugin) denounced the phenomenon of CEZ looters, who stole valuables
from abandoned houses and resold them, endangering the health of buyers by
exporting highly radioactive objects to the rest of the USSR. The main character,
Rodion, an ex-police officer, seeks to restore order and fight crime in the Zone by
taking on a gang of traffickers who are involved in dealing contaminated goods in

4 Tt is worth noting that both Muchariamov and Vorobyov are Russian and that the series fea-
tured a prominent Russian cast who performed in Russian. This positions Moty! ki more as a Russian
product aimed at Ukrainian audiences, which reflects the prevalent trend of audiovisual production
in Ukraine prior to the national reforms that began in 2015, which led to a resurgence in Ukraine’s
internal film industry.

5 For an in-depth examination of 1990s Belarusian cinema see (Stulov).
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cahoots with the local police. His actions are motivated by a sense of civic duty,
but also by his nostalgia for the memories of his old life before the disaster.

The theme of nostalgia recurs, and is extremely pronounced, in the Belaru-
sian films Dusha moya, Mariya (1993) by Vyacheslav Nikiforov and Ja pomnyu
(I remember, 2005) by Sergei Sychev. Dusha moya, Mariya, based on a the-
atre play by Dmitrij Michleev (Stulov), follows the life of Mikola Achremchik,
an old farmer left alone in his village after its evacuation. Exposed to a lethal
amount of radiation, Mikola lives in a state between hallucination and reality,
which leads him to believe that he sees a young woman bearing the name of his
late wife. Mariya is a figment of the protagonist’s imagination, but she is also
a creature generated by radiation, comparable to the character of Hari in Andrei
Tarkovsky’s film Solaris (1972). Similarly to the protagonist of Solaris, in fact,
Mikola initially tries to get rid of the woman — he abandons her with his boat
by the river, for example, and locks her inside a government office; these efforts
are in vain, however, as she reappears by his side at every attempt. Endowed
with supernatural powers, and visible only to Mikola, Mariya is able to foretell
the death of people she encounters — such as the group of thieves looting the
protagonist’s house — and to inflict lethal doses of radiation at her touch. Mi-
kola is initially forced to leave his home by his son, who arrives to rescue him.
Nevertheless, being aware of the certainty of his death and finally accepting the
presence of the supernatural woman, he decides to return to the contaminated
village to live out his last days by her side, as he admits that nobody but she, not
even his late wife, ever loved him.

Similarly, in Ja pomnyu, the protagonist, a Belarusian painter who escaped the
CEZ to live in Minsk, is drawn back to his old village as the only place to which he
feels a sense of belonging, and, most importantly, where he can mend his relation-
ship with his partner and start a new life. After their child is born in the Belarusian
CEZ, the contaminated land there becomes the only place where couple can be
together and start a family.

The CEZ as a trap: The role of institutions

Another important theme in film and television productions about the Chor-
nobyl tragedy is the role of institutions, which are invariably linked to the creation
of an often-hostile setting for the protagonists, with lethal consequences for pop-
ulation of the CEZ. The lack of clear communication on the part of the Soviet au-
thorities and the creation of an environment in which not only dissent but also the
dissemination of information are suppressed make its spaces even more stifling,
turning the CEZ into what could be considered a radioactive prison.
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A strong and explicit critique of the Soviet authorities’ incompetence is voiced
in the 1990 Ukrainian film Rozpad. In one scene following the night of the acci-
dent, a doctor pleads with people on the streets of Pryp’iat’ — including children
and people gathering for a wedding — to return home and remain indoors. His
efforts are, however, met with resistance from an official who dismisses his warn-
ings, asserting that “nothing has happened” and that they will proceed with the
20 wedding ceremonies scheduled for that day. Later, during the initial evacua-
tion procedures, the doctor notices Party representatives in the distance and raises
his voice to address them, but he is subsequently forcibly taken onto a plane and
transported out of the Zone.

This theme is also found in the storyline associated with the film’s protag-
onist, Aleksandr Zhuravlyov, a journalist based in Kyiv, who becomes nuclear
accident from his wife, who receives the news from the informant Shurik, whom
Zhuravlyov suspects is his wife’s lover. When Zhuravlyov raises the question with
the editor-in-chief of his newspaper, he is scorned: leaking the news through the
press is not an option. His pride wounded by having to rely on Shurik’s informa-
tion, Zhuravlyov remains in Kyiv with his family until the two men finally meet at
a dinner party and Shurik informs Zhuravlyov that Kyiv will soon be sealed: “You
are in a mousetrap”, he tells Zhuravlyov. Finally, acknowledging the danger of the
situation, Zhuravlyov agrees that his wife and son will leave Kyiv with Shurik,
while he departs as a volunteer liquidator for the contaminated area.

The concept of the city of Pryp’iat’ as a trap recurs in the 2011 Russian film
V subbotu by Aleksandr Mindadze. Set in 1986 (the title derives from the fact that
the film’s action begins on Saturday 26 April 1986, the day of the disaster), Min-
dadze’s film is explicit in its denunciation of the Soviet authorities, adopting an
approach that had never previously been seen in Russian cinema, and which has
not recurred in Russian productions about Chornobyl of recent years. The protag-
onist Valerij, a member of the Komsomol, accidentally learns from his superiors
about the disaster at the power station. Discovered eavesdropping on the secret
conversation of Party officials inside the power plant, he is forcibly taken to re-
actor four by the skeptical Malovichko, the secretary of the regional committee.
Once there, the two observe in horror the building destroyed by the explosion.
Following a fight between them, Valerij manages to escape, while Malovichko is
doomed to die in the radioactive wreckage. The character of Malovichko, arro-
gant and physically violent, serves as a clear denunciation of those Soviet officials
who, following the night of 26 April 1986, refused to act in the face of evidence,
and he is therefore condemned by the story’s narrative.

Valerij’s goal, on the other hand, is to save himself and Vera, the girl he loves,
by escaping Pryp’iat’ as quickly as possible. Soon, however, they realize the im-
possibility of this, not so much from a physical point of view, as from an emotion-
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al one, again reflecting the attachment theme discussed in the previous section.
A minor inconvenience — missing the first train out — leads them to temporarily
give up the idea of fleeing, but they eventually end up finding every opportuni-
ty to stay and remain close to their friends and loved ones in the city’s last days.
For some inexplicable reason, in his multiple unsuccessful attempts to run away,
Valerij always ends up right in front of the power plant, conveying a feeling of
the city as a labyrinth from which is impossible to escape, as well reflecting the
character’s emotional state.

In an interview after the film’s release, the director Mindadze described
V subbotu as a film “not so much about Chernobyl as about the Russian charac-
ter”, suggesting that it seeks to convey an emotional perspective on the disaster
on the part of the Russian population, rather than to offer a fact-based narration of
the events (Lindbladh 2012: 117). It is worth noting that Mindadze describes the
characters as exclusively “Russian”, ignoring the fact that the film’s protagonists,
the Chornobyl power plant, and the city of Pryp’iat’ are all located on the territory
of Ukraine, and thereby removing from the picture — literally — the traumatic ex-
perience of both Ukraine and Belarus.

The negative representation of the Soviet authorities is also explicit in the
2019 series Chernobyl. Indeed, this theme is evident from the very first episode,
where a committee of Soviet officials convenes in the city of Pryp’iat’ in the hours
immediately following the disaster. It is there that the decision is made to cut
telephone lines, so that “misinformation” does not spread outside the city. For
the same reason, no one is allowed to leave or to enter Pryp’iat’: the citizens are
therefore trapped in the CEZ until further notice. While the protagonists of the
aforementioned Eastern European productions struggle to take concrete decisions
about leaving their homeland, however, the depiction of such an internal battle is
absent from Chernobyl. While the need to evacuate Pryp’iat’ is constantly urged
by the main character, Valerij Legasov, the Anglo-American production presents
two pivotal scenes in which the people’s reaction to this emergency is shown. In
the second episode, Ulana Chomyuk, a Belarusian nuclear physicist, immediately
travels to the Minsk Communist Party Headquarters, requesting to speak to the
deputy secretary to inform him of the danger. Following the latter’s refusal to take
any action, Chomyuk leaves the office, but not before gifting a packet of iodine
pills to the deputy secretary’s assistant and advising her to go “as far away from
Minsk as possible”. Without hesitation, the woman takes one of the pills and,
clearly troubled, ponders what to do. There is no room for sentimentality.

A different attitude is shown in the fourth episode, which describes the lig-
uidation activities of the CEZ. The attachment to the land — represented via the
character of an elderly peasant woman, who is eventually forced to evacuate by
the militia — is explained through historical motives rather than emotional factors.
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The woman refuses to evacuate the Zone, on the grounds that she has lived in her
village all her life and neither the Civil War, nor Stalin’s Holodomor, nor the Sec-
ond World War had succeeded in making her leave. For this reason, she will not
leave because of a danger that she “cannot even see”.

The “invisible enemy”: Visual representations of radioactivity

The world changed. The enemy changed. Death had new faces we had not known yet. Death
could not be seen, could not be touched, it did not smell. Even words failed to tell about the
people that were afraid of water, earth, flowers, trees. Because nothing like this had ever hap-
pened before (Alexievich 217).

The representation of radiation in visual media poses a significant challenge,
due to its invisibility. What is so clearly depicted in Svetlana Alexievich’s cele-
brated 1997 work, Chernobylskaya molitva. Khronika buduschego, published in
English for the first time in 1999 as Voices from Chernobyl: Chronicle of the fu-
ture, through the testimonies of the interviewees — one of which is cited as the
epigraph to this section, — is explored in recent films and television series through
visual techniques applied both during filming and in post-production devices, in
order to convey the dangers of contamination in a tangible way. In this section,
the creative devices used to represent radioactivity in the two serials considered
in this article, the Ukrainain production Moty!’ki and the Anglo-American Cher-
nobyl, will be analyzed and compared.

The most frequent technique is the exploitation of framing and close-ups that
linger on contaminated objects in the mise-en-scene, from natural to urban elements,
exploiting the viewer’s awareness of the danger of radiation exposure, while the
characters of the stories are often unaware of it. This approach is evident in Moty! ’ki.
In the first episode, the morning after the Chornobyl reactor explosion, the residents
of Pryp’iat’, unaware of the danger, are shown getting on with their lives. The camera
focuses on seemingly ordinary actions: bakers unloading bread from a van, a child
jumping into a puddle, a newlywed couple posing for photos in the city center. In ad-
dition to the camera’s focus on these activities, however, the series employs a visual
distortion effect, a “glitch” on the screen that symbolizes the dangerous presence of
contamination in the surroundings and the disruption of normality.

In Chernobyl, radiation contamination is depicted via the same technique:
the camera fixes on details that would otherwise be insignificant. For instance,
close-up shots linger on the water being pumped to wash the mud from the res-
cue trucks, or on the glasses in a night bar from which some residents of Pryp’iat’
drink. This technique emphasizes the pervasiveness of the radioactive particles,
which are impossible to detect with the naked eye.
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Additionally, both series highlight the fatal consequences of the nuclear acci-
dent through the depiction of animals, whose physical reaction to radiation expo-
sure is often quicker and more evident than that of humans. In Chernobyl, a bird
flying over Pryp’iat’ suddenly falls to the ground, unnaturally. Likewise, in a sec-
ond scene, a close-up lingers on the body of a young deer lying dead in the sur-
rounding forest, as helicopters involved in the rescue operations fly overhead. In
the fourth episode of the series, a liquidator is tasked with the job of eliminating
animals from the abandoned villages of the CEZ, as they are considered to be
dangerous carriers for the radiation. This includes domesticated animals, such as
a group of puppies that the young man finds in an abandoned house and cannot
bring himself to shoot, leaving the job to his superiors. Moty! ki adds an additional
emotional dimension to the effects of radiation exposure on animals, by introduc-
ing into the narrative Alya’s pet dog, to which she is extremely attached. In an
upsetting sequence, the dog dies in Alya’s arms and she spends what seems like
hours holding onto its dead body, while she waits for Pasha to come and look for
her in the shed where she is trapped.

As in Motyl’ki, a specific visual device is employed to evoke the presence of
radiation in Chernobyl. Instead of the screen “glitch”, however, slow motion is
used on several occasions. This is evident in a scene from the first episode, set on
the night of the explosion, in which a group of Pryp’iat’ residents gather on what
is today popularly known as the “Bridge of Death”, about one kilometer from the
nuclear power plant, to observe the colors emanating from the fire. A bright blue
halo stands out over the plant in the night sky, triggering the following dialogue:

WIFE — What do you think makes the colors?
HUSBAND - It’s the fuel, for sure!
WIFE — It’s the fuel, for sure! What do you know about it? You clean the floors at a train station!

The color over the Chornobyl plant is not characteristic of radiation, but rather
a consequence of the contact of the chemicals with oxygen, described by one of
the bystanders as “beautiful”. As the group watches in awe, windblown ash from
the fire on the reactor falls on them. It is at this moment that the slow-motion tech-
nique is used to depict the horror of the situation: the ash falls on the people, on
the children playing and dancing in the radioactive rain, on the face of an infant in
a stroller. The viewer knows, or at least certainly imagines, that none of the people
on the bridge will survive.

In both TV series, the representation of radioactivity is therefore marked by
visual elements; however, there is a substantial difference between the two usages.
While in Moty! ki the visual representation of radiation is used only once, specifi-
cally in the scene set in Pryp’iat’ on the morning following the reactor explosion,
the Chernobyl series repeatedly employs these visual devices across all five epi-
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sodes. This consistent usage emphasizes both the immediate danger of radiation
contamination and the lasting impact of the radiation, thereby contributing to the
series’ ongoing sense — discussed in the previous section — that the affected areas
must be evacuated urgently. In contrast, after the initial danger warning, Moty! ki
transitions toward narrating the romantic relationship between the two main char-
acters, prioritizing instead the emotional component of the tragedy and enabling
the film’s aforementioned depiction of the CEZ as a place from which it is impos-
sible to separate, due to the protagonists’ emotional attachment to their homeland
and to each other.

A response to the West: the 2021 Russian movie Chernobyl: Abyss

Mazin’s Chernobyl gained widespread global recognition after its release in
2019, becoming one of the highest-rated TV series in history, according to user
ratings on the Internet Movie Database (IMDb Charts “Top Rated TV Shows —
Top 250 as rated by IMDb Users). It also held the highest rating for the year of
its release (IMDb Top 10 New TV Shows of 2019). The international critical re-
ception has been predominantly positive, in particular praising the series for the
historical accuracy of its depiction of Soviet life and settings, while criticizing the
excessively stereotypical depiction of the Soviet authorities (Braithwaite 154). In
Russia, despite its popularity with audiences, the series triggered lively debates as
well as strongly negative reactions, such as in the case of the Russian party Kom-
munisty Rossii (Communists of Russia), which formally called for a ban of the
series within the country, albeit unsuccessfully (Kommunisty Rossii’ potrebovali
zapretit' serial ‘Cernobyl”’, electronic source).

The undoubted success of the Anglo-American series had a direct impact on
the Russian film industry’s reaction to the theme, leading to a desire to reclaim the
narrative of the tragedy®. Although not explicitly positioned by the producers as
aresponse to the series — but certainly received by the public as such — Chernobyl:
Abyss was made in 2021. Its director, Danila Kozlovskij, had stated his appreci-
ation for the Anglo-American series, expressing at the same time confidence in
his own film’s ability to hold up against it (Uskov). Nonetheless, in terms of the
themes it develops, Chernobyl: Abyss turns out to be more a response to the West-
ern product rather than bringing an original narrative, standing out distinctly from
the previously analyzed East European productions.

® Multiple magazines and websites refer to the Russian productions released after the An-
glo-American Chernobyl as the “Russian answer” to the HBO series (see, for example, Gaponova;
Burmistrov, Lobkov).
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Kozlovskij’s movie can be ascribed to the action film genre, where the fate of
the Soviet Union is placed in the hands of a single hero, Aleksej Karpushin, played
by the director himself. Karpushin takes part in key moments of the rescue opera-
tions, from extinguishing the fire on the power plant roof right after the accident, to
draining the water under reactor four to prevent further contamination. As stated in
the credits, the film is dedicated to all the heroes who took part in the humanitarian
effort. Mazin’s Chernobyl had employed a similar approach two years previously,
including the fictional character of the nuclear physicist Ulana Chomyuk as a tribute
to all the scientists who worked together to recover the CEZ. However, the differ-
ence between these two representative characters, whose function is to glorify the
heroes of the catastrophe, is substantial, and it lies in the roles they occupy.

In the case of Chomyuk in Mazin’s Chernobyl, the character is portrayed with
an unambiguous specialization — she is a Belarusian nuclear physicist, who trav-
els from Minsk to Pryp’iat’ to offer her skills in the service of disaster contain-
ment. Her features are well defined, and the character, although fictional, is made
believable through the difficulties she encounters during the development of the
narration, however heroic her acts are ultimately shown to be. On the other hand,
the role of Karpushin’s character in Kozlovskij’s film is not so specifically de-
fined, making him a rather symbolic, superhuman figure, devoid of limitations
and weaknesses. From firefighter on the reactor roof to liquidator in what was
probably the most dangerous operation of the power plant disaster containment,
the protagonist performs a series of heroic feats, one after the other, impossible for
a single man to achieve in reality.

While one must take into account the fact that the intrinsic characteristics of
the two productions are different — Chernobyl is a TV series, whose length al-
lows for the development of more detailed narrative subplots; Chernobyl: Abyss
is a feature film that runs for 136 minutes, — it is clear that the messages they
contain are different. In Kozlovskij’s movie, Moscow’s response to the disaster
appears immediate: Karpushin’s heroic deeds quickly follow one another under
the supervision of the Soviet authorities, leaving the viewer to understand that
the central government acted in the best possible way. The initial sealing of the
city of Pryp’iat’ and the delay in communicating the emergency to the population
are completely ignored in the movie script. Furthermore, no relevance is given to
holding accountable those who were responsible of the disaster — a key aspect in
the Western series — as is evident from the following dialogue between Karpushin
and Valerij, one of the liquidators:

KARPUSHIN — Valerij, how come this shit exploded?
VALERIJ — Because of people.

KARPUSHIN — Which people, exactly?

VALERIJ — What difference does it make?



Caught in a “mousetrap”: An analysis of the relationship of the local population 285

The only antagonist Karpushin has to fight is radiation, which, however, does
not seem to affect him as much as the other characters in the film, leading to his
death only after he has effectively completed the operation to secure the power
plant through a series of dangerous missions, during which several other liquida-
tors perish. By contrast, in the Chernobyl series Chomyuk’s character encounters
major difficulties from the start, as in the previously quoted scene at the Belaru-
sian Party’s Headquarters. Her knowledge, as a nuclear physicist, of the radia-
tion’s dangers is dismissed by the Party’s secretary with a single sentence: “Yes,
I used to work in a shoe factory. But now I am in charge”.

Conclusion

From the analysis of the selected filmography, it is possible to conclude that in
the film and TV serial productions of Ukraine, Belarus, and Russia, the portrayal
of the relationship between the victims of the Chornobyl disaster and their terri-
tories is markedly different from in the Anglo-American series Chernobyl. While
Chernobyl focuses mainly on the urgency to evacuate the contaminated area, the
Eastern European productions portray their main characters’ conflicted relation-
ship with the territory affected by the radiation. The reasons for the absence of this
struggle in the Anglo-American production can be sought in Lindbladh’s 2019
study reinterpreting Berdyaev’s writings, which suggests that Eastern European
cinematic productions see the Chornobyl catastrophe as an opportunity for per-
sonal and collective rebirth rather than just an historical tragedy, in a cyclical,
non-linear view of time. In contrast, the series Chernobyl follows, according to
Lindbladh’s interpretation, a traditional Western narrative, presenting the nuclear
disaster as a definitive end to both life and hope for reconstruction. This is evident
in the series’ epilogue, which reports the fate to death, and the destiny of the pow-
er plant itself, with the confinement of Reactor 4 through the installation of the
Arka containment structure in 2017, built to last one hundred years. There are no
hopeful messages about the possible revival of the site. The geographic distance
of the West from the Chornobyl power plant, even more pronounced considering
the fact that the narrative was authored by an American writer/director, perhaps
explains why the notion of staying or, more significantly, of returning to the CEZ
is not considered.

Attention to the characters’ struggle is particularly evident in the Belarusian
film productions, where the motif of returning to the CEZ as the only place where
it is possible to live, despite the risks, recurs frequently. This visceral attachment
to the contaminated territories of Belarus can be sought in the direct consequences
of the tragedy, which impacted this country more extensively than any other.
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Nevertheless, more recent Eastern European productions, such as the 2011 film
V subbotu and the 2013 series Motyl ki do pay more attention to the dangers of the
nuclear disaster, such as through the repeated attempts of the protagonist of the Rus-
sian film to escape from the “radioactive prison” of Pryp’iat’, whose depiction also
expresses a strong denunciation of the role of Soviet institutions in the disaster’s
response, and the visual representation of radiation in the case of Moyl ki.

Finally, following the world-wide success of the Anglo-American series, new
productions emerged in Russia, in an attempt to reappropriate the narrative of the
disaster, as exemplified by Danila Kozlovskij’s 2021 film Chernobyl: Abyss’. On
comparing the Western series Chernobyl and the Russian film, notable differences
emerge in their respective representations of the disaster and the relationship of
the main characters with the CEZ. While the Anglo-American series emphasizes
the difficulties encountered by the protagonists in their humanitarian efforts in the
context of the catastrophe, these difficulties are less pronounced in the Russian
film, especially with regard to the Soviet authorities’ response to the incident.
A clear demonstration of this substantial difference can be seen in the comparison
drawn between the two productions’ symbolic characters, Ulana Chomyuk and
Aleksej Karpushin.

The elements identified in Eastern European films and TV productions — in-
cluding the incorporation of romantic themes and love stories, the critical perspec-
tive on the role of the authorities and the visual representation of radioactivity —
collectively contribute to elucidating the relationship between the local population
of the CEZ and their land. The comparison with the recent Anglo-American TV
series highlights that, in the regions most severely affected by the disaster, a strong
attachment to the land is shown to remain a central factor. Kozlovskij’s film is,
however, an exception to this rule, moving closer to the themes of the Western
series made two years earlier, and foregrounding the dynamics of the power plant
accident and the heroic efforts of the Chornobyl liquidators, albeit without focus-
ing directly on the responsibilities of the Soviet government for the disaster.
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