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THESIS ABSTRACT
Daria S. Smirnova
Master of Arts
Russian, East European, and Eurasian Studies Program
September 2012

Title: The Petersburg Text in Russian Literature of the 1990s

The image of Saint Petersburg has influenced the imagination of Russias write
since the establishment of this city in 1703. Today, it is common to speak about the
Petersburg Text in Russian literature that has its own mythology, imaget stylistics.
However, the research in this sphere is predominately concentrated on waiks writ
before the second half of the 20th century.

This thesis addresses the revival of the Petersburgpiogly in the 1990s in works
by such authors as Mikhail Veller, Andrei Konstantinov, Bfatusia Klimova. It
illustrates how the reinvention of traditional Psberrg themes contributed to the
representation of the “wild 1990s” reality. It also exagsithe influence of mass media and
popular culture on the development of Petersburg iamret terms of genre, style, and the
creation of an author’s public persona. The cultural sigmifie of the cityscape in these

works is of particular interest.
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CHAPTER |

INTRODUCTION

The History of Petersburg Text in Russian Literature and in LiterasyyAis

Vladimir Toporov introduced the idea of “the Petersburg text” into Russian
philology in 1970s, having become its founder and main theorist. In his works, he
analyzed a number of texts of classic belles-lettres, written in and/or S@out
Petersburg, in an attempt to determine the attributes of style and content, which are
specific for the Petersburg text and allow defining a literature worklasdieqg to its
body.

He begins his fundamental wallemep6ypeckuii mexecm pycckou iumepamypoi
(Petersburg Text of Russian Literatu903) suggesting that the text constructs a new
“supersaturated reality” consisting of ideas, myths and symbols, derivedieomature
of the city itself:

Ilemepbypeckuil mexcm, npedcmasiaowuil COO0U He NPOCMO YCUIUsanujee
ahpexm 3eprano eopooa, HO YCMPOUCME0, ¢ NOMOUWBIO KOMOPO2O U
cosepuaemcst nepexoo a realibus ad realioranpecywecmenenue mamepuanvrot
PeanrbHOCmu 6 OYX08HblE YEHHOCMU, OMYEMIUBO COXPAHSIEm 6 cebe Cledbl C80e20
gHemeKkcmogo2o cyocmpamal...).

The Petersburg Text, as it is not only a reflection of the city that emphatsz
effects, but also a device that makes it possible to ascesalibus ad realiora
(the transformation of the material world into the spiritual values), obviously
retains the features of its non-verbal substratum*{Tdporov, 2003, p. 7)

One of the most influential ideas is the temporality of the city’s existenc
Originating from the city’s creation myth it has been dominating the Petgrdimme
throughout the centuries, imparting to it an apocalyptical mood and an anticipation of the
disaster. (Toporov, 2003, p. 23, 51) Developed almost synchronically with the city itself,
this myth appears in the earliest urban folklore — songs, stories, legends valsdrtta
the classical works of 19th and 20th centuries. (Toporov, p. 45-49; Buckler, 2005, p. 126-
127) The disastrous flood of 1824 as depicted in A.S. Pushk@t&rsburg tale The

! This and all subsequent translations from Russiamrmine, unless otherwise is indicated.
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Bronze Horsemaf(il833) is a perfect illustration of the following definition by V.N.
Toporov:
Ocexamonoeuueckuti mug Ilemepbypea — o mom, Kak KOCMOC pacmeopsiemcsi 8
xaoce, 0001€6aemcst UM, U SMon Xaoc —no Npeumyuecmesy 00Hbul]...].
Petersburg eschatological myth is about cosmos disappearing in chaasethe la
is primarily water [...]. (p. 47)
The same prophecy sounds in the poem of by Zinaida Gipeitessburg(1909)
Hem! Teot ymonewv 6 mune uepnot,

Ipoxnameiii 20poo, boxcuii spae [...].(Lib.ru/Klassika, n.d.)

No! You will drown in your black mire,
Vile city! And God’s foe — full-blowr(Gippius translated by Markov and Sparks,
1966)

However, less than a century after Toporov (in 19161he novel by A.A. Belyi
Petersburg1913), this idea is expressed through the image of a bomb explosion, which
reflects the terrorist movement and the revolutionary atmosphere in the cagha turn
of the centuries. (Matich, 2010, p. 39)

The eschatological myth gave way to various themes and symbols that became
inherent to the Petersburg text. In Petersburg literary mysticism Topa@tmgdishes
two layers: “low” traditionaldiavolizmbased of folklore and biblical imagery, and “high”
demonizncontaining some origindpersonified” (uunsiii) imagery. (Toporov, p. 48) As
a rule, the first one pictures various forms of “uncanny”- vampires, ghosteegitend
fortunetellers. The city is often compared to a graveyard (necropoligjemaging
corpse, bringing associations with hell. (Buckler, 2005, p. 121) The second - introduces
specters and visions, which symbolically represent certain historicad$igsuch as
city’s creator tsar Peter the Great. The latter is closely iassdavith the legendary
Falconet statue, which sets itself in motion and haunts a protagonist as the Bjlurstéy
Horsemanor Bronze Guesas depicted in the most influential texts by Pushkin and Bely.
How Pushkin developed his idea of The Bronze Horseman, and how it reflected his
relationships with the autocratic power is described in the comprehensiv@usirkin
and His Sculptural Mytlhy R. Jakobson (1975).

At the “higher layer” of Petersburg mysticism, the narration etitersphere of

the phantasmagorigorizrachnost’by Toporov (p. 41). Not only the history of the city’s
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creation, but also the nuances of its geographical location and climate, shetisasdus

White Nights, shaped the notion of its ephemeral nature and caused doubts in it$ materia
existence. One of the best expressions of this idea can be found in the famousrines fr
one of F.M. Dostoyevsky’s early novell&@saboe cepoye (A Weak Heart/A Faint Heart

1948).

[Ilemepbype] noxooum na panmacmuueckyio, 601ueOHyI0 2pE3y, HA COH,
KOMOPWIIL 8 C60I0 0Uepedb Celuac UCUesHem U UCKYPUMcs napom K mémHo-
cunemy neby. (Dostoyevsky, 1972, p. 48)

[Petersburg is] like a fantastic vision of fairy-land, like a dream whicls iturh
would vanish and pass away like vapour into the dark blue sky. (Dostoyevsky
translated by Garnett, 2011)

This idea was further reflected in a myth about the city’s deceptive néhee.
city is presented as a place where appearances always lie and congeatttaetive
truth behind them. As a literary motif, it was introduced and developed in the
unsurpassabldevsky Prospeldy N.V. Gogol (1833-1834).

O, ne sepome smomy Hescxomy npocnekmy! [...] Bcé obman, 6cé meuma, 8cé ne
mo, uem kaxcemcs\[...] Ou nocem 6o ecsixoe epemsi, smom Heesckuil npocnexm,
HO boJlee 6ce20 Mo20a, K020d HOUb CCYUWEHHOI MACCOI0 Haasxcem na Hezo [...] u
K020a Cam OeMOH 3axcueaem J1amnsl OJisi Mo20 MOIbKO, Ymobdbl NOKA3amy 6Cé He
6 nacmosuem suoe. (Gogol, 1990, p. 39-40)

Oh! Do not trust that Nevsky Prospekt! [...] Everything is a cheat, everything is a
dream, everything is other than it seems! [...] It deceives at all hours, #s&\Ne
Prospekt does, but most of all when night falls in masses of shadow on it, [...] and
when the devil himself lights the street lamps to show everything in falsescol
(Gogol, 1985, p. 238)

The imagination, as well as virtually any type of mental activityygphn
important part in Petersburg narration. Almost everything material anécphlgas its
fantastic replica, often antagonizing the original, as in Godtoles Nos€1832-33),
Dostoyevsky’'sThe Doublg1846), etc. Being the fruit of a human imagination itself, the
city appears unnatural and contrived. Dostoyevsky iBdniscku uz noononws (Notes
from Underground1864) calls it “the most abstract and premeditated city in the whole
world”. (Dostoyevsky, 2001, p. 5)

The opposition of real and imaginary is one of many presented by Toporov as he
describes the basic themes lying in the core of Petersburg poetics - amonththe

autocratic (royal) power and “a small man”, artificial and naturakl deal alive, foreign
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and Russian (which is often represented by the oppositions Petersburg — Moscow and/or
Petersburg — Provinces), harmony and chaos, and, finally, original andamifetporov
also attempts to establish specific “Petersburg” vocabulary, clegstfye most recurrent
words and phrases according to their semantics and function in the text. (p. 60-66)
Among the Masters of Petersburg text Toporov names A.S. Pushkin, V.G.
Belinsky, N.V. Gogol, Goncharov, F.M. Dostoyevsky, Vs. Krestovsky, A. Blok, A.A.
Belyi, Annensky, Remizov, Merezhkovsky, Sollogub, Z. Gippius, Viach. lvanov, A.A.
Akhmatova, Gumilev, Khodasevich, Mandlestam, adding to this list Zamiatin,
Zoshchenko, Kaverin, Pil'niak, and Vaginov. Outside the fiction realm he also mentions
A. Benois and hi$cenic Petersbur@Kusonucnwui [Temepoype, 1902), and E.P. lvanov
and N.P. Antsiferov revealing the Petersburg theme in its “mythical-syrabgtiasp”.
(Toporov, 2003, p. 23-25)
Although Toporov’s idea of the Petersburg Text was accepted by Russian
philologists and became an invaluable contribution to the filed, his system loditatri
and definitions of it became a subject of criticism in regard to a number ofsaspect
First of all, Toporov’'s suggestion that in the plot of a Saint Petersburg textghere i
always a “soteriological trend/aspiration” (author’s intention to reveaktheto
salvation in the most unbearable living conditions) seemed questionable. The same idea
is often present in the texts clearly not belonging to the body of Saint Pegeteskiuir
such as in L.N. Tolstoy’s works. Moreover, it existed before such a body of texts
appeared in Russian literature and continues to be found in the out-of-Petersbung texts i
Russian and other literatures. (Markovich & Schmidt, 2005, p. 11) Also, it was noted that
Toporov focused on a certain number of writers and texts (mostly F.M. Dostoyawsky
his “accompanying” texts - comments, diaries, essays), ignoring miaens oand
drawing conclusions based on these preferred texts and their specifics. In addition,
Toporov was found to be carried away by the historiosophical ideas by G. Fedotov, as he
attempted to interpret Saint Petersburg text in relation to its signiédanthe formation
of Russian national idea, and tried to ascribe messianic qualities to it, takiodat
from the questions of philology. (Markovich & Schmidt, 2005, p. 6-7) I.P. Smirnov, in
his articlePetersburg: the city of the dead and the aliidemepo6ype: 2copoo mépmeuvix u
2opoo acusvrx, 2005) partially justifies Toporov in his desire to conduct “sort of a
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restoration work aiming at reestablishing the traditional artissilizegion of Petersburg”.
(Smirnov as cited in Markovich & Schmidt, 2005, p. 57) A number of Petersburg themes
which did not receive close attention (if any) in Toporov’'s work appear to be samntifi

for the field and were discussed by many scholars in Russia and abroad.

Richard Wortman, examining the establishment of Western type power by Peter
the Great, calls Saint Petersburg his “paradise”, the “embodiment of hioideas
regularity, the symmetry, order, and control”. He notes that the promotion of #ge im
was one of Peter’s “scenarios of power”: “like the triumphal entries, theathpd to
represented as well as created; it had to be celebrated by being deWiadihan,
1995-2000, p. 52-53) The ways in which Petersburg’s imperial significance is cedebrat
in Russian literature are explored in the works by Buckler, Barskova, Matich, Turoma
and others.

The Silver Age of Russian literature brought about the ideas of cultural paltmpses
presenting Petersburg as an heir of the formerly great cities: AfReng, Venice, and
Paris. The Italian motifs were one of the main themes in the poetry by Blokledgam,
Gumilev, and prose by Merezhkovsky. The image of the “eternal city” in thginatéon
of Petersburg writers is discussed in the works by Presto, Turoma, and others.

The 20th century’s fascination with the city as an influential force that
accumulates and formats the human culture is revealed through literatieebooKThe
City as Catalysby D. Festa-McCormick. In the chapter on Saint PetersbBaly’s
Saint Petersburg: A City Conjured by a Visionary Symbekste compares the Russian
capital to Alexandria of Egypt in the way its nature was predetermingsd tneator, and
to Chicago and Buenos Aires in the rate at which it created its amigiveduality.
Characterizing the 19th century’s city “as a protagonist in fiction, progeetsions and
molding individuals”, she described Petersburg as a specimen of such, aatigctthas
a force in man’s universe”, “holds a mirror to man’s folly”, but also “is a sprirmgboa
[...] from which visions emerge that delve into existences unimaginable elseivpe
15) In her conclusion, D. Festa-McCormick speaks about the value that of literary
representations of the cities can have for sociology and interdisciplindrgsst(p. 193)

In this light, it is interesting to note a work by Joseph Rykwert, a historian aledo€rit



architecture, calle@he Seduction of Place: The History and Future of the @Q92), in
which he regrets of a certain insufficiency of such studies:

Sociologists, traffic experts, and politicians have all written at lerigthtahe

city and its problems. Economists and futurologists have prophesized its demise.
Reading them | have always been struck at how little the physical falthie of

city — its touch and smell as well as its sights — occupies their attentié. (p.

In his search of the “fabric” of the city he resorts to literature.

Considering the above mentioned, it is not surprising that lately the Petersburg
text has been studied extensively in the general culturological context, in wwvias i
interpreted through its connection to the cityshape. City maps, guides andultbe:n c
phenomena are regarded as texts that abound in intertextual inclusions fram lite
works. Among other topics, Julie Buckler, in Mapping St. Petersburg: Imperial Text
and Cityshapg2005), presents the view of the “marginal” places and spheres of life in
Saint Petersburg - slums, cemeteries, industrial distdat$as and outskirts —
exploring their representation in classical and “middle brow” literaturatahe city.
The collection of essays by Olga Matich, Ulla Hakanen, Polina BarskovasAlex and
Christine Evans, accumulatedRetersburgPetersburgnovel and the city, 1900-1921
(2010) explores the “affinity of urban space, modernity, and literary moderngsm” a
presented in Petersburg text of the time. (p. 6) The book is supplemented by thé “virtua
Part 3” in a form of a Web site titlddapping Petersburgwhich constructs a Petersburg
Hypertextthat “helps mediate physical and virtual space” and thus “offers a unique
teaching resource to humanists and social scientists not only in the Rusdiamnufiellso

in urban studies.” (p. 331)

Great Reforms and Historical Parallelisms

Traditionally, every significant event in Petersburg political and soteahias
reflected in literature, explicitly or allegorically. The departpant of it was Pushkin’s
poemThe Bronze Horsemam which the Decembrists’ uprising of 1825 was coded in
the depiction of the destructive flood of 1824. One of the interests of this research is to

observe how this tradition was developed in the literature of the 1990s.



There are certain historical parallelisms that can be revealed domglas time
to the end of the 20th century. First of all, both periods can be defined as “transitory”.
According to J.L. Reed (2010), transitory time is “the narrow gap betweanlgséeorical
periods” that tends to “fall by the history’s wayside”. (Reed & Blair, 2010, p )d
collection of essays on the Petersburg cultural life he describes “amatekr 10
transitory years from the end of communism to the establishment of Putin’sitauituor
system”. According to his definition of “transitory” the decade shifted frommabed
numbers (1990-2000) to the period of 1993-2003. Considering this reasoning acceptable,
we suggest referring to the period of 1905(07)-1917 as analogical to the above
mentioned. Indeed, the description given by J.L. Reed can apply to both:

It was a decade marked by uncertainty, excitement, chaos, grandiose hope, and
violence. All futures were possible, nothing was ceftaih Only in memoirs of
those transitional years does one begin to sense the elusive historical line of
expectation and betraydlp. v)

The turn at the end of the 19th century was marked by a series of catastrophes —
World War |, first Russian revolution of 1905, The February Revolution of 1917,
Nicholas’s Il abdication, and, finally, The October Socialist Revolution. Allked the
end of the epoch and could not fail to bring apocalyptical thoughts to the minds of people
of all classes and origins. However, this time also brought hope which had odgmate
the era of Great Reforms of the 1960s and was urged on by the growing number of
political movements opposed to the tsar’'s regime and bureaucratic prepondenance. T
beginning of the 20th century promised changes and freedom, the expectatiaiee&sca
by the first Russian Revolution of 1905. The enthusiasm for the ideals of Revolution was
reflected in the Petersburg text as well, Blok’s pddra Twelv€1918) being the
classical example of it.

While the end of the 19th century was often describedzskha(oftennornas
paspyxa —complete devastation), the turn at the millennium received such names as “the
wild 90s” (nuxue oessnocmuie) andbespredel(outrage). After Gorbachev’s liberal
policies ofGlasnostandPerestroika there was the coup of August 1991, when
Leningraders gathered for protests on Palace square, and “barricadediihekiylar
Palace (city hall), ready to oppose the tanks”. (George, 2010, p. 5) These and other
events cannot fail to appear reminiscent of the mass demonstrations and sthikes of



period 1905-1907 and the barricades around Winter Palace in the last attempt to protect
the Provisional Government in 1917. However, apart from freedoms and rights the
collapse of the Soviet system brought new hardships and threats to the social life of the
Russians. Gorshkov et al. in their bd®lssia at the Turn of the Centur(@»ccus na

pybeace sexos, 2000) speak about the process of extreme social stratification
(paccnoenue obwecmsa): the phenomenon of the so-called “new Russians”, the rapid and
often unfair redistribution of the national property inevitably increasing thetens

within the society. (p. 29-31) This process is mentionélhim Analytical Report on the
Socio-Demographic Situation in Russia in 1@@&ed by N.M. Rimashevskaia (1994) in
connection with the problem of poverty which “acquired a stable and persistent
character”. (p. 23-25) According to the report, a significant part of the populatien (*
outcasts”) slides into the certain “zone of deprivation”, driven there by the imarke
economy and unable “to climb out of it” without the help of the expensive social
economic measures on the part of the state. (p. 24) Reed registers the sassegproce
describing the situation after the financial setback of 1998:

The transition from government ownership to private enterprise presented the
opportunity for a few well-placed and ambitious individuals to grab at Russia’s
natural riches, industries, factories. As the few in Moscow grew astrordfymica
rich, poverty in the provinces reached bottom. (Reed & Blair, 2010, p. viii)

The collapse of the industrial enterprises, unemployment and manifold confusion
in legislative system led to the high (and ever increasing) level of criaxtisgity,
unheard of during the Soviet times. Violence and life threat (with the help of-tiatlad
kryshi became usual way of resolving business conflicts and demonstrated the fusion of
criminal and market structures. (Rimashevskaia, p. 141-143; Gorshkov et al., p. 290-291)
Speaking about organized crime interfering with the business life of SaansiRety,

Reed calls the city “Chicago on the Neva”, mentioning bloody gangster smsadimlut
on Nevsky Prospekt and numerous assassinations of people in power. (George, 2010, p.
11)

The statistics on all the above mentioned was alarming, not mentioning the
numbers describing the alcoholism and suicide rates and the new wave of emigrati
Europe and the USA, the “brain drain” aggravating the frustration in all spheres of
intellectual and administrative activity. (Rimashevskaia, 1994, p. 55-57, 71-75)

8



In comparison to “the stability of Soviet communism”, the idea of the new
“democratic” state was losing its credit among common Russians in thi$ ofdea
time:

Light jokes were made about “good old days”, but they were ringed with a

genuine nostalgia. [...] If this capitalism was an antidote to communism, there

were few takerqReed & Blair, 2010, p. viii)

In this regard, L.A. Gordon and E.V. Klopov in their comprehensive \@ariks
and Losses in Russia of the 1990smepu u obpemenus ¢ Poccuu oessrnocmoix, 2000)
warn about “the threat of sliding toward complete authoritarianism” and diswussise
of nationalistic and even fascist attitudes and policies connected to the Checheh wa
1994-1996 and 1999-200(6). (Gordon and Klopov, 2000, p. 101, 107-110)

The Cultural Life of Saint Petersburg in the “wild 1990s”

Let us examine the effect all the above mentioned had on the cultural life of the
city. Surprisingly, the general picture of artistic life in Saint Péierg in the 1990s
shows that the city benefited from the events on the political arena. Togéthésw
name Saint Petersburg seemed to redeem its leading role. Looking “very run gown” b
the Soviet rule in late 1970s (George, 2010, p. 1, 18-19), it started to gain its luster that
attracted the gazes from abroad.

The witnesses of this time remember it as the period of “the rehabilitatidmes of t
city’s rich cultural heritage and exposing the truth about its past tragjedies

The World of Arts Movement and the entire Silver Age enjoyed a revival. The
works of St. Petersburg’s Symbolists, Acmeists, and Futurists [...] were publishe
again, as were the later “Bronze Age” works of Mikhail Zoshchenko and the
Serapion Brothers, and Daniel Kharms and the Oberiuti. (George, 2010, p. 3)

George notes the significance of the acknowledgement of such figures as the
academician Likhachev and Joseph Brodsky. Brodsky’s fame was only a ppertaite
of the émigré literature and art return to the new Russia: everything, fatwkbv’'s
memoirs to Stravinsky’s music received its long awaited acclaimd(&dair, 2010, p.
5) Even Diagilev’s ballet was revived by the Mariinsky troupe during theSssons
Russesn Paris in 2002. (George, 2010, p. 16) The culmination of Petersburg cultural

festivities was to happen in 2003, the tricentennial of the city’s foundation. Meanwhile
9



the city authorities and organizations kept bursting out with projects, aimerhatiadf
investments from abroad and reaching the European standards in its infrasgndtur
tourists’ accommodation. (Buckler, 2005, p. 249-251)

On the background of the revival of arts, the situation in literature did not look as
optimistic. On the bigger scale, the same tendencies seemed to dominate gisndentl
the revival of the old Russian (Imperial) traditions and openness to the new concdepts a
Western influence. However, it definitely lost its monopoly as the main art form
reflecting the moods of its generation. In the flood of writings of all kinds andstopi
suddenly available to the reader, there was a big confusion regardingléisd dtéles
mission in the minds of contemporaries. Many researchers and essgy&is £x@as an
effect of the sudden outburst of the mass media and of the incipient electronie. cultur
(Roll, 1996, p. 8; Tukh, 2002, p. 364) They also note the influence of pop culture, the
democratization of the arts and the abundance of pulp literature along with its
commercial success. (Roll, p. 8-9; Tukh, p. 370-371)

In the discussion of the role of literature in contemporary Russia, the famous
writer Tatiana Tolstaya (born 1951) notes that a writer lost his/her tradisiatas of a
prophet, that Russian literature is losing its historical and philosophical dimemsion i
favor of entertaining functions:

To-6uoumonmy, 80 6cem mupe posib RUCAMENS C8ENACh 00 KAKO20-MO
pasenexameinsi. U 6 nocieonioro ouepeds 3mo npoucxooum 6 Hawem
socmounoesponetickom mupe|...]. (Tolstaya as cited in Roll, 1996, p. 152)

Apparently, in the whole world the role of a writer has been reduced to some sort
of entertainer. And we in our Eastern European world are the last to see it [...].

The discontinuance of state subsidies for publications threw many authors into the
situation of the open market, in which they had to make their writing answer the demand
of the time or quit the profession. In an attempt to be competitive against the flosv of t
“disclosing” literature (Tukh, 2002, p. 304), interpretations of the current events in the
country and foreign “bestsellers” full of action and suspensgpocroocemnerir), the
contemporary belles-lettres struggled to acquire their main qualities —ing.tbpical
and sensational.

The fact that many prominent writers of the time turned to journalism proves once

again the ability of this genre to register the immediate state ofsaiffiais topicality and
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underscores the need for this quality in fiction in order to provide it with the historical
authenticity that would make up for its “under-reflected/under-considered’atbara
(reompeghnexcuposannwiti). For instance, that is how Tatiana Tolstaya commented on her
decision to lead a columia 3106y ona” (in response to the latest events) in The
Moscow News in the beginning of the 1990s:

Tuwy 5 mano, meonennol...] Takum obpazom mMHO20 He Hanuwewlsb, a 6e0b
JHCANKO OblBaem, Ymo 60m mMak U NPOHCUBEULb U He ycneeulb 4e2o-mo. 1 5
0bHapyscuna 0ns cebs, Ymo ecmv MaKast YOOOHAs 6elyb, KAK HCYPHATUCUKA( ...].

| write slowly and by small portions [...] This way not much can be written, and
sometimes it makes me feel that | will live a life, and some of it will lssing

from my writing. And | discovered such a convenient thing as journalism writing
[...]. (Tolstaya as cited in Tukh, p. 364)

The process went the other way with equal success. Thanks to the increase of
publishing activity (mainly private), many writers from journalism iz they had the
opportunity to issue the accumulated stocks of their materials in books and even separate
series. For various reasons — for coherence, entertainment, or, at times, pecsoitgl s
— they chose to array them into the form of a fiction plot. Often the narration would
explore the formerly censored sides of life — the lifestyle of marginal gramglerworld
figures and shadow processes (such as the so aitsdvk&, prostitution, financial
schemes, and more global social phenomena such as racism, nationalism, homophobia,

etc.)

2 Fartsovkais a jargon term which originated from the Englir sale” and denoted buying goods from
foreigners and selling them for profit, which wlsgal in the Soviet Union. (Zemtsov, 2001, p. 123)
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CHAPTER Il
URBAN FOLKLORE AND NOSTALGIA IN MIKHAIL VELLER'S THE

LEGENDS OF NEVSKY PROSPEKT

M. Veller is already acknowledged by his audience as a master of the Russian
contemporary short story. (Tukh, 2002, p. k}enowr Hesckoco npocnexma (The
Legends of Nevsky Prospgeistan example of such mastery. It is a compilation of stories
about personalities, places and even objects, which are related to Nevsky Prospekt or
Saint Petersburg in one or another way.

Examining this work, we can observe how one of the most influential myths of
the Petersburg text — the myth of its imaginary nature separated frontuakraality —
is exploited through the author’s choice of genre. We may also trace therattus
Gogol'sNevsky ProspeKi833-1834) in terms of the objects of the stories as well as the
style of narration.

The book was published in 1993 to great success with its audience. Unfortunately,
the book, as well as Veller’s literary work in general, was “left out in tha &l
contemporary literary criticism, which happened to notice him only after theraut
turned to social and political journalism. However, although literature is e¢gdlby
critics, it is being written for the reader, and Veller's book has not left thierea
indifferent. The heated discussions on forums and in the comments at the publisher’s
websites are “raging” around a common question: “Are the stories true or rineréiyit
of the literary imagination?” The most competent part of the audience irdibgirte
with the indignant “non-believers” referred to the title of the book, reasoning thatgothi
there even has to be true, for the author himself identifies the storiegersd$&.

J.A. Buckler, in her book “Mapping Saint Petersburg” (2005), gives the following
definition: “The term “legend” (in Russidagenda derives from the Latin verb “to read”
(legerg. “Legend” refers to a popular story or myth transmitted across time and space, a
well as a key to reading a visual representation such as map.” (p. 116) She aso state
“Urban legend is loosely defined asadsestory of the bizarre or supernatural, narrated

as if it had really happened, and corresponding to given community anxietiesibaih U
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legend is generally “verified” by its narrator with reference to an dyegs or other
source, [...] which leaves the story open to question.” (p. 117) All of the above “as if,
loosely, false”, “verified” in quotes, and finally “open to question” do not vote much for
the legend’s veracity. However, they do not vote completely against it: “looséetedief
generally “verified” still leave the space for deviation, and lead agaletogen
guestion. When the definition does not provide us with a clear answer, the rule of
contraries can be applied. What differentiates the legend from pure fictiantasy in
its general and literary meaning? Could not a story picturing a UFOlbd edipopular
story” fitting into all the aforementioned definitions? It certainlg.chese stories in a
hundred interpretations are available in both written and oral forms. Yet what rakes s
a story become a legend is its connection to a certain place or a person, ¢éksteate
of which/who is not questioned by even the most suspicious reader or listener. Through
such connection, the place or a person becaaresoapnvim (“legendary”). Today the
gods and heroes of the classic myths seem no more real than a UFO. Howevér, we sti
can travel to Athens and visit the Parthenon and see Mount Olympus, which gives us the
material representation of the story, the reality and tangibilityno¢lwprevents us from
appointing the story completely to the class of fiction.

This connection is expressed in “the second etymology of the word “legend”
[which] points to the virtual inscription of oral lore on material surfaces subbilasng
and monuments and to their actual inscription in literary text”, leading to “preducti
symbolic relationships.” (Buckler, 2005, p. 176) In this respect, Veller completely
justified his choice of the workzenowur by connecting it to a truly material and
undoubtedly real Nevsky Prospekt. The Prospekt, as a universal symbol of the city,
functions as a point of intersection for many stories that the collection incluoles.afl
them are devoted to the Prospekt completely; there are no detailed descriptionisahist
reminiscences, lyrical digressions on social meaning, or general atnmosplyemere,
except for the introduction. Neither narrator, nor characters confess ttsangler
impressions or relations to the place, as N.V. Gogol does in hide¢akky Prospekt.

In Veller's account, Nevsky Prospekt is the background for the whole body of the

collection, the crossroads of the character’s life paths. As an easifynizable stage set,
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it keeps the spectator (the reader) focused and aware of the place and #iemimcé
the action is taking place.

Nevsky Prospekt, like Rome, to which “all the roads lead”, stretches stniradjs
other topographic points — streets, buildings, monuments — of the city. Like Dogtyyevs
Veller names the actual places, which his characters visit or live agtisws providing
them with addresses, which are as real as the city itself:

Kun on, kemamu, na Bocomoii nunuu Bacunveeckoz2o ocmposéa, 8 KOMHAmMyuiKe

€O CmapeHbKoU Mamoll.

I'd mention that he lived at thé"8ine of Vasilievsky Island, in a tiny room with
his old mother. (p.6)

K 0omy 0saoyame 06a no Bocbmoul iuHuu no08aAIUBaN CUAIOWULL
UHMYPUCMOBCKULL A8MODYC.

A dazzling tourist bus would stop at the house number twenty two off fire8
of Vasilievsky. (p. 19)

Booa 6 o3epe Kpacasuya, umo no Beibopeckomy uiocce, 3amemovme, 1emom
NIe0sIHas, a 8 Mae NPOCMO 8 C8UHOE YXO 3aKpyuuaen.

It's to note that the water in the lake Beauty aside of Vyborg highway is ide col
even in the summer; in May it simply twirls a human body into something
resembling a pig’s ear. (p.23)

These passages are taken from the first story of the book about Fima Bliasshiz, t
founder of the black market of illegally imported products from Europe. Bliaishiz is a
typical underground hero who would never appear in any official records of the city
except for the criminal reports (which is also doubtful) or published literatheendme
of this character, though real, must have been known in a very narrow circle obphe pe
“in the profession” and those who knew him personally. Today, more than forty years
later (considering the dates the author provides), his name would rarely benee ity
those people or their children; it would tell no story to the new generation, had it not bee
captured by the writer’'s imagination and found life in his word. The writer Sdsethe
name up” in distinctive personal features: appearances (shocking by their unuoass)
or common to the point of inducing curiosity), utterances (which are destined to become

aphorisms), habits, manners, realia of the time, deeds and whims — everything that
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constitutes a person. Either restoring it, or simply making it up, the writgiesra
personality which becomes as alive as the reader him/herself:

A 6 manenvKoll 3a0Hel KOMHame, NPUBbIYHOU ¢ demcmaea, cuden Puma 6
Oewesom Kocmwomyurke gadbpuxu Bonodapckozo, 8 CKOpoxod08cKux myghisx, ¢
yacamu «llobeoa», u KOOPOUHUPOBAT O8UICEHUE MAXOBUKA.

But in the small back corner room, which used to be his nursery room, Fima was
sitting in his old and cheap suit made by Volodarskaya factory, with shoes from
“Skorokhod” shoe plant on his feet, and “Pobeda” watches on his hand, and
coordinated his underworld flywheel movement. (p. 19)

The well-outlined personality evokes empathy in the reader, who startsaisgoc
him with his/her own life and surroundings: every other citizen of the USSR in the 1970s
lived 6 manenvkoit komname, haduacer «l[lo6eda» and dreamt ofmaputii nooepoicarnnutii
«Mocksuux». This “fictional realism” (if it is appropriate to use such an oxymoron)
convinces the reader that the character exists in a congruent realityq@antse when
the “bizarre and supernatural” takes place the reader almost feels thuokve
extraordinary event.

This effect becomes even more dramatic if there is a tangible poirdiadedibr
the reader’s perception or knowledge: a fact, an object, or a place. The unknewn one
acquire meaning and distinction; the famous ones add new dimensions to their values.

T'ocmunuya Eeponetickas was one of the few fashionable and highly ranked places
in Leningrad in 1970s. Today it is a luxurious Grand Hotel Europe located at the corner of
Nevsky Prospekt and Mikhailovskaya Street. It is also a place where, fosthiene, we
meet a character of Veller's stofyuey ¢ cabnamu (The Sabre Dance)an Armenian
Soviet composer Khachaturian. The real Khachaturian was a frequent ghest at
restauranKpsiua (“The Roof”) at the top of thEocmunuya Esponetickas building.

Veller's Khachaturian is a mamd kopomkux noxckax” , * auunslii 6oavwion opye
Mpasunckozo, Poscoecmeenckoeo u npouux”, * uenogex 3HameHumslil, 20Cmu HCelaHHbl,
wupoxras oyuia, kaskazckou oouumensrot weopocmu” (“on short legs”, personal dear
friend of Mravinsky, Rozhdestvensky, etc.”, “a famous man, a welcome visitor, a
generous heart, sociable and friendly in the best Caucasian manner”), who rs“teen |
most musical cafeteria in the world”, whergobas 6ygpemuuya [...] 3nana o
MY3bIKAHMCKOU JHCU3HU 20p00a bonbuie, uem oupexmop Jlenpunapmonuu” (“every

waitress knew about the city’s music life more than the head of Leningrifwcfionic
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Society”).(p. 12) The real Khachaturian went to Spain to perform, whereas Veller's
Kachaturian goes once to Spain to see how Salvador &aliyem conwiii na weabpe
uepes secwy 3an, mawa ceoeu caoner” (“is prancing on a mop naked down the hallway,
waving his saber”)p. 12)

The Museum of Arctic and Antarctic is one of the numerous Saint Petersburg
museums. According to Veller, it is a church “at the Kuznechnaia Square, the corner of
Kuznechnaia and Marata Street” which “is still there, white and yellowgistg out
against the brownish sooty building#i.a real museum, one can see archeological
monuments and relics telling the history of discovering the Northern Sea Route. In
Veller's museum, one can see and touch a Mauser pistol which belonged “to Papanin
himself’. Papanin “was a simple and straightforward man of commissat, dassluring
long twenty-four-hour nights in the Arctic he acquired a habit of “abnormal itgima
affection towards small arms”{érnopmanvroii unmummot nexcHocmu K 1e2KoMy
cmpenkosomy opyscuro™) and, later, almost committed suicide, when the radio operator
tricked him. He added an odd component to his non-assembled favorite gun; the
commissar could not assembile it for the first time in his life. (Veller, 1994, p. 198-204)

The real objects and places described in Veller’'s stories inevitably havele
range of personalized associations which create a new realm, a ngmbedahd the
name. In that manner, 23'8ne Street on Vasilievsky Island is not just a house, but a
place where Fima Blyaishiz brought his aged mother her first fur-coate ubelevised
his brilliant financial schemes, and where later he dreamt about a commah@irl
preferred a common Soviet engineer over him — olegendof Nevsky Prospekt.

On comparing the examples of two representations of reality provided above, it
always appears that the writer's representation is more attractive teader, if we are
allowed to assume on the part of the majority of them. The writer’s représemabkes
all kinds of feedback: surprise, indignation, skepticism, curiosity and finallyethieedo
visit, to see and to touch. Which representation is more effective, or should we say -
affective? And also, should we ask: Which reality is better?

If this question is stated as a literary one, we probably should refer to the grea
Dostoyevsky was convinced that the reality he created was better andomgsyst

opposed to the proponents of the reality of fact. Tolstoy simply acknowledged only one
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reality: the reality of ideal. (Dostoyevsky and Tolstoy as cited iteHest, 2003, p. 498)
Rolf Hellebust, in his article “The Real Saint Petersburg”, reminds us thagmduahds to
be seen as “a primodal basis for Russia’s mentality” (p. 496). The samaudea c
observed in any sphere of culture, including religion and sets of values, it is seem eve
the architecture of churches “symbolizing in its sensual splendor the ret@nee of
heaven on earth” (Hellebust, 2003, p. 497) However, Russian duality is of a special kind:
it is not simply opposing the body to the mind, the tangible to the invisible, the defecti
to the ideal, but rather it is observing tvealities opposed, but also originating from one
another — the eternal interpenetration of yin and yan. We can assume that by this
“opposition” Russian culture does justice to its orient-bound nature. The literature has
been demonstrating this over the years across a chain of events.
There was a writer who wrote an extravaganzattale /lapyca (Scarlet

Sailsby Alexander Grin, 1916-1922). In modern times, every year in May, a real boat
with the real scarlet sails floats down the Neva, becoming a real evhatlines of
thousands people. The famdtigrcux-ITvicux is NOt a monument to a real bird, but to a
silly rhyme®: however, Saint Petersburg withdiitocux-Ieiocux is no more real than
without the Bronze Horseman. These are some of the many examples of “atcontra
between actuality and an improved fictional variant” in the culture of Satet$burg.
(Hellebust, 2003, p. 497) Considering the aforementioned, we come to the conclusion that
Russian literature has traditionally placed a created reality whislperaeived in the
“positive” meaning of “a higher, spiritual truth, individual rather than socialt twe
reality of fact, or actuality - our external environment, also rendered inaRuss
oeuicmeumenvruocmeo. (Hellebust, 2003, p. 499)

Does the booklezenowr nescrkoeo npocnexma belong to this tradition, universal for
all Saint Petersburg texts? Does Mikhail Veller position his creationesgityr better
than actuality? Apart from the devices that imply that, the epilogue’igtatement

confirms the following:

3 «Chizhik Pyzhik, an 11-centimeter statue of a isiskvas installed near the Summer Garden in 1984, o
the site of the former Imperial Legal Academy, fdad by Prince Pyotr Oldenburgsky in 1835. The
Academy's students wore green and yellow unifortmas apparently made them look like siskins. Their
habitual - clandestine - visits to a well-known dbtostelry led to the Petersburg folk-song, “CHizh
Pyzhik, where've you been? On Fontanka, drinkindkad (“St. Petersburg Monuments and Memorials,”
n.d.)
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A nuxozoa ne eepnycw 6 Jlenunepao.

E20 6onvwe ne cywecmeyem.

Takozco 2opooa nem na Kapme.

Hcmausaem, pacmeopsiemcs cepbulil 6eK080U MOPOK, U 2PsA3b CIMEKAem HA CMeHbl
080pPYO8 U TUCHIbL UCTEPUYHBIX 2azem. [...] A xopouwiee 6bLI0 C1060: HAO CUHBIO
CPAHUMHBIX 800, HAO 3€EHbI0 8 UYSYHHBIX Y30PAX — 30JI0MOU YEeKAHHBIU WUNUTD.
Jlenunepao. I'opoo-npuspax, 20poo-mug) — on ewe 61adeem Hauiell namamoio u
nepeosicusem ee |[...].

| will never return to Leningrad.

It does not exist anymore.

There is no such city on the map.

Grey, age-old shadows are pining away and disappearing; and the mud is
streaming down onto the palaces’ facades, onto the feverish newspaper pages. [...]
It was good, this word: over the blue of the granite waters, over the green of the
cast-iron lace — a chased spear of gold: Leningrad. A ghost-city haaityt- it is

still holding our memory and will outlive it [...]. (p. 268)

The imaginary city is opposed to its actual equivalent: it even has a different
name. The author prefers that name as “a good word”, over the present one. In his
recollections he brings up the cultural legacy of the city, restoringadgional image.

He remembers being a witness of the city’s mythological natuseinthis past, or rather
in his idealized recollections, the city of youth, love and hopes, and thus — a better city

In the author’s mind, these ideal qualities of the city are opposed to the modern

obsession with the material, which makesabwialso much inferior.

Topoo moeti oHoCmu, Moetl 11006U U HAOeHCO — Kanyl, ucuesas ¢ Mcmopuu.
3amenenvl umena Ha Kapmax u vigecKax, brecmsauue A8MOMOOUIU NPYM NO
pazopennvim yauyam Cankm-Ilemepbypea, u HoGble NOKOIEHUs NOXBAILHO KVIOM
bocamcmeo u Kkapvepy 3a necmpovimu eumpuHamu — kanaiom no Hescxomy.

The city of my youth, of my love and my dreams — sank, disappearing in the
History. The names on the maps and street signs have been replaced; shiny cars
are tanking along the ravaged streets of Saint Petersburg; and new gesenai
laudably forging their fortunes and careers behind the colorful shop windows —
they fall upon Nevsky as drops. (p. 268)

In the epilogue, it is as if the author is estranged from the city he neVestwh
to. He calls himself an emigrant: an emigrant from the city as welbastfre reality that
he externalized out of his own personality.

The epilogue and the prologue are the most “personal” parts in this work, which
includes no other lyrical digressions touching upon the theme of the city in thetafntex

time. The shift from the stories to the digressions resembles the slide frosoa’'pe
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direct speech to his diary notes. The stories, though also told from the first person and
even sharing some biographical details, are presenting a narrator as togotellsr,

rather than a thoughtful person; they are designed to produce and immediate ampressi
on the reader, rather than induce him/her to reflection. The digressions on the contrary
create an image of a writer observing himself from afar in chronolagitaspection.

The writer makes a distinction between himself and his main charactstotir¢eller,

yet places himself in the position of a neighbor, a peer, and even a friend of teterhar
and the reader. This device the author is borrowing from a Pushkinian tradition, so easily
recognizable and organic to Russian literary te&tizda-mo s moorce scun na Heeckom u

owvL1 ¢ Heeo pooom”. (p. 1) Taking into the consideration the fact that the author is indeed
our contemporary and takes a very active social position being referred to in many othe
spheres of life besides literature, he constitutes a prominent figure of oulhog the
narrator becomes highly personalized, making the literary realitgvesl closer and

more tangible.

We observed the same effect of personalization when the development of the
characters was discussed. We mentioned that places and objects become oh@attiegf
reader’'s mind through their connection to the literary characters, developédukinto t
fascinating personalities. Here, Veller falls into another literagition of Saint
Petersburg dualism: its ontological concentration around a real person. Hetlaimestts
with the Saint Petersburg mysterious relation to its founder, Peter the Greatjas an
embodiment of a “typical broad Russian soul”, “a paradoxical unity of opposing traits”
and imprinted his individual nature on the realm of his city. (Hellebust, 2003, p. 505)

However, the book contains stories in which the narration is not supported by the
colorful description of the character, or the personalized figure of the narratioer ne it
connected to a curtain place or object of interest. The author placed theserstories i
separate unit calleblaiiku «Cropoit nomowu» (“The Ambulance Stories”). Every story in
this unit tells of special cases or just unusual occasions in medical prabgcgtofies are
mainly short; the language is closer to the colloquial. The patients or just unlatikysvi
are not given names, but are described by their professions, positions, age or sex. The
stories create an impression of casual talk accidentally overheard in@pabé. In

other words, they answer the definitionsatixa:
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BAUKA2, -u, ac. (paze.) lobacenxa, vidymxa, 6acus (60 2 3nau.). Oxomuuyvu
baiku. Ymo-mo ne noxosxca sma 6. na npasdy. (Shvedova, N. I. U., & Institut
russkogo iazyka im. V.V. Vinogradova, 2007, p. 27)

BAIKA2, (col.) Tale, story, fable (¥ menaing). Hunters’ baikas. This baika

doesn’t sound like a true story.

According toExplanatory Dictionary of the Russian Language by V. Dal’
(Tonxoswitl crosape scusozo senuxopycckozo szvika B. [lans, 1935) this word originates
from the vertbasms or 6aums:

BAUTH ua ror ot MOCKBBI, 6asmb U baukams, 6ausamo [...] ceB. 1 BOCT. TaK)KE B
3arL. Ty0. cosopums, 6or1mams, beced08amn, paccKa3vl8ams, pa3eco08apueams,
moakosams|...]

BAIT’ to the South of Moscowhaiat’ andbaikat’, baivat’[...] north. and east.
also in the west. provirio speak, to chat, to converse, to tell, to talk, to discuss

[..](p. 39)
In some areas and other Slavic languages this verb is connected to the meaning of

“healing with magic words” or “casting a spell”. (Dal’, 1935, p. 39) This etymplog

reveals a quality which is very important for identifying it as a gers@rél nature.

Indeed, the traits of oral text can be observed throughout the whole book. Its language is
picturesque and vivid, often by its resemblance to the colloquial conversation, containing
stylistic and even grammatical errors, such as case ending miBugeid moicsiua

0eB8AMbCom NAmboecam mpembvem ZOOQ, KAaK U36€eCcmHo, Boorcow Hapodoe u njiemer

Pewn YyCmpoums epesim no20JI06HO 3eMio obemosannyio Ha [larvnem Bocmoke |...]".

(p.1)

The author also uses a whole range of jargon words, sometimes on the verge of
obscenity: bombums pupmy, eromums cpox, Hakamsm menezy, WIMOMKU, KOMUCCUOHKU,
oenosap ¢ bawnamu, [...] coaii ueney u kanai kupsims”, etc.

The narration abounds in anecdotes of the time, well-known abbreviations,
contractions and diminutive forms. The language of the narration constitutesiarpecul
mixture of the Soviet ideological “stamps” and paraphrases or precisergtéipm
literature not necessarily distinguished by any quotation marks. Both id=dlagd
literary languages are used in such an unexpected and unusual way, that the form often

contradicts the content outrageously, which creates an ironic and sarcastic tone of
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narration and is so full of humor that the reader cannot help laughing. For instance, that i
how the narrator describes a prostitute’s career.

CoenvHas onnama cmumyaupyem npousgooumenbHocms mpyoa. beicmpo yceous
9my dIKOHOMUUECKyto ucmuHy, Mapuna oceouna npozpeccusnyio gpanyy3ckyio
mexHono2uio. bez comnenuii, ona dviia maranmauebimM pabomHUKOM.

Piecework payment encourages productivity. Having learnt this universal truth of
economy pretty soon, Marina mastered a progressive French technology. Without
doubt, she was a talented worker. (p. 50-51)

a ecmb 1u Ha ceéeme maxas cuna, KOmopas NPeso3IMOACen PyCcKyro CUlLy,
CNpaseoU8o 80CKIUKHY OPY20ll 2eHUANbHBII PYCCKUll Kiaccuk, I oconv. U on
ObL1, KOHEYHO, NPas.

But is there strength in the world that would surpass that of Russians, as the other
Russian classic writer Gogol fairly exclaimed. And he was, of coug$e, (p.
52)

Another oral quality of Veller$acus is the narrator’s orientation to the
knowledgeable reader. The author expects the reader to share the common knowledge of
Leningrad reality of the 1970s-1980s. He uses the nicknames of topographical points of
the city, brings up jargon characteristic of the relatively short period ieptheh, and
refers to historical figures and events using descriptive terms (exaatyaes). By this
he transforms the reader into an interlocutor, bringing the narration closer to oral
conversation, where both the story-teller and the listener are to a certaa deg
acquainted and share background information. Our assumption of the “oral” quality of
Veller's texts is greatly supported by the audio-b@ekernow: Hesckozo npocnexma:
yumaem asmop (The Legends of Nevsky Prospekt: read aloud by the author), which he
recorded only for this work, and which presents the oral manner of peculiar tone and
intonation demonstrating the way the author imagines as the best one to read his stories
aloud.

Thebacnus-like nature of the book is not only observed in its language and manner
of narration, but also in its composition and even title. As has been established, the author
chose Nevsky Prospekt as the universal symbol of the city. Nevsky Prospekt, as the
center of social life in the city and even the country, is a vibrant vein in actuahHifen
and a crossroads for the lines of literary reality. To crown it all, Nevssgpekt is a rich

source of information of any kind...] yceoums mooy u manepy, nosnaxomumucs,
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ceemcKuil am)ezpaym), KUHO —meanmp —macad3uH —HOoe0Cmu — CeA3U — moeap — Oenveu —
mosap — auya u npouue yacmu mena [...]." (p.3) Nevsky Prospekt is an ideal place not
only for the exchange of money and goods, but also for informational exchange:
gossiping, story-telling, scandalizing. It is a place, where these shoeideing told and
where their characters appear or live. For that reason the title of the book/is-pads:

o Hescxom Ipocnexme (“The Legendsabout Nevsky Prospekt”), bullecenow: Hesckozo
Ipocnexma (“The Legend®f Nevsky Prospekt”): for those are the legends which belong
to the Nevsky Prospekt, but do not speak about its historical, social, aesthetical or
archeological values.

However, though the author mentions the gen@:ais in his book, he gives
chooses the worekeenoa for its overall title. The genre of legend answers the element of
miracle that is still often present in his work, wher@as:sz, however unusual it may be,
may remain in the frame of possibility. Legend, on the contrary, is supposed to be so
outrageous that it breaks the previous perception of reality, and thus imprintdaegaif
in the cultural memory of the people and the place. It is interesting to note tbdeanm
interpretation obacus is directly connected to the urban legend, which incorporates in
itself into the miraculous nature of the ancient legends and the topicality:of.

According to J. Buckler, who examines this genre in detail, the urban legendis ofte
marked by the presence of “uncanny”, or a supernatural force inexplicalbeninyon

sense. (Buckler, 2005, p. 121) Though Veller’'s stories do not include any mysterious
supernatural phenomena (such as ghosts, moving chairs or animated parts of the body)
the breaking point from reality to the absurd is usually very recognizable irxthmyte

the stylistic shift from colloquial to elaborated, sometimes elevateetle¢lies, possibly
accompanied by the appearance of a curtain unexpected object. In the storyrahout Fi
Blyaishiz it is a sudden effect of a white hat, which makes a reasonable dligeimte

man become a slave of his desire to possess it. The scene, where Fima sedarttieeha
first time, stands out due to its style and choice of words:

Omo bvina He npocmas, a Kakas-mo HeobvikHogenHas waana. Oua oviia benas,
KaK CUHULL CHe2, U NOUSPbl8Ald UCKPUCTMOU PaAdY2oll, KAK OPULIUAHMOBOE KOJbe
KOponeswl. [[pacoyenHblM Myapom onosichléald ee OPOeHCKAs 1IeHmd, U 20POenuso
noopazusano cmpenbuamoe pulyapcKoe nepo, 20psi Aiblm 3HAKOM 0001ecmiu.
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It was not an ordinary hat, but some incredible hat. It was white like blue snow
and a rainbow of sparkles was shimmering on it as if on queen’s diamond
necklace. A ribbon of precious moiré was girdling it and an arrow of a feather
scarlet as flame, was trembling with pride over it as a sign of valor. (p. 21)

[...] Ha kypuasou conose e2o copena yapckou KOPoOHOU OPULTUAHMOBASL UWITANA.

[...] a diamond hat was burning on his curly head as a tsar’s crown. (p. 24)

In the storyMapuna the legend starts with the appearance of Arabian sheikh on
Nevsky Prospekt, which is itself almost equal to a miracle. But the leggpslisto its
rights with the description of a former prostitute enjoying the extremesextdm and
luxury:

B my neoeno u écnivina na yema mieiowje2o 6 iemuem 3Hoe Hesckoeo
UBMeHYUBasl 1e2eHda ee JHcushu. B cepebpucmom «mepcedece» Heciacs ona no
nPOCNEKmy, U RACCANCUPbl MPOLLEUdYCO8 NANULU 21A3A 8 OKHA 6HU3.
gooumenvbHuya ovlia o0ema 6 A6MoOMOOUIbHbLE NEPUAMKU U 30JI0MOe KONbe, U HU
60 umo boee.

It was this week when the fickle legend of her life appeared on the lips of Nevsky
Prospekt as it was melting in the summer heat. In her silver Mercedegashe
rushing along the prospekt, and the passengers were staring down from the
windows of the trolley buses: the driver was wearing gloves, a golden oeckla
and nothing else. (p. 57)

To see such a picture on Nevsky in the 1970s would be even more outrageous
than to see the Bronze Horseman galloping at full pace along the sarhe stree

The peculiarity of Veller’'s stories is that they always portrayetrent within the
scope of material possibility: the event will not contradict the laws of @matuthe limits
of the human capacity; neither will it be totally inexplicable. Howeverlaebe of
absurdity, the contradiction to the common sense and the current state of things in the
society, as well as sometimes complete lack of a reason for a ch&waziermit a move
described, makes it almost impossible for the reader to comprehend such poasitbili
to believe the author.

What are the other traditions of Russian literature and of Saint Petershurg tex
particular, the representation of which we can find in Veller's work?

Starting with the prologue, we can see the features of the representatiocitf the
as a place of governmental power. The author could not avoid mentioning this topic, as in
the 1960s-1970, Leningrad’s cultural importance was still very much loaded with the
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ideological sense of the Soviets. The city was no more an imperial capitalbécame

a point of the closest attention of the other empire, no less, (if even no more)
authoritative. The author mentions a legendanw spaueri (The Case of the Doctors)
also known asglenunepaockoe oeno (The Leningrad Affair), when a group of prominent
doctors were accused of terrorism; many of them were Jews. He mentiomsu&tais
repressions, Khrushchev and his innovations. Veller portrays Leningrad as avpe
most severe measures would be applied in the first place as an experiroentheef
general declaration in the country.

Dumuna cyovbbda 6vina pewena Ha 8blculem JeHUHSPAOCKOM YPOBHE, XONsL €20
0eslo He npuobpeno mako2o 6CeMUpHO20 38y4uanus, kak oeno bpoockozo: umo o,
yoen nosma — cnasa, yoen OuzHecmena — 0eHbeu; KAicooMy C80e.

Fima’s fate was decided at the highest echelon of Leningrad, though his case
didn’t enjoy the international fame, as Brodsky’s: oh well, fame is a pot@nt
money is a businessman'’s; to each his own. (p. 24-25)

[...] u eatiku nownu 3axpyuusamocs, u 6 Jlenunepaoe, kax u éezoe ¢ Corw3ze, HO
0080JIbHO 0COOEHHO, CIMAJl HAPACMAMb GNOJIHE He2llACHbILL, HO euje Dosee 8noHe
oguyuanbHulil, 20CY0apCMEeHHbLL MO eCib, AHMUCEMUMUSM.

[...] and the screws began to be tightened: in Leningrad, as everywhere in the
Soviets, but in a quite a special way anti-Semitism, yet hidden, but quitelpfficia
that is national, began to rise. (p. 27)

In general, the theme of governmental power in Veller's book acquires an anti-
Semitic focus, which could be prompted by his personal experience as he hiasself w
Jewish.

Another unavoidable theme is the omnipresent KGB. As an international center of
the country, Leningrad was covered by the double layer of total control, accotymtabili
and report. It leads us back to Marquis de Custine’s Letters from Russia, where he
complaints of the complete impossibility for a foreigner to be granted an imdkspee in
his discovering the city. (Custine & Buss, 1991, p. 83) Veller witnesses tlge sam

Cmykaueil y1acmeosano 6 npazoHecmee Y He MeHble, Yem UHOCMPaHyes, u
OPYIHCUNU MOTILKO camble De302510Hble U Xpaopbie, —KpoMe CHeYUuaibHO
BbLOCTIEHHBIX 0I5l OPYIHCObL, PAZYMEEMCsl, U NPOUHCIMPYKIMUPOBAHHBIX, KAK UMEHHO
HAO00 OPYAHCUMD.

The number of informers participating in the celebrations was no less than the
number of guests from abroad; only the brave and the reckless dared to make
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friends with the foreigners — apart from those who were allocated éodBhip
and thoroughly instructed on how exactly they were supposed to be friends with
them. (p. 9)

On par with Custine, Veller describes the chain of subordinates and their
superiors who generated reports on each and every person, thus creating the all-
controlling vertical of power, which made it impossible to trust anybody and gayéow
bribery and deception.

Along with the theme of control, Veller develops the idea of Russians constantly
attempting to copy the West, and to acquire its achievements in any possibleemay, e
under the threat of punishment from the government. The last aspect reveals this
character of Russian mentality in a different light than in Custine’s wio@ludtine and
many Russian Slavophile writers portrayed this obsession with Western caluted
imposed from above, Veller's examples of the Soviet epoch prove that it was innate to
the character of a common citizen of this country - a habit so strong, that it conld eve
push him/her to the crime. This theme is convincingly depicted in the phenomenon of
Soviet hipsters (which was also wonderfully envisioned in thedWmseu (Stiliagi) by
Valerii Todorovskii, 2008):

Hnocmpanywr? Hnocmpanku?
Hem! Om namox oo d6poseti —
Omo mecmHvle no2aHku,
Jlomopowennwiii bpooseti!

Boys from abroad? Girls from abroad?
No! From hills to brows —

Those are local toadstools,

The self-made Broadway!

The author also touches upon the ineradicable ability of Russians to create an
outward appearance that usually has nothing in common with the true state of thiegs —t
effect of [lomemxuncrue depesnu”. In the storyMapuna a naive Englishman falls into the
snare of a Russian prostitute, who appears to him as the finest lady in the world and a
person of all possible virtue. He marries her and then becomes so fascinated by the
wonderful idea of communism presented to him in all its glory by his Soviet colleagues

* Potemkin villages or Potyomkin villages — “an impsive facade or show designed to hide an undésirab
fact or condition. GrigorPotémkinwho supposedly built impressive fake villages glarroute Catherine
the Great was to travel. First Known Use: 1937Kétriam-Webster Dictionary,” n.d.)
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and “friends”, that he makes a decision to stay in the USSR and renounces his United
Kingdom citizenship. Only as a full member of the Soviet society does he endhenter
treatment that this government offers to its people: a tiny apartment, ralohessalary,

and limitations of rights. His disappointed wife returns to her old occupation and he
becomes a typical Soviet alcoholic with a strange foreign accent.

The plot of the majority of the stories is no less sad than the one written above.
However, the absurdity of the situations, the author’s biting irony and the peculiar
language of the narrator together create an irresistible humorous efiexh votes again
for the duality of the Russian literary realm.

In the conclusion, these observations allow to suggest that Mikhail Veller in his
bookThe Legends of Nevsky Prospedfiresents a new style of contemporary Russian
short story at the junction of legend with Russiafixa and urban legend. In the style, he
combines the Gogolian sharp descriptiveness of language and the sense of the absurd
with the straightforwardness of contemporary jargon and modern informativéararra
The oral-like quality of Veller's stories is skillfully expressed wréten text. Though
by its style and composition this work stands far from any classical book ofkstoet,
it reveals a connection with the unique traditions of the Petersburg Text: the
demonstration of Saint Petersburg imperial power, its deceptive appearandsy, ithe ci
the eyes of a foreigner, and finally, literary reality of the Petersbexyds opposed to
the actuality of Saint Petersburg of the 1970s through 1990s.
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CHAPTER Il
MIRRORS, DOUBLE BOTTOMS, AND SLUMS INBANDITSKII

PETERBUR@Y ANDREI KONSTANTINOV

The title of the novel by Andrei Dmitrievich Konstantinov (born 1963) clearly
connects it with the Petersburg theBanditskii PeterburgBandits’Petersburg/Criminal
Petersburg) was written in the period of 1993 - 1998 and gained popularity mostly as a
screenplay for the famous TV series of the same title directed by \ftdgiomko, first
presented on the chané&l'B (NTV) in 2000.

Known rather as a newspaper reporter and a journalist investigator, A.
Konstantinov attempts to accumulate his materials in the series of esddigsian
works on the organized criminal structures in Russia, predominately SainbBegers
The essapanditskii Petersburgs an introduction to the fiction parts of the series; it
educates the reader on the reality in which the novels are set and suppadhntsaalite
examples. Its structure and style place it somewhat in between a jstuigediire and an
academic research work in the sphere of criminal studies. Presentinitisaits,
names, places and cases, it draws a vast picture of the criminal situatemrgrad and
Petersburg throughout the period of the late 1980s and the 1990s. The author also makes
an effort to familiarize the reader with the realities of the crimwald by explaining
and illustrating the customs and laws that rule it, giving definitions of tlo¢ arg
(Konstantinov, 1995, p. 65-74), revealing the hierarchy of the criminals in the prison and
out of it (Konstantinov, 1995, p. 74-79). The text cycles around one conclusion: the
criminal structure is not simply the gang of violent criminals breakindpilen various
ways, but a thoughtfully built organization, which was a result of the political and
economic changes in Russia, and became a force that influences the staiesohaffe
country and shapes its future. (Konstantinov, 1995, p. 96)

The essay is written in the manner of social and political journalism. The author
trying to raise the Russian audience’s awareness of the gravity ofudwgosit The
content of many chapters is sensational, which is often reflected in thestithbsas:

Murder as a Means of Conducting a Busin@&&uiicmeo kax cnocob6 éedenus oern, .
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104-105),What is the Price of LiquidatiofCkxorbxo cmoum auxsuoayus, p.113-114),
etc. The titles likd.ife and Death of Kolya-Karat@Kusus u cuepmo Konu-Kapams, p.
47-51), orBandit Who Wanted to Go Down in HistdBuroum, komoputii xomen éotimu
6 ucmopuro, p. 139-145) usually introduce short stories, which resemble Vdiaiks
and differ in style form the rest of the essay.

The plots of the fiction part interweave involving the same settings (€'¢CIH
and the same characters (e.g. the “godfather” of Petersburg crimind) Aatbiotic, is
a central figure for several novels, as well as his main persecutor jeraofnss"
Department, Nikita Nikitich Kudasov). Every novel is titled by one word denoting (o
referring allegorically to) the occupation of its protagonist, usually treopexrho leads
the investigation, e.g.-he Lawyeir(Advoka}, The Judg€Sud’ia), The Journalist
(Zhurnalis), The Garbage MafiMusorshchil, etc.

For the present analysis the first novel of the series was chosen. ltsohsigh
parts -AdvokatandSud’ia/Advocate-Zor The LawyerandThe Judge/The Lawyel:2
Further in the analysis, the transliterated #tksokatwill be used, for in Russian the
word advokatprovides the duality of interpretation both as “a lawyer” and as “an
advocate” (associated with the expression “the devil’s advocate”) andwaye®
broader semantic interpretation, when used both to indicate the protagonists’ educational
and professional background and, later, their criminal nickname.

Advokatcovers the period from 1991 to 1996, often defined as the time of private
capital formation in post-Soviet Russia, the time, when the city has just red@sm
historical name (on thé"6of September, 1991). However, aside from the political-
economic clichés, the plot of the novel can be described as a personal story of three
childhood friends, who, under the inhuman conditions of the ruined state system and the
thriving world of bandits, managed to retain their connection and adhere to the basic
human values. Although all three characters, Sergey Chelishchev (TchéljtCliegv
Zvantsev and Ekaterina Zvantseva (Shmeleva/Goncharova) are extremefiaimhto
the narration and share the author’s attention, the character of Sergey Cheltsinche
singled out as the protagonist. His occupation as a lawyer predeterminegthe titl

The special features that make this text outstanding — its journaligfic and

the initial intention of a movie script — are also the ones characterizingepiEsentative
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of the popular writings of the time. These two traits result in the two opposite, almost
conflicting qualities of narration: exact and sober representation of thy ddhe
1990s, based on facts and personal experience, is combined with the immediate
mythologizing of it in an attempt to make it spectacular and emotionally ispees

In the context of The Petersburg text discussion, these two major qualities of
Banditskii Peterburgan speak to its affiliation with the Petersburg supertext, as they
reinterpret the two universal properties of it as determined by N.V. Toporov (@ ot
scholars): the philosophical idea of salvation (soteriological idea) conveyéd piot,
and the phantasmagorical nature of the city fabric, expressed throughittiestyf the
text.

In AdvokatandSud’ia the idea of salvation is revealed through the various motifs
of Sergey Chelishchev’s situation. He can be seen as a classicabireténgker
(perhaps, it explains the choice of an unusual Russian family name for a protagonist
Chelishchevwn Russian originates froehelo(ueno) or chelishchguenuwye) — a (big,
high) forehead, denoting the ability to think, meditate, reflect; also — the mgéalmart
of the wordchelovel(zerosex) — a human) whose intense thinking comes from the
necessity to solve a complex moral dilemma. (Toporov, 2003, p. 8, 14, 65) In accord with
the traditions of Petersburg narrative, the problems he is solving are ofdtengal
character, often affiliated with the ideas of Christianity and tightly occtedeto the actual
historical process.

3anumasnce 110O0UMbIM 0€1OM PYCCKUX PA3HOYUHYE8 — PASMBIULIASL O CYObOAX

Hapooa, Yenuwes mauunaibHo no2ia0blean Ha 08epb KabauKd.

Entertaining himself in a way favored by all educated Russians in the D@tinyce
— meditating on the fate of his people, Chelishchev mechanically kept watching
the door of the bar. (Konstantinov, 2005, p. 253)

The city often becomes the setting for such meditations, as a protagorssbfftart
on a long aimless walk around its prospekts, embankments, and through its slums trying
to get rid of the visions that haunt him. In a contemporary novel, as we see, the walks
were replaced by long and fast driving, which corresponds to the pace and explains
partially the reduced amount of meditation parts as compared to the 19th century prose
Indeed, driving does not leave that much time for meditation and requires bettel cont

and more alert attention on the part of the thinker.
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Hexomopoe epems on becyenvho kpyacun no 20pody. Xeocma 3a HuM He ObL10 U
He Mo2710 b6bimb, npocmo Yenuujes He xomen npusHamvcs cebe 6 mom, Ymo
boumcs 8036pawiamvcs 8 NyCmyio K8apmupy, OmKyod y6e3 K 4epHoMmy npyoy
denymama. Emy kazanoco, umo cmoum nuwis 1e4s cname u 3aKpblmsy 21a3d, KAk
asumces ¢ mozo ceéema I nazanos, 6yoem npomsacusams K 2opiy CKplodeHHble

pykul...].

He aimlessly wheeled around the city for a while. It was not that he vilag toy

get rid of the tail - there was none: he simply did not want to acknowledge how

afraid he was to go back home, to his empty flat, from which he took the deputy
to drown him in a black pond. It seemed to him that as soon as he goes to bed

and closes his eyes Glazanov will rise from the dead and appear in front of him
stretching his rotten hands to reach the throat [...]. (Konstantinov, 2005, p. 356)

Nevertheless, protagonist’s meditation turned out to be significant in the novel; it
was not omitted in the television version of it. The voice behind the scene was constantly
revealing the thoughts of the protagoristehich is not quite typical for the Western
action movies.

One of the main Petersburg themes exploited in the novel made its way to the
1990s from the famous astute observation by Gogol, which became quite consequential
for the further developing of Petersburg poetics. N.V. Gogol was the first arelecl
mysticism and ambiguity a typical Petersburg trait. InTthie Nevsky Prospeke
practically labeled Petersburg narration as unreliable and pointed out its ddubde ima
Advokatthis idea is expressed through the prolonged metaphor of mirror and double
bottom. Besides the termazerkaliethe criminal structures and people connected to them
are often defined as “shadow”, “underground”, and even “werefvalil these mystical
epithets acquire quite practical interpretations in the novel. The classiagy bi
opposition of “black and white” or “right and wrong” in fact appears to be more of the
“as it seems to be and as it is”, which brings us back to the famous GogolianBires: “
obman, 6cé meuma, 6cé He mo, ywem kaxcemces!”

Since its creation Petersburg had its double, first in physical form -féstien
in vast body of water penetrating and embracing it, and later — in the body ofdadkid

® The voice part is performed by the prominent aatut a master of dubbing Valery Kukhareshin. In the
course of the movie he introduces such significemions of the narration as “human chess” and the
“metronome metaphor.”

® The etymology of this word in Russian makes itveersthe modern interpretatio®boroten’in Russian
derives fronoborotor obratit’sia — “a turn (around)” or “to turn”, or to have thther side to show.
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literature surrounding it. Many poets paid credit to the view of Petersburgn&ments,
cathedral domes and city lights reflected in the ever-changing surfasemafters. There
is much written about the abstract Petersburg, the way it reflects tia¢ @tt, conveys
its essence, but also creates an independent figure, which is bigger and mibcarsigni
that the city itself. This figure is not an exact copy, but rather a distortedrbolized
and mystified version of the city, which reveals the conflicts of its natsrignier
essence, which usually consists of its people, citizens, who are represayittte/e
country and of the epoch they came from. One of the most recent references to this
guality can be found in Joseph Brodsky’s accdufduide to a Renamed City

The process of recognizing these incurably semantic reflections, loaded wit
moral judgment, became a process of identification with them. As often happens
to a man in front of a mirror, the city began to fall into dependence on the three-
dimensional image supplied by literature. Not that the adjustments it was making
were not enough (they weren't!); but with the insecurity innate to any nargcissist
the city started to peer more and more intently in that looking glass, which the
Russian writers were carrying — to paraphrase Stendhal — through its, stree
courtyards, and shabby apartments of its population. (Brodsky, 1986, p. 80)

The reflection is always a temporary thing, it only exists while we lodk ladti
for those short moments, the recognition of this temporality forces us to focus all our
feelings, grasp every detail and conclude into the comprehensive impression. The
reflection is always detached from the function of the object reflectedkaréfhected in
the water, ceases to be an organization, but becomes only a building, a flatt\ee) i
the object out of its usual context and the span of time: it allows to stop the moment and
assess creating the direct connection between the appearance and théiomfargiges
about the object.

However, the reverse process also takes place. The abstract creatisrbbek
at the actual city bringing changes, which alter its structure. In 1990sesislteof
numerous literary accounts about the criminal life in Petersburg, and theifgllow
television and film versions of therB&nditski Petersburg one of the first and the most
influential one, that “set the tone” for the theme), Petersburg was “graatét of “The
Criminal Capital” of Russia, in addition to and often instead of its previous “Cultural
Capital”. The new title got firmly attached to the city and is legitino@téo the current

date.
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The reality of the 1990s is often referred to by its contemporaries as something
“hard to believe”. Later, by the end of the decade and the beginning of the nekieone, t
book fairs and shelves would be flooded by criminal readimgd4o) aboutavtoritety,
strelki, razborki and mokrukhimost of it consisting of the so calledernukha (Graham,
2000, p. 8-9)he television would be choking on the reports and TV shows about
criminal world, and the vocabulary that Konstantinov is so meticulously explaining in hi
work will be the ABC to everyone older than 10. It will become necessary part of the
daily conversation and would even be often heard from “the high tribunes.” However, in
1993,Banditskii Petersburgppeared as the first serious attempt to document the chaos,
to structure it and analyze it not only from the angle of causes and consequences, but als
from the angle of human morale. It was an attempt to answer the eterrnadqoéthe
choice between good and evil, honor and survival.

It must have been a refreshing and inspiring experience for the reader, who had to
face these question on everyday basis throughout this ordeal of the time, to firfibthe ec
to his/her own thoughts in someone else’s account, supported by the straightforward
facts, sober analysis and indisputable evidences. To crown it all, it correltedtiv
personal experiences and was presented in the form of bright and convincing fiction. Not
so inspiring was the effect of acknowledgment: the reader had to accept that all
happening to him/her is not a temporary and occasional phenomenon, a hallucination or a
dream, but bitter truth, the reality, in which his/her country currently eXists.reality
required meditation and cried out for logic and a system of values it could fit m@o. T
book and subsequent television version evoked the feeling of the collective experience.
Konstantinov’'sBanditskii Peterburdecame this abstract arena, in which people of
Russia could openly discuss the terrible facts that nobody would be able to share or
analyze, had they happened to them personally. Once again, a Petersburgeatieracr
literary reconstruction of the reality, the city being the setting andlténding abstract
matter for it.

Metaphorically, these relationships of the reflection and the reflected are
expressed in the text in the “mirror scene” which can be considered one of thehkey s

introducing the philosophy of the novel.
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To start function in his new role of the bandit leader, Sergey needs to change his
appearance. Katia insists that he wears the typical attire bfatie: black slacks,
motley silk shirt, dark-blue jacket and long black leather coat, all of extejlality but
looking terribly tasteless together. Sergey'’s first reaction is intiggna

A mebe umo — knoym, umobwl mackapaowl écsikue yempausams? (Konstantinov,

1995, p. 281)

Do | look like some clown to you to participate in a masquerade like that?

He tries to reject the new image, but Katia explains that it would not alter his
inner self, but rather work as chameleon skin, adjusting him to the new environment. She
asks Sergey to see it “as a uniform, if you will”, instead of that of the aniliti
(prosecutor’s) officer, bringing up an old Russian provesnpeuarom no odéxcke,
nposodicarom no ymy (“clothes count for the first impression”) with a new ending -

“...mex, kmo 00 nposodos dodxcusém...” (“...and the wit will count for the last if you
survive”). Thus, disguise is the necessary condition of survival, the time of rapid shange
requires from the extinct species masking themselves as the stronge$s aneg the
argument Peter the Great was guided by while establishing a European ttie edge
of the Asiatic country?

However, appearance does alter the inner essence: its reflection hitadback a
percolates through the inner nature. The appearance (in both senses) of Saimiigete
on the body of the country changed it identity forever and broke its self-inttimspiedto
two parts, opposed to each other as left and right.

On his way to irrevocable changes, Sergey receives his first portion oficefle
from a real mirror.

3akonuug, on NOOOWEN K 0CPOMHOMY, 8 NOJICTNEHbL, 3ePKATY U UYMb He
omwamuyncsa. Ha neco cmompen zpomaonstit (6uouUMo 3epKrano uymo
Y8enuuUBaI0) HESHAKOMBLIL NAPEHb, Ubsi 00eAHCOd, NPULECKA U 211a3a OCAGIAIU
mano mecma 0ns (hanmaszuti O NOBOAY €20 pood 3aHAMUIL.

- Bom smo oa-a! — npowenman Yenuwes, 2n10s na c6oé ompasicenue u
He008epUUBO NPOBEN NANbYEeM N0 8epXHell 2ybe, KOMOPYIO euje NoIYaca Ha3ao
YVKpawanu ycol. /[eoitHuK nogmopun e2o dgudxicenue, u moasvko mozoa Cepeell
OKOHYAMENbHO YBEPUILCA, YMO BUOUM 8 3epKaie ceOs..

[...] Kams u Cepeeti nodowinu, depocace 3a pyku, K CMApUHHOMY 3epKaLy u
ommyoa 00120 U ¢ YOusieHuem paccmampusanu opye opyea. Jlo wezo xce
Kpacueast 8 3mom 3epKkaje cmosiia napa!
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When he finished [dressing], he approached a huge, half-of the wall, mirror and
nearly shrank back. A massive (apparently the mirror had an effect of
enlargement) stranger was looking at him, his garment, haircut and hardhgleavi
space for conjecturing about his occupation.

- Here we a-are! — Whispered Chelishchev, looking at his mirror reflestion
distrustfully sliding his finger over the upper lip, deprived of its adornment: only
half an hour ago he had a moustache. The double repeated his motion: only then
Sergey came to believe that he saw himself in the mirror.

[...] holding hands, Katia and Sergey came up to the antique mirror and, from

there, stared at each other surprisingly. What a beautiful couple stood there, in this

mirror! (Konstantinov, 1995, p. 283)

Here, Sergey is not described as looking at himself, but at someone else. This
other is a stranger, he is different, he is not merely Sergey’s ieflicbtit a separate
essence, an independent figure, that only looks like Sergey. It is intertbstirige
author never refers to the reflection as Sergey, but only as “he”, he who lookgeat Ser
from the mirror. In fact, Sergey is rarely granted a detailed deseriphe reader almost
never knows what he looks like until he is approaches in the mirror (it is usuallyca devi
of the narration from the first person, which is not the case here). It cagaitepression
that this other in the mirror is in fact more real than Sergey himself, and i®ataevey
deeper and truer understanding of the protagonist’s real nature (e.qg. if not &methat
we would never know that Sergey had worn mustache, it is not mentioned anywhere
before, and in the mirror they are only mentioned at observing their abseriee)nlthe
paragraph the author overtly calls the reflectiesinux.

Alongside (and right after) the description of his new hairstyle and clothes, the
author mentions the expression of his eyes, which matches his new bandit look. Among
other characteristics the stranger in the mirror is “enormous”; this isipneis
highlighted by the repetition of size-defining words in the paragraph: “hugesrm
“half the wall”, “enormous” guy reflected in it. Both “huge” and “enormous” indfars
have-epomao- as their root, reminding of the classipémaos” of Petersburg buildings
and cathedrals, denoting something that is bigger than a man, impressive andveppressi
This root is also onomatopoeic with the wepdy (thunder) and, in this context, brings
in an association with the set expressitix‘zpomom nopasxcénnwiti” (“as if stricken by

the thunder”), which denotes the extreme degree of astonishment. Not mentioned
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directly, this astonishment is present in the Sergey’s reaction: he atartsbsck, so
foreign is the reflection. He whispers, as if trying not to scare awastridweger in the
mirror. And only after “the motion test”, Sergesepuics (got assured). The choice of
word is also interesting here, for the author avoids the ususebus, but applies old-
fashioned verb, occurring more often in the religious/convictions/self-ana@lystext,
and almost always with the prefixs- (pazysepumscs —to get disappointed, undeceived,
and disabused).

In the next paragraph of the “mirror scene” the mirror is caltleghunnoe, and,
as if developing the idea of time-travel, it reveals to the charactgn®fiketic quality.
What Katia and Sergey see behind the glass surface is a beautiful couple, hahdiag
“looking surprisingly” at the real ones “from there”. They will indeed becarneuple,
they will call each other “husband” and “wife” and there will be moments whentitie
surprise each other beyond comprehension.

Prophecy is shown to Sergey when he looks at the glass in his parent’s apartment
after their murder: he sees his father’s face and a flock of grey haihevired
expression of his eyes, but this face is his own. (Konstantinov, 1995, p. 185) Later in the
narration, Sergey’s hair growing grey is mentioned repeatedly as one of the
measurements of what he had to go through on his way of turning into a bandit. Indeed,
he repeats his father’s fate in a way and perishes resisting the ovemghpbwier of the
criminal world.

Developing the idea of the mirror as a delusive matter, the concepterkalie
(the world behind the mirror) reveals a whole range of images and ideas dogetaiti
the traditional mythology of the city. Describing the inhabitants of the undelvibd
author clearly resorts to the “low layer” of Toporodigvolizm it is inhabited by
witches, vampires, living dead, werewolves, etc. Let us examine a number of ¢olklori
images in the plot.

An attractive secretary Yulia Voronina, whom he saw as a depraved young
woman, a spoiled and shallow toy in the hands of her bas®d outto be a
professional seductress working under the instruction of the Deputy ProsecutohéVhat
remembered as a “night of love” with her after the celebration of his méw ra

conferment was, in fact, a fine combination aimed at keeping him away frdrarhes on
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the night of his parents’ death. In a way, we can suggest that Sergey’s journey in
zazerkaliebegins with staying at Yulia’s apartment that night. There, for theifinsthe
notices the discrepancy between the fagcade and the interior: looking around he is
wondering “how the girl managed to get such sweet digsixsmo moznra monooas

0esuonka noayuums maxyio npuauynyio xamy” ). (Konstantinov, 1995.167) With the
attentiveness of a detective, he singles out the details, such as the newygspke
push-button phone, that “he could swear” were not sold in the city, “at least not in the
common stores”. This and other details indicate that Yulia does not belong to al"norma
world, in which a young secretary could only afford a room in a communal apartment.
The silver cigarette case with the name of the district attorney orelesaly left on the
table partially explains Yulia’'s well-being to Sergey. However, the lagwexceed the

“gift of affection” level and rather look like generous compensation for cantfaliy,

lulling the conscience and keeping an accomplice on a short, but golden leash.
Intoxicated with alcohol and sexual desire, Sergey perceives these sigia¢slevel of
intuition, rather than sober analysis. His intuition appeals to him in a dream sending him
a nightmare about falling in a construction pit at the Smolensk Cemetery, the one in a
cycle of nightmares he will be seeing throughout the narration. The intoxication and the
dream appear to be this transcendental state, which transfers Sergayewtoeality. He
wakes up in the other world, the world in which his parents are dead and the surface of
his life cannot remain undisturbed any md@boroten’Yulia becomes his conductor

into the underworld. Female beauty and sexual appeal becomes one of the most
dangerous types of the “werewolves”. Later Sergey develops a specié&elieg

towards its deceptive nature: at the chamber of one of the officials he renmrsadfhi

that an attractive secretary readily demonstrating her body is justeuner of

distraction, a common practice in the “shadow” offices.

Byoyuu yarce 0ocmamouno mepmuim no pasuvim XUmpulm oQucam 4eio8eKom,
Cepeeti ne npunucvlean cyemy 0esuybl UCKIIOYUMETbHO HA CYem COOCMBEHHO20
MYAHCCKO20 0DAAHUSA. OH 3HAL, YO 8 HEKOMOPLIX KOHMOPAX HA OOJIHCHOCTU
cekpemapui Opanu npocmumymox-npopeccuorHanlox, 3a0ayeii KOmopwix OvLio
omaeeub nocemumeneil, COumMs UX 01080 HACMPOLL.

Having seen quite a number of “shadow” offices like this, Sergey did not flatter
himself thinking that it were his manly charms that made the girl fuss aroomd hi
he knew, that in some offices they hire professional prostitutes, which in the role
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of a secretaries distract the visitors and keep their minds off business.
(Konstantinov, 1995, p. 301)

Having come to believe it without doubt, he projects this rule on Katia and
suspects her of manipulating him using her womanly power over his feelings and body.
However, this rule of the underworld applies only to young and attractive woman.
Another female “werewolf’, baba Dusia, contrary to her repulsive appeatagioags to
the “light side” of the mirror. An old hunched janiteaba Dusia(“granny Dusia”) turnes
out to be Evdokia Andreevna Kuznetsova, an investigator of cases of particular
importance, still remembered in the office by the famous and mythical “onieh cas
working on which she approached the highest echelons of power and was nearly
exterminated, having lost her career, family and health. The scene of bah® Dusi
transformation has a palpable “fairy-tale” flavor to it.

Mopwunbet y 6adwvl [{ycu pazenaounucs, Heaenwviii 201y00U naamovex ynai Ha
nieuu, 0oHadxcug 2ycmoie cedvie 80a0ckl ... Ha cmyne cudena ne yoopwuya, a
UHMELTULEHMHASL, MYOPASL HCEHUWUHA CO CKOPOHbIMU YMHbIMU 2nazamu.|...] baba
Jyca gvlnuna 800Ky 1e2Ko U Kpacugo u 4emKuMu, y8epeHHbIMU OB8UNCEHUAMU
ezsa cueapemyl...].

Baba Dusia’s wrinkled face smoothed out; a silly blue headscarf fell on her
shoulders, a shock of thick hair exposed... Not a janitor, but an intelligent, wise
woman with the eyes full of understanding and grief sat on the chair. [...] Baba
Dusia took a shot swiftly, gracefully; her motions were confident and accurate
when she lit a cigarette [...]. (Konstantinov, 1995, p. 205)

This new woman appeared before Sergey as if out of a “vacuum that arose around
him” after his dismissal; she was the only one to come to talk to the “leprousgdxurs
Drinking vodka (this time “Rasputin”) becomes a ritual during which the “weréwolf
transformation happens. It takes a moment after Sergey empties hiarglassses his
eyes at her. The change is astonishing: he “stops sheékc), “looks in
astonishment... at a strangeyoeiénno 2ns0s...na neznaxomyio sxcenwuny), he is
“stricken” and “cannot believe”. (p. 205-206)

The following alludes back to the famous Pushkin’s motif from “The Queen of
Spades”: the old, witch-like woman, as if resurrected from the previous epoch, shares
crucial information with the young man in search. The difference is that in tremtur
plot the revelation happens voluntarily, in exchange for the respect Sergey sb@amed
old woman despite the common neglectful attitude. Evdokia Andreevena reveals to
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Sergey the actual “deal” in the public prosecutor’s office: who is the three, the aede
the ace in the set. On the example of her own tragic story, she warns him, and urges him
to stop his investigation.

Her metamorphosis has an effect of catharsis on Sergey; it “breaks thasice c
inside of him”. (Konstantinov, 1995, p. 207) From purifying tears he proceeds to the
heavy sleep of intoxication, his head resting on the old woman’s “warm, strong palm”
her voice “floating away”ynivisarowuii) as she talks. This hypnotic state lasts only 30
minutes, during which Sergey sees a prophetic dream, the second in the cycle. (p. 208)
When he awakens, baba Dusia disappears without a trace, besides the note containing
“seven digits” and a word of seven lettersossonu (call). (p. 208) This telephone
number opens to Sergey the door to the Bar of the city, where he will acquire his other
side aghe advokatLater in the narration, baba Dusia becomes his eyes and ears on the
prosecutor’s office and provides him with a book of her personal observational notes,
thus, granting him the most valuable treasure of the new epoch — information.

The “shadow sides” that the female characters reveal seem to aftersva
interpretations, from pagan and folklore beliefs to antique mythology. Women can be
compared to mermaids, Naiads (luring men) or Moirae (telling the forthaeng
wisdom). The opposition of the dark and the fair side in the person alludes to the basic
“unity of opposites” notion as well as the Heaven-Hell Christian mythology.

However, within the frames of this work, it is preferable to interpret it as an
argument of the double-sided, deceitful nature of the city. The inclination towards
mythologizing in Petersburg literary tradition prompts the author to resdr ionages
of the uncanny.

One of the key characters of the plot, the embodiment of the “evil” side of the
zazerkalieVictor Palych Govorov oAntibiotic, among his other practices often
exercises his “werewolf” talent. The mask that he chose to wear, or asuleivow say
his image, is that of a “good-natured grandpa”, a harmless old man, whose only concern
is the well-being of his young and inexperienced “colleagues”. He gdeesises at the
bandit gatherings, promoting his “ideology” of work for common good, for the berfiefi
the “community”. He also enjoys individual conversations with his “subjects’hetw

he discusses their personal matters and expresses his sincere degwsdtvimgl out
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problems for in an exchange of a minor favor or a task. His intonations are those of an
elderly person, he is constantly complaining about his health and the unbearable burden
of responsibility he only carries for the sake of everybody else’s weatheéins to be a
human with his own weaknesses, such as the passion for Georgiahwvanehkhar
and the Russiabanya However, his real joy is of devilish character: playing with human
lives entertains him the most. Trying, testing, exercising his power to stdyjtgaress
down strong individuals and whole organizations turns out to be his ardor.

Bonvwe sceco na ceeme on nobun uzpams 8 «K4ejoeedecKue umaxmamosl» u

HUK020A He YNYCKA B03MOICHOCIU PA3bICPAMb UHMEPECHY0 KoMOuHayuiol...].

More than anything in the world he liked to play “human chess”: never would he
miss a chance to play out an interesting combination [...]. (Konstantinov, 2005, p.
409)

Only failure at this game can make Victor Palych bare his teeth. Tlk"wolf”
is often used to describe him in the moments of rage and dissatisfaction.diteyre
“wolf” expression in his eyes, the “grin of a wolf” appears on his face in anticipati
resistance or a big gain.

Anmubuomux nepedumosledil €20 yoce 6 KOI’}’lOpblIZ pas u Hexopouto, no-60Ji4buU

ckanuncs [...].

Antibiotic was reading it again and again, and a bad, wolf-like green appeared on
his face [...]. (Konstantinov, 2005, p. 406)

On xazancs cmapovim u ycmauavbim, HO Ko20a eexu Anmubuomuxa cHoéa
I’ZOOH}ZJZMCb, niecryno U3-noo HUx Ha Bacio xon00HbIM 801ubUM OLECKOM.

He seemed old and tired, but when Antibiotic lifted his eyelids again, a cold
glitter of wolf stare splashed from under them at Vasia. (p. 381)
Antibiotic is also a central figure of another metaphor characteristictefdberg
text: the metaphor of carnival, disguise, and theater settings. Apart fromalpeing
excellent “human chess” player, he is a master of theatrical perfogntdacbeing a
director and the main actor of the scene is on stage, whereas his underworld syjects pl
the secondary parts, while watching him performing the lead.

Banoaii 6w11 upessviuaiino nonvujern mem, 4mo e2o npuiacui 0Jis «Cepbe3Ho20
pazeosopa» cam Anmubuomux, komopozo Boea 3a ceoto kapvepy euden 6cezo
HEeCKOIbKO pa3s, 0a U mo, 4mo Ha3ul8aemcsi, ¢ 2aiepKu.
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It was extremely flattering to Valdai that he was invited for @iéses

conversation” with Antibiotic himself, whom Vova saw only few times

throughout his whole career, and even those few times he watched him from the
gallery. (Konstantinov, 2005, p. 417)

The territory Antibiotic operates in is only a setting for his welgsthshows:

Hnmepecno, —notiman 8dpye ceos na mviciu Cepeeti, —nouemy snce Ilanviu, ons
Komopozo 0axce cmensl “ Kpecmog” okazanuce nuwuib dekopayueit, HuKko20a He
npeonazan mue Hagecmums Oneza?

Interesting, - suddenly Sergey caught himself at realizing — why oh Balych
[Antibiotic], for whom even the walls of Kresty turned out to be a mere theatrical
setting, has never offered me a chance to see Oleg there? (p. 412)

To receive a part in this play Sergey himself had to try on another costume, which
looks like a humiliating clownery to him. (Konstantinov, 2005, p. 283)

Sergey often refers to Antibiotic as a “vampirg/igps), or a “dead man”
(mepmeey), completing the metaphor of the “underworld” and “hell” for the criminal
world that the old man presents. Like a devil, he buys people’s souls, manipulating their
passions and vices.

However, it seems that Sergey’s journey through the underworld takes his life
away from him, and he is slowly turning into a living dead himself.

A Kkoeda nocne ezo cnos Cepeeti enanyn Ope 6 enasa, cmano onepy,
HacmMompesuieMycs 6CK020 3a 200bl pabomsl 8 «Kpecmax», u 6ogce sicymro. He
cMOmMPsIM MAK JHcugvle 100U Ha HCUgwix |...].

When Sergey finished talking he looked Yura in the eyes and this cop, who had
seen much while working in Kresty, got terrified. It was nothing like acglaf a
living person; he saw the eyes of a dead man [Kdnétantinov, 2005, p. 414)

When Sergey, after several nights of drinking and oblivion, returns form the
Smolensk Cemetery, having decided to put his friends to death, he is taken for a living
dead by a driver of a random gypsy cab:

[...] cresa nauunanoce Cmonencroe knaobuwe. [...] «Becenenvrkoe mecmo. Tym
KAUEHMO8 MOYHO He Oyoem, Kpome 0yulL HeYyNOKOUBUUXCS, —NONbIMAILCS
npuoboOpums ceds UymKoll U36034UK U 60PYe OYENeHel OM YrHcacd, MAUUHATbHO
80a6uUs nedaib mopmo3sa 6 noi. i3 memnomol K1adouwa ckoib3nyna K Mauiune
yepnas mens. Boimazannas 3emaeil pyka cmykHyia 6 cCmekno.

- Iloobpocuwub, x03aun?
- He... ne... nel —3abopmoman 6uonoe, CyoopoICHO ua Ho2ou nedab easd.
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- Tol umo, 60abHOU? —CKA3A1A MEHb XPUNIBIM, HO BNOJHE Yel08e4eCKUM
eonocom [...].

[...] on the left the Smolensk Cemetery appeared. [...] “What a fun place. Here,
there is definitely nobody to pick up, but for the restless souls,” — the driver was
joking to himself trying to relax, when suddenly he was startled with terror,
automatically slamming on the brakes. From the darkness of the cemdteky a
shadow slipped up to the car. A hand, stained in dirt, hit at the window.

- Will you give me aride, fellah?

- No...no...no! — The biologist murmured, anxiously probing for the gas pedal.

- Are you crazy or what? — said the shadow with a hoarse but quite human voice
[...]. (Konstantinov, 2005, p. 229-230)

Sergey’s double Oleg (or vice versa — Sergey can also be seen as Oleg$ doubl
also has a chance to be in the role of a dead man, or rather of a corpse. Simslating hi
murder, Sergey brings him to the Smolensk Cemetery and “buries” him shagfiave
designated for another body. (Konstantinov, 2@0829-430) Oleg’s subsequent
“resurrection” gives them advantage in the final combat with the bandits from
Antibiotic’s gang, as they are startled to see their former leasgr from the ashes.
However, the shock does not last long and Sergey and Oleg perish from the bandits’
bullets, finally arriving to the kingdom of the dead; Sergey in the delirium afdhth
agony returns to the Smolensk Cemetery, where everything began. (p. 504-505).

The Smolensk Cemetery is the predominating locus of the narration thatsr@gger
whole range of the reader’s expectations, evoking numerous literary analcultur
associations. It alludes back to the idea of Petersburg as Necropolis, wagh “w
favorite sally of Petersburg-hating-nineteenth-century Russian sVri{f&uckler, 2005,

p. 221) J. Buckler, in her research of the Petersburg cityshape, presents a wiryiehist
the city’s burial territories development and the literary accounts devoteeno (p.

220-229) Indeed, Petersburg as a city “built upon the bones” is known for its special
relationships with the cemeteries. Since the time of its creation, theastgdescribed as

“a tombstone marking its own grave” (Buckler, p. 220), a city in which “ruins are built”
(Algarotti as cited in Buckler, p. 218), “the city of the dead [that] antedagestly of the
living” (Mumford as cited in Buckler, p. 219), and “a gigantic and well-functioning
factory for the production and intake of the dead people” (Toporov as cited in Buckler, p.

221). These comments were mostly based on the discrepancy between the death and birt
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rates, which in Petersburg was rarely in favor of birth, i.e. life, but ratsgecelly in
the years of political upheavals, terror, and epidemics were much on the dahgh’s
A new turn of history brought about the anticipated consequence of a huge human

loss and at the Smolensk Cemetery it is again “crowded”. Situated at the heart of
Petersburg, at the estuary of the Gulf of Finland, it became the center daythe ci
“deadly activity”, if one may say so. Historically, it has been a plade'dffared final
home to modest merchants and humble people of the “middle estate” (Buckler, 2005, p.
223), intelligentsia included in this circle later. It's central location, bciadly
somewhat “marginal” position (the cemetery is less prominent than tlaeehaki at the
Alexander-Nevsky Monastery, or the Tikhvin “Masters of Art” Cemetergjle possible
the outrageous phenomenorpoftikhoroneniier placing of random bodies, usually of
criminal origin, into the graves designated to the others, which was donéysaadenot
without bribes. Corpses, some of them disfigured, are being buried into the graves of
other people, put under their coffins, sometimes two or three in one. Apart from
Konstantinov’s account, the cases of secret double burial are shown in the cult movie of
the 1990Brat directed by Alexei Balabanov (1998), in which they also take place at the
Smolensk Cemetery. It seems that “the death factory” of Saint Peterskig#90ds was as
“productive” as at the turn of the previous century, and, as far as the main coffin of the
city — the Neva river - became less reliable (in the end of the 20th céméudlyowned
bodies were easier to identify), the underworld “undertakgrsbovshchikturned back
to the marshy soil of its cemeteries. (Nekrasov as cited in Buckler, 2005, p. 223)

It is interesting that at the turn of the previous century Petersburgeresaet
attracted the attention of the cultural historians as the “cultural peawiding
comprehensive and more than less reliable “chronicles of the city life” tatiiss
consisting of the names, dates, the occupation and class information, and even faces of
the people buried there. (Buckler, p. 221) In the 1990s, when the history seemed to be
falling apart and everything formerly established became questioneg dditaswere
highly jeopardized. The repeated acts of vandalism at the cemetery, thebieistate of
the monuments in the absence of the budget, the criminal activity — all undermined the
cemetery chronicles and threatened to turn it into one mass grave for the wictive
“wild 90s”. (Cherkaz’ianova, 2006, p. 16)
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The phenomenon glodkhoroneniat the Smolensk Cemetery opens the theme of
the double bottom (or false bottom) that accompanies the motif of duality and mirror
throughout the text. Maintaining the title of thieves, the criminals rob the common people
of their last privilege. The cemetery keeper selects the graves, that webbiel paid
much attention to, will be soon forgotten by the relatives and arouse no suspicions. Often
those are old people, god-forsakmbushkaswho have lead lives quite the opposite of
those happened to cross the bandits’ ways. The coffin’s bottom becomes this looking
glass surface that divides peaceful and restless, deceased and murdererk visieora
will bring their flowers and candles, shed their tears over the double bottom graves, a
the unwelcomed “cohabitants” will steal the last respects from their hsts. T
tombstones on them will bear no names of the unknown victims, hiding the clues from
those who might look for them and shielding them behind someone else’s face on the
photograph over the epitaph. Ironically enough, the name of the cemetery kélegesre
this dual nature perfectly. A righteous Bogomolov (“God prayer”) is only used for
official references, to identify the persona at the beginning of the narratida,the
criminals prefer “Walter” pronounced in the German manner, both reflecting thesorig
of the place he supervises (The German Lutheran Cemetery) and denoting &dold, tr
and true German gun, known as a weapawehrmachtUnlike “the German” from
Brat, Walter does not pursue the idea of the cultural memory perseverance; he does not
fit into any stereotypes about his nation (he is not a doctor, intelligent and
knowledgeable, ready to help and to give an advice, like HoffmanBrath in fact
there are no reasons to call him a German, besides his nickname. Like evenytihég
underworld, he is just a fake, a puppet in the hands of Antibiotic.

Apart from the above mentioned meanings, the Smolensk Cemetery acquires a
status of a place of initiation in the plot. LikeBnat, the protagonist of the
Konstantinov’s novel returns to the cemetery again and again, bringing to the site his
existential anxieties, looking for the answers, questioning the correaihtét®e chosen
path. It is worth noting that iAdvokatthe place is much more mystified, then in Brat.
Whereas for Danila iBrat, a migrant from the province, the cemetery was still foreign
territory, for Advokatcharacters, who are the natives of the city, it has history: it revives

the memories and retains their kinship ties (Sergey’s parents are buriedangtery).
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If Danila comes to Smolensk only for need, for Sergey this place is a vision tinés ha
him in dreams as well as in reality.

The main dream cycle throughout the narration is the “foundation pit” dream. In
fact, the novel starts with this dream, picturing Sergey and Oleg at therfSknole
Cemetery, where they went to drink away the shock of the news — Katia is marrying
another man and leaving Saint Petersburg (Leningrad at that time). tiedamount
of vodka they decide to try another pain reliever and head to the dorms of the
psychological department (notorious for the easy virtue of its female studeinksng
their way through the labyrinth of the old cemetery, they come across aowit#ation
pit with the iron reinforcement rods sticking up from its bottom, “as if the spesmsdr
wolf hunting trap”. (Konstantinov, 1995, p. 165) Suddenly, Sergey jumps over the pit,
but is about to fall down, when Oleg throws himself at him and pushes him ahead, his
lower body sliding down the steep wall. Now Sergey turns around and pulls Oleg up on
the ground. The best suits that they wore for the exam all in mud, they sit down to smoke.
Each of them makes an important life decision: Oleg is determined to drop out of the
university and go to the army, Sergey — pursue a career in the Prosecuitte’s off

In Sergey’s dreams this situation is reproduced over and over, each time with a
different outcome. (p. 231, 287) He sees it the night after meeting Oleg in Kresty, the
night Katia tells him a story of Oleg’s first “resurrection”. Theundation pit dream” is
closely connected to the motif of Sergey and Oleg’s friendship, but it also marks the
milestones of his life, as if confronting the present with the ideals of the pas, of
youth.

In reality Sergey often returns to the Smolensk Cemetery, as if higditesdack
to its fateful locus. The plot of the dream repeats itself in the reality. iedért of the
novel Advokatends in an impressive scene, dividing it from the secondAdvbkat — 2
or Sud’ia (The JudgeHaving received “incontestable” evidences of Katia and Oleg’s
participation in his parents’ murder, Sergey goes on a long drinking bout. Sonagme |
he awakens on his parent’s grave in the middle of the night. His heart is set on the
decision to take vengeance on his friends. He feels no regret and the plan is ripe in his
head. “At the very edge of the cemetery” Sergey stops in front of a deep and dark pit,

“dug out by God knows whom and for God knows what”. For a moment it seems to him
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that the reinforcement rods are sticking out from its bottom. This time, tes aftear,
there is nobody to secure him from behind. Sergey takes a leap — the chapter (&std the f
part of the novel) ends with ellipsis.

There are gothic motifs and mystical, almost folklore elements in the’'scene
description. The setting of it — the grave, the cemetery, the night — appeadges the
sinister atmosphere and anticipation of a tragedy. The image of Sergegsactheir
features of both possessed man and an animal: he acts “as if lead” by the irsn@n,deci
he takes advice from a mysterious “voice” brought to him by “the wind [...] howling
over the abandoned graves”. (p. 368) He bursts into a “terrifying laugh” andisgrow
before jumping. The foundation pit, once again, becomes the crossing line of Sergey’
life, after which he puts on a different mask — that of the Judge.

The metaphor of duality extends itself to the other key sites of the citysin thi
regard, extremely symbolic for the criminal theme of the book is the faRetessburg
Investigative Isolation Ward # 1 of the city of Saint Petersiisiation Ward #47/1 of
The Direction of the Federal Service of Punishment Execution) — the so iKedistgl
prison at the Arsenalnaya embankment.

The very concept of a prison is distorted there. Created to protect society from
criminal “elements”, it often serves to provide their own security. Anticipa savage
reprisal from rivals the bandits “get caught” for minor crimes to spendaewenths
under the alert protection of militia. The leaders of the criminal groups setiup the
partners for temporary dismissal from business or/and as a light penaltiganmpent is
used as the method of psychological pressure: to threat, test and/or get theryecess
information. The high ranked criminals apply for the procedures of the systemia# just
such as arrest, interrogation, and secret recruitment, which are perfomteehf by the
bribed militia officers and detectives. The prison is one of the favorite settinyictor
Palych’s (Antibiotic) talented productions.

Capitalizing on the immobility of the arrested, he stages whole theatrical
performances, as in the case of Katia’s interrogation “starring”dtrapt detective
Chernov, “respected” private lawyer, and even her lover and partner Serdeshiey.

In fact, he does not scruple to shoot the entire performance and watch the Sreaiit

analyzing in his head the new game set of the “human chess”. The scengegfaer
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Katia’'s date in Kresty being videotaped by a young officer Yura from thexiges
department of the prison seems to be an improbable occasion, brought up to pepper the
plot. However, among other evidences of the criminal power to outreach inside the
militia system, it remains an extravagant favor, but not an impossible one. Money,
objects and information travel from outside and among the cells without hindrance
through “the corridors” build out of the bribed and bullied officers and guards, who seem
to exist there to cater to the needs of their prisoners.

IOpa u3 onepuacmu «Kpecmos» 0oeen 0o 36anuesa ungopmayuio o céudanuu
Yenuwesa u Kamepunvl 2pamomno u akkypammo. ApecmoganHulli gmecme ¢
Onezcom Bempsik, cuoeswuii 6 «Kpecmax» deszsvinazno ¢ aseycma 1992200a,
KCAYYAUHO» ROOCTYUIAT PA32080D 08YX YUPUKOS, K020 €20 OepHYIU HA OONPOC.
Bempsk cuden omoenvro om 36anyesa, Ho «nycmumso KoHaA» 6 «Kpecmax»
HUK020a He 0bL10 npoodaemoll.

Yura, an officer from the field service of Kresty, brought the information
about the meeting between Katia and Chelishchev right to Zvantsev with all his
professional caution and accuracy. A prisovietryakthat was arrested with Oleg
and has stayed put in Kresty since August of 1992, “accidentally” overheard the
conversation between two guards, when they were dragging him to the
interrogation. Vetryak was not in one cell with Zvantsev, but to throw a word in
Kresty has never been a problem. (Konstantinov, 200%18)

Once again, behind the facade begins the distorted reatigzefkalie which
often reveals quite the opposite of what it appears from the outside.

The rest of the city seems to accommodate to the double nature of its dwellers. A
cozy restaurant “At Stepanych’sY Cmenanwiua), “the interior design of which brought
about the nostalgia for Russia’s prerevolutionary magnificence”, is Antilsidiiisiness
office, where he instructs his “cut-throats” and bribes his ministers. ddsgyrarely are
able to swallow a bite of the delicious meal at his table. (Konstantinov, 1995, p. 297)

The Hotel Pulkovskaia (The Pulkovo Hotel) turns out to be another headquarter of
Petersburg mafia, despite (or thanks to) its inconvenient location near the Pulkovo
airport, away from the city itself. Hosting the bandits’ events of all kimdsj fveddings
to kingpins’ coronations, it acquired its criminal nickname “the bullet” (forsthelarity
to the Russian wordi$s").

The monument to Lenin on the square of the Finland train station and the statue of
the Emperor Paul | by the Mikhailovsky (Inzhenerny) Castle appear in trstioamot

due to a search for a symbolic replacement of the legendary Bronze Horseman, nor t
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admire the city sites, but rather as secret meeting places, wheeadyito get lost in the
crowd or use the wide panorama to make sure there is no surveillance around. Both
monuments are involved in the hide-and seek scenario of the lives of the criminals.

Unlike the above mentioned, many of the underworld locations are described
vaguely and leave the address undetermined: most of them are obviously situated in the
city’s outskirts. At the “pigsty” dsurapnux), which in fact is a bar and a small casino,
visited exclusively by the Antibiotic gang, Sergey and Oleg are forced torhasdcret
dungeon under the bar counter, the ladder to which is disguised under the heavy cabinet.
There, in the dark and tight coffin-like space they learn about the false bottom of the
Antibiotic games he played with their lives. The scene in the “pigsty” seebesdne of
the possible criminal outcomes that appeared in the author’s head, when he visited the
quite real Karabas’s farm, described in his e&ayditskii Peterburg(Konstantinov,

1995, p. 84-90)

The need for disguise and false bottom penetrates even into the characters’
homes. Numerous caches and hiding places are found in Katia's apartment, when Sergey
conducts a search there hoping to discover the false bottom in their relationsimgs. Us
the “magic heel” of her winter boots (one of the boots is equipped with an empty place in
a thick heel), he begins his own double game. (Konstantinov, 2005, p. 374)

The examples discussed above give us the general picture of the cityslhmpe in t
novel. A certain pattern of the characters journey through the city can be e
with the development of the narration, the action is forced further and further out of the
center towards the industrial zones and rural outskirts of the city. The Revolution
Highway (llocce Pesonioyuu) is first mentioned as Sergey’s path to his first murder.
(Konstantinov, 2005, p. 315) Later in the plot it becomes one his most frequent routes as
he escapes “the tails”, flees from insomnia, or goes out of the city to find support and
shelter at “the small homestead” near Luga (Leningradskaia oblast’e Wisgudo
coach Fedoseich resides. Ironically, Sergey and Oleg both perish at higwonats r
nook, while Katia with her children (including the unborn baby she is pregnant with) and
Fedoseich escape to the Ukraine. From there Katia immigrates to Twheg she is
waiting her men at the last secret meeting place of the novel — at a staalfaat Janna

([orcanna) on the shore of the Bosphorus or Istanbul Strait. The city, which is situated
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“only a couple degrees west” of the Pulkovo meridian (the longitude on which Saint
Petersburg is located), as we know thanks to the eternal “exile” Brodsky anghis F
from Byzantium”. (Brodsky, 1985, p. 39)

For the Petersburg text, it appears to be a tradition to exile the protagansts f
the city, as they go through the trials and metamorphoses that the city putbriiegh.
Abroad or far away, lost in the vastness of the Empire, thus the stories of Onegin,
Pechorin, Raskol'nimov, prince Myshkin, Oblomov, of Nikolai Apollonovich and his
father Apollon Apollonovich, and many others, ended. Frequently, the alternative to the
exile is death, ghostly unconscious existence in the city, or insanity, as inkdppe
Germann fronThe Queen of Spaddsvgenybedny the revolutionary Dudkin, and a
succession of real personalities whose names remained in the lore orcaitiésesl
chronicles, such as Ksenia of Petersburg, or unlucky “sometime-writetirf@kes, the
author of The Memoirs of the Fallen Man. (Buckler, 2005, p. 125, 175)

In connection to the cityshape, it is interesting to draw attention to the social
aspect of the narration. While analyzing the novels fBamditskii Petersburgeries, it
appears helpful to extrapolate from its genre. The latter can be defingchiasicdrama,
the texture of which is set onto a detective story structure. In addition to that, the nove
definitely bear the traits of the lifestyle description chronicles, aeguidhe certain
sphere of life. The closest of the most significant Petersburg text it caoaappvould
be Dostoyevsky’s Petersburg.

The novelty of Dostoyevsky'’s vision of the city was in his dedication to its so
called “marginal” spheres, both in physical and geographical sense. AccordiAg to J
Buckler, “the “Petersburg Text” sustains a social-moral focus on city §lamd
“literary slumming” (Buckler's term, p. 171) has long been considered “a certerpie
literary tradition”. (p. 159) Later, this theme was almost eradicatetbliet official
prose, which censored any representation of the seamy side of life, cléneingn-
existence of such (the last Soviet writer to describe “the bottom” seem$toGerky).
However, in the 1990s, it had a revival, and the writers became eager “to open the eyes”
of their audience to “the truth of life”.

Trying to define the concept of “slums”, Buckler notes the common confusion of

those who attempt to affiliate the social marginality of the citizetis the
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geographically marginal territories, where they expect to find thengliyp. 158-159) In
fact, most of the 19th century narration about slums should be interpreted as such “in
terms of social rather than physical margins” (p. 158). Inhabiting the hugaeat
buildings in the downtown area around Haymarket Square, the characters of the
“underworld” dramas by Nekrasov, Dostoyevsky and Krestovsky are margish&iam

the society by their social status, a stigma of disgrace, and a &festyhe line of

decency (or beyond it). The same could be said about the chara®arsddtkii
PetersburgEasy money and the necessity to be mobile “at work” (to be in the spotlight
of events, to be able react promptly, and to control the central areas which anatiee s
of money - trade, crowds of people, underground casinos, prostitution spots, etc.) allow
them to rent apartments in the prestigious districts, circulate around gsscehsocial

life: restaurants and banyas mostly. However, their presence theegitgnlate: their
lifestyle requires keeping low profile, appear only in “their” places, and avdtdi

(close) interaction with the people outside “their caste”. There are mors taythis
exclusiveness than that of Dostoyevsky's slum dwellers. Money opens manyatoors f
them. However, the veil of crime trailing behind them scares away most of ithalsff

and businessman, fearing to jeopardize their reputation or even life. “The standards of
respectability” along with “the bounds of decency” so highly regarded in the wprks b
Gogol and Dostoyevsky used to be almost in direct proportion to the person’s origin,
background and income (Buckler, 2005, p. 172). Traditionally, the lack of the latter
would push the characters behind them, of which the story of the Marmeladovs is a
perfect example. The “indecency” of Konstantinov’s characters is more calig#o

that of Nastasia Philippovna. It is the moral quality of it that confines thetbamdi

their cooperators to the small circle of the alike. However graceful, edutaséeful and
rich Katia Zvantseva is she would hardly be seated next to the Governor’s arife a
official reception. Since she became Advokat’'s wife and Antibiotic’'s emp]dyare

chance to show herself is the posh restaurant filled with cutthroats and thieves
congratulating their partner on returning from jail. Sergey’s formeraglie refuses to
shake hands with him, informed of his “shadow” activity. The figure of publicity, the
deputy Glazanov, comes to visit his patron Antibitotic secretly, in the dark of the night

after a long driving maneuver around the city.
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The “marginality” of the criminal world has physical evidence as.ektase
their presence in the center is undesirable, they reside aktéstnostil am using this
term in the definition given by Buckler as she contrasts thevkriany (p. 158). Indeed,
specifically equipped “farms”, “pigsties”, and “dachas” resemble thideaces of the
nobility, used for recreation, escape from rumor, and a place to spend the tinsesof cri

Isolated from the official society the criminals create “a city incihg
(comparable to the term “a state in a state” used by Konstantinov when opposimg the
systems), every member of which is chained to it by his/her origin frortyacpene
(committing a crime or benefiting from crimes) and the air of doom. Another
characteristic feature of this society is disillusionment — their soadzeptance of the
reverse side of reality. The detachment from its terrors requires detadhonere
ideals of morality, often described as “crust” or “ice” covering one’s aodlheart. The
outsider position of the criminals, however, entitles them to the privilege afgc#iings
by their proper names, as they do not feel the necessity to adhere to theifaide off
standards and “save face”.

In her analysis of the development of the “slum” theme in Petersburgurerat
throughout the 19th century, J. Buckler describes two tendencies that appear to repeat
themselves in the end of the 20th century in the seriBamditskii Petersburgovels.

One of them is the journalistic approach of creating an account as a sensation. (p. 176-
179) The other is resorting to foreign romantic traditions of the earlier period and
introducing a moralizing voice of the narrator. (p. 173-175)

The very fact thaBanditskii Petersburgvas written by a professional journalist
makes it affiliated with the first of the two tendencies. Indeed, even chracalggthe
analogy is asking to be noticed: Vasilii Mihknevicfilse Sores of Petersbu(gazvy
Peterburga 1886), Anatoly Bahtiarov'$he Belly of Petersbur@@riukho Peterburga
1887), Tramps(Bosiaki 1903), andrhe Done-Foi(Otpetye liudi 1903), and many other
accounts were written in the period of the last two decades of the 19th cBatoaytskii
Petersburgseries cover the situation of the 1990s being the heir of the processes that
gained their momentum in the late 1980s. In both cases, the interest in the “shadow” side
of city life can be explained by the exhaustion of officially approved topicshend t

weakening of the regime (tsarist and Soviet accordingly) bringitigitshe relaxation of
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censorship regulations. Likewise, both tendencies might have generated fromirthe de
to illustrate the failure of the regime, “revealing the sores” being avaideneans to
attract attention to the system’s inability to solve its problems.

The distinguishing feature of the journalistic “discovery” literature attogrto
Buckler was the position of a writer as “an educated narrator, who was bothdintrepi
explorer and social-moral witness” (p. 176). As a rule, journalists claimedinaérs
acquaintance with the people mentioned and physical presence in the placesdjescribe
either predetermined by their own lifestyle (e.g. Nikolai Sveshnikov, p. 175-176) or
accomplished by some sort of masquerade and “agent penetration” actiyityikelai
Zhivotov, p. 177-178). Such narration can be found in the “introductory” part of the
series: the essd@anditskii Petersburgself.

Although the essay largely consists of criminal chronicles and the biographies
leader bandits, there are instances of the first person narration, in whicthibe a
describes the so called “excursions into the underworld”. Having won some amount of
respect with the criminals, he, a reporter of the Saint Petersburg newspape
Komsomol'skaya Pravddnas access to one of the prostitution spots on Nevsky Prospekt,
which is supervised by a criminal group (Konstantinov, 1995, p. 146-150). Surprisingly,
the account of it does not fall into a nauseating, meticulous description of the scandalous
details of this profession, as the contempocdiigrnukhastyle would present it. Neither
does it take on the moralizing tone of insulted virtue. The manner in which Konstantinov
writes about the contemporary Nevsky brothel is closer to that of Sveshnikov’s account,
as he “walks his readers calmly through the notorious slums” (Buckler, 2005, p.175) The
investigator inquires of his stern looking guide about the mechanisms of his wark as a
organization: logistics, shares, prices, expenses and risks. He is not seekengl&dron
in a heart-to heart talk with any of the women; there is hardly a line about tbeshairr
their situation. Like in A. Bakhtiarov’s realistic sketches of 1895, this accoesepis
the underworld existence as a personal choice rather than ill fate anch&egssity. In
this regard, the author seems to passively accept the point of the pimps, who claim that
most of women come to them voluntarily. This “ambivalence towards the marginal
figures of the city” carries the idea of the author’s low moral standarddesmneased

receptivity to the perverted nature of the norms in the criminal world. (Buckler, 2005, p.
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177) However, as a literary device his affected indifference has mpeei than the
physicality ofchernukhaor the moralistic moaning of an “educated narrator”.

Cmompembv na smy «<HepsHYI0 pabomy» 0080J1bHO CKYYHO. 1 npomueHo.

Watching this “nervous job” was quite boring. And disgusting. (Konstantinov,

1995, p. 150)

The cynical “boring” provided as a dominant emotional response to the view of a
dirty brothel and a procuress’s daily routine evokes an alarming sense ofubhieas
of the situation. The heavy “disgusting” is an addition to that, another level ofoemoti
rather than a word of censure. In a few lines the word is repeated by tiratnman
apologetic tone.

[...] Ipomueno, koneuno...Boobwe, smo 6ce cmpauinas 2psisb, HO MO -

OeHbvel. ..

[...] Of course, it's disgusting. It is all, in fact, is a terrible mess, bsitit’

money...[Gangster Vint (Screw) concludes with a sad smile]. (p. 150)

The conclusion of the whole sketch being farmed out to the criminals, contributes
to the acquittal tone brought about earlier. It might be explained by following the
tradition of journalistic “slumming” prose described by Buckler aseffithg] between
expose and apologia”. (p. 176) She notes that Petersburg journalists often used to live in
close proximity to their subjects, by territory as well as by their setasiis. (p. 176)

The similar idea of “merging with the characters” Konstantinov descabéthe
cop’s syndrome” fenmosckutl cunopom):

[...] IIpu emopoti [pasze cunopomal mensiomes nowsimusi. banoumet u 6opwvl
CMAnOBIMCSL ROHAMHee, OUNCe U POOHee, YeM 0ObIUHbIIL 3aKOHONOCYUHbLIL
yenosex. Ha emopotui pase menm nauunaem uyscmeosams ce0s c60UM 6 Mupe
CLLYUKOB U 80P06. A mam, 20e uyscmeyeulb cebsi C6oUM, 8ce20d J1e2KO CMEHUMb
ponb. Hu 63ame cebe ewge 00HY POTlb <8 HA2PY3KY».

[...] In the second phase of the syndrome values get substituted. Bandits and
thieves become easier to understand than a common law-abiding person, they
become close, like relatives. A cop starts feeling at home in the world of
detectives and thieves at the second phase. However, where you feel at home you
always easily switch roles. Or you take another role “in addition”. (Konstant

1995, p. 122)

This “syndrome” might as well strike a journalist, who often identifies himself

with a detective investigator, but due to “well-known circumstances” has toaimaint
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unregistered relationships with his subjects. (p. 5) An example of such relationships
would be a short story constituting a record of a conversation with a famous “thief”
Gorbatyi (Konstantinov, 1995, p. 22-38) The criminal biography of the “main specialist
on the antiques in Saint Petersburg” crowns the authors essay on the long term
confrontation of the two criminal cultures: “the thieves” and “the bandits”. Y.V.
Alekseev by the nicknam@robaty (“hunchbacked”) is the representative of the Old
World, the world of thieves, which, he claims, used to adhere to certain moral code of
rules or notionsronsmust) unlike the bandits, who disregard any rules that could limit
their rapacious appetites. As a journalist, the author visits the dying manpinsihe
hospital. The interview resulted in a number of monologues and a letter that Alekseev
wrote to the author few months before his death. They picture a man quite intelligent
educated and principled, who cares about the fate of his country, detests violence and
takes pride in his specific skills. A son of “the enemy of the people”, he according to his
own words “suddenly found himself among people” in the penal colony, unlike in the
world of law-abiding citizens of the regime oppressed state. A man of the old school, he
claims to see his “occupation” as an art, which he does for the love of it. Speaking about
the art as such, he takes pride in his ethical standards that would never allow hym to bu
the masterpieces stolen form the storeroom of the Hermitage; he only wouldly® for
“honest” things (whether stolen by him personally, or stolen from private ¢oflects
not specified) but hardly he meant the things bought for their legitimate price. (p.28)
The author leaves this romantic image unedited. His scarce commentasy come
down to:cyoume camu (judge for yourself). (p. 24) However, it is hard not to notice that
some of the old criminal’s observations echo the author’s own concerns: the
unprecedented level of corruption among the high ranked officers in all spheresi(even i
The Hermitage), the miserable conditions in which the lower level militia wtrks
irrevocable disconnection from the values of the past. Does the author sympathize wit
the old “knight from crime” based on the similarity of opinions or simply chooses “the
least of the two evils”, it is hard to say. However it is evident that the ct@gprbatyiis
a significant experience among those, on which he builds his notion of the mysterious

zazerkalie
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Another mode of “slumming” literature is the melodrama “society tale”
introduced into the Petersburg text in the second half of the 19th century by Vsevolod
Krestovsky. Let us see haBanditskii Petersburgan be reminiscent &fetersburg
Slumswritten in the 1860s. Abounding in all kinds of “melodramatic excesses”,
Krestovsky’s work was condemned by the critics for its “anachronistic rativdalist”
plot, “melodramatic overkill” and “pandering to the popular audience”, thus, sent off to
the rank of the “tabloid literature” (Buckler, 2005, p. 173). The same can be said about
the plot ofAdvokat it is a melodrama containing a love triangle, miraculous
resurrections, unbelievable coincidences (mostly meetings), secreechidtir.

However, rather than being a failed attempt to raise problematic socia isghe

context of the fiction plot, it seems to be the author’s intention to remain within the
frames of entertainment literature without a claim to enter the awadditerary genres

or, even less, to introduce any new ones. This intention might have been predetermined
by the history of the book’s creation: the author was asked to produce a film script on the
basis of his journalistic investigations. (Konstantinov, 1995, p. 5)

According to Buckler (p. 173-174), Krestovsky borrowed his notorious
melodrama from the traditions of the romantic Fremeshan-feuilletonnamely, from an
“overwrought’Les Mysteres de Parisy Eugéne Sue (1842-43). Attempting to explain
this choice Buckler describes his prose a mixture of descriptive “journglatsages”
with “hoary plot motifs”, the effect being as follows:

Krestovsky brings his reader into close contact with the pressing contemporary
issue of urban poverty by making his work seem familiar in the literary terms,
evoking the society tales, urban sketches, and foreign melodramas of the earlie
nineteenth century. (p. 173)

What were the sources Konstantinov resorts to in buildingibizhe? At the
first glance there is nothing more obvious than a classic frame of the Am&Yiestern:
two best friends and a girl are against the whole world, racing and shooting provided.
Like Krestovsky, Konstantinov looks back in around two decades (the peak of the
Westerns’ popularity in America was in the mid-1960s) into the cultural wadifi the
foreign country that set the tone for the popular entertainment sphere at thieréime (

- for Krestovsky, America — for Konstantinov).
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Speculating about a concrete example that would inspire Konstantinov’s creation,
we might suggest a cult movi@nce Upon A Time In Amerityy Sergio Leone (1983).
(Martin, 1998, p. 13) In this movie the tradition of Western is taken on the next level of
the criminal romanticism — a gangster movie. Leone “abstracted the snefithrs
genre, minimizing its conventional plot logic and maximizing its ‘attoad], its purely
spectacular element.” (Martin, 1998, p. 13) Attempting to apply the same strategy,
Konstantinov capitalizes on such “attractions”. Both men and Katia demonstrate the
properties of a superman/-woman. They all combine perfect physical shépéh@vi
exception of Sergey’s crisis “drinking” periods) with high intellect and devotidhe
ideals of love, friendship, conscience,etc. In addition to that, they are all incredikyy |
to escape death when it is most probable to happen to a common mortal. When the
circumstances force them to commit a crime, the damage to their reputathoays
reduced in the context of fighting the evil, and is interpreted according to thiafRuss
proverb:oo6po donxcno 6uims ¢ kynakamu. (Except that the Dostoyevskian motifs of
crime and punishment do not let the protagonists meet the happy ending.) The “action”
element of a movie script is evident in the detailed descriptions of the figtgssce
(Konstantinov, 2005, p. 353) and the metaphors of the martial arts’ holds and feints that
would seem inapplicable elsewhere:

- A 60m 6b1 — 8bl Jce HA KAMUKAO3€e He NOXO0HCU, U HAPKOMUKU — IO YMO-Mo
Hogoe 6 sauteti buozpaguu... Ymo cayuunocv-mo, Ekamepuna /[mumpueena?
Kamio nepedepmnyno. dmom onep cpaszy yoapun no 601e60it mouxe.

- Let’s talk about you — you don't look like you are some kamikaze and the drugs
— this is something new in your biography... So, what happened, Ekaterina
Dmitrievna?

Katia convulsed. This detective hit the painful spot right away. (p. 402)

This and other elements became the predecessors of the imagery thatl lager
seen in the popular genre of action movies cdileelikin Russia, the sequBrat and
Brat- 2 being the specimen of such.

Speaking of the philosophical idea of the film by Leone, Martin sees it as “a
wrenching duality”:

[...towards] epic enchantment on the one hand, and massive disenchantment on
the other; the imaginary movie-made America pitted against the realjdaktor
America [...]. (Martin, 1998, p. 13)
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Comparing it tdBanditskii Petersburgt is easy to notice that the level of
“enchantment” is considerably lower, if any, in a Russian gangster tedeevients
illustrated, have not yet descend into the realm of history: the “sores’cafrest to
turn into romantic scars, the flesh still remembers the pain. The romantinasm
being borrowed is to fill out the emptiness; it is placed where it no longes.eXail
brothers, love carried out through life, partnership, struggling with the evil —tall if
flavors with the nostalgia for the Soviet childhood — poor and unsettled (after the WW
I), but inspired by the simple ideals of friendship, faithfulness, and optimism. Bedrow
from the romantic 1920s, gangster movie context allows dividing a new complex and
deceitful world of the 1990s, at least schematically, into the trivial blagkwvhite, good
and evil. The reader or the viewer is tempted to take a rest in this simplicitg be
he/she realizes that the biggest evil the heroes (just like everyone in thecajdire
struggling with is the disenchantment.

Last, but not the least analogy between the two is that of particular importance
for the topic of this research: the role of the city as characters’ home andla soc
historical environment of the plot (more expressed in the movie version of
Konstantinov’s work). New York, a city with an extremely strong distinctive
atmosphere, can be called (as an heir of Chicago) a Criminal Capital of tbd Btates
of the time. Like in Petersburg of the 1990s, New York of the 1920s became an oasis for
a thriving popular culture, especially musical genres. Its multicultutafenand
geographic position (on the bay, upon the banks of a navigable river, island in the
middle) can be compared to Saint Petersburg. The manner in which theledisrtfe
transfer in time and changes in the personal life of the characters tebeststrated in
the scene on the train station. On the day when Noodles (the protagonist) departs, in the
1920s, he looks around as if trying to grasp a last view of the city, and his glance is
caught by a bright design around a mirror door — the abstract illustration of Gtaray |
with a respective motto: “Visit Coney Island”. Noodles comes up to the mirrooaks |
at himself, but the face reflected is 35 years older. The mirror trarcsfeme(and the
plot) into 1960s, when Noodles returned to the city to find his friends graves. The viewer

realizes it only when 50-year old man walks away from the mirror: there is dasign
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on the wall — a big red apple and the sky scrapers’ silhouettes around it — the
contemporary emblem of the city, the city that the protagonist does not know.

In Banditskii Petersburghe relationship between the city and the characters is
illustrated in a vertical descent from the bird’s eye view (usually of theftaphistorical
building or cathedral, e.g. Isaac’s cathedral) to the close-up on the figurecbitiaeter
moving along the street or showing in the window of the building. The camera slowly
focuses on the character and starts following him/her into the next scene. Todicym
meaning that both perspectives convey in the representation of the city areedispuss
prominent scholars in the field, such as Olga Matich and Ulla Hakanen, both agreeing on
the basic set of associations they evoke. While the view from above is assodiated w
gaze from the outside”, a historical panorama and “an awareness of the antwal of
space” (it being “a complex of social relations defined by power and temndg, the
close-up view conveys a different sensation of horizontal “inside gaze” thed affe
“more immediate and intimate engagement with that which had caught thetbge of
pedestrian [...]” (Matich, 2010, p. 14-17)

In Banditskii Peterburgthe choice of the frame sequencing can be interpreted as
an attempt to illustrate the affect the global processes in the city hadlda tiets
citizens.

A significant part of the success that the television versi@aatitskii
Petersburghad with the audience belongs to its popular soundtrack, in particular to the
leitmotif songl opoo, komopozo nem (The city that does not exist/The city that isn’t
therg by R. Lisits and I. Korneliuk. Echoing the epilogue of Vell@itwe Legends of
Nevsky Prospekit expresses his generation’s longing for a place they could call home:
“a shelter for a wanderer”, where “they remember and wait”, wheregihiedf “the
forgotten truths” is still shining. This song is full of nostalgia for the idefike past,
of the pain of disillusionment, and of despair in the face of the unknown future. The city
in it is the ephemeral projection of the human hopes. But is there a city in Ruagsia t
would answer to all these moods better than Saint Petersburg? As Impetial Sai
Petersburg exploded and Soviet Leningrad collapsed, both sinking in the swamps of

oblivion, the city in which former Leningraders found themselves does not have a name,
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for both its names describe a city “that is not there”. Thus, the legendary eghemera
quality of the city is seen through the historical dimension.

Nevertheless, its citizens keep seeking their new Petersburg, andagf oa
the power of thought that once gave birth to it, recreate its image in wordgingike
a mantra:

A naiidy amom 20po0, Komopozo Hem...
Tam ons mens copum ouae,

Kak éeunwiii 3nax 3a661muix ucmun.
Mmue 00 Hezo nociednull waz,

U smom wae onunnee xcusznul...].

| will find this city that does not exist

There a fire is burning,

As the eternal sign of forgotten truths.

One last step separates me from it,

And this step is longer than life [...].

(Lisits as performed in Markin & Bortko, 2011)
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CHAPTER IV
MARGINALITY, INSANITY, AND SELF-CREATION IN THE TRILOGY BY

MARUSIA KLIMOVA

Tatiana Nikolaevna Kondratovich was born in Leningrad, Russia, in 1961,
approximately two months before the first man, a Soviet cosmonaut Yuri Gagarin, was
launched into space. It was a great triumph of the Soviets and an upheaval of ideology,
portraying the Soviet man as an optimistic, cheerful, energetic and eveiglatj-m
person. The title of a Soviet person was considered unimpeachable; stainldss was t
image of everyone living in this blessed country. However, Tatiana’s gemenas to
witness the opposite and became the first to express the protest againpbtnite
banner. Protest is an inspiring impulse of Kondratovich’s work as a writer and lcultura
activist. She destroyed her higher education diploma and changed her well-sounding
name into a vulgar nickname, Marusia Klimova, a character of a well-knowmatimi
song. In her books published under a pseudonym of Marusia Klimova, she protests
against both hackneyed norms of the Soviet lifestyle and the literary canon tbnarra
which was limited by Soviet censorship and the highly respected traditions&iRus
classical literature. Her literary works became a shocking experfer the Russian
(post-Soviet) audience, unaccustomed to such undisguised exposure of deviant forms of
human sexuality as well as the forthright language used to describe themvrifihgs
manner and her subsequent cultural activity won Marusia Klimova the fame of a
“marginal person, queen épatagedevil in a skirt,” etc.

M. Klimova as a writer is known for her autobiographical trilogy consisting of
three novelg onybas kposw (Blue Blood, 1991, published 1998Jomux ¢ bya-Konomob
(House in Bois-Colombes, 1998), abiehoxypusie 6ecmuu (Fair-haired Devils, 2001).

The main character of all three books is Marusia Klimova, a literary double afither.

The relationship between the writer and her heroine is a particularlysitigre

phenomenon: Klimova not only uses the name of her character as her literary pseudonym,
but also exploits it and the image behind it in building her public persona. The

autobiographic manner and the realism of depictions, on the one hand, convince the
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reader of the true to life character of the plot. On the other hand, the phantasmagoric
events and personalities occurring within the objective reality of narrationnuimeeits
convincing qualities, and the reader is more inclined to qualify the wasrgtion. This
oscillation between real and imaginary becomes the warp of Tatianaidsiinsage

and writings. The name Kondratovitch is almost forgotten (but for the raremeés to

her husband and the main critic Viacheslav Kondratovitch) as if it was lgether

with her philology degree diploma from the Leningrad State University. Having hidden
her eyes behind the sunglasses and her face behind the indispensable cloud ef cigarett
smoke, (the usual portrait of Marusia in press and on television) the real pessivegis

in her character in the best traditions of decadent self-fashioning.

Apart from her writings, Marusia is acknowledged as a talented tranBian

French of such almost “untranslatable” authors as Louis-Ferdinand CébmeGGénet,

Pierre Guyotat, Georges Bataille, Monique Wittig, Michel Foucault, Piewgs, most

of them being and having been controversial and revolutionary figures in French
literature of the 19th and 20th centuries. For her translations she wasawesrdrder

of Arts and Letters (she becam€laevalier de I'Ordre des Arts et des Lettresp006;

she also organized and held several international colloquia devoted to the work of these
writers (Louis-Ferdinand Céline and Jean Genet) in Saint-Petersburg.

However, the glory of “the queen of Decadence” came to her as a cretiter of
notorious web-magazingumec (Dantes, 1999) and as a hostess of the Saint Petersburg
festival of the underground afemnsie nouu (The Dark Nights, 1999, 2000)After the
success of all the above mentioned, Marusia Klimova continues to develop the “New
Decadence” culture as a film direcfor.

Klimova has also continued writing, often in the genre of essay, contributing to

well-known periodicals (in Russia and in France) and has spoken on the radio, promoting

" The title of the festival is an alternative to faeous “white nights” — the period in June and/Juhen

the nights are day-like bright in Saint Petershiurg to its extreme Northern latitude. This natural
phenomenon became one of the major attractiorfzeafity and gave name to the famous musical fdstiva
“White Nights” which took place for the first time the city in 1992.

8 She attempted to stage the scene of murder fremdtel by Jean Gen@uerelle de Brestwhich she
translated. The movie bears the unequivocal Yitleiicmeo Koawerna unu mo, umo ne cran @accoundep
(The Murder of Joachen or what Fassbinder did naofhwhich explicitly states the artistic goals of its
creator.
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the interests of women writers. She has also become a successful blogger, wiesse ent
in the LiveJournal under the nickname of FEMME TERRIBLE are close to her novels in
style and mood. In 2004, she wrote the controversial and iconod&stigcmopus

pycckou aumepamypst, continued her research on Celine, and in 2007 was granted the
title of the “Most famous person of Saint Petersburg in the field of art” by emett

vote held by the e-zin€ObAKA.RU

Lately, in her interviews and talk-show presentations Klimova refuses @llbd c
a decadent but prefers to be referred as belonging to the post-modernism movement.

Apart from the various definitions Klimova’s writing might receive — in rdga
genre, literary trend, and its position as marginal versus mainstreamitight be
interesting to note how it encompasses the latest tendencies, such as so-called
“destructivism”, “physicality” (nerecnocms), and the formation of a new subjectivity (as
opposed to the traditional “white, heterosexual, male” subjectivity of clhstisgian
(and global) literature), the development of which, according to Seraphima Roll
characterizes the works of such prominent writers of the 1990s as Sorokin, Yerofeev,
Narbikova, Tolstaya, and others. (Roll, 1996, p. 14-16)

It is anticipated that these tendencies will come to light in the course of the
following analysis. However, the analysis will mainly focus on the wayhich Marusia
Klimova's themes and poetics are predefined by the Petersburg tradition.

A theme that was characteristic of Petersburg literature of the endIfitthe
century and that connects Klimova’'s works with the ones previously discussed is the
interest towards the marginal groups of society, their lifestyle and #ffschave on the
artistic life in the city.

The marginality of Klimova’s characters is different from that in whichine f
the poor people described by Krestovsky, Sveshnikov, and Dostoyevsky. It also cannot
be compared to the marginal position of the criminals from Konstantinov’s “underworld”
One would hesitate to describe them as a social group forced beyond the margin,
primarily because it is hard to define where this margin lies. One of Klisiosaewers,
naming marginality as “the most characteristic” featummpdxmepneinuas) that unites all

her characters, notes that each and every of them is marginal in their own way
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[...] He monvko me, kmo poemcs 6 nomotixe uau mopayem coooi.
FBnacononyunvie pooumenu Mapycu, «nops0ounas cosemckas cemvs», —
MAPSUHATIbHYL, ¢ MOYKU 3peHUst ucmopuu (K8eauKds anoxa» KOHYUIACH O/l HUX
SCHO YeM), a MaKdice OHU MAPSUHATIbHBL KAK 00bleamenu, ¢ MmouKU 3peHust Camoll
co8pemMeHHO u 6o2eMHO c80000HoU Mapycu. [Ipeycnesarowuii napusiccrkul
ropucm, nokioHHuKk npouszeedenuti Cenuna, —moogice mapaunaner (o omoueHuo
K CMbICIY MBOPUYECMBA C80e20 KKyMUpa»), NOMoMy Ymo Kyibmypa OJisi He2o eCb
T NPUSIMHBLL WYMOBOU (DOH CbIMO20 CAMOOOBOILHO20 CYUecmeo8anus]. ...

[...] Not only those who are rummaging in trash or selling their bodies. Marusia’s
well-to-do parents, “a decent Soviet family” — is marginal, from the hecgtbri

point of view (it is clear in what way “the great epoch” ended up for them); they
are also marginal as philistines, from the point of view of Marusia hengdedf,

has a modern worldview and enjoys bohemian freedom. A successful Parisian
lawyer fond of Céline’s works is marginal as well (in regard to the meanfihig
favorite writer’s literature), because culture for him is mergheasible

background noise for his replete and self-satisfied existence [...]. (Bohdare

n.d.)

In other words, they are all “marginal” regarding each other. Another
“passionate” critic of Klimova’'s works (and her husband) Viacheslav Konddtovi
describes it as action “against natureiee6opom — bringing up the title of J.K.
Huysmans’s famous novel. However, as he notes, in the reality of the 1990s it & hard t
find any “nature” — any departing points or moral criteria — to go agaihgs, The
characters are just acting and living “against” in regard to each other:

[...] 6 ux nocmynkax nem ne maneiiueri donu cosnamensnocmu [...] onu ece

nocmynaiom Haobopom no omuowenuio opye k opyey|...].

[...] in their actions there is not a smallest portion of consciousness [...] they all

act so that they are contrary to each other [...]. (Kondratovich, 1991, p. 4)

Speaking about the conscious/unconscious manmeramensrocms - in Which
Klimova’s characters maintain their marginality, a certain distinctimulsl be drawn.
According to Bondarenko’s insightful observation, it is the author herself who slefine
each and every character as marginal based on her vision of this “mosterisi@ct
feature” in every particular case (as it is with the above mentioned “demért family”
of her parents and the “successful Parisian lawyer fond of Céline”). Howeese, t
“relatively” marginal characters never become central to the idea pfdhehey are not
“heroes”, but rather additions to them, diversifying the spectrum Klimova's naditgi

with a couple of new perspectives.
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The group of real Marusia®4P-I"1-HA-JIbI (using Bondarenko’s text
intonation) - often described by critics ag#icmkamepa” (a cabinet of curiosities),
3ano06edHuK-pezepseayusi 015 Heusiewumsix ncuxonamos (“reservation for incurable
psychos”, Trofimenkov, 1999, p. 14&8pmasn kunoxomeous (“silent comedy film”
Trofimenkov, 1999, p. 147), and simplyonapx (“z00”, Latynina, 2005) — can easily be
seen within the quite conscious social movement of the time. Elena Trofimova, in her
article «<Omwvexaswasn» pearonocms unu nosmuxa 6ezymusi 6 npoze Mapycu Knumosotl
(2007) defines them as “asocial and apolitical individuals, suffering fromlisexua
deviations, and insane” and compares them to the members of the famous Petersburg
artistic groupMit’ki (1982). (p. 173-174) She describes their social position as a “literal
retreat to the periphery of social life”, which was typical of the Petegs(and Russian)
underground artists in the last two decades in Soviet Union. She characterizes such
“retreat” as “marginality by principle”, which at that time conggt the aesthetic
element of postmodernism.

[...] om0 6b11 u s5cmemuueckuil scecm, npuznanue UMMAHEHMHOU
Xy002HceCMBEHHOU YeHHOCTU OblmuUs TIOMNEHA [ ...Komopblil] euoum mup He Kax
cucmemy, a Kaxk cOBOKynHocms ciyuaunocmetl |...].

[...] it was an aesthetic gesture, an acknowledgement of the immanent artisti
value of a lumpen [...who] sees the world not as a system, but rather as a
succession of accidents [...]. (Trofimova, 2007, p. 173)

In addition to the reference to this trend, Trofimova regards Klimova'’s idea of
marginality in connection to “the problem of marginality of the Leningret:i3burg
culture as such”. (Trofimova, 2007, p. 173-174) The loss of Imperial status of the capital
threw Saint Petersburg (Leningrad at the time) back to its geographidadposia
provincial city on the edge of the country. The realization of it was painful, ebpecia
under the weight of the “artistic, historical and literary legacy” theestbodied.

MamepuanvHas decpadayus coceOcmeosana ¢ KyabmypHbiMu amouyusamu. Imo
He MO2JI0 He 8bIPA3UMbCA 8 0CODOM aKyeHme NeHUHSPAOCKOU KyIbmypbl, U
Map2uHanuU3mM 30ecb ONUCHIBAEMCS KAK OOUH U3 ee KOHCMPYKMUBHBIX DJIeMEeHMO8.

The physical (material) degradation was combined with cultural ambitions. It

could not help resulting in a peculiar accent of Leningrad culture: marginalit
here is described as one of its constructive elements. (p. 174)
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It is important to reiterate definitions of “apolitical” and “aesthetic’hia t
discussion above, for the marginality of Klimova’s characters has nothing tatdthes
dissident tradition of the Leningrad intelligentsia. Bondarenko speaks about the absence
of any kinds of “transpersonal vectorgafiuunocmuwvie 6exkmopsi) in their existence.
Indeed, if there are vectors, they rather seem to be deeply personal amelcaed dot so
much “against” as “above”. Marusia burns her diploma to spite her parentsdtd als
demonstrate that sheabovetheir philistine concerns of career and comfabioveher
father hiding the volume of Gumilev poems, the love of which would compromise him as
a KGB officer;aboveher mother who shut her eyes at infidelity to remain a wife of
vyezdnoieligible to travel abroad) capta@yoveher brother Grisha who is ready to
renounce his sister to get admitted to the KGB school, etc.

Each of them finds their own reasons to rise “above the banality”. Some of them
“retain the memory of the former intelligentsia status or aristachbaitkground”.
(Trofimenkov, 1999, p. 148) Poet Kostia is “a representative of the extinct underground
culture of the 1970s-80s [...] frantically devoted to a mystical tradition that nemai
vague to the others” (Kondratovich,1991, p. 4) When he is granted an opportunity to
finally realize his literary potential and produce something that is goibg &mtually
published (Marusia offers him a potboiler - to write a detective story under her
pseudonym), heonsciouslyruins the chance and turns it into a manifesto of his obscure
and escalated ideas. Like Raskol’'nikov, he Kkills the old lady and robs her, but keeps the
money, for using it would mean joining the petty ideologgaih, whereas his devotion
is toloss He sees Marusia’s mission as a writer as follows:

[...] ona [...] donocna 6vina npunsame scmagpemy beckoneunvlx nopaxcerutl u
gecmu 80l KOpabib myoa, Kyoa ell yKazvbléaiu nynbs 36e30bl, MO eChib MEOPEHUs.
RO2UOWIUX 8 NYMU XYOOHCHUKOS U NOIMO8 |...].

[...] she should have picked the baton of endless defeat and sailed her ship
following the stars which are the creations of the artists and poets perishiesl
way [...]. (Klimova, 2001, p. 121)

Although this explanation can be interpreted as the trivial ravings of an
unsuccessful writer, nevertheless in Marusia’s case it worked to heitbasshe
remained “cold and hungry”, but did not stain her name by complicity with the production

of commercial bestsellers.
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Another representative of “marginality by principle” is the former Hnenc
aristocrat Pierrel{vep Tpowe oe JIa Detiao), who voluntarily turned himself into a
clochardand surrounded himself with “Russian semi-immigrants of the third wave”,
which alone can appreciate his former nobility, the dominant element of his ego.
(Bondarenko, n.d.) His marginal status makes it possible to combine the latter with
indulging his depraved propensities, such as chasing after the prostitutesstenbost
harassing his “mail-order bride” Galia and her daughter from Russia.

Even the most down-to-earth character of the whole story, Pavlik, looks down
upon his female colleagues in “that cathedral” (implied is St. Isaattisdral) from the
podium of his exquisite homosexual sex appeal, surpassing their ability to ragraas
well as from a position of a person who has been abroad and knows the taste of Western
comfort. Combining both, he laughs at their petty aspirations.

Most of these claims for their “marginal” superiority are obviously growsdle
They are fantasies and manias of their beholders rather than theirttessdsta the
objective reality. The only ground they are based on is the marshy soil of the “famous
Petersburg snobbism”. (Serebrianaia, 2004) Just as the city itself learntdoiateqts
ruins and to take pride in its “outsideness”, the characters of Marusia Klingava ithe
fuss of the Soviet philistines, who are trying to timely re-form (sometdadsrm)
themselves, from the height of eternity, in which everything is finite, evagythrns into
chaos, and, ultimately, has no sense.

This idea of finiteness of every attempt and indifference to action takes us to the
next Petersburg tradition of the end of the 19th century that Marusia Klimowvamés in
her writing — Decadence. Attempting to outline the philosophy and symbolism of
contemporary Decadence, Olga Serebrianaia in her abtieteieoneii npasome
oexaoanca (“On the Last Truth of Decadence2004) finds that it is particularly
characteristic of the city on the Neva. She offers the following definitidhe
contemporary decadent:

[...] dexaoenmom sensiemes mom, kmo ucnvimvieaem 2iybokoe Hedosepue Ko
8CAKOU AKMUBHOCMU, C8A3AHHOI C BEUJHBIM BONJIOUJEHUEM NPOOYKINOE
KOHCMPYKMUGHOU CNOCOOHOCMU 8000padcenust |...].

[...] a decadent is the one who deeply distrusts any activity affiliated with the
material realization of the products of a constructive quality of imaginatign [
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“Realization” goniowenue) by Serebrianaia is often connected to the word
“project” (npoexm), and not in vain. Indeed, having acquired new meaning and popularity
in the late 1990s it often intimidated Russians by the amount of active intentioni@dmpl
In its turn Petersburg, being “one of the most large-scale personal projacts eve
accomplished in Russiaddun uz naubonee macuumabHvIX TUUHBIX NPOEKMOE, KO2OA-
nubo ocywecmenennvix 6 Poccuu), has always aggravated this feeling, being a visual
demonstration of the cost and the result of any breakthrough.

Mamepust noscednesnocmu nemepoOypicyes cocmoum

U3 HPOOYKMLO6 PA3I0NHCEHUSA UYIHCOU npoeKmusnHocmu. Mvicib 0 punanbHOU
mujeme 8CAK020 HAYUHAHUS 000U dcumeb 9Mo20 2opooa noobupaem 6
PamnHetl IOHOCMuU NPSIMO HA Viuye.

For Petersburg citizens, the matter of their casual life consists pfdjeets
realized by the others. Everyone who lives in this city picks up the idea of the final
futility of every initiative in their early childhood and right from the stree

Throughout the argument, Serebrianaia highlights the pressure any creative
thought experienced at the sight of Petersburg accomplishments in all aphueeds and
the sensation of decay they conveyed to the viewer.

30ecw 6ce yoice 06pazosano —u, cyos NoO AGHLIM NPUSHAKAM YNAOKA, 00PA308AHO

OYeHb 0A6HO.

Everything has already been created here — and, judging by the saliemif signs
decay, is far in the past.

Edward Muraden, the owner of Petersburg night club Decadence, which inherited
the cultural atmosphere of the festival “Dark Nights” organized by Manmi<i899,
expresses the same idea in his interview with the information agency VekRessii

(HMckycemeo Poccuu).

Ilemep6ype HeobbIKHOBEHHBLIL 20p00. [enamb umo-mo ni0Xo Uil XOpouio 8 SmMom
20pode Henb3sl. 30eCb HYHCHO 0eldamb UCKTIOYUmMeNbHO. Dmom ¢akm
Hakaaovieaem Ha meods 601Uy omeemcmeeHHocmy.Camoo0oCcmamouHocms u
genuyue 20po0a GIUAIOM 0UeHb CUNbHO HA 8Ce MBOpUYeCcKUe Hamypbl, UMEHHO
NO3MOMY 30eCb NPUHAIMO NPOCMO 2YISiMb.

Petersburg is an extraordinary city. Here, it is impossible to be sgoply or bad

at doing something. Here everything needs to be exceptional. This fact imposes a
big responsibility on you. The city seems self-sufficient and magnificedtit an
affects people’s creativity a lot. That is why people prefer to judt aralund

here.
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Among Klimova’s characters, Kostia is the one who realizes this idea the most
He sees the cultural legacy of civilization as some “invisible loadbanvisages as a
“cupboard-tradition”, which grew unbearably heavy over the centuries. Todaglites
all its weight on those few who know about its existence, whereas at the beginning of
century it was evenly distributed among people, and they carried it without niioith ef
up the invisible ladder of time, chatting cheerfully on the way. Being one of these fe
Kostia keeps lying on the sofa in his little apartment on Decembrist's,Stight under
the roof”, immobile under the weight of the load consisting of “various pictures, palace
monuments, historical examples, exemplary models, standards and ideals...” Thee apoge
of this monumental cultural authority for him is St. Isaac’s cathedral whosegbidgn
dome is shining right behind his window. He callsdpauaoa that appeared from “the
meaningless conglomeratiotugpomoscoenue) of people’s ambitions, foolishness,
greediness, and stupidity”. (Klimova, 2001, p. 23-24)

Eouncmeennoe oocmouncmeo cobopa —2mo mo, 4mo OH maxkou 02POMHbIN U )
He20 300P0BEHHbLUL 307104eHbli KYNOJL, KOMOPbIU 8UOHO U30aleKd, 0axce ¢ Opyeou
cmoponbvl Hegbl, a 1100am bonvuie Huue2o u He Ha0o, UM d9Mo20 00CMAMOYHO,
cobop nodasisiem ux ceoetl eIUUUHOU, KOMOPYIO OHU 8Ce20a NYMAm ¢
genuyueM — moany ZURHOMU3UPYyem CUId, Macuimaob, Ko1uiecmeo 3010md,
NOMPAYEHHO20 HA KYNOI, d KPACOMA U ICMEMUKA HUKO20 He BOTHYIOM.

The only merit of the cathedral is that it is so huge and there is an enormous
gilded dome on top of it, which is seen from afar, even from the other bank of the
Neva, and people, it is all they need, they are satisfied with it, the cattsedral i
overwhelming them with its great size, which they always take forrgresit- the

mob is hypnotized by the power, scale, amount of gold wasted on the dome, and
nobody cares for the beauty and aesthetics.(Klimova, 2001, p. 22)

Reluctant to join “the mob”, Kostia boards up the window rejecting the view
many would pay high price for and hiding from the world in the darkness of his tiny
room. Here, the idea of impossibility of accomplishment is presented as aofdbelt
absence of artistic taste among the common citizens confined in “thelastered
houses and apartments”. For Kostia the idea of good taste lies in the ralizatithere
remained no taste, no art and no culture. All the concepts and ideals of culture are so
worn out and trite that even the words describing them have lost their initialcago#t
the words “god”, “soul”, “greatness” are “so empty and approximate”; tatay,hardly

mean more than “crap” or “condom”. The embodiments of philistine understanding of
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art, in his opinion, are the Soviet museum guides, who use these trite words to teach
people what to admire, “poking their pointers” into the so-called masterpieces.

It is not in vain that Marusia’s other friend Pavlik (Kostia's antagonist on many
levels) happens to work at the St. Isaac’s cathedral and also develops contenast towar
its guides and research officers. Both of them, each in their own way, nurture thefsens
elitism and superiority towards the crowd of pseudo-artistic and pseudiouslggople
who spend their lives in blind “philistine worshippin@bbieamensckoe npexnonenue).
(Klimova, 2001, p. 22-25) The traits of it Kostia sees in Marusia’s literary andlétion
work. Every act of creation (or accomplishment) he interprets as an evidghee of
“slavish industry and servile assiduousness” of the creators. He tries to caviancea
of the futility of her efforts: being a successful writer she is still “dooraedark for
some Vasia or Petia”. Not understanding it is being an idiot, who does not know anything
about human nature or the world therefore is not able to create anything worthy. Her
willingness to keep running around this vicious circle only demonstrates her
“enslavement by the world that does not deserve it and should be regarded with nothing
but contempt”. (Klimova, 2001, p. 23)

The only vector of creation that Kostia accepts is the negative one: he lishes t
creator of the cathedral aimed at making it “worse, as worse as one can ayilyeim
The outright ugliness of it would become “a piercing light that exposes the truth”,
primarily the misery of the philistines who are afraid of this light and “pteferonder
in the shadow of perfection”. (Klimova, 2001, p. 25) Thus, in his monologgie: w1
myopey (“sofa thinker”) Kostia reveals the reasoning behind the infatuation with
monstrosity that characterizes the Decadence of the late 20th cerguy.TRAofimova
notes in her article, the cultural decay in Russia compared to Europe has alerays be
more palpable, almost physically present, which resulted in much more “ristietia
images and more realistic representation of it in literature.

[...] ecru 3anaomnwiii nocmmooeprusm ool [...] dsudicenuem scmemuyuecko2o
CBOUCMBA, MO PYCCKULL AHAL02 IMO20 HANPAGIEHUS CIATL NPSMbIM 8bIPANCEHUEM
NO30HECOBEMCKUX U NEPECMPOCUHBIX PEAUll, 20 NPUMEPbL MYCOPHOU KYHU,
demopanuzayuu, 0eKOCMpyKYyuu U pacnaoa Mos*CHO ObL10 HAOI0OAMb 8 UX
KPAUHUX 6EU{eCMBEHHBIX NPOSIGIEHUSIX.
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[...] while modernism in the West was [...] a movement of an aesthetic nature, its
Russian analogue became a direct embodiment of the realities of the late Soviet
era and perestroika, in which the examples of a pile of trash, demoralization,
decay could be observed in their extreme material forms. (Trofimova, 2007, p.
177)

The association of anything material with decay is crucial for Kogiad other
decadent figures’) philosophy. According to it, Beauty and Taste migratkd tedlm of
the ideal once and for all. Therefore, Kostia considers complete idlenedsrgplastime
than any productive activity. Here, we may return to Serebrianaia and hetialeff
contemporary Decadence:

Onpedenenno, oekadanc —s3mo ynaook. He ocnapusas smumonoeuu, cnpauusaio:.

YRaook ye20? M omeeuaro: ynaoox sxcenanus 4mo-1moo 00Kkazams SMomy Mupy.

Certainly, Decadence is a decline. Not arguing the etymology, | ask:dlweede
of what? And | answer: the decline of a desire to prove anything to this world.
(Serebrianaia, 2004)

In this regard, it might seem that Marusia herself shares the moral of “the mob”
and opposes Kostia, saying that “anyone can lie on the sofa”. However, having been sent
to the range of the philistines by Kostia’s highbrow reasoning, she féetsledl: her
remark resembles a meek response of a pouting child, rather than an actzahreThe
gap that divides her from “them” is of different kind: it consists of emotions and
impressions which all can be united under one watdgust Aversion and disgust are
rendered through the burlesque images of the bodies, heavy and tangible, often resorting
to the device of synesthesia. The type of people that averts Marusia the tinasbfsa
common Soviet employee, sovok who sees their main duty in preaching the copybook
morality to those who happened to be their clients (customers). A continuous attribute of
them in Marusia’s imagination is “red mugpacras poosica). This word combination
serves as a label, a sign, which immediately marks the narration witthohiwsgility
and switches the stylistics into a lower register. The red or crindggpogsiir) color of
the faces, hands, eyes often denotes aggression.

Kpyeom nr00u kyoa-mo moponunucs, mawuiyu cymKu, moakaiucy, pyeaiucs.

Hnseanuo c kocmvinem u Kpachoii posceil wén nocepeoune yauysl U mMoaKal 6cex.

All around people were hurrying, dragging bags, pushing one another, arguing. A
disabled man with a crutch and a red mug was walking in the middle of the street
and pushing everybody. (Klimova, 1998, p. 82)
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“Redness” is used to imply the peasant background of Marusia’s relatives from
Ukraine (Zhmerinka), to indicate their occupation in hard physical labor. Spedidng a
Marusia’s grandmother’s neighbor Gandzya, a woman “with golden teeth and duge re
hands”, the author also hints at her mercenary aspirations to inherit the house. (Klimova
1998, p. 42)

The color of blood, red is also associated with the process of digestion, obesity

and clumsiness. Bondarenko notes the overuse of the wranis" and “scpamsa”
(gorge, to gorge, to pig out) in the narration generally, and in relation to Mariasraly
lifestyle particularly. Marusia and Pavlik agree on their disgust towatdgomen,
calling them “trough” konooa), “hill” ( kyua), “hulk” (mywa), and simplybaba

}Imepnemb He Mo2cy moJjiCniblx 6a6. Onu maxue omepamumesibHble, MeHA om

HUX mowHrum.

| hate these fat women. They are so disgusting, they make me sick. (KJimov
1998, p. 57)
Right after Pavlik declares the above, he meets the grotesque embodiment of his
fears — a fat old lady “with a huge belly” who lies moaning in the hospital hatbrisf
from overeating after she had stuffed herself with greasy RusleignThe apogee of
the disgust towards an obese woman'’s body is the scene in which Pavlik is séalucing
prostituting himself with) a director of the passport office helping his frierggt a visa.

Ona Ovlia makas 02poMHAs U MOACMAs, HY KaK 8Ce HAWU cO8emcKue, Komopule
nocmosiHo umo-mo xcyrom|...]| Ona o6HsNG MeHs u 5 NPOCMO 3A00XHYICS 8 ee
arcupHom nomuom merne. [...] Toeoa ona pazdenacv, u Kax 02pomMHas 20pa Heupa
U MAca, pyxXHyia Ha MeHsl.

She was so huge and fat, just like all our Soviet ones, which astanty
chewing something. [...] She hugged me and | simply suffocated in her fat sweaty
body. [...] Then she took her clothes off, and, like a huge mountain of fat and
meat, crashed down on me. (Klimova, 1998, p. 103-104)

Meat, flesh, and blood, being symbolic of the materialistic world amdal
nature of humans, irritate the decadent perception of Klimova&acters. They
symbolize life processes, increment and stagnation, but also bigviead to the
thoughts of their ultimate stage — putrefaction and excrementw®dlek “crap” is used
extensively throughout the text in its direct and figurative nmganthe “smell of crap”

and decay usually accompanies the appearance of the “red mugs”.
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Komnama 6vina paszoenena sanaseckoti, 8 pOpmouxy ¢ MACoKomouHama
NPOHUKATL OMBPAMUMENbHbIU 3aNaX.

A curtain divided the room into two parts; the disgusting smell was filling it up

through the window coming from a meat factory. (Klimova, 1998, p. 25)

The odor is often present in the city’s atmosphere, as in the following description
of the springtime in Saint Petersburg:

Mapyca wina no memmnou yauye Mumo 0600paHHbIX 00MO8, U3 HOOBOPOMEH
BOHAILO0 0EPbMOM, NHOMOMY YUMo NPUULLA 8eCHA U 8CE pa3na2anocs. Mumo
NPOoe3AHCanu MAWUHbL U OM UX ObIMA U 2apu HeDOo Kazanocs dxceamuvim. Mapycs
ocmanosuacy Ha HabepesicHot u 3axypuia. Ona cmompena Ha memHy10 800y
KaHana, Ha naagarouyio epsso.

Marusia was walking along the dark street, passing the shabby and ragged houses,
the dark corners stinking like crap, because it was spring and everything was
decaying. The cars were going by, the sky seemed yellow from #dseangl

smoke. At the embankment Marusia stopped to smoke. She looked at the dark
waters of the canal, at the dirt floating on its surface. (Klimova, 1998, p. 35)

The portrayal of Petersburg as a decaying mass was a popular metaphor in the
Decadent poetics of the turn of the 19th century. However, the description above appears
to be deprived of metaphorical quality, presenting a selection of negatnaetenestics
imbued with a feeling of disgust. (Zagurskaia, 2007, p. 192) We can suggest that in
Marusia’s decadent vision rotting biological mass presents a scenario picdatary to
the one she clearly prefers — entropy.

The idea of entropy played an important role in poetics of such prominent
decadent writers as Bryusov, Sologub, Merezhkovsky. Bryusov “saw something ominous
in the process of dispersion of the world” and wrote his famfeusnwr noiiu (“The
Demons of Dust”, 1899), images from which roamed from piece to piece in the poetry
and prose of Decadents and Symbolists. (p. 164) Dust and litter were charmacterist
Sologub’s poetic language, which his poetic “passpdittepoir kyue copa (1985) is
demonstrative of. (Pavlova, 2007, p. 164-165)

In Klimova’s writing the idea of entropy is expressed predominately through the
fragmentariness of perception. This sensation Klimova conveys through the staictur
the narration, which consists of disconnected pieces of events descriptions, biographies
flashbacks to Marusia’s childhood, chunks from Puvlik’s diary, monologues rendered as

indirect speech, lyrical digressions by Marusia herself, etc. Trofimosgpnets it as “the
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postmodernist fragmentation of life”, which appears as “the distraction aftiecal
connections, the entropy of material and spiritual, the existential lonetiheas

individual who lost his/her common guidelines and reference points.” (Trofimova, 2007,
p. 178) The same is witnessed in Bondarenko’s review, when he speaks of the reader’s
empathy:

Beow u eco srcusnvb mak npocmpoena epemenem, Ymo npu GHeulHell necmpome u
AKOObL «Macce 803MONCHOCIEN, 8 00WeM-Mo, Yauje 6ce20 OH udem 8 HUKyod.
Beow 6ce mvl npexpacho 3naem, umo sHcusem moabKo ce200HAUHUM OHeM,
CMEHOBEHUEM , UMO KAKO20-TUO0 2apaHmuposanHo2o u npedcKasyemoco
0yO0ywe2o y Hac He umeemcsi.

The time shaped his/her life so that, given the superficial variety and would be
“abundance of opportunities”, practically he/she goes nowhere. Indeed, we all ar
fully aware of the fact that we live only today, at this moment, and we don’ have
any sort of guaranteed and predictable future for us. (Bondarenko, n.d.)

Although it is hard for the reader to trace the development of the plot consisting
of these small “close-ups”, they nevertheless manage to get composed intofa sort
mosaic, bearing a grey pattern of Petersburg history. The reviemgecsitics cannot
help comparing this narrative strategy with the famous fragmentaohBssdy’s
PetersburgPolina Barskova (2006) examines fragmentariness as a reflection of grievous
state of the city on the turn of the 19th century, which contributed to the genersddist
and urged new forms of artistic expression.

| focus on the structural fragmentation in the texts of Petersburg thelheddor
adequate means of representing a close-up of their painful present moment. In a
way, such texts were doomed to lack textual coherency due to their denial of
outsidednessince according to the scholar of modernity Linda Nochlin, “the
fragmentariness is a quality shared in the modern city by both the
perceiver/constructor and the object of perception.” (Barskova, Nochliredsrit
Barskova, p. 708)

In Bely’s Petersburgragmentariness is traditionally seen as a “result of the
apocalyptic catastrophe that is encoded in the Petersburg text.” (David Betiited &s
Barskova, 2006, p. 708) However, it also is “a result of revolutionary violence”, which
receives a comprehensive symbolic representation in an image of a bomb explosion.
(Bethea, Barskova, Matich). Surprisingly, following Olga Matich KlimoatscBely's

text “splinters from a bomb explosion” in hefos ucmopus pycckoit rumepamypui
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(2004) The imagery of “splinters”, “slivers”, “fragments” are often exmdiby her
reviewers as well.

Cosnamenvhuie (unu 6eccosnamenvuvie?) XaomuuHOCHb U ACCUMEMPUUHOCTb
n0BeCMB08aHUsL HEBONLHO HANOMUHAIOM 3HAMEHUMble 0OPBIBKU BCE MO20 JHce
Tlemponusi: cmano yoice 0OWUM MECmMOM CPABHUBANb UX C OCKOIKAMU AHMUYUHOU
8a3zvl. OOHAKO 6Ce IMU KOCKOIKU» MAK U OCMANUCh Obl ockoakamu [ ...] ecau 6b
8ce amu pasposHennvle wacmul...] He coedunsiuce emecme 21y60KOU TUPULECKOU
goanoi [...].

Chaos and asymmetry consciously (or unconsciously?) brought in the narration
remind of the fragments from the same Petronius: it has become commonplace to
compare them to the fragments of the antique vase. However, all these fragments
would have remained mere fragments [...] if all these separate parts [.e.hoter
connected by a deep lyrical wave [...]. (Kondratovich, 1991, p. 5)

Unlike in Bely’s novel, Marusia’s fragmented reality does not featureaor fe
explosion. It seems that her world consist of the fragments remained fromrtiez for
catastrophes. It is not of her agency to trigger a bomb; she has to live in theaused
by others, the results of the process she has never been involved in. This pospbatastr
world-view is symbolically illustrated in one of the flashback scenes, iohw¥Marusia
recalls fainting in front oThe Last Day of Pompéiy Karl Briullov in The Russian
Museum.

OO0HaXCObL HKCKYPCOBOO MAK O0JI20 PACCKA3bLEALA UM NPO KAPMUHbBL, YMO )
Mapycu énezanno nomemneno 6 2nazax, u OHa 2poxuyIacs va noi [...]. Ilocae
amoeo Mapycsi 0adxce 60 che ysudena semnempscenue 6 Ilomnee, kak 6yomo ona
Modice Hax00UMcs 8 CAMOM €20 YeHmpe, 8Ce PYUUMCSL, KPY2OM SU3NCAM
MIadeHybl U obesymesuine npocmo8olochle noy2oavie 6abwl bezarom, cnacas
CBOU NONCUMKU U OCULUEK, d BOKPY2 OyuLyem niamsi.

Once a museum guide was telling them about the pictures for so long that
suddenly everything went black before Marusia’s eyes and she crashed down on
the floor [...]. After that Marusia even saw the dream about an earthquake in
Pompeii, as if she was also there, at the very middle of it, everything mg)fili

the ground, the babies are screeching all around and women, panic-stricken, half-
naked, bare-headed, are running, trying to save their belongings and children, and
all around it the flame is raging. (Klimova, 2001, p. 27)

The scene above demonstrates Marusia’s sensitivity to the symbols tphias
imprinted in the cultural legacy of the original Decadent movement. The signditaaic
Russian artists and writers such as Merezhkovsky, Blok, and others retrawetthdr

contemporary natural disaster — the Messina earthquake - was closedgtedno

73



apocalyptic prophecies, which as they thought were evident even in nature, (Fo&4t

p. 580-581) In Marusia’s time these symbols are no longer prophetic but rather
supportive of her perception of the world culture as a pile of litter. She seesooomm
people and culture experts rummaging in it in the search of new meanings and
applications. (Klimova, 2004) Meanwhile, her only desire is to get lost among these
fragments, to vanish to the stranger’s eye, as she learnt too well thateatipato her

life brings about violence and intrusion (in family, in school, in art creation). hike i
Sologub’s short storYlarenskuii uenosex (1905), in which the protagonist Saranin turns
into a speck of dust and disappears (Pavlova, 2007, p. 165), Marusia wants to become
invisible in her wandering among thieews of the city:

Panvue.. .eii ouenv npasunca Heeckuil, nomomy umo mam ObL10 0O4eHb MHO20
Hapooy, OHa 4yecmeosana cebs 6 3mo mone HA0eHCHO CNPIMAHHOU Om
nOCMOPOHHUX 6327151008. [...] Mapycto yacacrno pazopadicanu smu 1o0u, Komopule
HA Hee NANUIUCL, NOIMOMY OHA JTH0OULA XOOUMb UCKA0YUmenbHo no Heecxkomy
npocnekmy|...] - 6ce pasro 6 moane mebs ne suoHo.

She used to like Nevsky a lot, because there were a lot of people there, she felt
well hidden from the strangers’ eyes in this crowd. [...] These people that stared
at her were terribly annoying, so she liked walking exclusively along Ndvsky

— anyways no one can see you in the crowd. (Klimova, 1299,6)

The “deep lyrical wave” joining the fragments together, which Kondratovich
mentions in his review, is the acute feeling of loneliness and insignificariqeathts
the city grey and keeps the character detached from the others.

Bo osope nanpomus O cepoiii dom. Ilo 08opy becanu demu. Psoom naxoounucs
KaKue-mo O4UCmHble COOPYICEHUS U IemoM, Ko20a gemep OV 8 UX CMOPOHY, 8
Keapmupe 80HAN0, Kak-0yomo umo-mo pasiazaemcs. Cetivac Ovlia eecha,
2PA3HBILL CHe2 euje He pacmdsiil, U 6ce BOKpye Oblilo epsa3Hoe, cepoe U yHblioe. B
maxue OHU OHa 8ce20d 4y8cmeosana becnoKoucmeo u mocky, u eti Xomenoch
notumu Kyoa-Huoyob, MojbKo Yumoodwvl He cudemsb Ha mecme, U Xoms uomu OwLio
HeKYOd, 8Ce PABHO, MONCHO DBLIO UOMU NPOCMO NO YIUYE, NO TYHCAM, MUMO
cepvix 00M08, U MaK Xo0ums 007120, 00120, NOKA He YCMAaHeulb, U HO2U He
omkascymes nepeogucamuvca. Toeda modxcHo 6yoem ceCmb HA CKAMEUKY HA
JIEOSIHOM 8emp), NOMOM) UMO HeKYOd UOMU U HUKMO He HCOent, U HUKIMO HUKOMY
He HYJICeH, U MAK U O0JIHCHO Oblmb 8ce20d, 00 CaMOl cMepmu.

A grey house stood in the courtyard across the street. Kids ran around the yard.
Nearby there were some sewage treatment facilities and in summarthehe

wind blew to their side, it smelled terribly in the flat, as if something was
decaying. It was spring, the dirty snow was not yet gone, and everything around
was filthy, grey and dull. She would always feel worried and sad on the days like
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that, and she would want to go somewhere only not to sit here, at the same place,
and though there was nowhere to go, she would just walk along the street
anyways, she would walk through the paddles, by the grey houses, and would
keep walking like that for a long time till she would get tired and her legs would
refuse to move. Then, she would sit on the bench in the cold icy wind, because
there was nowhere to go, and nobody was waiting for her, and people don’t need
each other, and that’'s how it is and should be always, till the very death.

(Klimova, 1999p. 11)

However, as we can see, the character does not strive to escape thisifekéng:
meditation there is a certain degree of satisfaction with the state of. thimgfinal goal
of Marusia’s lonely wandering is to reach the point of no return:

Homa ona 6 ocHOBHOM cmosIA Yy OKHA U cCMOMpend  cepoe Hebo, ell XOMeNoCh
yiimu Kyoa-Hubyob nooaivuie u 2yisms, 2yjasiams, MoabKo Obl He 8038DAUAMbCSL
00MOlL K 9MOoU nouiocmu u 00b10eHHOCU.

At home, she would usually stand by the window and look into the grey sky, she
wanted to go away, somewhere far, and walk, walk, but only not go back home, to
this dull and common life. (Klimova, 1999, p. 133)

This adolescent dream of an escape later turns into a conscious desire to merge
with the emptiness.

Here our analysis approaches the theme that may require a separate
comprehensive research — the development of the idea of insanity in Marusiaddm
trilogy. Many scholars and reviewers refer to this theme as a framimgy afymbolics
and a binding agent of the narration. (Ishtvan, p. 197; Zagurskaia, 2007, p. 192;
Bondarenko, Serebrianaia) E. Trofimova calls the plots of Marusia Klimova’'s baoks
philosophical apogee of insanity and “deviation” as the most adequate form of

existence.” (p. 177)

Ecnu cosopums npedenvro 0606wento, ona Mapycu Knumosoi cymo u 00.1uk
Obimusa — muxoe momanvHoe bezymue, uspeoKa 83pvleaemoe NPUCMynamu
HeMOmusuposanHou ucmepuxu.denogex npedcmaesinemcs Ham KpemuHoM,
0eOUIOM U WUZ0PPEHUKOM.

To put it in the extremely general terms, the aspect and the essence of being for
Marusia Klimova is quiet and total insanity, interrupted by the occasionatsattac
of unmotivated hysteria. The human appears to be a cretin, an idiot, a
schizophrenic. (Trofimova, 2007, p. 172)

Calling insanity “the essence”, “the image” and “the texture” of thsetemce in

the trilogy, Trofimova supplements the argument with an attempt to diagnoypdkeot
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it presented in variety. She describes Marusia’s state as paranoid midanicbmld
Frenchman Pierre clearly demonstrates the syndromes of schizophrerateshe the
Russian immigrants “are presented as the anamneses of the mentad"paneong them
the case of Kostia is salient as an example and “holistic picture of the@Rumsgnigrant
psychosis”. (p. 172) If Grisha’s obsessive idea of KGB surveillancevestaiproper
amount of attention, he would probably be suspected in suffering from “delirium of
persecution”.

However, since Dostoyevsky and his noldebt (1868-1869) in particular, it
became hard to scare away the reader with an overt acknowledgement of the
protagonist's mental illness. Interestingly, in the times of Dostoyevskyword “idiot”
also referred to a particular mental disorder, rather than being an offemsivedigal to
“stupid” (like “schizo” is today). Trofimova pays credit to this tradition,isgyhat this
inclination to insanity in the prose of Marusia Klimova was inherited in her geryeal®g
one of the major genes of Petersburg culture. The cause of it she sees in the social
matters.

[...] 6esymnuit 2cepoii 6 nemepbypeckom konmexcme ece20a 6wl peakyuell Ha

abcypo Mupoycmpoucmaed.

[...] an insane protagonist in Petersburg context has always been a reaction to the
absurdity of the world. (Trofimova, 2007, 174)

In the trilogy, it appears to be a reflection of a “paranoid context of the retlity
perestroikd. (“ napanoudanvhwiii konmekcm nepecmpoeunol deticmsumenrvHocmu’
Trofimova, p. 175) She refers to the Moscow conceptualist schoebangmn
movement that aimed at distraction of the Soviet propagandistic supra-textevtalp
of the irony ridiculing its actual absurdity when clashed with the real ctaténgs.

The absurdity of the 1990bkesprede(outrage) is undoubtedly a strong factor in
shaping the poetics of insanity in the novels. However, there are certain wayshn whi
the mythology of the city creates specific patterns for every particata of insanity,
depending on the character’s inclinations. The city in the imagination of an insaoe pe
constitutes a sort of a microcosm, in which the character finds and estahighes
own reference points that correspond to this or that state or stage of the insanity.

For instance, in Marusia’s case the insanity — deep and long depression and

suicidal inclinations — are based on the apocalyptic myth of the city, on the idea of
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finiteness of a human and his/her transcendence into the other infinite relaidly,isv
represented by the powerful image of the “abyé&idra). Accordingly, her Petersburg

is divided into the locations traditionally associated with the emotional stdtes$, w
alternates as she moves around the city. Nevsky Prospekt provides a neatcdlligtiat
melancholia, as she is comfortably hidden in the crowd and involved in a monotonous
movement. Generally, the motion around the city — Fontanka, Moika embankments, long
walks in the industrial areas - provides the relative detachedness anabémggcadent
depression. The location at the top of the tall building — The Public Library, Kostia’s
apartment “right under the roof” — are lucid moments, associated with thg flig

complete detachedness, clear vision, full agency and freedom. The Neva is the
embodiment of the elemental power, the dark and cold substance, which is nevertheless
irresistibly attractive due its constant motion: the river representallyss”, the

possibility of suicide, the power both of demonic and creative qualities. The briage is i
the closest position to the abyss and represents the state of balaneegndéde and

death, human and demonic, reality and oblivion. The following scene appears to be
exemplary in this regard.

Jyn semep, 6HU3Y NOO MOCMOM MEMHASL 600d 3A6UBANLACH 8000E0OPOMAMU.
«Kakoe 30ecb cunvbroe mewenue», -nooymana Mapycs. Ona wina u cmompena 6
JIUYA NPOXOACUX, A OHU ObLIU MPAUHble U yepiomble. Buezanno ecé
nPeocmasuiocs et Kaxk vl 3acmuléuum u yepHolm. OHA 6CNOMHULA, KAK OA6HO 6
pespane wen MoKpblll CHe2, U OHA CMOSIA HA MOCIY U CMOMPENd 8 YEPHYIO 800 .
Bokpye nemenu oepommble Xaonvs u nadaiu Ha auya, ha naremo. Ona 00120
CMOSLIA U CMOMPeENa HA 800Y, U KAKOE-MO CMPAHHOE MANCEN0e YYECMBO GOULLO 8
Heé moeoa [...].

The wind was blowing; the dark water was whirling vortexes under the bridge.
“What a strong current it is here” — Marusia thought to herself. She was walking
and looking into people’s faces, but they were sullen and dull. Suddenly, she saw
everything as if frozen and black. She remembered how long ago, in February, it
was also snowing, and she was standing on the bridge and looking into the dark
water. Huge damp snowflakes were flying around and falling on faces and coats.
She stood there for a long time and watched at the water, and some strange heavy
feeling penetrated her that night [...]. (Klimova, 1999, p. 108)

The two opposed powers — human and elemental - are depicted as two flows
running perpendicularly: the water flow under the bridge, and the flow of people on it
The protagonist is crossing the bridge lost among the crowd, but unlike Bely'stehgra

who kept being devoured and taken away by the human flow, it takes an effort to stay
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inside. She already saw the river and realized its elemental power (sh¢onoeeself

that the current is strong) that attracts her. But, as if for the last tirmee s€pping into

the abyss, she turns to people: she looks “into” (not “at”) people’s faces, wying &
response, build connection with them, as if hoping for a safety rope that would drag her
out the dark whirlpools. But the sullenness of the faces only alienates her. And then,
suddenly, the abyss covers her: everything turns “stiff and black”. What happers next i
presented as a flashback; however it appears to be a vision open to many atinpret
“Long ago in February” may refer to any particular moment in the histoheafity —

too classic is the description of the darkest and the nastiest month in the northatn capit
It may as well not refer to any particular time, but be an abstract andletgproduction

of the Petersburg hero lost in the whirlpool of February darkness, snow and water,
somewhere between the earth and the sky, looking into the abyss and mergihgwiith i
“penetrates” him/her filling the soul with something “strange” and “heavy”

Death, which is identical with the infinite darkness in Marusia’s perception, is
promising freedom and something “which is above it all’. The longing for this h{gher
deeper) meaning of life is what attracts her in it.

[...] Bce zacmwino 6 nenoosusicnocmu...Bedwv, kpome smozco, ecmo u euje umo-

mo...Ho umo? U 20e ono?

[...] Everything is frozen and immobile...But besides this, there is something

else...But what? And where is it? (Klimova, 1999, p. 108)

Let's compare it to the extract from Gippius’s poHarns (PesnidSong 1983):

Yebi, 6 neuanu 6e3ymnoii s ymupaio,
A ymupaio,

Cmpemnroce K momy, uezo A He 3Hal0,
He 3naro...

U >mo sncenanue ne 3naiw omkyoa,
Ipuwino omkyoa,

Ho cepoye xouem u npocum yyoa,
Yyoa!

Alas, in sorroninsanel am dying,

| am dying,

| am striving for, what | don’t know,

| don’t know.

And this desiré don’t know from where,
Came from where,
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But the heart asks for and wills a miracle,
A miracle! (Gippius translated by Milkova, 2002, p. 7)

The perception of life as a journey towards death increases the anxiety over the
limited lifetime: will there be enough time to solve all the mystenmesfand mo, ueco
nem na ceeme? The inexorable flow of time seems to be visible and physically palpable
to the heroine:

U cepvre myuu na cepom nebe... Ml Kpacnasa cekynouas cmpenka MeiKumu
wenukamu npoosuzcaemcs eneped no yugepoiamy poeHo u MOHOMOHHO ... Ona
noxpycmoléaem u nocKkpunvigaem |...].

And the grey clouds on the grey sky... And a read second hand moves around the
clock evenly and monotonously, by small clicks...It grinds and crackles [...].
(Klimova, 1999, p. 108)

The color combination of red and black suggests the devil’'s agency in counting
the duration of a human life by moments, as it refers us to another instance oy rasanit
Kostia’'s delirious visions:

Kpacnoe na cepom — ovagonvckoe couemanue... «lom Heapxuil nypnyposo-
cepwiil... »[...].Hacmo unoeoa bvieaem memHo 6 21a3ax uiU nepeod 2naA3amu Hmda
memHoma npuxooum u3eme |[...].

Red on grey - devilish combination...“That pale, greyish-purple...” [...].Often
sometimes it gets dark in the eyes or before the eyes this darkness comestfr
there [...]. (Klimova, 1999, p. 98)

The allusion to Blok’s poemt Mysze (1912) [To the Musgtranslated by D.
Obolensky in 1965) suggests that the hellish power is also in charge of theedi@ate,
with which the poet can be endowed only in exchange for his/her surrender to the
darkness, according to the Dionysian myth that fascinated the minds of Russian poets
the late 19th century (Merezhkovsky, Blok, Bely). As many of them, grigddarusia
learns to enjoy playing with eternity.

Hnoeoa.. Mapycs nocpyxcanacs 6 kakoe-mo ocoboe memuoe npocmpaHcmeo,
npuyem uem 0anbiie OHa NPOOBUSANACH 8271)0b, MeM meMHee U MeMHee
CMAHOBUNOCH, U NOCMENEHHO Yiice Heyem Obllo Obluamy, U OCMABALOCh MOAbKO
CPOUHO BbICKAKUBAMb 0OPAMHO HA céem —a 80pye He ycneeuvb? B makux
cocmoanuax Mapycs unozoa n108una Kkaugh, u nocmeneHHo NPUBLIKANA K IMOMY
Max, 4mo OHU CMAIU et HeobXooumMbl Kaxk Hapkomuk. OHa yucmo
becco3namenbHO 6bl3b168aAA 6 cebe dmu owyujeHus. Bosmoorcno smo ovLn nymo K
be3ymuro, y Kaxicoo2o oH C8Ol.
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Sometimes [...] Marusia would sink into some special dark space, and the
deeper she sank, the darker it was there, and soon she felt like she could not
breathe, and she had to jump out of it back to the light as soon as possible — but
what if it’s too late? Marusia would sometimes feel euphoria in such states, and
gradually she got addicted to them, she needed it like a drug. She would evoke
these sensations in herself absolutely unconsciously. Maybe it was a way to
insanity, everyone has their own. (Klimova, 1998, p. 69)

As Marusia abandons the microcosm she was accustomed to and moves to Paris,
the negative sides of her insanity aggravate. As if out of the number of erhstaiaa
that she was able to experience in Saint Petersburg, only one — the most powerful and
most poisonous is left.

Ympom ona npocuynace u ¢ nepsoil sce co3HAmMeNbHOU MbLCIIbIO, C NePEbIM Jce
83215100M 8OKPY2 K Hell 6ePHYI0CL OMEPAleHUe, KOMopoe CMaio Kax 0bl 4acmvio
e€ camoil, Komopoe NOCeaunIoCh 8 Hell U Yice He COOUPanoCh HUKYyOd yXo00ums. . .u
OHA C YHCACOM NOHSIA, YO CKOPO OyO0em He 8 COCMOSHUU 8000ue Oblamby,
moe2oa OJis HCUSHU MeCa He OCMaHemcs, u 6yoem iUt 00HO 02POMHOE
omepaweHue.

She he woke up in the morning and, with the first flash of consciousness, with the
very first glance, the disgust returned to her, the aversion which has already
become a part of her, which settled down in her mind and did not want to
leave...and she felt terrified as she realized that soon she will not be able to
breathe, and there won’t be space for life in her, for all the will be left is one huge
feeling of disgust.

[...] ona wyecmeosana, kax noocmynaem 6e3ymue, uepnas 6e30na, cmpauwiHoe
npocmpancmeo 6e3 OHa, Kyoa MOICHO Nadams U nadams, 630 8CAKOU HAOeHCObl
sepHymucsi Hazao |...].

[...] she felt the insanity approaching her, a dark abyss, a terrifying bedemi
space, and she could keep falling down it endlessly, without any hope to get back
[...]. (Klimova, 1998, p. 48)

[...] Ona naxoney-mo nooowwna k nocreoneii epanuye 8 c8OUX MbLCISX O
camoybuticmee u C106HO 6CMANA, NOKAYHYBUUCH HA CAMOM KPAaro KPblUiU.

[...] Finally, she approached the last line in her suicidal thoughts: she as if was

standing on the very edge of the roof, swaying. (Klimova, 1998, p. 145)

In Paris, the game-like quality of her state vanishes. Her aesthéticrdelirns
into real fears and hallucinations. Her creative melancholia transforons garious
lingering depression. Her bohemian marginality “by principle” becomes eddoto
somewhat quite trivial: she now belongs to a legitimately marginal group sfdRus
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emigrés Without home, work, or friends she “practically was in one category with
homeless people and prostitutes”. (Klimova, 1998, p. 149)

Having lost her cultural orientation, she tries to establish it anew. Shevgthrts
restoring her Petersburg behavioral patterns and sets off on long journeys aroutyd the ¢
she wonders along the Parisian streets where “life went on day and nighaf #its
Seine’s embankments “reeking with urine” in the company of clochards and idle young
people, spends hours with a book at the top of the Centre Pompidou reading and looking
down on the square full of street artists. As opposed to Petersburg, Paris abounds in
bright colors: variegated decorations of the Center, pink flocks of candy fldgs, dig
the river trams, and fireworks on the™df July over the bridge covered with verdure.
(Klimova, 1998, p. 67-69, 94-95) Nevertheless, every site takes her back to a similar
location in Petersburg, as she is trying to restore the sensations of thet fst. A
Pompidou center, she remembers the nights spent at the Public Library (today — The
National Library of Russia) sitting at the table by the window, where theafiélevsky
Prospekt and Gostiny Dvor behind the veil of darkness and snow would place her mind
“in complete oblivion”. In this state she could “leave the shell of her body behind, at the
table” and “float over the city, over this low grey sky and watch[ed] it from dbdust
for a moment she could “acquire relative freedom”. (Klimova, 1998, p. 69) By Christmas,
memories would suddenly attack her with a strange nostalgic mixture, in which al
sensations — views, smells, tastes, and touch - are merged together in oneffeeling
mystery, holiday and home. In this mixture she would see the snow-bounded Nevsky and
the Neva and feel the prickly snowflakes on her cheeks and the “screech” ofithe wi
she would smell tangerines and hear the rustling of candy covers; she woulthegme
every detail of the tree decorations; and through “the mist of childhood memories” she
would see the portrait of Blok, “which have been hanging there, on the wall in her room,
for a long time.” Blok’s blue eyes, The Christmas tree, Ded Moroz made out, dfifoi
long cotton wool beard, and again — Blok, who was for Marusia “the embodiment of both
Christmas and Petersburg” — all blended in a kaleidoscope of memories.

[...] u 3mo poarcoano 6 neil umenno mo owywenue, KOmopoe oHa CHO8A
nbLIMANAcs 80CKpecums 30ech, 8 Ilapuoice, u komopoe kak 6y0mo ymupaio 8 Heil,
Kax 6yomo yxoouio 8 KaxKyo-mo YHulLIYIO dcermyro eamy |...].
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[...] and it gave her this exact feeling, which she tried to resurrect here in Paris
and which was slowly dying in her, as if sinking into some dull yellow cotton
[...]. (Klimova, 1998, p. 119)

It is in Paris, in a shabby house lost in the Pigeon Forest (Bois-Colombes
translated from French), where the most classical sceneries oENo¥thnice rise in her
imagination.

[...] 6 9mom cHe, 20e svicokoe Hebo u cepvle myuu HAO MEONEHHOU MAHCENOU
PEKolL, U cepblil XONOOHIL SPAHUM, U YemKue NIA6HbLe TUHUU, U UX
3a6EPUIEHHOCTIb U YUCMOMA — 8CE MO COH |...].

[...] in this dream, where the sky is high above, and grey clouds are [floating]
over the slow heavy river, and the granite is cold and grey, and the lines are
precise and smooth, and complete and clear they are — everything is a dream
[...].(Klimova, 1998, p. 9)

Nothing is left from the littered city with its shabby walls and red hosties:
what remained are the reference points, archetypes and symbols, showingitresHear
way back. Finally, Marusia falls in a deep delusion, losing her orientation notnonly i
regard to Petersburg, but to the time and space in general. Everything that sutesunds
the dream of the city, the small “coffin-like” room - seems to be a part of Sother
life”, as if all of it “has already happened”, and not only once. (Klimova, 1998, p. 9-10)
Only upon her return to Petersburg, does she come to the harmony with herself.
The notorious St. Isaac’s cathedral is rehabilitated as it becomes oneraitheultural
and emotional “landmarks” that allows her to be safely invisible but not lost on her
wanderings around the city:

[...] 20e 6b1 ona nu bvLra, ona ee30e 6udena kynon Hcaakuesckozo cobopa....
Ona 6vina ysepena, ymo oHa y cebs 0oMa, U 3Haem 30eCb Kaxncowlil Yo, KaHcOoblll
NPOXOOHOU 080D, KAHCOVI0 NOOBOPOMHIO, MAK YMO 8 Cyuae 4e2o, 6ce20d cymeem
cnpsimamopcs |[...].

[...] and wherever she was, she could see the dome of the Isaac’s cathedral [...]
And she knew for sure that she was at home, and knew every corner, every
courtyard, every arch, and, just in case, she would always be able to hide [...].
(Klimova, 2001, p. 27)

While Marusia’s Petersburg microcosm is largely predeterminedrxydoadent
perception and consists of states and emotions, Kostia's microcosm of inshaggds
on ideas. Obsessed with the works of Berdyaev and Rozanov, Kostia sees tha city as

conglomeration of “secret signs” that support his delirious interpretatiohs tdtter.
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For instance he sees the “devil’s sign” in the shape of the crosses on the Vladimir
Cathedral - “as if cut roughly with blunt scissors”. A mosaic portrait ofdlaysky at
the metro station Mayakovskaya appears to him as “a huge red icon”, which urges him to
kneel down and cross himself. (Klimova, 1999, p. 98) In his little universe everything —
Devil, Christ, Blok’s blue coat, Bely’s silver dove, and Nietzschidsrmensch- all is
mixed up. Looking for or hiding from his Fair-Haired De\BkGoxypas becmus) in the
cemeteries he performs rituals that make sense to him alone: he walks afound Sa
Ksenia chapel at Smolensk cemetery (Klimova, 1999, p. 70-71) and changes a black coat
into a blue cloak at the Volkovskoye. (Klimova, 1999, p. 78) Finally, he finds himself in
the unsolvable labyrinth of symbols and ideas, which merge into each other deftecte
the mirror walls of it. Among them, he cannot find his own reflection. (Klimova, 1999, p.
116)

In the nature of Grisha’s insanity salient are the motifs from B&lgtersburg
As his paranoiac fear of KGB surveillance exhausts his mind, his imagireimes up
with a quite exotic, but constructive delusion — the patronage of a UFO. Just as the idea
of ideally symmetrical city in the head of Apollon Apollonovich originated from one
“spot”, the UFO fantasy starts with a “glowing spot” that Grishddenlyencounters
walking along Nevsky Prospekt.

Touxa cmana pacmu, pacmu, npudIUNCAMbCA, U 80pye npsamo neped I puweti
NOABUNCS YENI08eK, AOCONIOMHO NbICHIU, C OYEHb NPOHUYAMETbHLIMU

enazamu.. I puwia mouno e mMoe 00BACHUMb 8 YeM 3aKNI0YANACH €20
HeoObIYHOCHb, U MObLKO nosmopsn. «l naza e2o copenu HezeMHbiM 02Hem |[...].

The spot started growing, went bigger, closer, and suddenly a man appeared right
before Grisha, he was absolutely bold, with very shrewd eyes... Grisha could not
explain what was so special about him and only kept saying: “Unearthly fire was
burning in his eyes” [...]. (Klimova, 1999, p. 109-110)

Compare to the “evil squinted eyes” which “dilated, lit up, and flashed!” in Bely’
Petersburg (Bugaev (Bely), 1978, p. 13)

Grisha’s patrons from other planet turn out to be leading double game and make
him disappear in the sea as he sails the ship following their instructions.

Generally, the characters of the trilogy tend to lose control over their iddas a
visions so that they fully absorb them and make them disappear from the adityal rea

Only Marusia herself manages to step away from the edge and turn into “homo
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busience® (verosex kpymsuyuiics, Bondarenko), who may stay at the margin of the
society and common morale, but is also able to promote and defend its art in the world.
How do both Marusia Klimova, the character, and Marusia Klimova, the writer,
manage to stay afloat in the stormy waters of the 1990s, overcoming povertgsaepre
insanity and marginality? We suggest that her secret is that along witleldecholia of
the Decadence she inherited and artfully developed another tradition of the 20th century
fin de siecle- life creation ozhiznetvorchestvicusnemeopuecmeo). In the introduction
to the boolCreating Life: The Aesthetic Utopia of Russian Moderr(is@94) Irina
Paperno asks a question: “Is the casghifnetvorchestvadosed?” (p. 3) The example of
Marusia Klimova/Tatiana Kondratovich convinces us that it remains open not only for
literary research, but for contemporary Russian literature itself. Therapotary
definition of zhiznetvorchestvas “aesthetic organization of behavior” leaves no doubt
about Tatiana Kondratovich’s affiliation with this phenomenon. (Paperno, 1994, p. 3)
However, if we regard it in its original, characteristic of the Russian Niagarform,
namely, as “associated with highly publicized episodes from the artistatgtives that
acquired the status of significant cultural events”, it becomes problematatddlse
same. (p. 2) Indeed, what do we know of Tatiana Kondratovich’s private life, besides the
fact that she is happily married to Viacheslav Kondratovich (who has been [fréermby
since the college times, her main reviewer and her philosophical guru as of sbaay
has no children, lives in Petersburg (but used to live in France), works as a translator
writes books, hosts festivals...However, this appears to be a slide into a discussion of her
public life. Indeed, Tatiana Kondratovich is hard to expose as an eccentric trouble maker
a la Oscar Wilde, or at least Andrey Bely. Apart from her writing, she iknootn for
spontaneous misconduct (despite a shoplifting case described in a recent egtry of h
blog) or non-traditional sexual behaviour — some critics warily explore trsgydiyg of
her bisexuality. (Zagurskaia, 2007, p. 190)
Searching for analogies in the realm of 20th century life creation, nveucgest
Zinaida Gippius as her predecessor. The structure of Tatiana’s fardilyiieu

resembles that of the Merezhkovskys. Her husband, a prominent philosopher and an

° A term in English is my translation of a neologiBwndarenko came up with in Russian.
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erudite, plays a role of a generator of ideas and a spiritual leader ofgdhaistic
society that includes such people as Timur Novikov (an artist and the establi$her of
New Academy of Arts), Dmitry Volchek (a translator and a writer) o¥kv Mogutin
(artist, writer, lives in New York), etc. Although Viacheslav takes actarégpation in
Tatiana’s image creation (for instance, takes part in picking a pseudonyraj hetde
called her co-author, neither does he qualify as a writer. A childlesagaitiseems to
be productive, given Tatiana’s literary works and artistic projects, whigmmiscent of
Zinaida Gippius treating her letters and diaries as children. Like @ipgpupposedly
inferior in respect of education and artistic awareness, Marusiaycteapasses her
husband in her ability to reflect life on paper; she gains fame as a wdté&eaomes a
representative of her family (or creative unit) on the market of artrsticis.
Reminiscent of the 20th century “queen of Decadence” are the hints of andribgyay
are to take her novels as biographical, fascination with homosexual men, and her own
asexuality.

In its contemporary sense, Marusia’s life creation strategy consigssng the
protagonist of her books as her public persona. Anna Uliura, in her article
Jlumepamypunas cmpamezus u nucamenvckutl umuodic Mapycu Knumosoti (2007) defines
it as the “author’s strategy”. (p. 179) She speaks about the “simulative” function of he
pseudonym and character, describing it as 1) a means of acquiring the freedom of
statement 2) a means of “marking” the target reader. (p. 180-182) The topos “if not of a
holy fool then of an idiot” ciu ne opoousoii, mo uouomxu, p. 180) gives Marusia “the
ability to break through the shroud of literary equivocations and political corsscanel
say what seems reasonable in a blunt, straightforward manner.” The pgdeple of it
would be her constant opposition to Pushkin’s status of a literary idol, her furious
resentment towards even acknowledging him a talented poet. The “idiot” Elagusi
afford to claim with the spite and insolence of a high-schodl&rZ uxun ux mne
mooice ne unmepecen!” (“And their Pushkin is not interesting to me at all!”). (Klimova,
2004, p. 12). She can keep calling him “a philistine that managed to convince the crowd
of his greatness” (p. 19), blaming him of the absence of “some secret vice, which woul
cause him real agonizing shame and would be so hard, almost impossible to confess”.

Such a secret should be this luring mystery that in Marusia’s opinion is the “meark of
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real/proper poet”. (Klimova, 2004, p. 14-19)Heir Pushkin” in this regard appears to be
too simple, too “known”, too primitive to her, so that she would even prefer Dantes. The
latter, proclaimed to be her “most favorite hero of all Russian literatdme was at least
silent (“even if only because he did not speak Russian”), and “silence is a sign of
wholesomeness/completeness.” (Klimova, 2004, p. 17) In addition, she offers to start the
list of Russian “great poets” with Lermontov, and his angry and daring “How ofte
surrounded by a motley crowd.. K¢k uacmo necmporo moanoio oxkpyxcén..., 1840). To
crown it all, “idiot and marginal’ouomxa u mapeunanxa) Marusia went in her mischief
as far as publishing a scandalous “pseudo-literary” Rengtesdevoted to the Pushkin’s
bicentenary and opposed to the official celebrations. The style and the objeets of
“avant-garde irony” seemed hardly digestible to anyone. Although the question of poeti
superiority of Lermontov over Pushkin has been offered in Russian philology long ago,
and the overkill of “vulgar and standard” anniversary laudations has been noted by many
among intelligentsiaHoswiti Mup Hckyccmea), neither has seen so much discussion in
all levels of society as after the sabotage of the “idiot” Marusia.

Considering the above mentioned, we can suggest that Tatiana Kondratovich had
many opportunities to appreciate the “discursive freedom” that Marlisi¥a offered
and is fully aware of it when she laments as follows inMighistory of Russian
Literature (2004):

[...] nanpacno s cmana nucamenvruuyei [...read — “invented Marusia Klimova],
meneps 8 pe3yibmame 6ce MeHs. CHUMAalom 3a NOAHYI0 UOUOMKY. A 8edb 5 note
Mo2na Obl cmamsv YueHvbiM, PUI0I020M, 3AUWUMUMb OUCCEPMAYUIO U 0Adice
coenams HayuYHoOe OmKpblmue.

[...]itis all in vain that | became a writer. It only resulted in everybdiyking
of me as of complete idiot. And | could have become a scholar, a philologist, |
could have defended a dissertation and even make an academic discovery. (p. 12)

Behind this theatrical pose there is a clear understanding that the philologist
Tatiana Kondratovich would never dare to calliiomuio uyonoe menosenue...” (“1
remember a wondrous moment...”, 1825) “plain nonsense” that does not contain “a
single gram/ounce of poetry” in it. (p. 14) Such a claim would require a compnehensi
comparative research followed by lengthy debates with the opponents in academi
Meanwhile Marusia Klimova easily publishes a whole book practically dorgisf the

similar statements; in this book one is more likely to find minor factual mista&as
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pages of references and citations. Although many critics see her antifPas#tions as
mere “amusement for underground pseudo-intellectuatse€dounmennemxyanvrvie
pazeneuenus andeepaynoa’, New World of Art), “free-and-easy gibing”

(“ pazyxabucmeiii cmé6”), and “deliberately simple-minded taunting dittiesoiarnno-
npocmoodywnsle opasnuaky”, Latynina, 2005), some of them manage to distinguish the
actual target of her attacks. For Olga Serebrianaia (2005), for instaisaghvious that

the attacks are directed not at the poet Pushkin, but at the heavy and quite “man-made”
(pyromeopnwii) monument taheir Pushkin.

Ipu smom «mott [ywkun» mo6o2o u3 nux (kax, nanpumep, «Moii Ilywrun»
Lsemaesoil) modcem oKkazamvcsi Camvim YmMo HU HA eCMb OelbHbIM
JUMEPamopom, 3amMeuamenbHblM CIUXomeopyem U NPUSMHeUUM KOMNAHbOHOM
80 8peMsl HeCHeUHbIX 80YMUUBLIX NPO2YNOK. [Ipobrema nuwb 6 mom, umo
«ceoezo Iywkuna» y bonvuuncmea arooetl npocmo nem. Ecmo monvko I'enuil, u
¢ amum aubo npuxooumcs 6Opomvcsi, MO0 NPU3HABAMb COOCMBEHHYIO
Heaoekeamunocms nepeo IUYOM 9Mo2o Mupa.

Meanwhile, “my Pushkin” of each of them (as for example Tsvetayeva’'s Pushkin)
may be quite a professional writer, an author of wonderful verses, and the most
delightful companion during the long and thoughtful promenades. The only
problem is that the majority of people simply don’t have “my Pushkin”. All they
have is the great Pushkin, a genius, which one can either struggle with, or accept
their own inadequacy in the face of this world.

To distinguish this message Olga Serebrianaia had to be one of “@umsii (
uenosexom), Who, behind “the face of a saleswoman from a convenience store”
(Latynina), saw a sly grin of an educated reader. It seems that theegvdmeitiated”,
who react to the second property of Marusia’s pseudonym and literary imagea$hey
Anna Uliura (2007) puts it, are able to recognize in it “carnivalized Other”
(kapnusanusuposannozo Jpyzoeo) that “marks a potential recipient as belonging to a
certain social (intellectual) group”. (p. 180) The name of Marusia Klimovaeabiad a
gualified philosopher and a translator from French sounds as absurd as her statément tha
Dantés is “a character of Russian literature”. This absurdity neesahe flavor of
elitism that accompanies the figure of Kondratovich and originates in herlgaesaty
tastes as well as the unique specialization of her translation work. Reducinggerto
Marusia Klimova and her writings &ieb(“gibing”), Kondratovich launches her product
into the “masses”, thus informing them of their ability of agency, their ipiiissio make

their own cultural choice. In other words, she claims that every saleswonha&n at t
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convenience store can have her own opinion about Pushkin’s poetry, other than that
officially proclaimed. This mass charactew¢cosocms) as opposed to both academic
and marginal elitisnand Soviet-like officialism ¢guyuos) requires new language and
stylistics, which Kondratovich finds in the obscenity and the mythology of Dacade
Trying to inscribe this author’s strategy in post-modernist context, Anmaa ioncludes

as follows:

[...] csepxzaoaueii npu nodobHoMm nonodxcenuu éeweii cmanosumcs
MapKuposanue <0eKadanca» KaxK KUmud, «epsazu» KaxK CMmujis, SMOOepHUMA» KaK
OMpUYAHUs NOCMMOOEPHUSMA, MAPLUHATLHOCIMU» KAK AKMYAIbHOCMU — MO
ecmb akxmuyecku co30anue HeKoe2o KaHoHa OypHo2o ékyca (unu 0bos3Hayenue
O0YPHO20 6KYCA KAK KAHOHA).

[...] in this case the underlying objective appears as marking “Decadasce”
kitsch, “filth” as style, “modernism” as the negation of postmodernism,
“marginality” as actuality — practically the creation of some soraoba of the
bad taste (or defining bad taste as a canon). (p. 182)

It is interesting to observe, how Tatiana Kondratovich employs Decadent
mythology on other levels in building her “writer's imagei¢amenscxuti umuoaxc). For
instance, her and her husband’s interpretation of such a decadent phenomenon as
“dandyism” @enousm) is particularly worthy of attention. The defining element of
dandyism, according to Viacheslav Kondratovich, is a touch of “necessary neglige
everything — clothes, appearance, convictions and beliefs, speech, writitignposa
current cultural context, etc.

Hmenno sma nebpedxcnocmsb, no360110uasn 0eHOU pa3oMKHYMb " 6e4HO
3AMKHYMbLU Kpy2", A6/15emcs Hcecmom e2o npe3penus K CMeuHomy
cogepuiteHcmay " CIUUKOM 4el08eYecKo20" MUpKa, e20 CKPblmo2o NPU3HAHUsL
CcOOCMBEHHOU 0CPAHUYEHHOCU, U, MeM CAMbIM, 3HAKOM €20 OMKPbLMOCU
bonvuemy, mocku no NOOTUHHOMY, HO HEOOCMUNICUMOMY COBEPUIEHCMEB) .

It is this negligence that allows a dandy to break through the “eternal vicious
circle”, in it there is a gesture demonstrating his contempt to the ridiculous
perfectionism of the “too human” petty world, his covert acceptance of his/her
own limits, and thus, a sign of his/her openness to the more, to the above, his/her
longing for the true, but unreachable perfection. (Kondratovich, 1999)

Kondratovich ascribes the mosaic, scattered and lose character of academic
knowledge of the great minds of the 19th century to a sort of cultural dandyism. $ie feel
nostalgic for it and opposes it to the standardized, strictly structured andlgareful

registered cultural knowledge of today, which he associates with the phitissire to
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look “no worse than others”. In other words, dandyism is interpreted as freedom, while
perfectionism is seen as a sign of enslavement (of an artist by the thdoriskample).

According to the distribution of roles in the family of the Kondratoviches, Tatiana
(in her literary persona of Marusia Klimova of course) takes the idea dulkband to
practical level and, capitalizing on her status of a woman-writer and hge iofian
idiot, develops the “necessary negligence” into some sort of ingenious giddiness
(nesunnas ezbanmownocms). For example, her reluctance to present her iconoclastic
ideas (e.g. regarding the debunking of Puskin’s image) in a form of an acadseach
are explained by nothing else but her own laziness: she said what she feltige-say
further nuances are for those “who are at least paid for doing that”, i.eefor t
contemptible theorists and narrow specialists — “adults”.

A cuumaro, eciu 0oneo ynompeoaams Kakoe-1ubo cio8o, mo 83pocivle Jroou 8

KOHY€E KOHYO8 camu pa36epym0}1, Ymo musl UMeeulb 6 euc)y.

| think if you use some word long enough the grown-ups will eventually figure

out what you mean. (Klimova, 2004, p. 19)

Dandyism and “idiotism” combined make it possible for Marusia Klimova to be
as inconsistent in her opinions as she is. She can claim aversion for Pushkin’s poetry and
use one of his lesser known poefayux ¢ Koromne (The Little House in Kolomnpa
1830) as an epigraph and the main literary metaphor (intertextual basis) hamoker
Homux 6 bya-Konom6 (The House in Bois-Colomhek998), thus demonstrating broad
knowledge and deep understanding of the poetical value of Pushkin’s work. She claims
that she “doesn’t believe in feminism, for it is all in theory and in practareem are
envy and hate each other ferociously” (Klimova, 2004, p. 18), and initiates discussions
about “the position of women in contemporary culture” on the r@eidooa (1999)

(n.b. most articles devoted to her books | found in the journal “Gender Research”). She is
known as a friend and a patroness of sexual minorities, however, in heFdgoks

kposs (Blue Blood, 1996) she depicts the gay and transvestite Pavlik as the modt cynica
and mean-spirited person at the same time practically calling himwh#eeo of our

time”. She ridicules the artistic life of Petersburg of 1990s, remaining dhe afost

active participants of it and a friend to many figures that she provides bitbeliggof in

her books.
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However, this inconsistency is being cherished and maintained as a part of her
image quite consistently. In this regard Marusia Klimova cannot be reproached in
dividing art from life, which was one of her main arguments against Pushkin andinsuch.
her life, as well as in her writings and publicity she has never been exposed asla norm
(orthodox) person (positively reacting at the majority of truisms). She alstsdiaat all
her books are autobiographical, which is easy to confirm. Meanwhile, her blog entries,
radio interviews, essays (including évs ucmopus pyccxou aumepamypuot, 2004 and
Mos meopus tumepamypwit, 2004), and biographical/memoirist accouisguorcckue
scmpeuu, 2009) are featuring the distinct voice of Marusia Klimova, not Tatiana
Kondratovich (and signed accordingly).

Thus, Kondratovich/Klimova'’s life creation strategies dovetail well with'‘tiesv
type of artistic behavior” defined by Anna Uliura as “shifting the aceerghasis from
the production of the art pieces (art works) towards, so to say, the production and
reproduction of the reputations and canons.” (p. 186) What made her “a successful
image-maker” was her strategy of developing her reputation within theptasfce
Decadence as she became its inspired promoter. It resulted in the reinvetit®n of
whole mythology of Decadence and its development into the new forms and stylistics
that today include the elements of glamour, gothic and punk culture, and are associated

with underground artistic activity.
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CHAPTER V
CONCLUSION

In our research we analyzed the books by three differentrsyriédd of them
written in or about the 1990s in Russia. The works of these writgydom considered to
be the so called “middle brow” literature; in some respects begng to marginal
literature of the time. However, according to J. Buckler, thi® tgp literature often
contains the invaluable cultural and sociological information about e and place it
was written in, as it reflects the immediate reality.

Let us see what image of Saint Petersburg of the 1990s weegkcieom
analyzing these works. We saw Petersburg as a criminahlcapRussia, the “shadow”
processes of black marketeering, prostitution, plundering gainingpéhes in the 1970s-
1980s, as it is described in VelleTde Legends of Nevsky Prospé&ke saw how these
processes went out of control in the yearbadpredelwhen the city fell under the yoke
of criminal structures that operated and lived in their own “cityhe city”. The slums
described by Dostoyevsky and Krestovsky persisted through thgelfiam Imperial to
communist regime; they only grew in scale and became muchaggressive. We had
the chance to compare the lifestyle of the Soviet artistie phrtying at the top of
Evropeiskaia Hotel (Grand Hotel Europe) as depicted in Vellecsunt to the aimless
wandering and miserable vegetation of the Petersburg underground “bolasntiey
get by from potboiler to potboiler making the mental hospitalegular stop in their
routes, like it is in Marusia Klimova’s books. We saw how the compepple are losing
their reference points regarding the moral norms, state idealogyart, and sink into
poshlost gradually approaching one or the other margin until they join ontheof
marginal group, for in Petersburg of the 1990s everyone is margimalation to each
other. It appears that for anyone who still has the potentiakaktihrough this dynamic
stagnation, if we can call it so, the only way out is immigration.

In this regard, the city remains the only available orientatima,substance that
does not change through ages. Its landmarks and guidelines |atbesd. Nevsky
Prospekt retains its significance as the center of thesaitgnifold life and the attraction

for people from all possible strata. It remains the meeting gomthe citizens of
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Petersburg. Here they bring their hopes, emotions, experiences, ded. $ti@re they
seek and hide. The statues and monuments of the city are alsolaatlrearks than
mysterious embodiments of the human will, which has completely gipets agency to
history and chance. The gaze of a Petersburg artist idisgcted above, to the domes of
its cathedrals, and strives to reach the point of overlooking thdraityits heights, to
access the panoramic “bird’s eye view”. The former outski&rainy — the industrial
territory around the Okhta river is now the setting for the city’s busy |ée, l@coming a
residence for the common people and the former slum dwellers, raseifving the
downtown exclusively for walking, and farming it out to the Westeraatstheir fancy
projects, and the show-off actions of the rich Russians, which dicinpass unnoticed
by them. The cemeteries are the growing attraction for botltithedwellers and its
historians. Surprisingly, it is the cemeteries that are peaddy them as the centers of
spiritual activity, not the city’s numerous cathedrals and churchiks. Smolensk
Cemetery is representative of the idea as the charactboghdBanditskii Peterburgand
Klimova’s novels turn to it seeking to rejoin with the ancestorslood (as in Sergey’s
case) or in philosophical development (as in Kostya's case). It seems thatgrsddhey
strive to restore the broken time line and find their place in the history.

The literary works chosen for the analysis also present thetywaf genres,
which are sometimes hard to determine without acknowledgingfilience of the other
forms of narration: folklore, journalistic writing, and diary wi@. It seems that all three
authors are questioning the ability of the novel, which was the predeniorat in the
literature of the 19th century, to convey the dynamics and vasfegxperiences of the
time (the 1990s). However, the short forms of narration do not off@eugh space for
creating the more or less comprehensive picture of it. Therefoeee seems to be a
tendency to produce a series of the sort form pieces of writittgome plot line and
united under the frame of the novel. Each of the writers offers their own way to do so.

Mikhail Veller resorts to the urban folklore that was created passed down
from generation to generation over the decades of the SovietHeleegisters these
scattered pieces of the oral narration and preserves them ifortheof Gogolian
humorous life sketches, while connecting them through the legendrydb&egerburg -

Nevsky Prospekt — and threads them on a string of nostalgia.
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Andrei Konstantinov presents his journalistic investigation to us fiorra of a
criminal drama peppered by the Hollywood special effect dfoavik and purely
Petersburg mysticism.

Marusia Klimova draws a picture of her postmodernist perceptidmeoivorld as
a myriad of fragmented experiences and remnants of the outdaie@sahd morals. As
her representation of the reality inclines towards extreme ghelism, subjectivity, and
reject of the common morale, she resorts to the mythology ofdéeeca and the
strategies of dandyism and self-creation, which allow herotmnect and unite her
frustrating experiences and her aspiration of protest based atting creativity under
the common concept of this movement.

In all three cases, the city, or better yet its literanage, appears, not a
protagonists, but a historiosophical ideal regarding which the aeasaestimate the
significance of their lives. The idea of Petersburg apegial microcosm of time and
space helps them to localize their impression and experienced) wwhonly possible
when they distance themselves from the heat of the present moment.

As we can see the mythology and symbolic potential of the sitgble to
accommodate every creative purpose and remains the inexhaustibbe f artistic
expression. The authors continue to capitalize on its traditional natbsimages,
reinventing them again and again in every new contemporary reality.

It is obvious that each of the literary works analyzed hegeire further study
and may offer interesting discoveries in terms of their gemtertextual structure,
historical background, and more. From the angle of their affiliatidm Petersburg text,
it might be quite helpful to conduct a detailed comparative asabfsiheir text against
the most emblematic Petersburg texts by the classicrsviofethe 19th century. In this
regard, Veller's account could be compared Mevsky Prospektby Gogol’,
Konstantinov's work — to the novels by Dostoyevsky and Krestovsky, aadidih
Klimova’s trilogy — to Dostoyevsky’s, Sologub’s and Bely's wor&s,well as to the self-
creation practiced by Zinaida Gippius and Symbolists. Asi@present research, it was
aimed at presenting an overview of the main tendencies and tdis literature of the

1990s in their connection to the Petersburg text and was conducted accordingly.
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