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For centuries, Russian writers have stressed the important role the Caucasus
played in the Russian Empire. In the last few decades, much attention has beed direct
at the Caucasians in literary works and movies as a result of the two Chechen wa

This thesis addresses the evolution of the Caucasian theme in Russianditeratur
beginning from the 18th century with a focus on the contemporary representation of the
peoples of Caucasus, mainly Chechens, in three works: a Soviet-era movie by Leonid
Gaidai,Kidnapping, Caucasian Sty(@966); Vladimir Makanin’s storyGCaptive of the
Caucasug1994) and Viktor Pelevin’s storifapakhi na bashniakfl995). The central
research question is to what degree contemporary authors have transformedéehef ima
the Caucasians compared to the Romantic period. Of particular interestssudef

Russia’s self-representation in these works.
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CHAPTER |

INTRODUCTION

The artistic image of the Caucasus in the Russian literature can dxt thesak to
the times of Mikhail Lomonosov and Gauvriil Derzhavin. Since the 18th century, Russia
has been fascinated by this mountainous and “free-spirited” region and hasttypnsta
desired to annex it. Recently, much attention has been focused on the Caucasian region,
in particular Chechnia and its people, as well as its relationship with the iRussia
Federation. The two Chechen wars [1994-1996 and 1999-2000] increased
misunderstanding, fear and anxiety of the Russian population towards the people of the
Caucasus. However, the Chechens and other ethnic groups of the Caucasus have endured
a centuries-old struggle to repel the Russian forces that came to subjugatadhem a
regain their independence when unsuccessful. The inhabitants of the Caucasus viewed
Russia as an intruder who wanted to take what was and still is not theirs.

This thesisRepresentation of the Peoples of the Caucasus in 20th Century
Russian Literature and Cinematograplagdresses the theme of the Caucasus in three
works: a Soviet-era movie by Leonid Gaidgignapping, Caucasian Sty(&asxasckas
ITnennuya, unu Hoevie [puknouenus [lypuxa), 1966, Vladimir Makanin’s story,

Captive of the Caucas\&asxasckuu [Tnennwvur), 1994, and Viktor Pelevin’s story,
Papakhi na Bashniak{ilanaxu na bawmnsx), 1995. Prior to examining these three works,
we will present a review of the Caucasian theme in the Russian litephthee 18th and
19th centuries which, in turn, will provide a starting point from which to evaluate the

evolution of this theme.



These three works were chosen with the following reasoning in mind. A film was
selected to represent Soviet Russia’s perspective towards the peoples of Hsu€due
to the fact that cinema was the most important medium for educating the massgs dur
that era. It was Leonid Gaidai's status as a preeminent director that hedsteléction of
Kidnapping, Caucasian Sty(@966), in particular. By the end of the 20th century, Russia
has become one of the most “reading” nations in the world and books have become
affordable to everybody. For our thesis, we have included Vladimir Makanin (older
generation) and Viktor Pelevin (younger generation), the two most popular and famous
writers of the end of the 20th and the beginning of the 21st century within theirtrespec
literary movements.

Our thesis discusses the commonalities and differences in the initeairbrks
mentioned above in regards to the contemporary representation of the Caucasus and
treatment of the Chechens, especially taking into consideration that Maka&oiy’s/as
written months before the start of the First Chechen War and Pelevin's\atsgreated
one year after the war broke out. The central research question that will beeahiswe
this thesis is: Has there been a shift in the representation of the Chechens in
contemporary literature versus the 18th-19th centuries and the Soviet-era [wbaid
Gaidai is just one example] based on the above-cited works? How does such a shift, if
any, compare to differences between the Classicism and RomantietstheaSoviet era
regarding this theme? The analysis of the depiction of the Chechens is &special
interesting since the majority of literary works on the subject are sasduséth cultural

stereotyping and prejudice.



While pursuing the goal of comparing the presentation of the peoples of the
Caucasus in contemporary Russian literature, this thesis also examir@otitied
guestions:

1) How have historical interactions between Russia and the Caucasus affected the
current works?

2) What is Russia’s self-representation? Has it undergone the evolution?

3) How are the peoples of the Caucasus, especially the Chechens, portrayed in the
20th century Russian literature and cinematography?

4) How do the contemporary authors transform the heritage of the 18th and 19th
century depiction of the Caucasus?

Before answering these questions in Chapters Il, Ill, IV, and V, wgnwd an
overview of the history of the Russian-Caucasian relationship, as wed biethry

legacy of the 18th and 19th centuries regarding this theme.

Relationship between Russia and the Caucasus over the Last Five Centuries

The Caucasus has been an alluring territory for the Russian Empire saasty/as
as the 12th century in regards to the land and its people. According to Alla lazkova
(2004), Russian Tsars, fascinated not only by the splendor of the region but also by the
beauty of the Caucasian women, occasionally married daughters of the GaBcasias
[Prince Iziaslav Mstislavovich (1154); Tsar Ivan the Terrible (1561)]. BBadunov

(16th century) and later, Peter the Great (17th-18th century), viewed the @auegsdn



as a platform for conquering Persia. Peter | began to populate the conquered Gaucasia
lands with the serfs and the Cossacks who could defend themselves in case ofiattacks
the second half of the 18th century, Catherine 1l continued ambitious plans of thenRussia
Empire in terms of expanding its territories. Under the reign of Alexante |,

Caucasian War [1817-1864] broke out and Alexei Ermolov was appointed chief
commander. Ermolov was one of the most famous and popular people of the first half of
the 19th century. He achieved such glory and respect of the Russian people due to his
military talent and erudition illustrated in the three wars with Napoleonramaltiple
Caucasian campaigns. Not only the Tsar looked up at him but also poets sought his
friendship: Pushkin wanted to be Alexei Ermolov’s biographer and historian, Zhukovskii
and Griboedov glorified him in their works.

Being extremely patriotic, the general despised mountaineers and “all non
Russian peoples, but the Chechens were ranked right at the top of his racial scale of
loathing” (Jaimoukha, 2005, p. 41). Considering the fact that the Emperor did not put a
stop to Ermolov’s cruelty in enslaving the peoples of the Caucasus, raping watdnen a
demolishing whole villages, it is no surprise that Alexander | also supporteddwisol
direct hatred towards the mountaineers, a hatred Ermolov had no difficulty putting int
words:

Hwmxe no Teuenuto Tepeka :KUBYT YyedeHIIbI, CaMbIe 3JIeHIne U3 pa30oiHUKOB,

Haraamue Ha JuHuio. OOIIECTBO UX BEChMa MAJIOJIIOIHO, HO YPE3BBIYAHO

YMHOXKHUJIOCH B MOCJICAHNEC HCCKOJIBKO JICT, H60 MNPUHUMAIUCH JPYKCCTBCHHO

3JI0ACHU BCEX MPOYNX HAPOJOB, OCTABIIAIOIINE 3EMIIIO CBOIO IO KaKAUM-JIH00

MNPECTYIJICHUSM. 3,Z[€Cb HaxXOoaujin OHU C006H_IHI/IKOB, TOTHaC IrOTOBBIX HUJIN

OTMIIIEBATh 3@ HUX, WM y4aCTBOBATh B Pa300sX [...]. UeuHI0 MOXKHO
CIpaBe/IJIMBO Ha3BaTh THE3I0M Bcex paszoorinukos. (Ugriumov, 2002, p. 371)



Downstream of the Terek the Chechens live, the most evil of the bandits,
attacking the line. Their society is very poorly populated, but has extremely
multiplied in the last few years, since they adopted friendly villains athmother
nations, leaving their land open for all types of crime. Here, they found allies,
ready to take revenge for them, or participate in the robbery [...]. Checlmia ca
fairly be called a den of thieves
Even after the annexation of the Northern Caucasus at the end of the Caucasian
War, this region has still been one of the most troublesome regions of Russiadsir al
two centuries. In the end of the 20th century, Chechnia wanted to become an independent
state and leave the Russian Federation. The two Chechen Wars broke out and took the
lives of many civilians. These wars were followed by a number of teradtatks on
both territories [the recent one in January 2011 in Domodedovo airport] performed by
Muslims. After the 9/11 attack in New York, both the Russian government and the
Chechens began playing their game with the “new rules”. Vladimir Putin [tbadec
Russian president, 2000-2008] took advantage of the opportunity to equate Chechnia’s
actions within Russia and international terrorism in general.
To gain an understanding of Russia’s recent experiences, an abbreviated list of
Chechen attacks on Russia will be presented. In the difieteor’'s new depths’,
published in the Economist in 2004, a comprehensive list of terrorist attacks by @heche
from 1995 to 2004 is given. Some of them are: hospital hostage siege in Budennovsk in
June 1995; apartment block bombings in Moscow in September 1999; theatre siege in

Moscow in October 2002; suicide bombing at open-air music festival in Moscow in July

2003; suicide bomb in Moscow in December 2003; metro train bomb in Moscow in

! This and all subsequent translations from Russian are mine, unless otherwise is
indicated.



February 2004; suicide bombing near Metro station in Moscow in August 2004; school
siege in Beslan, North Ossetia in September 2004. Terrorist attacks hamaexbnt

beyond those listed here. Nevertheless, reading through the list, one can feel the horror,
anxiety and concern of all Russian people towards the “free-spirited” pedple of
Caucasus. What will happen next? When will it end? Is the region today stiddriew

the same romantic light as it used to be for Russians many centuries addlo fdén

of thieves” as General Ermolov referred to it?

It should be said that the above presents a Russian perspective on the violence that
has and is occurring. However, the point to be remembered is despite all of tise®ffe
perpetuated against each other between the Russian Empire and the inhabitants of the
Caucasus in the past; it is the violence and wars of the 1990s and the continuet terroris
attacks that most directly inform contemporary Russia’s perception of thesDawrad

its peoples.

Caucasus in the Light of Russian Classicism

The theme of the Caucasus became prominent in Russian literature in the time of
Russian Classicism. In his od@n the day of the ascension to the throne of all Russia of
her majesty the sovereign empress Elisaveta Petrovna, in the yearl brd@&osov
presents the Caucasus as an indispensable part of Great Russia; ttextatids her
legs over the steppe” and “counts the prosperity around her, resting with her elbow on the

Caucasus”. The mountainous region is depicted as Russia’s support that gives it



assurance in its pose. Lomonosov personifies Russia and as Harsha Ram (2003) notices,
portrays the country “as a human colossus straddling her own territory andrsgithey
horizontal expanse that she commands (p. 76). Ram also suggests that for Lomonosov
“[t]he distinction between ethnic Russia and its borderlands [was] cleaslim@srtant”

(p. 77).

According to Boris Vinogradov (1974), “on the crossing of themes, under the
liaison ofideino-tematicheskieurrents: glorification of the great Russia and exaltation of
patriotic actions by Peter I, begins the theme of the Caucasus in Russaurétethe
theme that was given national significance.” (p. 12)

The Caucasus was not always presented with glorifying and adoring passion. A
Vinogradov (1974) states, some odes refer to the Caucasus in a tone of pasitgnka
by Ippolit Bogdanovich (1783) ddda v gromko-nezhnom-nelepo-novom viyse
Aleksandr Sumarokov (1802)]. He goes on to point out that Sumarokov deviates from the
traditions of Classicism and, in addressing Pegasus, orders him to kick theuGaacal
by doing so, the halo of the elevated is eliminated:

Cadupo-xpabpo-Myapo-HOTHH,

JlazypHo-OypHbr1it kKoHb [lerac!

C nmapHacckoi CBOPOTH J1I0pOTH

N npucko4mn Ko MHE Ha 4ac.

Wb, nas B KaBka3 TOI4OK HOTaMu

N Buxpo-0ypHBIMHU KpbLIaMU

Paccexim Bo31yx, IPUIETH.

According to Dmitrii Blagoi (1947), Sumarokov “was fighting against cereatoni

elation [and] fulminatory pathos of Lomonosov’s odes”. In 1779, Mikhail Kheraskov

devoted his poerRossiiadao the Russian victory over the people of Kazan, “the last



remaining serious bulwark of the Golden Horde” (Vinogradov, 1974, p. 14). Here,
Caucasus is portrayed as the place of death:

B nemepax BHyTpeHHUX KaBKa3CKUX JIBIUCTBIX ToOp,

Kyna He nocsrai oTBaKHBIM CMEPTHBIX B30p,

I'me Mpa3bl BeUHBI CBOJ NIPU3PAYHBIN COCTABIISIOT,

W conneuHbIX Jyyel najieHbe TPUTYIUISIOT;

['ne mosHUs MepTBa, re LENEHEET IPOM,

N3ceden u30 b1a CTOUT OOIIMPHBIN JOM:

Tam 6ypH, TaMoO XJIaJl, TaM BbIOT'U HEIIOT'ObI,

TaM mapcTByeT 3uma, CHEJaroas ToIbl.

In this poem, the reader faces a very depressing and even repulsive infege of t
Caucasus. It is covered with ice; there is not enough sunlight; it is alwaysnusd s
winter rules in this land.

Gavriil Derzhavin, another representative of Russian Classicism, cahtmue
write “relatively traditional Lomonosovian odes throughout his life, presertim@lder
tradition primarily for the theme of military victory” (Ram, 2003, p. 84)Nkn
Vozvrashchenie Grafa Zubova iz Pe(4ir97), the Caucasus is both “the horror and the
beauty of nature”. Derzhavin’s descriptions are based on reality; whereas, Lomenosov’
images are high flown. For Derzhavin, who also legitimizes the conquest of the
Caucasus, the region can be both beautiful and scary because of the might of virgin
nature:

O 1oHBIN BOXIB! CBEpIla MOXOIBI,

[Ipomien To1 ¢ BomHcTBOM KaBkas,

3pein yxachl, Kpachl IPUPOJIbI:

Kak, ¢ pebp TaM CcTpamHsIx rop JIUsCh,

PeByT B Mpak 0e31H cepauThl peKH,

Kak ¢ uen ux ¢ rpoxoTom cHera

[TagyT, nexaBIIM 1EJTBI BEKH,
Kax cepnbl, BHM3 CKJIOHUB pora,



3pAT B MIJIE CIIOKOMHO 101 00010
Poxnenbe MOJTHUI U TPOMOB.

By stressing the beauty of the Caucasus, Derzhavin expanded the frames in which
the region was depicted earlier by his fellow Classicists. In hisypaleé Caucasus
became not only a solely national objective but also an artistic imagegfeam, 1974,
p. 21). Ram (2003) also supports this point by stressing that “[i]t was Derzhavin vho firs
intuited the natural sublimity of the Caucasus as a subjective experienisefétiat
through and beyond its picturesque value” and adds that “Celebrating the Caucasus [...]
as the aesthetic fusion of horror and beauty, Derzhavin was also able to draw the more
sobering lesson that self-mastery is a greater accomplishment tbggm fconquest” (p.

120).

Caucasus in the Light of Russian Romanticism

After the annexation of eastern Georgia to Russia in 1801, exploration of the
Caucasus comes to a new level. People began travelling extensively to taeuSauc
writing travelogues, poems and notes devoted to this exotic southern region. In his book
Kavkaz v Russkoi literature pervoi poloviny XIX vEka82), Agil Gadzhiev underscores
that the majority of authors were not so much interested in the ethnography gjioine re
and the people who inhabited it, but rather they were intrigued by a “new romantic hero —
Captive, European, who by fate and chance happened to be far away from his

countrymen in the Caucasian region” (p. 11).



In his poemdPrisoner of the Caucasi({$821),The Fountain of Bakhchisarai
(1823) andlhe Gypsie$1824), Pushkin established for the first time the romantic image
of the beauty of Circassian women and laid the foundation of the romantic depiction of
the Caucasian nature. It should be noted that Pushkin, as opposed to Gadzhiev’s remark,
draws readers’ attention to the highlanders’ traditions, their way of ldfthich and their
songs. The scenes in his poems are full of details and have very specific idascript

According to Ram (1999), Pushkin’s works depict “the Russian hero as prisoner
rather than aggressor, a somewhat passive hostage [like Shurik in Gdidai’s fi
Kidnapping, Caucasian Sty(@966) or Rubakhin in Makanin’s stofjhe Captive of the
Caucasug1994)] to the spectacle of imperial violence played out between the Russian
state and the colonized peoples of the south” (p. 9). He goes on by pointing out that the
captive can fully identify himself neither with the highlanders nor with thesiBostate
and thus occupies “a place of radical if ambiguous alienation, one that cannot be
subsumed by the legitimating narratives of imperial war” (p. 10). This obseTVets
been just as valid in the image of a Russian soldier in the wars with Chechnia in the
1990s as it was in Pushkin’s day.

According to Katya Hokanson (2008), by the end of the 19th century “Russia’s
presence in the Caucasus became more entrenched, [and] literary works bephlrdgo ex
the experience of those who ‘encountered’ the Caucasus not briefly, but at length, and not
civilians, but as members of the military, representatives of the RussianeEfpplr70).

As a result, the policy of Russia in the Caucasus was questioned more openhhdé®estuz

Marlinskii accepted the fact that the Caucasus had to be annexed to Russiaar its

10



good, but did not acknowledge the cruelty of the methods employed by the Russian Tsar.
By choosing positive images of the region and its people, he wanted to evoke sympathy
in a Russian reader for Russian colonization of the region. In his Atomalat-bek
(1831),Bestuzhev-Marlinskii provided readers with a romanticized description of the
wilderness in the Caucasus and the military skill exhibited by Russian soltiers

fought there. In one scene, Russian soldiers are showing their abilitiedaggers and
swords by using them to decapitate bullocks. Here, the writer admires theutality of

killing and thus, perhaps, unknowingly, puts both Caucasians and Russians on the same
barbaric level: “in legitimizing murder, war in effect set loose theefatiwithin”

(Layton, 1994, p. 129).

In his assessment of the Caucasus, Bestuzhev-Marlinskii chooses a stakotyp
point of view, “where the natives are sunk in sensual indolence, oblivious to time and
impervious to European schemes to transform them” (Layton, 1994, p. 116), and by the
end of the story the writer chooses to present Ammalat-Bek fighting the Russians a
dying. Thus, the writer legitimizes the conquest of the Caucasus and praeeaetder
with the typical solution to the conflict between the savage and the civilizetliZzBev-
Marlinskii illustrates an example where a Caucasian is to be punished witicidiag
to Layton (1994), is “a gripping fictive demonstration of the view that wildness is
destined to be eradicated, if not properly mastered and contained” (p. 119).

Mikhail Lermontov also treated the acute issue of colonizer vs. colonizesl in hi
works,Hero of Our Timg1840),The Prisoner of the Caucas(i821),lzmail-Bei

(1832),Hadji-Abrek(1834)andMtsyri (1839). For Lermontov, the Caucasus is, first of

11



all, the region where freedom is born and where freedom-loving people live. He showed
the Caucasians as people who would never condone tyranny and slavery and juxtaposed
them to the Russian inactive youth who were wasting their lives in high-sogieiys s

The people of the Caucasus, as portrayed by Lermontov, are also notable for their
cruelty and vindictiveness. It should be pointed out that although Lermontov chooses to
depict this natural side of Caucasian character, there is nothing repulsivgeinépicts
them with understanding: all the cruel actions performed by the Caucasiatietsaase
motivated by either their traditions or blood revenge.

Gadzhiev (1982) notes that Lermontov’s Caucasian characters are veagntliffe
from those of Bestuzhev-Marlinskii (p. 141). They are more romantic and are pdesente
with fewer negative traits. The critic further comments on the value of tigtitol
approach to the recognition and appreciation of the peoples of the Caucasus:téhe wri
[Lermontov] urged not to idealize the inhabitants of this region and, going to the opposite
extreme, not to smear them. The Caucasians, as all other people, have positive and
negative traits; one should be able to understand them” (p. 141). Thus, Lermontov
attempted to change the common stereotypical perspective of looking at thie Orie

We will conclude this overview of the Caucasus in the Russian literature of the
18th and 19th centuries with Lev Tolstoy and his anti-imperialist rtdadji Murat
(1896) where he attempts to reassess the War in the Caucasus. In aohisasatlier
praise of Russian colonialism and the emperor, Tolstoy deglamorizes and ttiers bel
Nicholas I, under whom the conquest of the Caucasus was completed, stating that he is

incapable of making his own decisions regarding the Caucasus. The author no longer

12



legitimizes the empire but rather deconstructs it. In his work, the highlastdeds
together with the Russian people in this war and should act against the Russian ruling
class. The Russian hero is portrayed more as a prisoner than an aggressoapgdeds t
by the violent plans of the imperial Russian government. Tolstoy depicts thesiohef
history and challenges the superiority of Russia over the Orient, whidoip@hted out
by Susan Layton (1994):
Hadji Murat now confidently imagined the ‘other’ side of history, while
illuminating how previous Russian writers of literature and history had denied the
tribes a voice. [...Hadji Murat upgraded the orality of the tribes and the Russian
peasantry, while devaluing the written word as a tool of dehumanizing state
structures. (p. 264)
We should also stress the fact that in the works of these romantic authors, we ca
see the evolution of the theme of the Caucasus. If in the beginning of the 19th dentury t
East was presented with excessive exotic images, later they tendddde senore
realistic portrayal of the actual events. Gadzhiev (1982) also observésetiraissian
literature of the romantic period did not consist entirely of bright and exo#iges of the
Caucasian people (p. 18). Representatives of the conservative Romanticismakdv(se
M. Sobolev, P. Zubov, A. Pisarev, and P. Shalikov] supported the openly violent
conguest of the Caucasus. Trying to justify the policy of the Russian Empire in the
region, these writers and poets deglamorized the highlanders by depictingsthem
bloodthirsty savages. This portrayal was completely opposite to that of Pushkin,

Lermontov or Tolstoy: “Chechen, half-naked, covered in rags, with a rag on her head

instead of a blanket, barefoot, with callous hands, is nothing like an untidy creature,

13



crushed with housework” (N. Paul ifavkazskie kartinkas cited in Gadzhiev, 1982, p.
22).

Vissarion Belinskii (1838) also underscored the existence of a double nature of
the Caucasus and complained that readers have been presented with only one
stereotypical side of the story, which in turn is trivial:

KaBka3 nHTepecyeT Bcex M JUKOI0 KPAaCOTOI0 CBOEH MEepBOOBITHOIN MPUPOIBI U

JVMKUMH HpaBaMH CBOuX obutareseii [...]. Ecau nemo naer o Kaskasze, To

HHUKOr1a H€ NI1UTE B IOBECTU HUYECTO TUXOT'O, BECCJIOI0 UJIN BaGaBHOFO: IIOBECTH

OOBIKHOBEHHO HaYMHAETCS TPOMKUMU (hpazamu, a OKAaHUUBACTCS Pe3HEIO,

MpeaTeNbCTBOM, OTIeyOuiicTBOM. KoHEeYHO, Bce 3TO OBIBACT B KU3HU, U HA

Kagskaze 6ombliie, HeXxXeNnu T1e-HUOY1b; HO BEIIb 3TO TOJIBKO 00HA CTOPOHA KU3HHU

TOPIIEB: 3a4eM XKe omenekams TONbKO oaHy ee? OHO, KOHeUHO, Y (HEKTHO, HO

OAHO Ja OAHO -- BOJIA Ballla -- HACKY4acT.

The Caucasus interests everybody with the wild beauty of its primeval nature and

wild manners of its inhabitants. [...] If the case goes to the Caucasus, liyou wi

never look for anything quiet, funny or fun in the story: the story usually begins
with loud phrases, and ends with massacre, betrayal, patricide. Of course, all this
happens in life, and in the Caucasus, more than anywhere, but this is tbaenly
side of highlanders’ life: Why should wertray only one side? It is, of course,
spectacular, but one and only one thing — say what you may — becomes boring.

Thus, in Chapter | we have shown the evolution of the theme of the Caucasus in
Russian literature of the 18th and 19th centuries and the treatment of both the Russians
and Caucasians. Thompson (2000) mentions that Russian colonial literature tended to
“emphasize the real or alleged brutalities the conquered once imposed on the Russians”
(p. 63). Although Russian writers gradually came to the point of realigteadluating
the position of Russia in the Caucasus, none of them, except for Lev Tolstoy, dared to
openly criticize the Tsarist policy. Together these texts createdfarph for our present

study of representation of the peoples of the Caucasus in the Soviet period movie industry

and in contemporary Russian literature.
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CHAPTER I

LEONID GAIDAI AND HIS MOVIE KIDNAPPING, CAUCASIAN STYLE

(KABKA3CKAA HVIEHHULIA UJTH JIPYTUE TIPUKJIFOYEHUA LLIYPUKA)

In his booKThe Politics of the Soviet Cinema: 1917-192979), Richard Taylor
claims that “[b]y 1917 the cinema was already the principal form of emteréait for the
urban masses and the industry was gathering strength all the time” (ph&5). T
Bolsheviks recognized that the cinema had a mass appeal in pre-revolutionaay A3Iss
such, it could serve as a visual medium for conveying the revolutionary message to a
largely illiterate and uneducated population. After the 1917 Revolution, the cinema
continued to function as a propaganda vehicle: “The new government needed to educate
the population, not merely in a general sense of cultural or intellectual entigdrie but
for the specific political purpose of winning their hearts and minds” (Taylor, 1979, p. 42).

Birgit Beumers (1999) supports this statement saying that the Soviet perical movi
industry was often, if not always, used for propaganda reasons, and its purpose was to
create and reflect the artificial reality which was always pgettan bright colors with
much enthusiasm and joy:

Film-makers of the 1920s discovered its potential to construct a differeiby,real

to build through montage the perfect utopia, and thus made it open to abuse for

the purpose of constructing a myth instead of a true identity. It existecdé¢athai

spirit of the people, to set moral standards, to show ‘reality’ in positive and

radiant colors, or to depict the path to the ‘bright future’. In the 1930s, the

creation of such a perfect reality on screen was linked to the concept of
entertainment, so that cinema would attract the masses. (p.891)
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Under Stalin (1924-1953), Russians began to get rid of all non-Russian members
of the government aggressively. They viewed themselves as “the elder ottier
Soviet family, and more egalitarian rhetoric began to give way to the unabashed
celebration of Russian culture as the common, progressive [...] heritage&Sof/adt
people” (Michaels, 2004, p. 57). During these years, cinema stressed the image of a
dominated Orient and Russian supremacy in the Caucasus. Soviet films, Sudksds
(1929), highlighted the idea that without any help from Russia, barbaric and uneducated
Asia could not be rescued from its backwardness.

The post-Stalin period, Michaels (2004) continues, was no less problematic
towards the peoples of the Caucasus: “Russian political and cultural domination
continued without apology, but not without limitations” (p. 58). This position goes well
along with Fyodor Dostoevsky’s words in #WsNriter’s Diary (1876) about Russia’s
duty in Asia: “Our mission, our civilizing mission in Asia will encourage ourntsgird
draw us on; the movement needs only to be started.”

In contrast to Dostoevsky who had hopes in Asia and believed that Russians could
benefit from its annexation and education and, by doing so, could surpass Europe, early
Soviet-era films did not stress the mutual advantage that both the Caucasus and Russia
could achieve together, but rather emphasized Russian dominance and supremacy.

In her bookPop culture Russia!: media, arts, and lifest{2805), Birgit Beumers
states that in the early 1950s cinema “turned to the comic genre, which moved individua
(personal) happiness into the foreground” (p. 77). Eldar RiazaGavitsval Night

(1956), for instance, is a vivid example of the movies of that period which parodied
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“Soviet bureaucracy and officialdom” (p. 77). Here, we see a progression frone,simpl
linear plots to movies which questioned the effectiveness of the Soviet system; a
significant development considering the severity of punishment the Soveet stat
frequently exercised upon its critics. Furthermore, by parodying the Sovestuanacy
and officialdom, filmmakers were shedding light on the Soviet system while
simultaneously providing a brief escape in the form of entertainment.

Andrew Horton (1993), in his turn, underscores the fact that although there was a
number of realistic Soviet movies, the majority of them inverted reality andchpedt the
characters as well as the situation in a very grotesque light:

Here authors do whatever they choose with their subjects as if they are made of

chewing gum. In the experimental atmosphere of film, nobody pays attention to

the mixture of times and places, to the fact that some characters appear in

medieval costumes in modern circumstances [...] (p. 95)

This change in the direction of the Soviet cinema also affected the portréyal of
Caucasus. Soviet directors came up with diverse depiction of different ethnic.groups
Unlike Turksib(1929), which shows the illiterate and archaic USSR’s peripkiénite
Sun of the Dese(tL970), for instance, “suggests ambivalence in the relationships
between colonizer and colonized” and “offers countervailing positive images aaCent
Asians” (Michaels, 2004, p. 60).

A Soviet director, Leonid Gaidai, enjoyed and loved by millions of Russian
people, approached the theme of the Caucasus and explored the meaning of Russianness
in his movie of 1966Kidnapping, Caucasian Sty(&asxasckas [nennuya, uru Hosvle

Ipuxniouenus [lypuxa). As Beumers (2005) notices, Gaidai’s popularity came to him

“because [his movies] replaced the coherent linear plots of earlier Sawnietith an

17



episodic and fragmented world that corresponded more to reality than the varnighed fa
tales of Stalin’s cinema” (p. 77). In her artit@nemarket, or the Russian film in

‘Mission Possible”(1999), Beumers provides a list of the five most popular Soviet
movies, among which Gaidai’'s mowias in fourth place according to number of

viewers (p. 872).

Aleksandr Prokhorov (2003) also supports Beumers’ view about the phenomenal
success of Gaidai’'s movies by saying that they “owed [it] to the visgaldthis humor,
with its stark contrasts to the verbal instantiations of official Soviet idealatiyn
narrative-driven Soviet cinema” (p. 456). The author further explains the uniqueness of
Leonid Gaidai in Russian movie industry:

Gaidai privileged key elements of physical comedy, such as the primasuaf

over verbal humor, an exhibitionistic enlargement of the human body as a comic

attraction, the transition from a still image to a moving picture as a visual

attraction, and, most important, a chain of loosely connected sight gags (which

became his signature structure) over a coherent and cohesive narrative. (p. 456)

Despite his widespread popularity in Russia, Leonid Gaidai as a directorsand hi
film Kidnapping, Caucasian Sty(@966) failed to achieve any significant amount of
recognition and praise among western viewers. According to Paula Michaels (B804), t
cultural specificity of Soviet humor has made his work less acceptable ignfore
audiences (p. 61). This movie touches on some controversial issues of national identity
and the relation between the West and the East. Here, Tolstoy' @\dtsisoner in the

Caucasug1872) is transformed in such a way that it becomes a romantic comedy that, at

first sight, does not offer any serious interpretations of the ethnic tenstoasvdrk by
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Gaidai was part of a trend discussed by Charles King (2008)arghost of freedom: a
history of the Caucasus

While comedy and adventure were important trends in portrayals of the Soviet

Caucasus, they were not the dominant ones in the region itself. If there is a

unifying thread in the development of art, literature, and the imagination in the

Caucasus after 1945, it is the escape into abstraction and high art on the one hand,

and into the past on the other. (p. 207)

Leonid Gaidai sets his movie in the Caucasus but the time period is different from
Tolstoy’s. The action takes place in Soviet times. Shurik, who the viewer knows from
previous movies by Gaidai, is a frivolous Russian student who sets off to the Caacasus t
write down the folk culture of this region: traditions, legends and toasts. Imghsckne,
Shurik appears on a donkey, which implies the Caucasus as a place that is far behind in
progress, as is usually the way the region is portrayed in literary works. Alengad,

Shurik meets Nina, a Caucasian girl, and they both head towards the city. Thematra

the beginning of the movie informs us that Shurik intentionally omits the details of wher
in the Caucasus this story takes place since he firmly believes thsituhison can

happen in any region of the Caucasus and he would not want to introduce any bias
towards one region over another. Bruce Grant (2009) underlines the point that there was
an evident reason for leaving the location to viewers’ imagination: “the Armeikads |

to think he [Saakhov] was playing a Georgian, and the Georgians liked to think he was
playing an Azerbaijani” (p. 119). Thus, everyone enjoyed laughing at thghtbues.
Additionally, Grant (2009) highlights the fact that the practice of naming theaSens

has been transformed over the decades: “In the tradition established by Pushkin, who

glossed all the Caucasus as Circassian, and the more liberal Tolstoyglleeeeeryone
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a Tatar, the by then massive and scrupulous Soviet ethnographic corpus is sidestepped to
striking advantage” (p. 120).

The ambiguity of the location not only reflects Gaidai’s intention to make the
viewers laugh at their neighbors, but can also be politically infused: a destee hurt
everybody’s feelings in a pan-Soviet period. The idea of pan-Sovietism and the notion
that all peoples are brothers eliminated the need to name the exact destination of a
Russian student Shurik. The fact that Leonid Gaidai chooses alcohol and toasts for
Shurik’s research is an ample example of social typecasting. The dp&dted one of
the most beloved traditions performed by the Caucasians and represented it in a very
comical way. Alexander Prokhorov (2003) underscores the fact that before Gaidai’'s
movies, alcohol appeared on the screen “only as a sign of villainy and bourgeois
decadence” (p. 462) and stresses Gaidai's approach to this topic:

Treating alcoholism and crime as implied comic themes rather than falies t

satirized represented a major departure from the sanitized mass culture of the

Stalin era: traditional comic vice devoid of moral censure returned asiaotat

of central characters in Gaidai’'s work. (p. 462)

Despite this rather satirical representation of the Caucasian cugterpgaple of
the mountainous region are portrayed as very hospitable hosts who know how to greet all
the tourists, especially those interested in the ethnographic featureseagitre and
introduce them to their way of life. Caucasians invite guests of the regioim tt¢m in
wine tasting and are always ready to share traditions of the regidnWsetan assume

that this custom of drinking alcohol made Soviet viewers closer to the peoples of the

Caucasus, since as Prokhorov (2003) mentions “[m]illions of Russian viewers flocked to
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the movies to share the vicarious pleasures of drinking with ViNiMor [Vitsikyiliv,
and Morgunov], the three most famous Russian alcoholics” (p. 463).

While Shurik is fully emerged in wine tasting and writing down all the tpasts
Nina visits her uncle, Dzhabrail, who introduces her to a Caucasian party official,
Saakhov. Saakhov is fascinated by the beauty of the girl and wants to make hez.his wif
He invites Nina to an opening ceremony of the new Wedding Palace where she cuts the
ribbon. Saakhov introduces her as a “new woman of the Caucasus”. Indeed, Nina is not a
typical Caucasian woman, and according to Bruce Grant (2009), she is “affancitye
archetype of backward women of the Caucasus and Central Asia whom Soviet planners
labored so intensely to emancipate in the 1920s and 1930s” (p.119).

Meanwhile, Shurik, being very drunk, interrupts the ceremony asking everybody
to speak slowly so that he can write down the speech, and as a result, is taken to the
police. Saakhov helps him to go out. Later, Nina’s uncle negotiates with Saakhov upon
the price of the bride. According to Maria Pupsheva et al. (2002), Saakhov wants neither
to court Nina, nor to kidnap her since he is afraid of losing his importance and
seriousness (p. 169). What he is ready to do is pay for the girl and let others do their
work. As a result, both Saakhov and Dzhabrail come to the conclusion that the latter will
get 20 sheep, a new refrigerator, and a paid vacation to Siberia. This depiction of the
Caucasian tradition where a groom should pay a dowry for his would-be wife isydirect
the reverse of an old Russian tradition, though almost nonexistent today, wherehg was t
bride who should have a dowry. By this inclusion of a Caucasian tradition, Gaidai

indirectly implies that the Caucasians are backwards in comparison torRRussia
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Dzhabrail, Nina’s uncle, knowing that Nina will not agree to marry a man she
does not love and has known only for several days, hires the three comic people who
pretend to be Caucasians to kidnap Nina: Balbes (Nikulin), Byvalyi (Morgunov), and
Trus (Vitsyn). It should be noted that Gaidai uses the fairy-tale number threenisarf
to the Russian viewers from childhood. Additionally, as Alexander Prokhorov (2003)
states, the appearance of criminals in the movies symbolizes “the enecofj@esv, less
repressive cultural values” (p. 462). He also points out that “[t]he three clown-like
slapstick characters, whose major distinction was the grotesque incongragyr of t
bodily sizes and heights, captivated Soviet mass audiences for an entire dec&t®)’ (p. 4

They fail to kidnap the girl, and Dzhabrail has nothing to do than to ask Shurik to
help the three criminals. The uncle plays on Shurik’s ethnographic obsession and
explains that Nina should be kidnapped according to the Caucasian tradition. Once again,
though very indirectly and obscurely, Gaidai shows an old Caucasian tradition wbere tw
young people could not be married if the family decided otherwise; yet anaitiéon
that has not kept pace with the development of Russian civilization. By incorpomating a
interethnic relationship within the plot, Gaidai highlights some of the complegsiss
associated with integrating two cultures into one society. This is acconapiishesery
comic way, the seriousness of which cannot be seen in the first sight.

The moment Shurik finds out that Nina is to be married he becomes heartbroken
since he is already in love with her. Nina’'s uncle explains that in accordaihcehevi
tradition, the girl will behave aggressively to show that she does not want to mérry a

will ask Shurik to set her free. The young student is very naive and believes evéry w
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without having doubts in what Dzhabralil has to say. Shurik almost echoes a fairy-tale
character, Ivan the Fool, in this interpretation of the Caucasian story.Gaedaj

portrays Russians as very simple and inexperienced, not to say child-like abble;gulli
whereas, Caucasians are very smart, sagacious and are well adapted to seeing
opportunities to benefit from any situation.

After helping to steal Nina, Shurik finds out from her aunt that this kidnapping is
against Nina’'s will. Finding where she is kept, he attempts to help her escape but
Saakhov calls the ambulance telling them that Shurik is an alcoholic and has
hallucinations. A Russian student who is desperately in love with a Caucasidmegirl (
inverse of the relationship found in Pushkin’s story) is brought to the asylum from where
he subsequently escapes. He meets his friend, Edik, with whom he got acquainted on the
road to the town in the beginning of the movie. Not surprisingly, it is a Russian, Edik,
who collaborates with Shurik and helps Nina to escape. Although Edik’s nationality
could be questioned since it is not directly specified in the movie, he does not have any
accent and is dressed very fashionably.

Nina, Shurik and Edik go to Saakhov’s house and inform him that he will be
judged “according to the law of the mountains”. Saakhov is terrified and begs fot Sovie
justice instead. The film ends with the scene of Nina and Shurik leaving the @ity in t
separate ways: Shurik on the donkey and Nina on a minibus. Despite being madly in love
with Nina, Shurik does not choose to go the same way Nina does. They leave town taking
two different roads, which, in fact, emphasizes the point that the two nations have

separate ways to go and cannot be blended together.
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Although some critics refuse to accept this movie as an adaptation, Paula
Michales (2004) touches on some issues of resemblance to Tolstoy’s sho/Gatday
borrows the image of an Oriental woman from Tolstoy, but here, he transtohNinga is
very assertive and confident in what she wants: she is referred to by otheterkaaa
“sportsmenka, komsomolka, krasavitsa”. Although she is Muslim in her upbringing, she
has a Russian name and speaks without any accent. Contrary to other Caucasians, she is
very fashionable: wears nice urban clothes and a hair-style that wawanoa in the
Russia of 1960s-1970s. Thus, Nina has distinctive features that belong to both Russia and
the Caucasus. As Paula Michaels (2004) points out, in Gaidai’'s representation of the
Caucasian society, the boundaries between the two peoples are “fluid and pér(peable
66). She also stresses the fact that Russian directors questioned Russigraiatnti
offered positive images of Asians:

There are positive and negative characters on both sides of the ethnic divide and a

network of interconnections. As in the USSR of the 1960s, ethnicity plays an

important role in the definition of identity, but it is only one factor. This identity
exists within the broader context of a pan-Soviet culture in which Russians were
clearly no longer the uncontested conquerors and bearers of civilization.

Russification and Sovietization are clearly evident, but the grip of Soviet power

and its Russian leadership is by no means firm. (p. 67)

Contrary to Tolstoy’s story, a Caucasian girl becomes captive ifilthisShe is
kidnapped according to the plan made by her uncle and his friend who wants to marry the
girl. In both works, however, there is an attempt to run away. Additionally, the
relationship between the Russian man and the Caucasian woman are anpategfal

the captive’s escape and lack an erotic feature. What is also intereghedact that

Leonid Gaidai does not mute the Caucasians; they can speak for themselves “and in
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doing so have greater dimensionality and agency than one finds in the Tolstoy story”
(Michaels, 2004, p. 65).

Although Gaidai’'s movie is very humorous and optimistic, it exhibits a full set of
stereotypes about the Caucasians. At times, they are presented as bacbavien
dangerous to some extent [tradition of stealing a bride]. They consider the rule of the
mountains as a prevailing one. In regards to the band of three Caucasian crinedals hir
to kidnap Nina, it should be stressed that one of them, Trus (Vitsyn), is depicted as a ver
feminine figure. It echoes with a very stereotypical portrayal of the&3as, on the
whole. Prokhorov (2003) also underscores the previous statement by saying that
“Morgunov treats Vitsyn not only as his helper but also as his bitch, and in Gaidai's lat
films Vitsyn responds to him in a submissive, stereotypically ‘femininge/dp. 462).
Nevertheless, according to Paula Michaels (2004), “[t]he trio’s gags andsionpépons
of a native tongue, as well as the silliness of their image in alien garbjlkeel to the
hilt for their comic value” (p. 65). The alcoholism and crime connected with these thr
comic characters provided Russian viewers with many jokes. That is why nibrge of
stereotypes depicted by Leonid Gaidai repulse the viewer.

Contrary to Tolstoy’s story where Russians and Tartars occupy two opposite
camps, in Gaidai's comedy we do not see such a distinct differentiation. Although
Shurik’s clash with the three Caucasian criminals can perhaps call to minghthe f
between Self and Others, his folkloric character erased all the seriensetation and

discouraged critical analysis. Shurik himself is a passive hostage inwimsomewhere
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in the Caucasus. He is trapped mentally by the beauty of the Caucasian ifigygatig
and physically by the three pretending to be Caucasian bandits.

Additionally, being a Caucasian girl, Nina does not look like one and her
friendship with Shurik is not exotic. In fact, she has much more knowledge of camping
and it is her who teaches Shurik how to use a sleeping bag. Shurik is very clumsy and
falls from the cliff to the river being inside the sleeping bag. Untypic@lanfcasian
women, Nina, a brave and sport-like beauty, has no trouble rescuing him. Just as in the
film White Sun of the Desg1970), where the main character attempts to reform the
women, Gaidai follows the Soviet trend and “remodels” the females of the Cabgasus
inculcating Soviet values within them.

The Soviet director parodies both Pushkin and Tolstoy and transforms their works
into a series of jokes. We can firmly state that Gaidai underscores the f&Rus$isa is
no longer the conqueror and savior of the Caucasus and that Sovietization influenced the
way people treat each other.

Gaidai's work has many layers of interpretation which add to its contralgtsi
He experimented with the stereotypical representation of the peoples olitesCs
added unconventional comic effects and illustrated, for the first time, a funrpaand
going relationship between Caucasians and Russians based on mutual respect. Prokhorov
(2003) also points out the fact that “true to folkloric conventions, Gaidai’s narratives
allow no ideological maturation, psychological depth, or even melodramatic moralism”

(p. 468).
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Although Leonid Gaidai stresses the non-existence of boundaries between the two
nations (partly due to the cinema trend of the late Soviet period), in our opinion, when
one peels away the outer comic layer of the movie, there remains a seriexgntiéfion
between the Russians and the Caucasians illustrated by the subtle use sif contra
throughout the movie, including the depiction of traditions. We can question whether the
subtle distinctions between the two cultures were an intentional artistic tougaidai’s
part or if they appeared in the movie due to an almost subconscious influence of both
Russia’s long history with this region and the literary heritage associgted.w
Whichever the case may be, the film illustrates ways in which the CaucasBRsissia
are cultural mirror images of each other and as such, merging into a uadiety svill

not be as easy as it seems at first glance.
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CHAPTER Il
VLADIMIR MAKANIN AND HIS ANTIWAR STORY
THE CAPTIVE OF THE CAUCASURABKA3CKHH ITJIEHHBIH)
Long live the indestructible friendship of
the peoples of the Soviet Union.
(Makanin, 2005, p. 34)
Vladimir Makanin, born in 1937 in the Ural region, is one of the best-known
authors of the former literary group, knownsasokaletnie; Russian prose writers who,
at the end of the 70s - beginning of the 80s, sought to establish themselves agirespecte
writers despite being highly neglected by critics and readers. Thesesvaaime from
various backgrounds, and as Norman Schneidman (2004) mentions, had “varied thematic,
artistic, social and political interests” (p. 52). During a time when autmorsaists, in
general, had to conform to the publication requirements of the Soviet regime or conceal
their craft, the members of tiserokaletnieoften focused their works on “urbamgt
(everyday life), failed marriages, and the moral compromises andfictiBes of male
neudachnik{failures)” (Cornwell & Christian, 1998, p. 528). Among such writers were
Alexander Prokhanov, Leonid Borodin, and Boris Ekimov. Their works were rarely
printed in magazines and when published, they were met with little enthusiasm.i¥ladim
Makanin was the most prominent representative of this literary group who survived the
final decades of the Soviet regime. His first no@&taight Line(/Ipsmas aunus) was
published in 1965. Makanin used his educational background [he was a graduate of the
department of Mathematics of Moscow State University] to show the imnaarkeof

mathematicians in the military scientific laboratory when thenewe computers. This

28



book was well received by critics because it had a different perspeantibe romantic

image of 1950s-1960s in Russia; not the one we are used to with the songs around the fire
by the guitar while camping, which was presented, for instance, in Leonid’'&élda
Kidnapping, Caucasian Sty(@966). Despite being acknowledged by the critics, his

prose did not receive much attention until after the 1980s by which time he had published
13 books. It was later when critics noticed this bright and promising author and paid

tribute to his works.

According to Shneidman (2004), Makanin always “avoided subjects of political
significance, and shunned involvement in the internal conflicts of the Soviet Wwriters
community. He was neither openly pro-Soviet, nor anti-Soviet, but he valued highly his
personal freedom and integrity.” (p.73) After the Perestroika period, Makanin leegan t
enjoy fame and received many awards, among which are Russian Boake(1P83),

German Pushkin Prize of Alfred Topfer (1998), State Prize of the Russian Faderati
(1999) and Italian Premio Penne (2001).

In 1994 just months before the First Chechen War, Makanin wrote hisT$tery
Captive of the CaucasiKasxka3sckuii [1nennsiit) which parallels to Pushkin’s classical
treatment of the Caucasus. While it was Makanin’s first story set in thataios of the
Caucasus, it was followed by several novels set in the same region. The sby i
primarily from the perspective of a Russian soldier, Rubakhin, who, along with his
partner, Vovka, is heading back to a station in a valley in the Caucasus to request help at
a canyon pass the Chechens have blocked off. The Chechens want weapons and will not

let the Russians pass until they get them. On their way, the two soldiersipomeance
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Corporal Boiarkov who apparently had drunk himself to sleep (perhaps on purpose) and
was shot at close range by a Chechen patrol, most likely young boys, anxious to
experience their first kill. By choosing this scene, Makanin opens his narratiothes

image of cruel and blood-thirsty Chechens who cannot overcome their nature atod wai
kill someone. After burying their comrade, Rubakhin and Vovka continue walking to the
station, with one more thing to report.

Lieutenant-Colonel Gurov is on his veranda of his wooden house, drowsily
relaxing after dinner with his guest, Alibek, while waiting for tea. When Kuhand
Vovka arrive and present their request for help at the canyon pass, Gurov rdacts wit
annoyance and a sense of futility to the situation presented by the soldiers:

Pe3ko mOBBICHB roJ10C, OH BEIKPHUKHBAET, HUKAKON MOJMOTH KOMY ObI TO HU

ObLI0, KaKas, K uepTsaM, moamora! EMy nake cMeIHo ciymiaTh, 9TO0BI OH

HaIlpaBUJI KyAa-TO CBOUX COJIAAT BBIPYYaTh IPY30BUKH, KOTOPBIN 110 CBOEH

JyPOCTH BIIMIUTH B yIIIenbe!..

Suddenly raising his voice he shouts at them that nobody will be receiving

reinforcements, for Christ’'s sake what do they take him for! He will be sending

none of his soldiers out to rescue trucks up shit creek as a result of their own

stupidity! (p. 14)

He views this problem as something that he does not have to deal with. It is not
his problem and he treats it as a mistake on the Russian soldiers’ part. Gurov then orders
the soldiers to take a big pile of sand by the entrance of the garden and spread itlout on al
the paths. Here, Rubakhin dutifully sets to work with Vovka. Thus, Vladimir Makanin
illustrates how seniors use the soldiers who are lower in their militaryimahk Russian

army. The two soldiers do not even object since they understand that it is an unspoken

rule to provide an “unpaid soldierly labor” to seniors and their households.

30



After a while, Vovka jumps over the fence to try his luck at obtaining drinks for
him and his comrade from a young woman with a baby who lives in a house next to
Gurov’s yard. He finds out that the woman was raped by the Chechens. Once again,
Makanin discourages any slight possibility of viewing the Chechens in a good light.
While Vovka uses his charm to seduce the woman, Gurov’s wife brings food out to
Rubakhin, still at work in the garden, and asks where the other soldier is. Rubakhin
makes an excuse for Vovka and enthusiastically eats both helpings of food. Vovka,
meanwhile, talks the woman into going to the store to purchase port for them. Vovka
accompanies her to the store and discovers that the senior lieutenant is condading a
to capture and disarm the Chechens. He goes back and wakes up Rubakhin with the
news, saying that they should integrate themselves into this operation.

Rubakhin and Vovka sneak away from Gurov’s residence and make their way to
the senior lieutenant’s troops. The senior lieutenant looks at Vovka and rejects him (he
does not work with anyone else but his elite troops that he knows well) but does not even
stop to look at Rubakhin who fits right into the group with his physical stature. During
the operation to disarm the Chechens, Rubakhin captures a teenage Chechen and marches
him back to the base. Rubakhin is struck by the beauty of his captive, who has big brown
eyes- slightly slanted, hair down to his shoulders and soft skin:

OH TJIAHYJ Ha HOUMAaHHOIO. JIMIO YAUBHIIO. BO-HepBHX, MOJOAOCTBHIO, XOTs

TaKue IOHIIBI, JIET IIECTHAAIATH CEMHAAATH, Cpe OOEBUKOB OBIBAJIA HEPEIKO.

[IpaBuibHBIE YEPTHI, HEKHAS KOXkKaA. UeM-TO ellie Mopa3uiIo €ro JULo KaBKas3la,

HO yem? OH HE ycres MOHSTh.

He glanced at his captive’s face, and was surprised. Firstly by how yourashe w

although it was not uncommon to find youngsters of sixteen or seventeen among
the fighters. He had regular features and his skin was soft, but there was
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something else about the Caucasian’s face. What? He had no time to think about
it. (p. 28)

Vovka shows up at the base (in time for dinner) and makes up a story about how
Lieutenant-Colonel Gurov ordered Rubakhin and Vovka to return with the captive to use
in an exchange. In reality, they plan to offer the captive to his people at the canyon,
hoping that in return, the Chechens will let them pass. Again, during the conversation
with the soldiers, we see through Rubakhin eyes how captured he is by his captive:

CKyJIbl ¥ JTMIIO BCIIBIXHYJIH, OTUYETO eIie O0IbIIe CTajlo BUAHO, YTO OH KPACHUB.
JIMHHBIE, 70 TIJIeY, TEMHBIE BOJIOCHI MOYTH CXOIWIHCH B oBaul. CKitagka ryo0.
Tonkuit, B HUTKY, HOC. Kapue ria3a 3actaBisiiin 0COOCHHO 3a/iepKaThCsl HA HUX,
OosblIKe, Bpa3lieT U 4yTh BPACKOC.

His face [Chechen’s] and his cheekbones flushed, which only made it even more
obvious how beautiful he was, with his dark, shoulder-length hair an oval frame
for his face, with the set of his lips, and his straight, slender nose. Rubakhin’s
gaze was arrested by his large hazel eyes, wide set and with a sliglatl gtaerit

(p-31)

During their journey to this passage, Rubakhin takes one more notice of his
captive’s beauty and, to Rubakhin’s own surprise, notices an unexpected attraction. He
sleeps next to the young Chechen by a fire in order to be aware if he tigeape.e
When the boy puts his head on Rubakhin’s shoulder, Rubakhin is confronted with more
of these feelings of attraction and sensuality:

Ho BoT Tenio TCJIa, 4 C HUM U TOK YyBCTBCHHOCTH (TO)KG OTACIIbHBIMU BOJIHaMI/I)
CTaJIM MPOOMBATHCS, TIEPETEKast BOJHA 32 BOJIHOM Uepe3 MPUCIOHEHHOE TIJIeU0

foHoIM B myieyo PyGaxuna. [la vet xe. [Tapens cnut. [lapens npocto cnur,

nogyman Pybaxus, ronst HapaxaeHue. M TyT ke Hanpsrcs U BeCh OJIepeBEHEN,

TaKOW CHIIBI 3apsi/l TETUIa U HEOXKUTAHHON HEXKHOCTH MTPOOMIICS B 9Ty MUHYTY €My

B IUIEYO; B IPUTUXIIYIO AVIIY.

But now the warmth of his body, and with it a current of sensuality, in separate
waves, began to reach Rubakhin, flowing through, wave after wave, from the
boy’s shoulder into his own. No, of course that wasn't. The lad was asleep. He
was simply sleeping, Rubakhin told himself, wrestling with temptation. He
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suddenly tensed as a great charge of warmth and unexpected tenderness passed
through his shoulder and into his tremulous heart. (p. 38)

In the morning, Rubakhin insists the boy wear his own wool socks, serves him tea
with sugar and takes more care in his comfort. They continue their journey ana see t
separate bands of the Chechens approaching from two opposite sides. The two Russians
with their captive hide behind a rock. They immediately become concerned about the
young boy and whether he will yell out for help which would inevitably lead to Rubakhin
and Vovka being shot. Rubakhin puts one arm around his captive and holds him close.
He hears the boy trying to say something and, unsure of whether his intent li$do cal
help or say something, he strangles the young Chechen. Afterwards, whendherShe
have passed, Rubakhin and Vovka find a place to dig a grave and bury their dead captive.

Both soldiers return to the canyon pass and are asked by the sergeant major if
there would be any help. Upon hearing the bad news that there would not be any help, he
asks if they at least were able to capture a prisoner. Rubakhin keeps the situhttbe wi
captive to himself and responds with a “no.” The story ends at this canyon pass with the
Russians stuck without a way to move forward and Rubakhin reflecting upon the
mountains, his time in the Caucasus, and feelings he had for his young Chechen captive.

In The Captive of the Caucasidakanin draws readers’ attention to the Chechen
War and the Russian military policy in the region. Several aspects of theshvey a
sense of apathy on behalf of the Russian government for its troops in the Caucasus.
Primary among these is that Colonel Gurov, in order to buy food and provisions for his
troops, is forced to sell and exchange weapons with the Chechens. Makanin calls

attention to the preposterous nature of this arrangement where the weaponsahah£he
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receive from the Russians in exchange for food (to keep the Russian sotarers fr
starving) are used for killing or injuring Russians. Perhaps, Makanin is using the
Colonel’s shortsighted and negligent decision to engage in these transactahsto c
guestion Russia’s rationale for its involvement in the Caucasus. Gurov is not concerned
about the long-term consequences; he is focused on the immediate well-being of his
soldiers. He is not to be blamed as it is the war and the related circumskeniceake

him do what he is doing at this point:

C BO3PAaCcTOM YCJIOBCKY BCC TAKCIICC NAOTCA ICPCMCHLBL, HO B3AMCH CTAHOBUIIILCA

0oJiee CHUCXOIUTEIIEH K JTIFOJICKUM CJIa00CTsIM. DTO 1 paBHOBecHUT. OH JOJDKEH

HAKOPMHTH TaKKe U caMoro cebs. JKu3Hb MpoomkaeTcs, U MO IOIKOBHUK

['ypoB momoraet et mpoo/KaThCs, BOT U Bech 0TBeT. OOMEHUBas OpYy>KHe, OH HE

aymaet o nocneacTBusx. [Ipu uem 31ech oH?..2Kusus cama coboii IepeMeHuIIach

B CTOPOHY BCEBO3MOKHBIX 0OMEHOB (MEHs, YTO XOUEIIlb, Ha YTO XOUEIIIb), U

['ypoB TOXE MeHsII.

As a man grows older he grows more resistant to change but, in compensation,

more tolerant of human weakness. It keeps him on an even keel. He had himself

to feed, come to that. Life was moving on, and Lieutenant-Colonel Gurov was
giving it a helping hand, no more than that. Bartering weapons with the local
fighters, he gave no thought to the use they would make of them. What was that to
do with him? Life had moved on into a world of dealing (trade anything you like

for anything you like) and Gurov was dealing. (p. 24)

Makanin also reveals the inner relationships within the military; he shows how
people who have power use their subordinates. The Colonel acts like a typical man in
power, taking advantage over the soldiers who have to help him and his wife around the
house.

One of the central themes in the story is that of the conflict between East and

West. Makanin approaches this topic from two different perspectives, indilettthg

readers choose for themselves what Russia is: West or East. Harvey1D8kar
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explains that “Makanin's works are allegorical, and it's difficult toettisevhere he
stands on specific issues - possibly because he wants to provoke readers into asking
guestions rather than providing them with answers.” The first perspective intprebg
a Chechen named Alibek. When Gurov is negotiating for provisions with Alibek, whom
he respects and knows for a long time [it already seems quite disturbingheynced
two opposite parties in this war], the latter says that Europe is not far awdyaatitet
Chechens and the Russians need to organize a military campaign against Europe:
A roBopsT oHH, Toxox Ha EBponty Hano aenats. [lopa omsate uaru tyna. [...] A
yto? EBpona u ecth EBpoma. Ctapuku ToBOpsT, Ky/la pyCCKHeE, Ty/la U MbI M 4€TO
MBI IpYT B IpYXKY crpensem? [...] He Tak yx oHa naneko. Bpemst or Bpemenn
xoauTh B EBpony Hayio. Ctapuku roBOpsIT, YTO Cpa3y y HaC Mup ctaner. M xu3Hb
KaK XU3Hb CTAHCT.
They are saying it is time for another campaign against Europe. lteagdifrght
there again. [...] Why not? Europe is only Europe. The old men say, where the
Russians go we should go too, and how is it we are shooting at each other? [...]
It's not far away. Every now and again you need to invade Europe. The old men
say it will immediately bring peace to us and life will get back to normal. (p. 19)
Obviously, the Chechen does not view Russia as part of the West. He thinks that
Russia and the Caucasus should act as one whole against the West. The Westad present
as a modern world opposed to the Caucasus with constant wars, blood revenge and the
idea of spiritual and physical freedom. The West sets examples to other naaors; t
why Alibek states that one has to go to Europe to have or even to earn a life.
In contrast to the Chechen'’s attitude, Makanin displays a Russian soldier’s vie
of where Russia belongs. While thinking about how he dealt with provisions by bribing

officials earlier, Rubakhin says: “This is the Orient, you know!” (p. 23) This plsase

associated with the movie by Vladimir MotyWhite Sun of the Desgt970), where the
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main character indicates that: “Vostok-delo tonkoe!” Here, Russia is présentiee

West that faces Eastern traditions, ideologies, and the Eastern way luditlife &

confusing riddle to Russia: “Grey, moss-covered gorges, the poor, grubby little huts of
these mountain people, moulded like birds’ nests” (p. 50).

This highlights the continued absence of literary works that give Russians an
inside appreciation of Chechen culture and values. We can conclude that Russia’s
ongoing fascination with conquering the Caucasus that first appeared inrdng kiterks
of Pushkin, Lermontov and Tolstoy is reinscribed again but the contemporary version is
quite different from romanticism.

Not only does Makanin invert Pushkin’s plot but he also transforms love. The
captive is not a Russian; he is a highlander. The figure of the “Oriental wdroan”
Pushkin reappears in the form of a male youth, resulting in a homoerotic attraction
between Rubakhin and his male prisoner:

CkocuB 171332, oH [PyOaxuH] ToJbKO U BHIEN OSTYIYIO BAAIN BOJY Pydbs H, Ha

(dhoHe nppITaronel BoAbl, TPO( b FOHOIIN, HEXHBIN, YUCTHIN, C HEOXKUTAHHO

MPUITYXJION HUKHEH T'y0oil, Kalpu3HO BBIMATUBIIEHCS, KAK Y MOJIOICHBKOM

JKCHIIIHNHEI.

Squinting sideways he [Rubakhin] could see only the water of the stream flowing

in the distance, and against that background of leaping water, the profile of the
boy, soft, pure, with his unexpectedly full lower lip pouting sulkily as if he were a

girl. (p. 33)
We can see a similar dynamic in the relationship between Colonel Verkhovskii
and Ammalat-Bek in Bestuzhev-Marlinskii's story (1831) with the exception hiéng

lack of a homoerotic dimension. The Colonel takes Ammalat-Bek under his wing and

treats him as a close friend, perhaps even as a son.
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Makanin subtly develops the attraction between Rubakhin and the teenage
Chechen. When Rubakhin first captures the young boy, he notices the captive’s regular
features and soft skin but there is something in the Caucasian’s face that stiprise
and he cannot figure it out. On their journey with the captive, they stop at the side of a
stream for a drink and after Rubakhin and Vovka drink, Rubakhin notices his prisoner
putting his face down in the water to drink despite still having his hands tied behind his
back. Trying to wipe the water off of the captive’s chin, Rubakhin’s hand tremblesl: “Hi
skin was so soft that the soldier’s hand jerked back” (p. 32). Their eyes meet and
Rubakhin looks away, embarrassed by the thoughts he has towards the young Chechen.
At night, Rubakhin sleeps next to the prisoner and fights within himself against the
sexual feelings that repeatedly come to surface. He tries to overcome theéotoinfirss
feelings with which he is perplexed. Makanin’s inversion of love (compared to Pushkin),
can be interpreted as a statement about how war changes not only the usual routine of
life, but also love and relationships. Everything seems to be upside down.

Beauty, and how it relates to the Caucasus, is a central, recurring thimse in
work by Vladimir Makanin. Rubakhin is allured by the beauty of his prisoner, assvell a
by the beauty of the region. Throughout the story, Vladimir Makanin echoes
Dostoevsky’s proclamation ifihe Idiof that beauty will save the world such as in this
narrative from Rubakhin’s perspective:

BOBMO)KHO, B O9TOM CMBICJIC KpaCOoTa U CIIaCCT MUDP. OHa HET-HECT U ITOABJIACTCA

Kak 3Hak. He maBas genoBeky coiitu ¢ myru. (Illaras ot Hero Hemompaneky. C
MPUCMOTPOM.) 3aCTaBJIsIsi HACTOPOKHUTHCS, KPAcoTa 3aCTaBIIsICT IOMHHTb.
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Perhaps beauty is already saving the world, a reminder from another giaate, w

keeps a man on the right path (walking not far away, admonishing him). Keeping

him on his toes, beauty also keeps him mindful. (p. 13)

As we see, beauty in Makanin’s work is closely connected with remembrance.
The main character misses his past, but he has nothing to do but focus on the present and
keep up with it.

Although the author points out that beauty unsettles the logic of war, he still
chooses to change his perspective at the end of the story: he concludes that it will not
save the world. On the large scale, wars have been fought over beauty; wheagitye be
of the Caucasus is just one example. On an individual level, beauty captures people.
Rubakhin has already served his time in the Caucasus but every time having packed his
suitcase, he stays — he has been a captive for a long time. He does understand it and
constantly questions himself: “The mountains. The mountains. The mountains. For how
many years their majesty, their mute grandeur had given him no peace. \Bhiath&a
beauty was trying to tell him? Why had it called to him?” (p. 51).

The beginning of the story includes several references to the power of beauty to
serve as a reminder, a way to sharpen the mind. We come to see Rubakhin as someone
who perceives this beauty and perhaps, as a result, is not a hardened, mean-spirited
soldier. We see, however, that this dimension of Rubakhin, his ability to perceive, beauty
does not guide him out of the moral climax of the story without killing a young teenage
Chechen boy he had taken captive. The focus on physical beauty within the story as the
backdrop to the ugly reality of armed conflict highlights the tragedy patpdtby

Rubakhin. Shneidman (2004) also stresses the fact that: “[e]xternal beautlyazn at
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entice, and enchant, but it will not save the world, because physical beauty is seldom
tantamount to the beauty of action. It can sooth the human spirit, and bring out the good
in people, but it can also devastate and destroy” (p.74).

Returning to the theme of beauty in the story, Makanin shows that by seeking to
subjugate the Caucasian region because of its beauty and appeal, Russia b&comes it
prisoner, its captive. Iifhe Captive of the Caucasw@everyone is stuck in the Caucasus
against their will. Both Russians and Chechens are equally trapped as highligkhe
exchange between the Russian Colonel Gurov and the Chechen Alibek over tea:

“U gero To1 ynpsimuiibest, Anubek!.. Tol 5k, €M co CTOPOHBI TISHYTH, IJICHHBIH.

Bce x Taku He 3a0bIBaii, I/1e Thl HAXOMUIILCA. Thl y MeHs cuauinb.” [...] Anubek

cmeercs. “Kako# s mieHHbIH. .. DTO ThI 31ech wieHHbIH! [...] OH rmieHHbIHA. ThI

IeHHbIH. 1 BooOIIIe KaKIpIii TBOM coaT IIeHHLIH! [...] A g kak pa3 He

IUICHHBIN.”

“Why are you being so pig-headed, Alibek! To an outsider you could seem to be

our captive. You need to remember where you are: right in the middle of my

territory.” [...] Alibek laughs. “What sort of a captive am 1? It is you whothee
captive here. [...] He is the captive. You are the captive. Every last one of your

soldiers is the captive. [...] But I, | am not a captive” (p. 18).

According to Harvey Pekar (1996), “Makanin's protagonists are isolated and
struggling with social, psychological, spiritual and political problems.” Rulpatkbes
not see the point in this never-ending war; here, he stands along with Tolstoy’s
characters, who also expose the uselessness of war. This worries him and hg can onl
voice it while walking very fast as it doesn’t feel right to him to openly questie
validity of war while at war:

“... eciM Mo-HACTOSIIEMY, KaKHe Mbl Bpart, Mbl CBOM JIIO/U. Benp Obutn ke

npy3bsi! Paze HeT?” ropsiamiics U Jaxke Kak Obl HacTanBai PyOaxuH, mpsiva B

NPUBBIUHBIC (B COBETCKHE) CJIOBA CMYIIABIIIEE €0 YyYBCTRBO. [...] “ S Takoii ke
YeJI0BeK, KaK Thl. A ThI TAKOE K€ YEI0BEK, KaK . 3aUueM HaM BOeBaTh?"
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“...how can we be enemies? We are all one family. For heaven’s sake, we were
friends only recently, weren’t we?” he asked agitatedly, even insisterdigghi
the feeling, which was unsettling him behind hackneyed (Soviet) utterance.[...] “I
am just the same kind of human being as you, and you are the same as me. So
why should we fight each other?” (p. 34).
Vladimir Makanin voices the irony of this problem in the title of the stdmg
Captive of the CaucasW&asxasckuii nrennwiti). The author had the choice of two words
in Russian for the word “captiveplennyi(miennsiit) andplennik (miennuk), both of
which have a shared meaning of “captive in the physical sense”. Additiquiatyik
(mrennuk) can refer to someone who is under the spell of something or someone.
Interestingly, Pushkin, Lermontov and Tolstoy pgnnikwhich, with its second
meaning, enhances their portrayal of the Caucasus as an exotic and romemtjc reg
capable of enchanting all who venture there. Makanin, however, breaks with this
romantic tradition by usinglennyiwhich puts an emphasis on the physical nature of
captivity in his story while not completely denying the ability of the Caudasus
captivate mentally and emotionally. Ziolkowski (2005) comments on the phenomenon of
captivity as well: it “operates not simply on the political and the romantit, lewrealso
through the landscape itself...The ultimate captor ... is in fact the Caucasfiqit
111).
Regarding Makanin’s work, in Chapter Ill, we have illustrated how\eapt
Russians are in the Caucasus, a region they think they have almost conquered. Even
though their military campaigns, despite many challenges, show a degreeesssinc

the mountainous region, the inner state of the soldiers tells quite a diffemnt st

Vladimir Makanin begins his narration with a scene of a dead Russian soldier and

40



finishes it with the killing of a young Chechen. There are no conquerors in this wa
There are only deaths of thousands of people that do not solve the issue of whether

Caucasus should be left alone by Russia forever or be annexed with other consequences.
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CHAPTER IV
VIKTOR PELEVIN AND HIS STORYPAPAKHI NA BASHNIAKH

(ITATTAXH HA BAIITHAX)

In this part of our thesis, we will examine Viktor Pelevin’'s wétapakhi na
Bashniakhwhich depicts a parody of historical events that took place during the
Chechen War in the first years of post-Soviet Russia. The Russian title tdrthe s
Papakhi na Bashniakimakes a synecdochical reference to the traditional circular wool
hat worn by men from the Caucasus to represent the Chechens who (in the story) are
guarding the captured towers of the Kremlin. As one of the brightest and the wbst vi
examples of the Russian postmodernist movement, Pelevin attempts to construct an
artificial universe in his texts which are, as noted by Sally Dalton-B(@@&a7), “comic-
book reflections of the world” (p.227). As such, Pelevin employs a predominantly visual
mode of narrative to present his irony-laden view of Soviet history and Russiatutie
where the human race is portrayed as confused and hopeless. While it is DaltorsBr
position that “Pelevin’s postmodernism does not allow any conclusions; the terrer of th
void (of which ‘reality’ may ultimately consist) and the echo of ludic laughdekist in
his prose of provocative possibility and amusing finality” (p.2B@pakhi na Bashniakh
does allow us to make one general observation: none of the characters or groups within
the story escape Pelevin’s ridicule and criticism (or as it was offmessed, criticism

through ridicule), the technique widely used by Leonid Gaidai in his films.
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According to Dalton-Brown (1997), postmodernism began in the 1970s and
became a “referent for the post-glasnost’ paradoxical condition of despaming
confined freedom” (p.218). The paradox Dalton-Brown refers to hinges around how one
defines freedom. It is true that Russians enjoyed freedom from the oppi®ssgige
regime but that alone does not miraculously provide all levels of Russian sodletiiavi
organization, understanding and means required to actually operate a truly free. country
Postmodernist literature, thus, “is fragmented, self-referential, eshgidseptical, even
chaotic, a game played within hyper reality...” (p.218).

Such postmodernist writers as Liudmila Petrushevskaia, Oleg Ermakov and
Viktor Pelevin, the most essential representatives of this movement, dejiigingr
images of post Soviet Russia in their works. Their prose is saturated witheth®one
satirize the existing reality, undermine the work of the Russian governmestipgube
validity of facts covered by Russian media, and search for the essenegiafdéneral.

It should be noted that “satire, however, is not directed particularly at plaigirgets, but
rather at hyper reality, namely, literary hyper realities...” (p.2R3rvan Ungureanu in
his article“Russian Imperial Presence in Literatur¢2007) states that the above-
mentioned authors “deconstruct the Soviet empire by portraying a Russidyg socie
shambles” and also notes that “while criticizing life under the Soviet reduess t
postglasnost writers also suggest, perhaps involuntary, that an empire incapable of
offering a decent lifestyle to its own citizens represents a faihderast cease to exist”.

To be able to better understand Pelevin’'s sRagakhi na Bashniaktiealing

with the Chechen conflict in the 1990s, one must keep in mind the complicated

43



relationship between Russia and Chechnia going back at least 150 yeditsaasShamil
Basaev's background. After the long Caucasian war, Russians finally de@atehnia
and it was annexed in 1870s. In 1936, Joseph Stalin declared it to be the Chechen-Ingush
Autonomous Soviet Socialist Republic which was abolished later due to its rebellion and
collaboration with the Germans during WWII. In 1957, Nikita Khrushchev, first Soviet
secretary, restored their republic again. After the collapse of the WE3&ember
1991, Chechnia was the only former Soviet republic that did not want to sign a treaty
with Russia which would grant them a certain amount of autonomy and tax privileges in
return for being one of Russia’s federal subjects. According to Poddar, Patkenserd Je
(2008), Chechen general Dudaev declared Chechen independence in 1991 but several
years later, in 1994, “Russia invaded Chechnia under the pretext that ‘Chechen bandits’
had plundered the property of peaceful Russians across the border” (p.415). Whether
these accusations were true or not, the fact is that in 1991, Chechnia “produced 12% of
the entire Soviet GDP” (Poddar et al., 2008). The scene was set for another biadtle in t
ongoing struggle between Russia and Chechnia.

At this point, we turn our focus to Shamil Basav, the leader of the Chechen
terrorist movement, who was named after Imam Shamil, the leader of Checte=niffior
the Russian conquest of the Caucasus in 1817-1864. It makes one wonder whether the
stories of the great 19th century resistance leader were tolde®bisaev by his parents
and, furthermore, it might also indicate Chechens’ admiration of their defigaseta
Russian colonialism. Furthermore, some sources mention that Basaev'swaskitled

by Russians two weeks before his 1995 campaign in the city of BudennBusfjréfia
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Shamilia Basaeva: Poklonnik Ruzvelta | Che Guey&§04), while other sources claim
that it is a rumor started to gain sympathy on his behidtatkaia Istoriia Zhizni
Shamilia Basaeva2005). Thus, Shamil Basaev is surrounded by the circle of violence
from his birth, circumstances which have often proved to be excellent breeding grounds
for hatred—hatred of Russians in this case.

Having the necessary background in the Russian-Chechen relationship, we can
now begin to analyze Pelevin’'s woRRapakhi na Bashniaklin its historical framework
with the focus on representation of the Chechens as well as Russians themselves. The
First Post-Soviet Chechen War began in 1994. In a year, Shamil Basaev and his people
captured the city of Budennovsk in the Stavropolskii region. Although the events
parodied in Pelevin’s work predated the 9/11 attack, they did occur just several years
after the first World Trade Center bombing in 1993, before terrorism becametantons
concern on the international stage. It is important to keep in mind that while rearty e
and characters within the story resemble historical events, this work byrRedewiot be
relied upon to reconstruct those historical events.

The author begins his narration with the following description:

Ho camoe nHTEpECHOE, UTO CTOUT KAaKOMY-HUOYIb peaibHOMY HCUSHEHHOM)

CcOOBLIMUIO TTOTHOCTHIO YIOXHUTBECA B paMKH 'OMCPOBCKOI'0 CHOKETA, KaK CO3HAHHEC

HAIIpO4b OMKA3bl6AEMCA Yy3HA6ANTb €20 6 ClIydusulemcs n HACTOMYHMBO IIBITACTCS

YBHUACTH HAa €0 MECTO YTO-TO MHOC.

But the most interesting fact is that as soon as sealdife eventtompletely fits

within the frames of Homeric plot, our mind utteréfuses to recognizés

presence there and stubbornly tries to see something else on its place.

Not only does he suggest that people try to apply any event to a Homeric frame,

but also what is being guarded is actually “emptiness” and people do not always know
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that it is a fortress that they are defending. Sally Dalton-Brown (1983 sapports this
idea by stating that “Russian culture finds itself desiring to invent newsfofroultural
wholeness” (p. 220). Thus, in his work, Pelevin illustrates that the Caucasiantasnfl

just an expected continuation of the post-Soviet chaos with the society’s confusion and
madness, and that is his general topic.

Viktor Pelevin bases his story on real events that happened, as was mentioned
above, in 1995 when Shamil Basaev and his people captured the city of Budennovsk in
Stavropolskii region in their attempt to make the Russian government and president Bo
Eltsin, in particular, cease their military actions in Chechnia. The authates a
different setting, though: here, Shamil Basaev and 200 of his people takbeover
Kremlinwith 20 hostages. In this sense, Pelevin goes further in depicting what Chechens
could really do if they wanted: not only can they capture any city, but also control the
core of the Russian government. It is deliberately that the author uses tHeaKrem
location in his story. In 1995, Basaev took over the city administration hall of
Budennovsk and subsequently relocated with those hostages to the central hospital. The
parallels between these historical events and Pelevin’s story are obvibaséavho are
familiar with the history.

In Pelevin’s artificial reality, the captors wait the first two déyrsthe official
powers, Federal Security Service (FSS), to appear in the Kremlin, but theftibest
are accompanying the president in his official visit to Greenland at theasikthere is
any pressing need for the Russian president to visit this country. In Pelecoistof

the events, the rumors about the situation spread slowly, mainly by taxi-drinersu€h
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taxi-driver happens to be driving an FSS officer and takes the opportunity to enhghte
passenger. As a result of this information, the FSS calls CNN to confirm whiethe
Kremlin was indeed attacked. This is an example of how Pelevin mocks and undermines
the reputation of the Federal Security Service. Thus, the author emphasizes the
groundlessness and unpreparedness of all the military forces as weleamgental
agencies. Pelevin spits in the face of the government security agencyytavea

included this to draw attention to the many varied media representations of thiedvar

the real hostage situation in Budennovsk in 1995. Harsha Ram (1999) calls this war a
media war. In the story, having the FSS call CNN to find out what is happening may als
be interpreted as an acknowledgment by Pelevin of the important role played hyimedi
presenting the reality of the war in contrast to the propaganda offered ggvitrmment.

He depicts the Chechen being involved in weapon trafficking, as well as in the
shooting of an Adidas advertisement where the slogan “Adidas — bitter joy of tibi/'Vic
is used. This slogan is usually associated with the victory of Russian peoplelin MV
here the author attacks the mythologization of Russian history, and WWII irugattic
its over-glorification and exaggeration.

Seeing the need for more hostages, Basaev welcomes anyone who wants to
become his hostage of their own free will. In a matter of hours, the Kremlin becomes
crowded with Russian elites: singers, TV hosts, magicians, and deputies: “The
competition was strong [in Russian version: cruel], and it ended up with fights.” The
FSS, in its turn, does not want to directly confront the arising problem but knows it has to

do something. Out of desperation, a colonel decides to hang a gigantic poster of the
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Russian president’s frowning face on the building facing the Kremlin. SurelyeBasd

his people would not be able to avoid feeling remorse upon seeing such a harsh
recrimination of their actions. Unfortunately (for the well-intentioned coj@specially)

this tactic does not work. Next, Russians switch off the supply of water andgcéleets

well as the sewage system. But after an article appears in the newaipaytethe cruel

and inhuman treatment of the Chechens by the Russian people, they switch it on again.
Thus, none of the measures taken is of much value. These are all examples ofsPelevin’
mockery of both Russians and the Chechens: the absurdity of what Russians are doing
and at the same time the parody of the Chechen campaign. In the case ddriitbdatt
author portrays them as puffed-up characters that confiscate Mercesl&smwaother
mountaineers to come to Moscow; the cars have flashing police-style liglats whi
contribute to the success of the campaign:

Ycnexy onepanun CrocoOCTBOBANIO TO, YTO OOJBIIAS YACTh MAIIUH, KAK 91020
mpebyem 2opckuti 0obiuatl, OblJIa ¢ MUTAIKAMHU.

To the success of the operation contributed that fact that the majority ofghe ca
in accordance with the highlanders’ traditigngere with flashing lights.

Originally, highlanders did not have cars. For centuries, they have had donkeys
(as portrayed in Gaidai’s film), horses or pack mules. Here, Viktor Pelevis widly the
Caucasian heritage and transforms it pointing out that this is actually thetraaind
not the Caucasians’ whim, that dictates having the flashing lights on the cauthbe
does not take sides; he portrays with irony the undersides of both nations, the technique

so beloved by Leonid Gaidai.
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In the meanwhile, the Kremlin becomes a very popular zone where those “lucky
enough” to be hostages are well entertained. Seeing that his people arenbeaujy
the vices of the society such as women and alcohol which can be found within the
Kremlin, Shamil Basaev understands that he is no longer in control of the situatian. Whe
he wants to stop all this disorder - filming of the advertisement, in partieaad, lock
the captives in the Kremlin, he is told that “this place is not Budennovsk and one has to
mind what they say; otherwise, they will have to pay for it". Besides, a pnodiioae of
the TV channels tells him:
I'ociogus 733...bacaes. [IpocTtute, uTo 6€CIOKOIO, - BB, 5 3HAIO, YEIOBEK
3augaTeli. Ho, moHnMaere. .. MBI BIIOKWIN OONBINNE JEHBIH, OYEHE OOJIBIINE, a Ha
TEPPUTOPUU BEPTUTCS YepT 3HAET KTO. Henb3s 11 05)KeCTOUNTh pexkUM IPOIycKa?
VY Hac 31ech Belb IBET KYJIbTYPbl — TOJBKO MPEACTABbTE, UTO CIOAA BO3BMYT U
NPOHUKHYT KaKue-HUOY/b, 3-3-3... TEPPOPHUCTHI. . .
Mister... hmm...Basaev. Sorry for bothering you — | know that you are a very
busy person. But you understand...We have invested big money, very big money
into this affair, but you can find all kinds of people on the territory. Can’t we just
harden the regulations of who can come in? Here there are the best of the best —
imagine that some...hmm...terrorists will take and enter.
Shamil Basaev, here, is not treated with the proper respect he probabhefeels
deserves for being the terrorist he is. Pelevin also reveals his opinion of theneeia
by showing the TV producer’s obsession with staging his news production as ifdha we
movie director rather than an objective journalist. To the producer, Basaev is a pawn,
although an important one, in the game of achieving the highest possible ratings.
Finally, Basaev comes to the conclusion that he has to leave; he calls the FSS and

requests cars and 5 million dollars to be able to give bribes to the road police on the way

to the Northern Caucasus. Thus, nothing escapes Pelevin’s eye: not even the corruption
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of the Russian police system. Leaving the city, Basaev shouts: “Woe to ygupriBab
solid city!” Here, Pelevin casts Basaev as an Old Testament prophet leaitynthatc
rejects him with the irony being that he has held people captive.

As stated earlier, the Russian-Chechen conflict, as portrayed by both Viadimi
Makanin and Viktor Pelevin, is just one of many manifestations of the genefasicon
and disturbances in post-USSR chaos. Within that chaos, it is not unreasonable to
imagine that the Russian people would welcome any opportunity for entertainment to
take the mind off of the uncertainty of the future. Many celebrity chensast the story,
if not all of them, have a counterpart in real life. Some of them include Viktor
Temnolishchev, who surrenders himself to Basaev in the story, and who is supposed to be
Victor Chernomyrdin - a representative of the official authority leading regguts with
the Chechens in 1995. The author uses the most popular singers of the 1990s in his story:
Larry Analbesov (Garry Alibasov in real life) and his music band “Gy-Gyaf{Na”),

Polip Kherberov (Filipp Kirkorov), Stepanida Razina (Alla Pugacheva) and “Bozhkii By
(“Bozhia korovka”, popular in 1994). Matvei Ganopolskii — the TV news anchor in the
story - is the real name of the anchor man on the radio “Echo of Moscow” in 1995.
However, the real-life counterparts were not involved as hostages in the histeants
that are parodied in the story.

Pelevin’s inclusion of celebrities in his story and the role they play can be
interpreted in several ways. First, on a general level, he could be comgnamtRussia’s
obsession with celebrities following the collapse of the USSR. Second, when the

celebrities in the story voluntarily become hostages to a Chechen milader ho has
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captured the Kremlin, Pelevin is mocking the tendency celebrities have afgeeki
publicity. Third, the media portrays the celebrities as altruistic, aelifeing saviors of
the people when in fact they have turned the whole situation to their advantage.

In regards to his representation of the Caucasian people, Pelevin is quite obvious,
clear and exact in their depiction. He follows the path of the fathers of Riligsiature -
Pushkin, Lermontov — in dehumanizing and even demonizing the Chechens:

Bce oHu —1in mouTH Bee, - pUCKYS )KU3HBIO, COOPAIHCh 3/1€Ch, JOOPOBOIBHO
CHIAIUCh 8bIPOOKAM, KOMOPble OAGHO NOMEPANU NPABO HA3LIBAMbCS I00bMU.

All of them — or almost all of them — risking their lives, met here, have voluntarily

surrendered to théegeneratesvholost the right to be called peopéelong time

ago.

By taking such dehumanization to the extreme, however, the author could also be
parodying the way Chechens have been traditionally depicted as villains in Russian
literature. This once again demonstrates Pelevin’s common tactic of sinouksine
criticizing both the Russian and the Chechen figures in the story. As another@xampl
this tactic, the author’s portrayal of the relationship between the Russian TV
journalists/celebrities and Basaev, the Chechen terrorist, is equadigl @f both. The
journalists and celebrities are depicted as superficial, self-centeerdicat-seeking
individuals and yet Basaev, who manages to capture the Kremlin, is powerlessno rega
control once they set up their operations.

Viktor Pelevin also presents the Chechens as a new [at that time] Ruassofc
people; thus, making sure the reader will view them in a negative light. Thdesb-cal

“new Russians” were people who succeeded in making money in a short period of time in

1990s by fraud and other unlawful actions during the chaotic times following the break-
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up of the Soviet Union (this time period being a recurring theme in Pelevin’'s works).
Pelevin ridicules the self-importance and superiority that new Russians filenvtheir
money and possessions and thus shows the low esteem he holds for them and their
achievements:

Kaxaprii 6oerr 6atanboHa ObLT I1aIKO-BBIOPHUT U OJIET B SIPKO-MAaTHMHOBBIT

IIUKaK (OHI/I ObLIH HACKOpPO CHIMTHI U3 KPAIICHHBIX CBCKOJIbHBIM COKOM

MEIIIKOB), @ BOKPYT IIEH MMEJ TOJICTYIO0 YHUTA3HYIO LElb, TOKPAICHHYIO

30JI0TOM KPaCKOM, - 3TH IIETH, KaK IMOKa3aj0 pacciieloBaHne, ObLIN B CIICITHOM

MOpSAKE MTPOU3BEICHBI B OTHOM U3 IPO3HEHCKHUX OIOPO PUTYATIbHBIX YCIYT.

Every member of the squad was smoothly shaven and dressed up in a bright

crimson jacket (they [jackets] were hastily sewed from the sacks dotobeet

juice), and had a thick toilet chain painted golden around his neck, - these chains,

as the investigation showed, had been made in a hurry in one of the mortuaries in

Grozny [the capital of the Chechen Republic].

Finally, Pelevin claims that the reader can understand everything abouttthe m
of the assault, but nothing is clear about the people who defended the “fortress”. We
cannot say that all these singers and elite, on the whole, did defend it, but who, then? As
with Pelevin’s many works, this story does not provide the reader with an answée O
contrary, the author, being skeptical, states that Russia and its development dongpt bel
to reality; it is not to be understood right after the events took place. Everyghiagti
secret by the government and only after several decades can a Russian peti®on ques
the validity of information that was presented in the media and find out the truth about
what happened:

[Toxosxe, 4T0 cOOBITHS, IPOUCXOAsIINE ¢ Poccrelt, MO JUUHSIIOTCS KaKO-TO

soruke JIo0aueBCKOTo U UX CMbICA — €CITU OH €CTh — omkKpbvleaemcst nmoJjabKo ¢

bonbUUX 6PEMEHHbLX ducmaHuuﬁ...HCTopHﬂ Poccun ectr HEekoe YCTBECPTOC

HU3MEPCHHUE €€ XPOHOJOTHHU U TOJIBKO ITPU B3TJIAAC U3 3TOI'0 YETBEPTOIO

HU3MEpEHUs BCE HEOOBSICHUMBIE CKAuKH, 3UT3ard U COAPOTAHUS €€ ObITHS
CIIUBAIOTCS B SICHYIO, YETKYIO U MIPSIMYIO KaK CTpesa JUHUIO.

52



It is likely that all the events that are happening in Russia comply with some log

of Lobachevski and themeaning- if there is a meaningepens only from huge

time distance.the history of Russia is some kind of a fourth dimension of its

chronology, and only looking from this fourth dimension all the necessary leaps,

zigzags and shudders of its being are merged into a clear, distinct and straight as
an arrow line.

Viktor Pelevin points out at the fact that the history of Russia is a very
complicated issue and none can be easily interpreted, especially, atiectuhence of
the event. Time should pass, truth will be revealed and only then can people begin
contemplating about what happened. This echoes the Chechen War and its
misrepresentation in Russian mass media.

Pelevin also uses the same technique of irony and parody as does Leonid Gaidai,
but unlike the famous director, Pelevin’s myth of the Caucasus is transformed in a very
radical way. In Pushkin’s, Lermontov’s, Tolstoy’s and Makanin’s storiegtivese the
Russians who occupied the region of the Caucasus; in Pelevin’s story the situdigon is
opposite. The Chechens invade Russia. If Tolstoy and Makanin raise questions on
Russia’s role in the Caucasus, Pelevin vividly illustrates to what extreier ¢xe
relationship between Russian and Chechnia can develop, with Chechens taking over the
core of Russia, the Kremlin. Although he shows a very stereotypical image of the
Caucasians, he does not, for a second, give credit to Russians. In fact, he gaes furthe
his representation of the Russians than did Pushkin, Lermontov or Makanin; he openly
belittles the Russian government the same way Lev Tolstoy did a cagtuwyith
Nicholas I. For Pelevin, both people are under a magnifying glass.

At first glance, the storyRapakhi na Bashniakltan seem a very comical

representation of the real events which happened in the city of Budennovsk, but like
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Gaidai’s film,Kidnapping, Caucasian Stylthis story has more serious levels of
interpretation. Both parties, in fact, are captured in this big game played mothe t

governments.
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CHAPTER V

CONCLUSION

Do you know the land where folks are crying?
Where puffs of smoke are near and far?
Where craft with bombs are flying?
Where bombs make people dying?
This land is called ‘Chechnia’.
All homes are ruined there.
There beats front-line thunder.
There is hell everywhere,
And frozen people hunger.
This land is called ‘Chechnia’.
(Khizar Akhmadov, as cited in Jaimoukha, 2005,
p. 215)

Over the decades, the Russians have imposed a negative image of the peoples of
the Caucasus where highlanders were portrayed as villains, blood-thirbaridaeople
governed by the rule of the mountains. Although some positive character traits such as
love of freedom, respect for elders and traditions were depicted, the nmaime to
portray these people in a negative light to justify the Russian military eginsga the
Caucasus. According to Bruce Grant (2009), “[t]lales come to an end, and the Caucasus
hero almost always expires once his or her central function — the recognitiaesphiR

goodness — is accomplished” (p. 108).
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The Influence of the Historical Interactions between Russia and the Gautathe

Current Works

In his bookThe Chechen005), Amjad Jaimoukha claims that “[i]t is the
endless propagation of such stereotypes that is partially responsible forpbieiagon
of the Chechen-Russian antagonism” (p. 146). He further goes on saying thavyrt} is
dangerous when a whole nation is reduced to a finite number of defining sayings, even in
the disguise of ‘great literature™ (p. 146). It is much easier to fit thgewd a
highlander in the already existing paradigm without having to change anytlamgpot
create a new model of assessing both Russians and Caucasians. One wonderthehether
chaotic transformation of the Russian national identity following the s#@lapthe
Soviet Union gave Russian authors of the 1990s the courage that was necessary to openly
evaluate both sides of the Russian-Chechen story, showing the ridiculous nature of some
of the decisions and, what is more important for our thesis, portraying Rusdia’s sel
destruction in this chaos that Russia created in the Russo-Caucasian gatempOrary
writers, such as Vladimir Makanin (older generation) and Viktor Pelevin (younger
generation), attempt to explore a different perspective on the Russiahe@hec
relationship even though “[tlhe Tatar-Mongol legacy is still a heavy load dRubksian

psyche” (Jaimoukha, 2005, p. 9).
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Russia’s Self-Representation

Grant Bruce (2009) supports our view of the changing place of the Russians in the
Caucasus: “the prisoner tale is a chronicle not of activity but of passivity, not of
aggression but of humility, not of glorified sovereignty but of stories submission. The
Russian is not a captor but captive” (p. 95). In Leonid Gaidai’'s comedKidmapping,
Caucasian Styl€1966), Russia occupies a different niche compared to the one in
Makanin’s and Pelevin’s stories. Even though Gaidai implies that there is no common
way that these two nations can develop together and act as a united wholé¢ see stil
that there is no tension between them. They are friendly neighbors who are thriving due
to their symbiosis. Russian people can go to the Caucasus and enjoy the sea, the sun and
the mountains since it is the best Soviet vacation place. Caucasians, in turn flmenefit
the Russians coming and spending money as tourists investing in their economyror rathe
in the households of those who rent out rooms or apartments by the Black Sea. The
relationship between the two peoples is based on mutual respect. Thus, Russia is
presented as a valued partner who is not threatening the Caucasus. Inidaciéss
not show any single moment when Russians are envious of what Caucasians hawe in thei
region. No conquerors, no winners, no wars.

Vladimir Makanin in his storyJhe Captive of the Caucas(i994), makes a
focus on the Orientalized representation of Russia. For him, everyone and evehghing t
is located in this region is seduced, and as a result, captured by the beautygbthe re

He places greater emphasis on a realistic evaluation of the situation of Hi@nRumops
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in the Caucasus. They are almost abandoned by the Russian government and have to
negotiate with the highlanders to survive. Makanin illustrates the beginningtblados
surrounds the Russian troops which will be further stressed by Pelevin: in order to get
provisions, Russians have to exchange their weapons for them, the weapons that will be
used to kill them. In this sense, Makanin’s assessment is close to Lew Vatst@penly
criticizers the Russian Emperor and his policy in the Caucaddadj Murat (1896), a

novel that was written over a century ago. Unlike Viktor Pelevin, Makanin does give
specific answers to the questions that the readers have. His magnifyiogisnilirected
towards Russians, not the Caucasians, which is immediately seen from thethidle of

story.

For Viktor Pelevin, the pendulum swings all the time from Russians to Chechens
and back. In his storypapakhi na Bashniakfl995), nobody is Orientalized anymore;
nobody is a conqueror. All of this stereotyping is in the past. What matters redbedc
chaos where the two nations try to coexist. While reading Pelevin’s stargamnot but
wonder why he depicts this complicated relationship between the Russians and the
Chechens in such an absurd way. For him, both peoples are subject to mockery and
ridicule. They are captured in his story just as well as in Makanin’s but it is the post
Soviet arena that makes them captive: the vagueness of what is going to hapgbe aft
collapse of the USSR, and the inability to see a bright future. Viktor Pelevineshtrgy
position of the Russians and the Chechens in his story. He illustrates that nawat is t
for the Chechens to try to conquer Russia. He deliberately chooses Moscow for the

location of the Chechen troops. In reality, Moscow, home for all Russian governmental
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agencies, is already captured by the Caucasians, but this captivity &, metphysical.
Russian government has had to deal with the Chechens for decades, alwaysiagticipat
the Caucasians’ next step in this adult power game. In Pelevin’s story, thes@ahaa

attempted to enslave Russia physically but did not succeed.

Representation of the Peoples of the Caucasus

Although both Pelevin and Makanin are quite direct in their depiction of the
Chechens, their individual style of doing so is different. Pelevin demonizes the @feche
He goes to the extreme by stating that they are just pawns in a gathbyrtie Russian
mass media that uses them just to achieve the highest possible ratings. Ty are
treated with the proper respect, and even are humiliated in the story by bepeyedto
the new Russians. It should be stressed again that even though Pelevin’s attitudke towar
the Chechens is quite stereotypical and absurd at times, he puts Russians on the same
scales and ridicules them none the less.

We can thus state that since the 18th century, the representation of the peoples of
the Caucasus has drastically changed. They transformed from being esoimgtfag
and unfamiliar people with barbarous and cruel traits to being friendly neighbors,
hospitable and eager to help, as illustrated in Leonid Gaidai’s film. Thiatg \dter the
movie,Kidnapping, Caucasian Stylesas produced, Makanin returns to Tolstoy’s
interpretation of the uselessness of the war and the presentation of the flaws of the

Russian government who does not act reasonably. Viktor Pelevin, in his turn, presents
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Russia in the post-Soviet confusion and disorder. To show how everything is upside
down, he switches the stereotypical positions of the Russians and the Chechens.

In addition, we have also seen an evolution of how the authors refer to the peoples
of the Caucasus. While Pushkin presented the Circassians to his readers,Catistoy
them the Tartars, and yet 20th century writers have a split perspectved gaidai
does not give highlanders any names, as he states, the situation depicted inenamovi
happen in any region in the Caucasus. In part, it is due to the Soviet policy whiath treate
all the nations as friends of the Soviet Union. Pan-Sovietism thrived in the 1950s-1960s.
After the first Chechen War and the multiple terrorist attacks so “promataedass
media by the Russian president, any Muslim has become a Chechen for a Russian. The
term Checherhas a very negative connotation and is associated with terrorists in the

contemporary world which affects the readers’ perception at once.

Transformation of the Heritage of the 18th and 19th Century Depiction of the Gaucas

Although much was said about the transformation in the representation of both the
Russians and the Chechens in the 20th century Russian literature and cinematography, w
still have to point out that while Pelevin borrows the saontrayal of the Chechens by
the writers of the 18th century, Vladimir Makanin borrdivs plot He places his
characters in the natural setting of the Caucasus, unlike Pelevin who ereatesolutely
artificial reality, but makes the captive a highlander and not a Russian. iMalsm

transforms the 18th century portrayal of exotic love. The reader is facedweiith t
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homosexual relationship or rather tension between the Russian soldier and the@aucas
captive. Makanin’s inversion of love (compared to Pushkin), can be interpreted as a
statement about how war changes not only the usual routine of life, but also love and
relationships.

We have also seen a strong contrast between the main Caucasian chiaracter
both stories and the film. Pelevin’s choice of the name, Shamil Basaev, rec¢hés t
minds of the Russian readers the historical figure by the same name. Baseslv i
known to Russians as a terrorist leader who took hostages, killed people and committed
terrorists acts. Instantly, it makes the reader revengeful and vindictakarih, on the
other hand, chooses a young Caucasian boy with whom the reader sympathizes. We feel
guilty about taking the Chechen captive and then killing him. It does not seenoright t
reader. In this sense, the author highlights the absurdity of war that magieseattions
take weapons in their hands.

Unlike the Caucasian characters in the works of both Makanin and Pelevin which
evoke strong emotions on the part of Russian readers, Saakhov, the antagonist in Gaidai's
film, is a very mild character who does not provoke any serious reaction. Even though he
is a Party authority and considers himself to be very important, he is not porasge
person who has power in his hands and knows how to use it.

We can firmly state that Gaidai's movie illustrates the lifesoflthe Caucasians
in full range. They are shown from an inside perspective. For Leonid Gaidai,ates m
important to concentrate on the customs of this region and show how close these people

could be to Russians with their drinking and toasting habits. Unlike the cinema, both
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literary works do not give full credit to the peoples of the Caucasus; the Cheohehl a

not able to voice their own cultural values to the Russian people. The ethnographic
heritage of the Chechens is not the highest priority for the writers. For Maklamifocus

is on the emotions of the Russian soldier in the Caucasus and the inevitability of khe crue
war that will continue regardless of what the individual people might think. Pelevin’s
technique is to present almost a holocaust Russia; he does not need to concentrate on
traditions, beliefs or the emotional condition of both peoples. He is more interested in
presenting the overall disorder of the Russian-Chechen relations.

In our thesis, we have explored the evolution of the theme of the Caucasus in
Russian literature beginning from the 18th century and showed what development it
underwent. In particular, we addressed the issue of Russia’s self-reptieseand
illustrated that by the end of the 20th century the position of both nations is changing
place. Nobody is a conqueror; everyone is a victim of the policy implemented by both
governments, a policy that in post-Soviet Russia seems to be illogical andtineffec

To better understand the representation of both Russians and the peoples of the
Caucasus, mainly Chechens, it is essential to make a comparative avfdbydis
Russian and Chechen literary and cinematic works. As a further line of stwayld be
appropriate to examine the Chechen literary heritage and investigate haepresent
both the Russians and themselves.

We would like to conclude our thesis with the Anthem of the Chechen Republic
which is calledDeath or Freedonto give these people credit for who they really are, the

credit so much ignored by Russian literature. Regarding the 1990 revision of therCheche
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Republic’s national anthem, Lema Usmanov (1999) states: “In the title of therAnt

itself and in its text, one can see the nature of the Chechen people and the cfathetit
national tradition, which are united by such words underlined in the text as God, People,
Native land, Freedom, Dignity, Honor and Nobility”.

We were born at night, when the she-wolf whelped.

In the morning, as lions howl, we were given our names.
In eagles’ nests, our Mothers nursed us,

To tame a stallion, our Fathers taught us.

We were devoted to our Mothers, to people and the Native land,
And if they will need us — we’ll respond courageously,

We grew up free, together with the mountain eagles,

Difficulties and obstacles we overcame with dignity.

Granite rocks will sooner fuse like lead,

Than we lose our Nobility in life and struggle.

The Earth will sooner be breached in boiling sun,
Than we appear before the world; losing our honor.

Never will we appear submissive before anyone,
Death or Freedom — we can choose only one way.
Our sisters cure our wounds by their songs,

The eyes of the beloved arouse us to the feat of arms.

If hunger gets us down — we’ll gnaw the roots.

If thirst harasses us — we’ll drink the grass dew.

We were born at night, when the she-wolf whelped.

God, Nation, and the Native land — We devote ourselves only to their service.
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