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NOTE ON TRANSLATION AND TRANSLITERATION

Unless otherwise stated, all the translations from French, Georgian, German,
and Russian are mine. Square brackets represent my additions or changes.
Transliteration from the Russian Cyrillic script follows the American Library of

(3= p)

Congtress system (ALA-LC system), with the sole exception for the letter “#”,

€¢I 1524
1 1.

that is transliterated as “1” instead of
Transliteration from the Georgian script follows the 2002 system of
transliteration of the Georgian alphabet into Latin developed by the Georgian

Academy of Sciences.
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Introduction

Traditionally, the act of weaving has always been associated to the female’s
sphere. Not surprisingly, then, a large number of prose works written by women
writers revolves around the myth of Arachne. While alluding to this tradition,
the title of this book refers in particular to the weaving of myths in two
prominent women writers in the context of the post-Soviet Caucasus: Alisa
Ganieva and Ana Kordzaia-Samadashvili. Through the comparison of these two
case studies, this research wants to show how, especially at times of radical,
paradigmatic cultural shifts — namely in the region of the post-Soviet Caucasus
— the rewriting of old myths serves to establish new narratives around specific
issues. In the case of Ganieva and Kordzaia-Samadashvili, these two authors
succeed in creating original stories of women that laid the basis of what is
becoming the new Canon in Russian and Georgian literature.

The first chapter of this book presents the methodological approach
used to analyze the selected prose works by Alisa Ganieva and Ana Kordzaia-
Samadashvili. More specifically, it discusses the core principles of a new branch
of narratology, called “hylistic narratology”, against the background of the more
classic frameworks provided by Gender and Myth Studies. In this respect, the
hylistic narratology toolbox proves to be particularly useful to highlight the
function(s) of the (re)writing of myths in their oexvre.

The second chapter is devoted to a close reading of two specific prose
works by the Dagestani writer Alisa Ganieva: the novel The Mountain and the Wall
(Prazdnichnaia gora, 2012) and Thirteen (Trinadtsat’, 2012). Colorful and vivid, these
narratives display the deep ambivalence of the symbol of the mountain, here
functioning as a sort of Noah’s ark to save autochthonous traditions from
oblivion. Amongst these, the mythical hyleme “azbdakba’ undergoes an
interesting process of rewriting, here discussed at length.

The third chapter is focused on the short story I go home by the Georgian
writer Ana Kordzaia-Samadashvili. Also in this case, the rewriting of the myth
concerning T’q’ashmapa introduces a more positive depiction of this female
forest entity from the Mingrelian tradition. Although written in Georgian, this
short story proves to be relevant for Russian Studies, as it tells the story of a
Doukhobor character in contemporary Georgia.

This research makes use of original, previously unpublished materials,
which include two interviews with Alisa Ganieva and Ana Kordzaia-
Samadashvili respectively. Due to the current geopolitical situation, the first
interview to Alisa Ganieva was conducted in remote mode (via e-mail) and dates
to the months of November-December 2023. The second interview (and
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photographic materials) to Ana Kordzaia-Samadashvili was held in person,
recorded in 2018 by the author [I.M.] and then transcribed. Both interviews were
originally released in Russian language. The originals are enclosed in the section
“Interviews” for comparison with the English translation.

This book condenses part of the research carried out for the National
Research Project PRIN n. 2015KAZ284, entitled “Myth (De)costruction in
Contemporary Women’s Literature in Russia and Poland. A Comparative Study”
(2015). Moreover, it already contains some relevant elements pertaining to
another National Research Project PRIN the author is currently involved in,

entitled “From Post-Trauma to Ecology: Contemporary Gender Narratives in
Slavic Cultural Texts” (protocol n. 202283X72725, 2023).

My heart is filled with gratitude for the enormous support I received to write
this book. My first thanks go, of course, to Alisa Ganieva and Ana Kordzaia-
Samadashvili for their exquisite kindness and unique availability. I am very
thankful for the time they generously devoted to me and for allowing me to
publish their interviews. I am deeply humbled by this experience and feel
privileged to have been able to talk about literature with such outstanding artists.
I am particularly grateful to Ana Kordzaia-Samadashvili for posing for me and
allowing me to publish here part of the little series of her “Portraits” I worked
on while living in Thilisi (2018). I am also indebted to Prof. Marina Ciccarini
(University of Rome Tor Vergata) for the suggestion she gave me during the
conference “La riscrittura al femminile del mito nel panorama letterario slavo
dal Novecento ai giorni nostri” (May 16-17, University of Salento, Lecce, Italy).
Last, but of course not least, my biggest grazie goes to my huge family scattered
around the world. Without your encouragement, your strength, your patience,
and your invaluable advice this book would have never seen the light.

Alma, Anita, Bruno, Khefreun, Nina: you are my rock, you are my home.
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Theoretical Framework

What are your wishes?

You are fire, dressed in fire.

Which fire can 1 withstand?

I want to understand the heart

beating inside yon.

But you have covered it over

with Indian embroideries, tapestries of gold and of silver,
my coquette, my flirt.

— Sayat Nova.

Introduction

In principio erat ardeola'. Ot better: in principio et in aeternum est Benu®.
According to the ancient Egyptian myth of creation, in obscure, forgotten times
a little mound arose from cosmic waters. An egg was laid on top of it, from
which Benu was born clothed in the breath of life. This bird, traditionally
depicted in the form of a heron, is known as the “soul of Re” or “heart of Re”.
In spell 600 of the “Pyramid text” it appears as the creator of god Atum-Khepri
at the very beginning of time. Hence, according to Foy Scalf, “[tlhe benu-bird
thus represented the power |...] of the sun god as creator and the avian imagery
further reinforced the metaphor of the sun’s daily ‘flight’ across the sky” (Scalf,
2012: 134).

It is precisely because of its freedom of movement, enabling it to connect
the earth to the sky’, that Benu was associated not only to cosmogonic myths,
but also to those of rejuvenation and rebirth in the afterlife. An inscription found
on a scarab-shaped amulet placed in the proximity of the heart of a mummy tells
us about its paramount function: “I am the benu-bird, the soul of Re, who guides
the gods to the netherworld from which they go forth” (Taylor, 2010: 227).

The myth of this heron-like bird has certainly played a central role in
early Egyptian religious symbolism. Its relevance, however, was not limited to
the culture where it was conceived, but became the main inspiration for the
classical legend of the phoenix*. In fact, its stoty traveled throughout the ancient

1 My adaptation of the first verse opening the Gospel of John (1:1) in the New Testament of the
Christian Bible. Translated into English the verse reads: “In the beginning was the heron”.

2 For further reference on the benu-bird, see Pinch (2002); Hart (2005).

3 Ancient Egyptians located the afterlife amongst the imperishable stars of the northern sky.

* On the differences and common traits linking the benu-bird and the phoenix, see Van den Broek
(1972); Tammisto (1986); Assmann (2005: 429). Notably, in no ancient Egyptian sources there
is a mention of Benu’s death, nor there is any mention of its connection to fire. These, in turn,
became prominent features of the classical myth.
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Mediterranean world, figuratively landing in the account of Herodotus. The
Greek historian, who visited Egypt in the fifth century BC, wrote that he learnt
about this myth in Heliopolis:

[t]here is another sacred bird, too, whose name is phoenix. I myself have never
seen it, only pictures of it; for the bird seldom comes into Egypt: once in five
hundred years, as the people of Heliopolis say. It is said that the phoenix comes
when his father dies. If the picture truly shows his size and appearance, his
plumage is partly golden and partly red. He is most like an eagle in shape and
size. What they say this bird manages to do is incredible to me. Flying from
Arabia to the temple of the sun, they say, he conveys his father encased in myrrh
and buries him at the temple of the Sun. This is how he conveys him: he first
molds an egg of myrrh as heavy as he can carry, then tries lifting it, and when he
has tried it, he then hollows out the egg and puts his father into it, and plasters
over with more myrrh the hollow of the egg into which he has put his father,
which is the same in weight with his father lying in it, and he conveys him encased
to the temple of the Sun in Egypt. This is what they say this bird does.
(Herodotus, 1982: 12, 2.73)

The ancient Egyptian myth of Benu, as well as its later merging into the figure
of the phoenix, “one of the most evocative symbols ever devised by the human
imagination” (Rundle Clark, 1949: 3), seem to be the ideal metaphors to
introduce the subject of the present research, devoted to a comparison of the
prose work of two prominent women writers in the context of the post-Soviet
Caucasus: Alisa Ganieva and Ana Kordzaia-Samadashvili. Within the
methodological frameworks provided by narratology, Gender and Myth Studies,
this investigation ultimately aims at determining the function(s) of the (re)writing
of myths in their gexvre. Arguably, through their use of myths from various
cultures of the world, Ganieva and Kordzaia-Samadashvili succeed in creating
original stories of women that lay the basis of what is becoming the new Canon
in Russian and Georgian literature. Therefore, these two case studies appear to
be particularly relevant to describe the paradigmatic cultural shift that occurred
in a specific region — that of the Caucasus, — once entirely part of the Soviet
Union, now divided between the Russian Federation and the Republics of
Georgia, Armenia, and Azerbaijan. From the ashes of the previous world order,
Ganieva and Kordzaia-Samadashvili strive to construct new female narrative
identities in dialogue both with the societies in transition they are living in, and
with various versions of the past. In this respect, tapping into the suggestive,
arcane power of myths, the oldest relics of the past, they operate a regrouping
of values, further problematizing the role of women in times of radical change.
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Theoretical Issues and Methodological Framework

Standing as a symbol for the beginning of life and time, the benu-

bird/phoenix calls for a renewal of the “old”. In their fictional worlds, Ganieva
and Kordzaia-Samadashvili explore possible directions to revitalize their
respective national literatures through the use of mythology. However, due to
its intrinsic nature, the concept of “myth” can be approached from a multitude
of points of view. In fact, as Larry D. Shinn explains, “[s]tudents of language
and literature (e.g. F. Max Muller and J. Campbell), psychology (e.g. S. Freud and
C. Jung), sociology (e.g. E. Durkheim and P. Berger), social anthropology (e.g.
B. Malinowski, V. Turner and C. Levi-Strauss) as well as religion (e.g. M. Eliade
and G. La Rue) have all offered interpretations of myth” (1981: 369). Notably,
Charles Delattre underlines the almost indescribable nature of the concept™
“myth is elusive, fleeting, it constantly escapes investigation and is never more
deceptive than when one believes that they have grasped it. The proof of this
lies in the multiplication of possible definitions, of assertions concerning its
condition and its status, and of attempts to circumscribe it” (2005: 6).
Robert Fowler too notices this prominent feature pertaining myths: “where or
what is the ‘myth’ that the mythographer seeks to reduce? The difficulty of
locating this elusive entity lies behind the oft-repeated dictum that there is no
myth, only myths: stories told in particular contexts” (2017: 24). Today
scholarship tends to agree on the validity of the definition provided by Lauri
Honko in 1971:

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

> For further reference, see also Honko (1972).

15



Decades after these remarks, the field of Myth Studies has further expanded,
solidifying its status as an interdisciplinary area of research’. This
interdisciplinary and comparative perspective proves to be particularly fruitful if
applied to analyze Ganieva and Kordzaia-Samadashvili’s work, because of the
types of myths these two authors include in their prose. These encompass:

1). classical myths (i.e. Roman and Greek);

ii). autochthonous myths (i.e. those myths pertaining to the cultural and
geographic area of the Caucasus);

iif). Slavic myths;

1v). religious beliefs (namely, Islam);

v). by extension, Soviet myths.

Such multifaceted and mosaic-like common trait uniting these two writers clearly
calls for an approach that foregrounds its richness and dynamism, instead of
reducing it to some specific, isolated aspects. To this end, the ideal theoretical
framework is provided by the material-analytical approach that characterizes a
new branch of narratology, called hylistics, “the study of narrative materials or
Erzabistoff-Forschung’  (Zgoll, Cuperly, Coster-Gilbert, 2023: 285). In fact,
according to Annette Zgoll,

[tlhe challenge for a scientific approach to art is to understand as precisely as
possible the particular forms or features of the work in question, and to trace the
relationship between its contents and form, in order to understand its meaning(s)
and appreciate its design. If the aim is to understand and appreciate not just the
rough outline but also the finer details of the work, one must compare the
finished piece with the raw material from which it was made, as one would
examine a precious new garment to appreciate the pattern of its weave and even
the individual threads revealed by closer inspection. (Zgoll, Cuperly, Coster-
Gilbert, 2023: 2806)

In extreme synthesis, hylistic narratology focuses on the “raw material”, that is
“the narrative material or ‘Erzablstoff; abbreviated ‘S#gff [,] [...] a type of content
not exclusively associated with or bound to any one form or medium” (Zgoll,
Cupertly, Coster-Gilbert, 2023: 287). Hylemes, or “raw materials” (from the Greek

hyle, ©An), are the “minimal action-bearing units of Erziblstoff-versions (narrative

6 Research centers specifically devoted to Myth Studies have recently appeared across the globe.
This is the case, for example, of the “Collegium Mythologicum” (Géttingen) and the “Centre
for Myth Studies” (part of the Department of Psychosocial and Psychoanalytic Studies at the
University of Essex), founded in 2008. The results of the group’s inquiries have appeared in two
academic collections that tackle different aspects of the study of myth from a psychoanalytic
perspective (see Burnett, Bahun, Main 2013; Pestell, Palazzolo, Burnett, 2016). Moreover, several
Mythological Studies programs have opened at such institutes as Pacifica Graduate Institute
(Santa Barbara, California). Of course, this list is by no means complete. Its aim is to give an idea
of the dimension and entity of this field of research.
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material)” (Zgoll, Cuperly, Coster-Gilbert, 2023: 291). As Christian Zgoll
clarifies, “[h]ylemes are the basic building blocks of any type of narrative Sz7gff
[...]. Hylemes represent key pieces of content that are moreover not defined by
or limited to any specific medial manifestation, such as a text or an image” (Zgoll,
Zgoll, 2020: 29).

This angle” proves to be particulatly useful to better understand the idea
of “rewriting of a myth”, as well as to shed light on the mechanisms involved in
this process. Ganieva’s and Kordzaia-Samadashvili’s prose works are
undoubtedly myth-informed literature, as the prominent features of their
poetics, as well as their own opinions (see, for instance, the interviews enclosed
at the end of this book) demonstrate. Thus, to appreciate the use they make of
this “raw” material, their writings will be analyzed in the following chapters

through the lens of three of the ten hylistic approaches theorized by Annette
Zgoll:

1). identification, categorization, and standardization of narrative materials;
1i). analysis of textual representation of hylemes;
ii). analysis of textual omissions of the narrative material (erzablstoff-

version).

Notably, hylistic narratology represents an evolution of a methodology originally
applied to the area of mythological studies. This approach is at the core of two
volumes that recently appeared in the “Mythological Studies (MythoS) Series”
(De Gruyter): Tractatus mythologicus (Zgoll, 2019) and Mythische Sphdirenwechsel
(Zgoll, Zgoll, 2020). Here, myth is not understood simply as a text or genre.
Instead, it is conceived as narrative material that can be concretized in a wide
plethora of media forms, such as texts or images, but also dance, pantomimes,
statues, films etc.. Thanks to their lively interconnectedness, different media
contribute to creating original layers® of meaning that adapt the mythical material
to new cultural contexts, both from a synchronic (different societies coexisting
in the same epoch) and a diachronic perspective (i.e. different epochs, societies
of the future). In doing so, such semantic stratification guarantees the
continuous propagation of myths, virtually generating an infinite, open text. In
fact, as Zgoll maintains, “if one starts explaining [what exactly makes myths
different] at one end, [they] would inevitably have to include many other ‘ends’
as well, preferably at the same time” (2019: 1).

7 Robert Fowler too stresses the idea of multiplicity with regards to myths: “‘[t|he’ myth is the
hypostasis of all the versions the mythographer has heard, and the color and the flavor of the
contexts in which he has heard them. His unity, however arbitrarily detived, notionally undetlies
the inherited multiplicity. Like language, however, myth is a social phenomenon, existing both
in the individual and the group. In some sense myth is indeed ‘out there’. Any individual telling
responds to a social nexus, and that is where ‘the myth’ must be” (2017: 24).

8 On the idea of “polymorphism” as a peculiar trait of myths, see (Zgoll, Zgoll, 2020), in
particular pp. 9-82.
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The life of myths is essentially endless, insofar as the storytelling
continues as long as there exist human beings able to pass them on. However,
who is telling or re-telling these stories acquires a specific relevance in the field of
Gender Studies, especially at a time when the role of myths in society came under
renewed scrutiny. In keeping with Purkiss, “it is misleading to speak solely of
women’s ‘rewriting’ of myth, since the term implies that man was its prime
maker” (1992: 441). In several cases, as she demonstrates in her essay, women’s
rewritings of myths give birth to narratives that can be considered as a sort of
derivative product of the men’s gaze. Taking as an example the myth of the
goddess, Purkiss argues’ that “the feminist revival of the goddess does not come
straight to us from prehistoric women, but was invented by men eatlier this
century [the 20" century] for reasons which had nothing to do with empowering
women” (1992: 442). Therefore, she bitterly concludes, “#o possible strategy of
rewriting of myth (or anything else) can really constitute the kind of absolute,
clean and revolutionary break with the discourse and order sought in the days of
feminism and poststructuralism’s greatest confidence” (1992: 455).

On the one hand, it is impossible not to agree with the essence of
Purkiss’ words, insofar as only a brand-new set of myths has the potential to
entirely rewrite the grammar of mythology in a given cultural and social context.
On the other hand, though, an investigation of myth-based products carried out
through the prism of a hylistic approach could help reconstruct and measure the
degree with which women’s rewritings of myths differ from the basic hyleme".
The diapason of discrepancy, as Purkiss herself demonstrates, varies greatly. In
some cases (namely with Sylvia Plath), the alteration is so profound and
structural, the functions and scopes so radically revised, that the final result
seems to be something completely different from the supposed “original”. This
evolution reminds that of the benu-bird and the phoenix: the former myth
persisted for at least five, seemingly endless, millennia before undergoing the
famous metamorphosis that ultimately transformed it into the latter. Nowadays,
the myth of the phoenix is deeply rooted and widely rewritten in Western
societies. We could even go as far as stating that this myth has been overwritten,
to the detriment of the narrative it came from. However, this apparent intangible
status does not necessarily forbid a further, alchemical transmutation.

A possible criticism against the use of the hylistic toolbox in this context
might concern the shift of focus from the element of struggle to modify gender

9 Also: “radical feminist claims of utter separatism are invalid, since their theories are predicated
not on the stories produced thousands of years ago by women, but on a masculine discourse of
myth” (Purkiss, 1992: 444).

10 Moreover, these two perspectives can coexist — along with establishing new myths, an
innovative rewriting of old ones can prove to be functional too.
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asymmetries in favor of a gender-neutral based approach. This shift of focus,
however, is only apparent, because it is precisely in the analysis of bow a myth is
told (i.e. use of narrative techniques and their implications) that the innovative
element emerges with strength. Instead, a hyslistic approach contributes to
shaping the view of an equal participation in the rewriting of myths, a process
carried out by individuals, regardless of the gender they identify with.

Societies and ldentities in Transition. Regrouping and Rewriting

In her 1992 article, Purkiss mentions some of the prominent techniques

that women writers use to re-claborate myths. These include:

1). a change in the focus of the narrative (for instance, from a male to a
female point of view, p. 441);

ii). a shift of the terms of the myth (for instance, a “negative” female role-
model becomes positive, p. 441);

iif). a change in the spaces available for identification (p. 444);

iv). substitution or inversion of certain elements, (for instance, the
introduction of comic features in a tragic context, p. 440);

v). translations and variations (p. 451);

vi). use of indeterminacy to blur the genders’ hierarchy (p. 454).

It should be noticed, though, that all these strategies are generally exploited in
any context characterized by the juxtaposition of two seemingly opposed
elements. In this case the dichotomy is played between “male” versus “female”,
but can be applied also to other opposing pairs, such as “old” versus “new”,
“fathers” versus “sons” and “mothers” versus “daughters”, “nature” versus “city”,
“paganism” versus “monotheism” etc.. In both Ganieva’s and Kordzaia-
Samadashvili’s prose works all these antonymic pairs become functional, as they
represent different aspects of a world that is crumbling.

Framed within this context, the rewriting of myths takes on at least two
new interconnected levels of reading. First of all, the creation of new myths
serves as a means to overcome the trauma caused by the dissolution of the Soviet
Union (1991).

Secondly, this cataclysmic event, which disintegrated the ostensible Soviet unity
into a constellation of multiple societies, created the need to regroup values to
build a new identity''. Notably, the regrouping of values is a process that typically
occurs in periods of political, economic, cultural change and cyclically repeats
itself in different historical phases. At times of drastic paradigm shifts, the
technique of rewriting becomes a crucial strategy to discard the elements that

11 On women’s condition in this petiod, see Goscilo (1996).
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cease to be functional in the newly constituted order. As the American feminist
poet Adrienne Rich maintains, “to rewrite” does not equal to “revise”; instead,

it is first necessary to “re-vision”:

[f]e-vision — the act of looking back, of seeing with fresh eyes, of entering an old
text from a new critical direction — is for women more than a chapter in cultural
history: it is an act of survival. Until we can understand the assumptions in which
we are drenched we cannot know ourselves. And this drive to self-knowledge,
for women, is more than a search for identity: it is part of her refusal of the self-
destructiveness of male-dominated society. [...] We need to know the writing of
the past, and know it differently than we have ever known it; not to pass on a
tradition but to break its hold over us. (Rich, 1972: 18-19)

In both Ganieva’s and Kordzaia-Samadashvili’s literary production this renewed
gaze takes the form of a fresh use of well-established hylemes. New myths thus
seem to emerge from the primordial soup of chaos, which itself constitutes an
unavoidable step to mold a new society, as well as to redefine the role of women
in it. Consequently, the gender discourse here seems to be one, although
essential, piece in the wider, vivid mosaic of the Caucasus in transition.

Of course, the degree of rupture with the past depends upon multiple
variants. Moreover, this does not automatically prevent people from passing on
what is perceived as a positive influence or model from the past. Such act is valid
if it serves the purpose to construct a new “collective memory”, given that
memory creates communities. It is Pierre Nora’s opinion that the concept of

“memory” plays a vital role, especially during periods of major upheavals:

[o]ur interest in Jeux de mémoire where memory crystallizes and secretes itself has
occurred at a particular historical moment, a turning point where consciousness
of a break with the past is bound up with the sense that memory has been torn
— but torn in such a way as to pose the problem of the embodiment of memory
in certain sites where a sense of historical continuity persists. There are leux de
mémoire, sites of memory, because there are no longer milienx de mémoire, real
environments of memory. (Nora, 1989: 7)

In keeping with Nora’s theory', fictional narratives can arguably be regarded as
places of memory, provided that they show a connection with the past or
national identity. This seems to be particularly true in the case of texts that deal

with mythology, as Burkert once contended:

[tlhe specific character of myth seems to lie neither in the structure nor in the
content of a tale, but in the use to which it is put; and this would be my final

12 Nora distinguishes between three dimensions of sites of memory: i). material (including
physical objects and past events; ii). functional dimension (sites of memory that serve a purpose
in society); iii). symbolic dimension (ritualized actions or spaces) (1989: 18-19).
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thesis: myth is a traditional story with secondary, partial reference to something of collective
importance. Myth is traditional tale applied; and its relevance and seriousness stem
largely from this application. (Burkert, 1979: 23)

In other words, as hylemes myths seem to have a very specific and recognizable
nucleus, which usually consists of a story that serves as a model (exenzplum).
When adapted to other contexts, — these may include both the same geographic
area but at a different time, or a completely different environment — this primary
core adapts to respond to the needs of a new set of circumstances, or to the
scopes of certain narratives. In the particular cases under scrutiny here, hylemes
undergo a dramatic change in order to become functional in a drastically
transformed cultural and even urban space. In this respect, Nora’s theory is
particularly useful also to understand the role of Nature in women’s rewriting of
myths.

The Role of Nature in Myths’ Rewriting

Major historical, political and social upheavals bring unavoidable
transformations in myriad aspects of life. Notably, in all post-Soviet areas,
including Russia", processes of de-Sovietization have taken place, to a lesser or
greater degree. This tendency, which has been observed by scholarship since the
early 1990s", reached its peaks in conjunction with significant historical
moments, such as the colored revolutions and the February 24™ 2022 events.
Architecture in particular can be considered one of the markers of such
alteration, being the very flesh of any city. Therefore, such shift invested the way
cities look like: endless monuments have been effaced (see, for example, the
phenomenon of “Leningpad’"), countless buildings are either still in need of
urgent renovation or have completely changed their appearance. In a nutshell, it
is possible to register an oscillation between the architectural rewriting of the space
(ie. the structure is kept, but the facade and the interior decor are deeply
modified) and the architectural overwriting (1.e. the dismantling of buildings to use
the space as sites for new constructions). As a consequence, the progression of
de-Sovietization contributed to the creation of an unstable perception of post-

13 Such processes include the following actions: i). renaming of cities, streets and other object
connected to the Soviet legacy; ii). revision of lexicon,; iii). restructuring of the education system;
iv). revision of linguistic policies; v). obliteration of cultural sites and art objects.

14 For further reference, see Tunbridge, Ashworth (1996); Bernhard, Kubik (2014); Rodkin
(2015); Lastouski, Ramanava (2021).

15 According to Marco Scotini, “the most effective image that we still preserve of the so-called
“fall of Communism’ is the iconoclastic, collective ritual that has showered down on the
numerous statues scattered throughout the ex-Soviet territories (Leninoclasm) |...]” (Scotini, 2014:

19).
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Soviet cities, an uneasy balance between (sometimes forced) modernization and
the vacuum left by a traumatic memory that still needs processing.

Not surprisingly, in the prose works of both Ganieva and Kordzaia-
Samadashvili, Nature counterbalances the fragile precariousness of the city,
when not touched by urbanization. Indeed, countryside seems to undergo
change at a much slower pace, almost becoming reassuring in its seeming
immutability. Understandably, this dichotomic opposition between urban space
and the space of Nature has a multitude of implications, both in terms of myth
rewriting as well as in the economy itself of any given text. In fact, according to
Lotman, the semantic field of a literary text is represented in the spatial
architecture of the narrated world, given that spatial order is a central organizing
element of its structure.

In Ganieva’s and Kordzaia-Samadashvili’s fictional worlds, personal
stories and myths’ rewriting intersect in a space that is simultaneously invented
(because it is described solely with the help of words, i.e. conventional symbols
on a physical support or device) and real, when the reference points at actual
places the reader knows about or can visit. It is precisely thanks to this place-
based knowledge, shared both by fictional characters and the physical
readership, that these stories act as sites of memory. In fact, at a first, concrete
level they provide a specific background for the story with a referent to the real
world. At a second, more abstract level, they function as open texts, since they
can be infinitely filled in with new meanings, in harmony with the cyclical nature
of civilizations and their societies'’.

This twofold characteristic is evident in the case of some specific sites of
memory, remarkably the ones connected to myths'". In fact, as Miles-Watson
and Asimos maintain, “[...] onomastic references are not simply fillers, residue
from oral cultures that had to pass long winter nights, they are rather crucial
parts of the myth’s communicative story that anchor it in place [...]; to ignore
the spatial element of mythology is to gain a diminished understanding of the
material” (2019: 204). Arguably, their importance increases during transitional
stages, when societies attempt to establish new connections with the past, with
society and their environment.

The backgrounds described in Ganieva’s and Kordzaia-Samadashvili’s
stories are real, thus giving a very specific connotation in terms of realism and
of the knowledge entailed by this specific reference in the readership. Yet,
extraordinary, exceptional events or characters are tightly interwoven in the
dense fabric of their prose works. This is probably one of the reasons that lead

critics and academics alike to label their omwre as “Magic Realism” or “New

16 On this point, see also Behravesh (2016).

17 For further reference, see Malinowski (1922); Singh, Khan (2002); Warf, Arias (2008); Arias
(2010); Lavrenova (2010); Hawes (2017). Amongst the first studies that focused on the
importance of space in myths, see Klimkeit (1975).
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Realism™'®. Notably, Kulakovskaia underlines the prominent role played by the
use of mythology in the “New Russian Realism”, a literary current that sees
Ganieva as one of its most important representative and critic. Prior to this,
Lotman and Mints already introduced the term “neomythologism” as one of the
main dominants of the Twentieth century (1981: 50). Moreover, commenting
the Russian case, Leiderman and Lipovetskii argued that the creation of a new
mythology and, in general, the use of myth is a pivotal feature of contemporary
Russian literature, with specific reference to the Silver Age (2003: 537-538).

The following two chapters are devoted to a close reading of both
Ganieva’s and Kordzaia-Samadashvili’s prose work, with particular attention to
the role of Nature and myth rewriting in the creation of a new role for women
in post-Soviet societies.

18 To reconstruct the debate around this term, see Abisheva (2006); Bol’shakova (2008);
Cherniak (2010), (2016); Chuprinin (2007); Kaznacheev (2008); Pustovaia (2004), (2005); Rotai
(2011); Senchin (2005).
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The Ambivalence of the Sacred Mountain in the Prose of Alisa

Ganieva

The vibrant landscape of contemporary Russian literature has recently
seen the birth of a new genre that entered the scholarly debate under the name
of “New Realism” (Cherniak, 2016: 320). The common trait uniting the novels
belonging to this genre is a focus on the representation of ordinary people and
their everyday life. As Alisa Ganieva (b. 1985) puts it,

[n]ew realism is a literary movement that marks the crisis of the parodic attitude
towards reality and combines the features of postmodernism (“the world as

bEAN1Y

chaos”, “crisis of authorities”, emphasis on corporeality), realism (typical hero,
typical circumstances), and romanticism (the discord between the ideal and
reality, the opposition between “I”” and society) with an orientation towards an
existential dead end, alienation, search, dissatisfaction, and tragic gesture. This is
not so much a movement in terms of unity of the writers’ individualities, but a
universal perception of the world reflected in literary works, which are diverse in
their artistic and stylistic choices. (Ganieva, 2010: online)

Despite the fierce criticism provoked by this concept (Kotvun, Klimovich, 2018:
319), the enormous success in terms of readership made it possible for these
novels to enter the Canon of Russian literature. “Diversity” is certainly a key
feature of the phenomenon, as Ganieva herself clarified. In fact, under this
“umbrella term” it is possible to find such names as Andrei Astvatsaturov (b.
1969, who writes autobiographical fiction focused on the past and the city of
Leningrad — St. Petersburg), Roman Senchin (b. 1971, author of The E/ltyshevs, a
family saga), and Zakhar Prilepin (b. 1975, military prose), amongst others. This
picture would not be complete without the mention of those New realist writers
who chose to set their stories in the North and South Caucasus, such as Denis
Gutsko (b. 1969). As this very brief list shows, despite their common focus on
the individual perception of reality, these authors vary greatly not only with
regards to their style, but also in terms of the privileged setting of their stories.
Not surprisingly, within this frame of reference, the Caucasus emerges as a very
prolific area, both in terms of writers’ origin and from a thematic point of view.

In fact, as it is widely known, since the early Eighteenth century the
contacts with the inhabitants of this region made a profound and durable impact
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on numerous generations of Russian authors and artists alike. In keeping with
Edith Clowes, for many Russian writers the Caucasus and its populations were
used in fiction as an “alien” setting, thanks to which their characters could find
themselves and define their identity (Clowes, 2011: 141). This cultural influence
gave birth to the idea of the “Russian Orient”, a concept which up to this day is
an object of heated scholatly debate'. Already central during the period of the
golden age of Russian literature, the Caucasus also played a pivotal role in the
Russian literature of the Twentieth century. Suffice it to mention the name of
Fazil’ Abdulovich Iskander, who became famous in the Soviet Union for his
colorful Russian-language descriptions of life in Abkhazia. However, the
dissolution of the USSR created a void, a substantial absence of this region in
early post-Soviet literature, as Liudmila Ulitskaia (Ulitskaia, 2015: 5) also noticed
in her preface to the novel of the Tatar author Guzel’ lakhina Zuleikha opens her
eyes (Zuleikha otkryvaet glaza, 2015).

Issues related to everyday life in the geographical space occupied by the
North Caucasus — namely the republic of Dagestan — are the main ingredients
of the first prose works written by Alisa Arkad’evna Ganieva. These salient traits
undoubtedly place her narratives in the genre of “New Realism” in its specific
“branch” of the Caucasian setting. Not surprisingly, as Ganieva herself explains,
her main intent is to show “the isolated microcosms of the Caucasus, at the same
time narrating about ordinary people and universal human collisions
understandable to each and everyone on this earth” (Murdaca, 2012: online).
The reception of her work confirms the collective, shared nature of the themes
Ganieva deals with. In fact, after her literary debut with the long story (povest)
Salaam Dalgat! (Salam tebe, Dalgat!, 2009), published under the male pseudonym
Gulla Khirachev, a Russian reader wrote: “now we know that in the Caucasus
people are very different and very similar to us. We have more or less the same
problems” (Murdaca, 2012: online). Yet, in Ganieva’s prose there seems to be
something more, a sort of “mystical aftertaste” that diverts the narration of
simple facts of daily life from the purely documentary intent pursued, for
example, by other Caucasian authors. The presence of mythical elements in
Ganieva’s writings is evident and has been commented by scholarship™.
Furthermore, Kotvun and Klimovich identify the construction of myths as one
of the main reasons why New Russian realist authors gained so much attention
from the public:

[tlhe success of the “new realists” is built on the youthful enthusiasm of the
authors, their vital energy, the pathos of fighting with a disappearing

19 For further reference on the topic and on the appropriateness of the application of the term
“Orientalism” to the case of South Caucasus — Near East of the Russian Empire, see: Layton
(1995); Sahni (1997); Ram (2003); Schimmelpenninck van der Oye (2010); Tolz (2011); Ferrari
(2015); Weber (2016); Taroutina, Leigh (2023).

20 See Marchesini (2020).
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postmodernism, the ability to address the mass readership’s tastes, to construct
myths, movements and heroics, to anticipate the commercial effect of literary
works, and to be able to orient themselves in an ideological conjuncture. (2018:
319-320)

Ganieva’s interest in mythologies from various countries and cultures is testified
by her efforts in recovering through her creative writing not only classical Greek
and Slavic myths but, most importantly, local Dagestani myths. The polyhedric
nature of her thematic choice is also a prominent feature of the so-called
“neomifologizn?”  (“neomythologism™', XX-XXI centuries), a genre whose
distinctive characteristics include a plurality of sources from which myths are
drawn and heightened intertextuality (Rudnev, 1999: 184-187). Some scenes
from the novel The Mountain and the Wall? (Prazdnichnaia gora, 2012) reveal
particularly telling details about the use and the function of myths in Ganieva’s

poetics.

A New Start

Narrative beginnings™ are undoubtedly an integral, as well as a very
powerful structuring (or de-structuring, in some cases) force of any kind of text.
Edward W. Said highlighted the foundational value of this textual portion when
claiming that it represents “the first step in the intentional production of
meaning” (1975: 5). Hence, it is a very telling fact that the prologue of The
Mountain and the Wall is filled with a large number of mythological and folklore
references. A very simple search opens the story: Yusup® sends Anvar to look
for a corkscrew. Therefore, Anvar enters kitchen, where a group of women is
kneading the dough. This everyday activity is paired with ordinary conversations
about marriage, divorce, religion Anvar overhears. While waiting for the dinner
to be served, Anvar starts talking with his friend Maga:

“Ih]e took me to this rock, once. Said it’s an aghdakha.”

“Which azhdakbha?”

“I’ll tell you: so there’s this wszag who tells folktales. In our village, he says, there
once lived a chaban, a shepherd who took care of people’s sheep, and this
aghdakba started stealing rams from him. Stole one after another. But the

21 For further reference, see also Voivodich, Ioffe (2019) and Voivodich (2021).

22 'This is the name of the official English translation by Carol Apollonio. The title literally
translates as The Festive Mountain.

23 For further reference, see Richardson (2008).

24 When referring to the characters of this novel 1 follow the transliteration used in the official
English translation. The present analysis of Ganieva’s novel is based on the Russian original
(Ganieva 2018). For the sake of greater clarity in this study, all textual references are taken from
the English translation (Ganieva 2015). For a deeper comprehension of the text, the Italian
translation too has been taken into account.
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shepherd wasn’t about to run and hide. Hey, he says, give me back the rams, or
people will think I’'m falling down on the job or stealing them myself. The
aghdakba wouldn’t budge, no way was he going to give them back. So then the
chaban took an arrow and shot the aghdakha, and the arrow hit him in the torso
and came out the other side. The chaban went and took back the arrow and asked
Allah to turn the aghdakha to stone.”

“So? It worked? Does the stone look like an aghdakha, or something?” asked
Anvar, springing back up onto the bar and dangling from it head down.
“There’s a hole that runs straight through it. Other than that, no. Bashir believes
it, though, he says that the hole is just like an arrow hole... plus, he says, the head
fell off afterward anyhow”.

“What, hasn’t he ever seen any stones in the mountains?”’ laughed Anvar, still
hanging upside down. “There aren’t that many in that area. I told Bashir it’s bida,
bida. So then he started calling me sakh. With those Sufis everyone who doesn’t
believe them is vakh”. (Ganieva, 2015: 14-15)

Strategically placed in the zneipit of the novel, this episode already foregrounds
the relevance of mythological and folklore elements within the economy of the
narrative. As the reader learns from the glossary, he aghdakba is a Turkic word
that indicates an evil monster (Ganieva, 2015: 243). Nothing more is said of this
creature, apart from the fact that it steals rams from a shepherd and is killed by
an arrow because of this crime. It is then turned into stone as a form of
punishment by Allah, the supreme Islamic god. A more thorough search on this
figure shows not only its importance across the pre-monotheistic cultures of the
Caucasus and Iran (and, by enlarge, Persia), but also its very multifaceted
description in different myths. The agbdakha is a gigantic snake-like creature of
Iranian mythology, roughly equivalent to the dragon®. In Persian literature, it is
described as a sort of dragon, that is a giant snake or lizard with wings. It can
live in the air, on the earth or in the sea, where it is finally confined before being
killed, because it harasses living creatures. If an azhdakha’s head is buried in the
soil, that soil will become good. According to Robert Chenciner and
Magomedkhan Magomedkhanov, it also lives behind high mountains and in
forests. In Dagestani traditions, Chenciner and Magomedkhanov claim, it could
take the form of

a huge male and female monster, with one to 12 heads, two eyes and two ears on
each head, noses and lips; two or four legs; or single-headed and one-eyed with
snakes and lizards in its hair. Flames erupt from its eyes, the sky darkens in the
smoke from its nostrils. [...] [I]t negotiates in human language and knows sayings
[...]. It gets married, [...] cooks and eats flour and meat dishes including pilaf,
bread and people, and it drinks milk and gitls’ blood; [...] it has herds of cattle
and horses; it protects rivers and lakes from people; it keeps treasures, captures
people, and abducts girls. [...] Special weapons are required to kill them. Birds

25 For further reference, see Rohrich (1981); Blust (2000).
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tear off their feathers and throw them down in token of worship. [...] It [...] can

turn people into stone and revive them. It overcomes difficulties. (Chenciner,
Magomedkhanov, 2023: 4)

Moreover, according to Viacheslav A. Chirikba, this creature “is believed to have

one, three or seven-heads, projecting fire from its maw; it sits near water springs,

protecting them from intruders and demanding in exchange for access to the

water human sacrifices, mostly young women, on whom it feeds” (Chirikba,
2015: 167). Thus, read through the prism of hylistic narratology, the
representation of the hyleme aghdakha can be summarized as follows (table 1):

Aghdakha

Features, traits

Hyleme

Dagestani version>

Textual

(MW7)

Representation

Physical description

Giant snake or
lizard with wings.

- Huge male or female monster;

- one to twelve heads;

- two eyes and two ears on each head,
noses and lips;

- two ot four legs;

- if single-headed, one-eyed with snakes
and lizards in its hair;

- Flames from its eyes.

Textual omission.

Actions Harasses  other | - Speaks human language; Steals rams from a
creatures. - gets married; shepherd.
- eats flour, bread and meat;
- eats humans (especially women) and
drinks their blood;
- possesses herds of cattle and horses;
- abducts gitls;
- lives close by water.
Death - Thrown by God | - Itis very difficult to kill; Killed by an arrow.
in the sea, where | - birds throw feathers at it;
it continues to | - special weapons are required.
grow.
- Eventually
killed.
Metamorphosis Absent. Can turn people into stone. Allah turns the a. into

stone.

representation in The Mountain and the Wall (MW).

Table 1. Comparison between the hyleme “azbdakha’ and its textual

26 These elements are drawn from the sources indicated in the list of references. It goes beyond
the scope of this study to meticulously reconstruct all the regional versions of the basic hyleme
of this story.
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The comparison between the hyleme associated to the agbdakha, its
representations in Dagestani culture, and Ganieva’s version discloses a series of
significant elements with respect to her rewriting of the mythical material. In the
framework of the present discussion, the most important detail that changes in
The Mountain and the Wall involves the representation of women in this mythical
story. In fact, in the Dagestani version women are abducted or killed to be eaten.
In the book, however, instead of women the aghdakha steals rams, which are
similar to those it owns in the folklore variant of the myth. The monstrous trait
is softened too, since no physical description is provided. Yet, despite this textual
omission, the creature is nonetheless harmful to the point that it is killed by an
arrow, a weapon reminiscent of the birds’ feathers in the Dagestani account.
Another element that connects this story to the corresponding myth is the
reference to flour and bread, traditionally associated to this creature and
repeatedly foregrounded in key parts of the novel, such as the beginning and the
end”’. Moreover, these two versions (Dagestani and Ganieva’s) present the trait
of metamorphosis, which is absent from the basic hyleme. This characteristic is
pivotal, both in the economy of the narrative and on the hermeneutic plane.
Indeed, in The Mountain and the Wall, after the shepherd slayed it, Allah turns the
azhdakhba into stone. Given that this story was indirectly told to Maga by a s#f™*,
it is possible to infer that it is a monotheistic religion that symbolically
transforms the autochthonous myth by turning it into something that has little
to no reference to the original, thus condemning it to a sort of oblivion. Such a
reading of the scene alludes to the problematization of the role of Islam within
the context of Dagestani society, a theme that spans the entire novel.

The fact that this rewritten version of the aghdakha myth is narrated by a chain
of male characters (s#fi — Bashir — Maga — Anvar) is meaningful too.
Arguably, this choice implies that the shift from tradition has been performed
by men. This action, however, seems to have an ambiguous nature: on one hand,
it is a representative of a monotheistic religion that metaphorically kills the
“pagan” past of this group of people. Still, on the other, it is a male character
that rewrites the myth in a more favorable fashion with respect to female figures.
Possibly, it is in this fundamental ambivalence that reside the different reactions
of male characters to this rewritten myth.

27 References to flour in Ganieva (2015): 10; 16; 38; 44; 76; 79; 209; 228; 243. References to
bread in Ganieva (2015): 7; 43; 116; 208; 209; 217; 224; 225; 228; 230; 232; 233.

28 Sufis adhere to Sufism, a religious practice within Islam that focuses on purification, spirituality,
ritualism, asceticism, and esotericism.
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The Festive Mountain

As a matter of fact, this little stone with which Anvar and Maga play is a
metonymy for “Rokhel-Meer”; the Mountain of Celebrations mentioned in the
novel’s title. Once again, this episode sees as protagonists two friends, Shamil’
(the central character in the plot) and Arip. In part I of the book Shamil’ recalls
a mysterious event that happened to them in an undefined past moment. During
a mountain hike, they arrive at the village of “Rokhel-meer”, or The Festive
Mountain. Meaningfully, the only other character that calls this place using the
same expression is an elderly man, who happens to be the mysterious figure Arip
and Shamil’ meet during their hike. Upon arrival at the old gray-haired’s house,
the traveling companions inexplicably fall asleep, waking up only the morning
after and finding themselves at the starting point, as if they had never climbed
the mountain. In other parts of the novel, the protagonist claims that what
happened must have been just a dream, thus confusing the plane of reality with
that of magic and the imagination (Ganieva, 2015: 100). The explanation of this
unusual event will be given only at the end the novel, when Shamil’ reads about
this magical place in a novel written by a fictional character, Makhmud Tagirov:

I was taught from childhood that there is no God on earth. But now that I,
Makhmud, have lived my life, I can state absolutely that He exists. And I can
even tell you, dear readers, where souls end up after death. Our souls end up at
the top of Rokhel-Meer, the Mountain of Celebrations. And there, on Meer, will
be a place of purity, where there is no poverty, no scarcity, no want. There will
be a great village there with tanneries, armories, and stone workshops. Its
dwellings are part of the very cliffs; there, benign white spirits will feast together
with the people, and the celebration will never end. There too, I hope, will dwell
your Makhmud, he will drink fresh b#zz and watch as the dove-gray steam rises
above the green-white-blue peaks...

“Break it up, go on home! There’s no more bread!” howled someone in a crude
bass. The line fidgeted and dispersed. (Ganieva, 2015: 224)

Through the use of a mise en abyme (Dillenbach, 1977), this excerpt from a
fictional book nested inside The Mountain and the Wall seems to provide a possible
explanation of what happened to the two travelers. Arguably, Shamil’ and his
friend might have had a sort of premonition, a near-death experience in which
he had a clear vision of existence after life in Rokhel-Meer, a symbolic place
located in Paradise. Such reading of the scene finds confirmation if taking into
account other elements of the novel, namely the characterization of the above-
mentioned elderly man. Due to the traits associated to him, and especially the
frequent references to white hues, this figure can be paralleled to the
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mythological mountain spirit Budulaal, a mediator between gods and man. As
Seferbekov, Razakhanov and Galbatsov maintain®,

[wlith the adoption of Islam, they began to be perceived as Muslim saints,
intermediaries between man and the God. In appearance, they seem to resemble
people dressed in white clothes. They dwell on the tops of inaccessible
mountains, in rocks and caves. [...] Mountain spirits allegedly help people who
get lost in the mountains to find their way if they turn to them for help. [...] Itis
noteworthy that Budulaal is still being asked for help even today. (2022: 812)

Metaphorically dressed as a Budulaal, this figure directs the characters in their
wanderings of the mountain, uniting the space of life and death. This image
Ganieva built is particularly captivating insofar as it can be read at least on three
levels. The first level is, of course, connected to the plot: the two characters
follow the elderly man at a point where they seem to be lost. Hence, this
character stands in continuity with the Avar myth. On a second level, pertaining
the architecture of the narrative, the meeting with this figure functions as a
pivotal junction for the course of the following events involving the protagonist,
who seems to be lost as much as Dedalus is in the labyrinth. On the third, and
last level, this scene mirrors the experience of the reader as they make their own
way through the text.

Most importantly, though, the character of the elderly man serves as one of the
many indicators of Caucasian mythology, a reminder in the text of a tradition
that seems to be almost lost. By extension, not only it is the elderly man that
performs this function, but also the “Festive Mountain” itself symbolizes a
remnant of Caucasian culture that is now disappearing, and that has started
disappearing since the conversion to Islam (Murdaca 2012: online).

In this respect, it is possible to infer that Nature, in the form of a mountain,
plays a mythical role in Ganieva’s narrative™, especially considering the way this
author masterfully incorporates both Avar primordial myths and the universal
symbolism (and mysticism) traditionally associated to it. As Ganieva herself
revealed in the interview enclosed in this study, “[n]ature for me is rather a sacred
zone, a little mystical or magical. It is a space not yet fully possessed, not yet fully
poisoned by human passions, in which the forces of mercy or, on the contrary,
vengeance, can awaken” (p. 50).

Commenting on Caucasian autochthonous myths, Ketevan Sikharulidze notes
that “the mountain was perceived as a model of the universe in which all the
elements of the cosmic order were reflected. The tip corresponds to the celestial
sphere, while the base of the mountain is located near the abyss. [...] The ancients

2 For further reference, see Seferbekov (2005); Osmanov, Seferbekov, Seferbekov (2018).

30 T am indebted to Prof. Marina Ciccarini (University of Rome Tor Vergata) for the suggestion
she gave me on this point during the conference “La riscrittura al femminile del mito nel
panorama letterario slavo dal Novecento ai giorni nostri” (May 16-17, University of Salento,
Lecce, Italy).
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thought that the cosmic mountain was at the center of the universe, at the point
where the axis of the world passes” (Sikharulidze, 2015: 35).

It is probably because of this inherent vertical opposition between the value of
“high” and “low” — namely, the sky and the abyss — that among many Caucasian
populations, as well as for ancient Greeks, the mountain was depicted as a place
characterized by a profound ambivalence. In fact, on the one hand it could
symbolize paradise, or the place where the divinities resided; yet, on the other
hand, it could also be considered a place of punishment.

Nevertheless, for the characters in Ganieva’s novel the mountain is a direct
connection to the cultural heritage of the past. This lead scholars like Anni
Lappela to contend that the mountain is described as a space “in between”, both
in spatial and temporal terms. It is a sort of “third space”, to use the notion
proposed by Edward Soja (Soja 1996: 6). In Lappela’s words,

[plortrayed in this way, the mountain’s location is depicted as being somewhere
‘in-between’, both in temporal and in spatial terms. It is simultaneously located
in the actual reality of the textual world and in the (utopian) dream world. The
Festive Mountain is located in the past, in the present and in the future. It seems
to be real-and-imagined, referential and non-referential at the same time, a very
concrete ‘Thirdspace’. (2017: 110)

Certainly, in The Mountain and the Wall the referential aspect is particularly evident
because of the wealth of details used to describe the mountain. This element
acquires even more relevance if considering the sharp contrast in which the
mountain is placed with respect to the city, and in particular to the capital
Makhachkala. They look like two opposite poles. Nonetheless, to interpret this
relationship as purely dichotomic seems a rather simplistic understanding of a
much more layered symbolic depiction. In fact, not only the mountain can be
considered as a “third space”, as Lappela contends, but it is a very specific type
of real yet imagined space. In this respect, it seems to be congruent to read
Ganieva’s construction of the fictional mountain as a proper site of memory.
Indeed, as Nora points out,

(llieux de mémoire are simple and ambiguous, natural and artificial [...]. [T]hey are
lienx in three senses of the word — material, symbolic, and functional. Even an
apparently purely material site, like an archive, becomes a Zex de mémoire only if
the imagination invests it with a symbolic aura. A purely functional site, like a
classroom manual, a testament, or a veterans’ reunion belongs to the category
only inasmuch as it is also the object of a ritual. And the observance of a
commemorative minute of silence, an extreme example of a strictly symbolic
action, serves as a concentrated appeal to memory by literally breaking a temporal
continuity. Moreover, the three aspects always coexist”. (1989: 18-19)
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The episode of Rokhel-Meer, in which the mountain is the absolute protagonist,
undoubtedly displays the features of a site of memory: it is both natural and
ambiguous, and it performs all the three functions described — material,
symbolic, and functional. Although being physically made of words, this fictional
mountain is so richly described that it potently evokes its correspondent referent
in the real world. It is also functional, because it serves a purpose both at the
plot level (thus, in the fictional world) and in the readers’ experience. Lastly, it is
a densely symbolic space, insofar as like a Noah’s ark it preserves the myths and
the belief system of the Avars. Moreover, the fact that characters fall asleep in
its proximity emphasize its symbolic aura, given that sleep implies silence. This
event, in turn, cracks the temporal unity of the plot, thus forcing the reader to
stop and ponder, at least for a while. The author herself underlines the sacral,
symbolic nature of the mountain in her work, as the enclosed interview
confirms:

[i]ts role is most prominently played, obviously, in The Mountain and the Wall,
where the mountain (as in many world myths) is a sacred place, a peak inhabited
by spirits who can mock a man, turn him around or on the contrary help him. It
is a timeless window into another, lost Dagestan, where people live in their
traditional mountain beehives or towers, farming, and strictly observing the laws
of free societies, which look almost like proto-democracy against the background
of the corrupt and autocratic Russian life. This is a kind of heaven, a kind of
dream, a kind of light, a kind of paradise where the souls of my heroes end up.

(p. 56)

In other Ganieva’s prose works the mountain is portrayed in the same fashion,
thus as an ancestral place, a sort of Edenic, primordial, mythical space. This is
particularly evident, for instance, in a short story written in 2011 for the project
“Snob”, Thirteen (Trinadtsat)). Once again, the facts narrated here have to do with
the common life of many people who live or who regularly visit southern Russia
and the Caucasus: a trip on the marshrutka, a small bus used for short
connections. The narration enters 2 medias res describing the journey of
passengers that move from the city to other villages across the mountain. The
reported conversations and dialogues are those of every day; the landscapes that
open outside the windows are the green, or sometimes less luxuriant, slopes of
the Caucasus. As the bus climbs up the mountain, the passengers continue with
their activities, especially with conversations. At some point a female character
realizes that something strange is happening: the mwarshrutka does nothing but
going up, and up, and up; the descent never comes. The driver, however, does
not pay any attention to her words and keeps pressing on the accelerator. He
would just go on and on, without caring for his passengers or for the destination.
As the narration proceeds, it seems impossible to approach the summit; the
journey seems to have no end and as it stretches, also the physical features of
the passengers appear to be deforming, becoming unrecognizable. As the vehicle
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gets closer to the last turn, the narration abruptly changes the subject. It is
precisely in this moment that the focus shifts to a small group of people
gathering. Passing cars stop and offer help. Volunteer rescuers are busy down
below, in the rocky crevice behind which a bus crashed. They were waiting for
the police.

- How many dead? — someone asked, staring anxiously into the abyss.

- Everyone, - someone replied from below. — Thirteen people, as always in
minibuses.

(Ganieva, 2012: 238)

As the completely unexpected ending of the story reveals, the passengers really
reached the top of the mountain, not only in a literal sense, but also
metaphorically, going on with their own path into the afterlife. In this specific
excerpt, Ganieva’s ability to twist the narrative until its last “curve” is admirable:
revelation awaits behind the corner and consists of a single expression
semantically linked to the concept of metamorphosis and change, “to deform”
(“raspolzalis’ do neuznavaemosti”, Ganieva, 2012: 237). Symbolically, this
expression serves as a transition, a threshold, thanks to which a bitter epilogue
is disclosed. Once again, this climax is achieved after the characters, together
with the reader, like modern Daedaluses, venture themselves in the labyrinthine
mountain.

Here, too, the depiction of the mountain displays the specific trait of
ambivalence, where life and death meet and coexist: this place is like home, a
native land that gave birth to almost all Ganieva’s characters. Yet, this very
familiar space turns out to be extremely dangerous. As it happens in The Mountain
and the Wall, the protagonists of the story traverse the mountain, but this road
leads them, in a metaphorical sense, to heaven. At the same time, though, the
mountain represents a sort of punishment for the characters left alive,
condemned to spend the rest of their existence without the physical presence of
their beloved ones. Thus, the mountainous ridge acquires the value of a
boundary line.

After all, as the legend goes, Dagestan, and namely the city of Derbent, is where
Alexander the Great’' supposedly built that boundary line that took the name of
“Gates of Alexander”.

31 See Anderson (1928).
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The Function of Mythology in Ana Kordzaia-Samadashvili’s Short
Story I go home

A man is alive until bis name is pronounced.

— Ancient Egyptian saying.

Ana Kordzaia-Samadashvili (b. 1968) is a very eclectic and dynamic
figure in the vast panorama of post-Soviet Georgian literature. Active for
decades in the field of cultural journalism, literary translation’ and the academia,
she gained immediate attention in the early 2000s as a writer, thanks to the
circulation of her first stories. After winning the prestigious national Georgian
prize “Saba” twice, in 2003 for best debut with Berikaoba (2002) and in 2005
respectively, she was also awarded the “2013 Ilya State University prize” in the
category “best novel” for Who Killed Chaika? (1/in mok’la Chaik’'a, 2013). In 2017,
the New York Public Library nominated her collection of short stories Me,
Margarita (2005)* in the list of best 365 books written by women across the globe
(Glazer 2017: online).

The red thread connecting all her prose works can undoubtedly be found
in the constant presence of coarse, forthright, female characters populating the
fictional worlds of her invention. Stories of women, of their relationships with
men, and the harsh reality surrounding them, unravel following the counterpoint
of a cynical, yet sarcastic tone. Collectively and individually, various generations
of women reflect upon their personal and national history while raising children,
dealing with men and their dependence on them, if they have not been taken
away by war yet.

Another prominent feature of Kordzaia-Samadashvili’s prose works is
the focus on the urban setting, which lead critics like Salome Pataridze to
consider, for example, Zinka Adamiani an “urban novel” (2023: 205).
Interestingly, though, the metropolitan space of the city is animated by
supernatural, magic elements drawn from the Georgian and Caucasian folklore.
Moreover, the city is often put in a dichotomic relationship with Nature and life
on the mountains. This interplay between the city and magic elements is present
in many of her works, such as The Children of Nightfall, where every day’s prosaic

321n 1999 she was awarded the Goethe Institute Prize in the category “best translation” for Die
Liebbaberinnen (Women as Lovers) by Elfride Jelinek, which she translated into Georgian.

33 This collection was first translated into German in 2014 with the title Ieh, Margarita. A year
later appeatred its English translation Me, Margarita: Stories (2015). Her works are currently
translated into German, English, Italian, Russian and Sweden languages.
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scenes are juxtaposed to a poetic narrative. Talking about this book, in a recent
interview released for the present study, the author explains her interest in myths

as follows:

[gliven the fact that I love this layer of human culture very much, of course 1
cannot do without it. And probably also the fact that I was born in Thilisi, I live
in Thilisi, I grew up here, and although I travel a lot, whether I want to or not, 1
am a Thilisian and I hope that I will die in this city. And I like it very much that
this city is inhabited by some creatures that I was told about in the courtyards on
both sides of the river. The creatures we were telling stories about, the ones we
thought were doing stupid things. For example, at the Crying Rock we knew that
if you washed your face with this water — because one girl had washed her face
there, — we knew that you would become beautiful, so we rubbed our faces until
we lost our pulse. It was horrible. This city itself, it was founded because there
are hot waters. This too is a kind of myth because Thilisi is warm because of its
hot waters and so on. [...] I think that without everything that surrounds me,
everything that is invisible in Thbilisi, it is not that I could not write, but I would
probably be — again, — very bored. (p. 61)

Nevertheless, in other narratives the almost absolute lack of specific temporal,
spatial, or other kinds of indicators becomes a powerful generator of meaning.
This is the case of the short story I go home (Mivdivar sakhlshi, 2014).

I go home is a story of lack. The first perception the reader gets is that the
author tried to strip the narrative, as well as the characters, of all possible,
seemingly futile details, almost reducing them to the bare minimum units of
meaning. The reader will never know the name of the female protagonist, as well
as that of her husband. Likewise, the reader will never know exactly where the
action is taking place, although they can assume the setting is somewhere in
Georgia, between the city and the mountainous countryside™.

Yet, I go home is also a story of freedom. A freedom that is conquered
specifically through this necessary operation of denudation. It is precisely in this
sort of “zero” point provided by the absence of definite, contextual information
that the universal sense of the story emerges with clarity. Any reader could
empathize with the protagonist, or with one of the other characters mentioned.
Any reader could recognize themselves within the bitterness of the events that
left a deep mark in the protagonist’s fictional life. Moreover, the choice of a
terse, laconic narrative inevitably foregrounds any object, detail, or situation that
is mentioned in the unfolding of the story. Evidently, the balance between very
precise textual indicators and rather generic information has been carefully
pondered by the author.

34 This information can be inferred from the general context in which Kordzaia-Samadashvili
sets her prose works. However, another very telling element in this respect is the quotation
inserted in the paratext.

42



The dynamics of the plot too deserves a particular attention: Kordzaia-
Samadashvili masterfully weaves the information in a way that the reader feels
compelled to go on with the following paragraph if they want to understand
what was previously just hinted at. In other words, the relevant information to
fully comprehend a paragraph is nested in the following one. This technique
reminds of a chain of different sequences, where an element of the first chain is
explained and expanded in the following one. In this apparently inelastic
architecture of words, though, real memories, thoughts and imaginary scenarios
blur in a collage that, ultimately, refers only to the mind of the main character.

At the Heart of a (Wo)men’s World

The hero is presented already at the beginning of the narrative, also
because she is the voice narrating the events. Interestingly, this textual portion
seems doubled, twofold, as to mirror the separation she experiences. The story
opens with a very simple, everyday life scene: a couple is sitting in front of a
river, looking at passing boats and enjoying the last warm days of the year. The
protagonist looks at a big river, hoping for the autumn to last eternally, as to
perpetrate the endless flow of the waters she is staring at. There is no specific
indication of the name of the river, as it happens with the name of the main
character”. Indeed, throughout the entire story, she is only called “woman”:
“Im]y man called me ‘Woman’. “‘Woman said, It seems to Woman that...”. Of
course, he perfectly knew my name, but I was — WOMAN!II"* (Kordzaia-
Samadashvili, 2014: online). Moreover, when referring to herself, she constantly
uses expressions which involve her partner too, as if she sees the world filtered
through his gaze. Such constructions include, for example, “as my husband
would say” (Kordzaia-Samadashvili, 2014: online), “[m]y husband and I”
(Kordzaia-Samadashvili, 2014: online), or “[t]his is what he, my husband, taught
me” (Kordzaia-Samadashvili, 2014: online). As these quotations show, also the
name of the male character is not mentioned. This double omission triggers a
generalization of the experience, which ultimately binds the reader to the
narrator, thus minimizing their distance. Furthermore, this obsessive, redundant
presence of the expression “my man” seems to give a peculiar rhythm to the
story, as well as underlining the overbearing presence of men even in the
simplest activities and tasks any woman could perform. Ultimately, she is like an
empty vessel, filled with the domineering, pressing presence of others. As a
consequence, her identity seems to be filtered, distilled through a multitude of

3 Interestingly, the two animals that appear in the story, the dogs Lada and Druzhok, have a
name.

36 My translations into English contained in this chapter are based on: the Georgian original,
kindly provided in manuscript form by the author, and the Russian translation by Anna Grig.
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points of view, except her own: “in that moment I truly thought I was beautiful,
since a man like him fell in love with me” (Kordzaia-Samadashvili, 2014: online).

This quiet, almost bucolic scene is abruptly interrupted by a sudden
change of scenario: “It was good. Then someone grabbed me by the knee”
(Kordzaia-Samadashvili, 2014: online). Technically speaking, the reading flow
seems to be moving fluidly, insofar as anybody could have grasped the
protagonist as she was sitting by the river with her partner. Only the following
lines, though, reveal the true nature of that unexpected, uncanny event: there
seems to be someone under her bedsheets, and her mother-in-law Tina, who
lives with her, noticed the strange movement. The reader then realizes that the
setting has shifted: now the action is taking place in a city house. That lucid
vision nested in the znepit of the story was probably a just a dream, or a memory,
the unnamed protagonist had while in a state akin to sleep. As she is going back
to her senses, the serene, mellow taste of the river scene drips away, to leave
room to her ghastly present.

Now, she shares her life with the suspicious mother of her husband, who
calls her just “woman” too. The introduction of this character in the plot starts
a discussion in the mind of the protagonist about the idea of “womanhood™:

Tina too says 1 am a woman. But to her I am a woman in the more ordinary
sense of the word, just a woman. Tina, though, is not just a woman to me, but
the mother of my man. After all, if she were just a woman, she would not be able
to call me in any way, and she would not be able to talk to me or see me at all
and would never even know I existed. But this was what was meant to be, it could
not have been otherwise: I inherited Tina, and she is Tina, and I am a woman.
(Kordzaia-Samadashvili, 2014: online)

This paragraph shows with disarming simplicity the complex structure and
perception of the idea of “womanhood” in this fictional world. Both Tina and
the protagonist belong to the same gender, yet there is a difference in the role
assigned to them, as well as in their perception of themselves individually and
within the family. For her husband, the hero is a woman in a full sense, built
within the perimeter of their emotional and physical relationship, as prescribed
by the contract of marriage. Tina too is depicted as a special woman, because
she is a mother, namely the mother of the narrator’s beloved. Yet, to Tina she is
a woman in the purely superficial sense of the word, her female gender being
determined by her physical traits only. This, on the one hand, suggests a strong
hierarchy within the family, where the role of the mother-in-law is comparable
to that of the man. On the other, though, Tina has objective difficulties in
remembering her name, since she suffers from the Alzheimer’s disease.
Therefore, the use of the generic term “woman” is somehow determined by that

tragic circumstance.
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Unlike the placid river, the protagonist is essentially stuck in her
existence: at first, she was a sort of silent slave of her husband, a full
representative of patriarchy. After his death caused by war, she is not freed from
the previous cage but enters another one, namely the cohabitation with her
mother-in-law. As disclosed later on, another reason that probably determines
this immobility can be found in the zealous respect the protagonist has for what
is called “our book”. Of course, the reference here is to volume hinted at in the
paratext, that is the Book of Life (Zhivotnaia kniga dukhobortser, 1909)”, a collection
of teachings that in Doukhobor’s culture has de facto replaced the written Bible.
This paratextual element, which is also indirectly mentioned in the plot, carries
a very important information: she — and, probably, all her family, — belong to the
Doukhobors (literally: “Spirit-Warriors”), a Christian ethno-religious group of
Russian origin that resettled in the Transcaucasian region under the reign of
Nicholas 1 (1841-1845). Hence, together with the orders imposed by her
husband first, and then by her mother-in-law, the protagonist has always
obediently followed the religious precepts contained in that book, as this excerpt
shows:

I remember well the words of our book: “What does God require from you?
First the accomplishment of good deeds: as you begin, so you do”. This heavy
burden has been placed on my shoulders, and I go everywhere with it. I did not
decide to do it, I did not put it on me. It just happened. At first, I thought it was
because of my man, because for his happiness I would bear any weight, but he
has nothing to do with it. My man is not here anymore. And Tina is still hanging
around my neck. I will resist then.

1 will not let my family down, I am their girl, hard-working and very resilient. 1
am still carrying a hellish burden on me: Tina.

“You are doing good”, my man used to say.

37 This book, which is considered the basis of the Doukhobor’s religious tradition, includes holy
hymns, psalms, and spiritual songs. First printed in 1909, this document can be considered a
written testimony of the oral tradition of this group. From the linguistic point of view, this text
is particularly interesting because of its use of the Southern Russian dialect. For further reference,
see Palmieri (1915); Abramova (2000); Zernina (2015).

38 For further, general information on the Doukhobors and their traditions, please refer to the
most relevant study in the field entitled The Doukhobors: their history in Russia; their migration to
Canada (1903) by Joseph Elkinton. Valuable insights can also be found also in Wright (1940);
Holt (1964); Woodcock (1968); Bonch-Bruevich (ed., 1978); Tarasoff (1977; 1982); Friesen
(1989); Abramova (2005). For a reconstruction of the prosecutions perpetrated against the
Doukhobors, see Tchertkoff (1900); Stupnikoff (1992). On the history of the Doukhobors’
migrations, see Buyniak (1985); Sulerzhitsky (1982). On the history of the Doukhobors in
Canada, see Hawthorn (1955); Horvath (comp., 1970-1973); Yerbury (1984). In recent years a
unique photographic project by Natela Grigalashvili (2021) captured the everyday life in the
Doukhobor community still residing in Georgia. Pictures from this project can be viewed on the
official website “The Doukhobors’ Land” (online). For further iconographic reference, see the
classic Tarasoff (1969).
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Of course, my love. I live of you and for you only.
I tolerate Tina, Tina hates me, and I want my man.
(Kordzaia-Samadashvili, 2014: online)

It seems relevant in the context of the present discussion that the only character
that is explicitly named in the story is Tina. Her characterization, though,
proceeds in the opposite way, if compared to the protagonist: on the one hand,
the reader knows a wealth of details about the hero’s life, but not her name. On
the other, the mother-in-law’s name is immediately given, but little is told about
her, apart from the serious condition that heavily affects their lives. This
inversion in the order with which the information is delivered suggests the evil,
“contrary” nature of this character, as opposed to the one of the narrator. The
same association is repeated in another part of the story, where the protagonist
recalls the past and that pivotal moment of change:

In general, Tina never worries about anything. She is not happy about anything,
and she is not offended by anything. I remember exactly what our book says:
“Hell is people who do not know the light; evil spirits live in them”.

Tina is hell.

She used to be different. I have had enough time to talk to the other Tina. Once
Tina was beautiful, young, cheerful and a little frivolous. A very different woman.
Then her soul sank into darkness, and when in the end my man left, he left me
with Tina and the whole hell with her. (KKordzaia-Samadashvili, 2014: online)

This reference to evil spirits, though presented through the prism of religion,
seem to hint at a different belief system. This connection becomes particularly
evident when the narrative focus shifts to the protagonist’s grandmother who,
on the contrary, represents a positive influence in her life.

Nature and Covert Mythology

Although not explicitly mentioned in the text, some pre-Christian
Georgian gods seem to be indirectly present in Kordzaia-Samadashvili’s story.
The connection of the characters to some specific deity can be inferred on the
basis of their characterization. Thus, in terms of hylistic narratology, both the
textual representation of hylemes and textual omissions of the narrative material
(erzablstoff-version) become relevant. The protagonist’s grandmother, for
instance, is constantly associated to white hues. From this detail it is possible to
deduce that she is dead”, since white is the color typically attributed to the

3 Although not explicitly revealed, it is possible to understand this detail from other elements
of the story. Particularly telling in this respect is the moment when the protagonist says that she
saw the white dog Lada only in photographs, but never in real life.
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highest world, and the home of the gods (Zeskneli). Moreover, this character’s
traits allow us to build a parallel between her figure and T°q’ashmapa, a forest
entity according to Georgian (namely, Mingrelian) mythological tradition. The
table below (table 2) summarizes the main similarities they have in common:

T’ q’ashmapa
Features, traits Hyleme* Textual Representation
Physical description - Pale young woman with long white hair; - Old lady (grandmother)
- wears white dresses and/or accessories; - White-haired;
- when she smiles, her pearl white teeth | - wears a white hat;
become visible. - the border of her dress is associated
to white.
- Very strong; - Possesses two dogs, Lada (white)
- protector of wild animals; and Druzhok;
- can also be vicious and violent; - presence of storks in her space.

- looks for young, virgin men lovers;
- if refused, she physically abuses them;
- lives in forests on remote stones.

Metamorphosis Can turn her lovers into stone if they reveal | Absent.

her secrets.

Table 2. Comparison between the hyleme “T"g ashmapa’ and its textual
representation in I go home.

This comparison between the basic features of the hyleme pertaining to
Georgian mythology with the textual representation of the character in I go home
clearly shows the removal of negative elements attributed to the mythological
source. No violence, no vengeance, no physical threats can be found in
Kordzaia-Samadashvili’s character. Instead, the protagonist’s grandmother is
consistently depicted as a positive influence in her life. Moreover, the power of
their bond is still so strong that it affects the life of the narrator. As a matter of
fact, often times her digressions, which include happy memories, playful
thoughts and imaginary conversations, involve this almost maternal figure.
Perhaps paradoxically, it is this dead character that becomes the main source for
the vivid scenes to which the protagonist clings in order to survive (and escape,
from time to time) her grim life. Furthermore, these scenes stand in stark
contrast to those where Tina is present, as candid white opposes pitch black

tones.

40 These elements are drawn from Tsanava (1992) and Kiknadze (2007). It goes beyond the
scope of this study to meticulously reconstruct all the regional versions of the basic hyleme of
this story.
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Similarly to T’q’ashmapa, the grandmother also displays a tight
connection to the realm of Nature. First of all, in the story she is consistently
accompanied by two dogs, Druzhok and Lada; interestingly, the latter is white
as her owner. This detail foregrounds once again the mythological matrix from
which the character is derived. Nonetheless, there is another element that is
often linked to her: storks. For example, when the narrator visits her
grandmother to introduce her partner for the first time, two storks build a nest
on her roof. In Doukhobor culture, as the grandmother affirms, this is regarded
as a very positive sign. Every time she sees them, she would start praying for the
family to live in good health and prosperity. This is indeed the action the
protagonist describes in another scene, where she imagines her grandmother
noticing a stork flying over a field. On another textual occurrence, this animal
appears in a picture placed in the grandmother’s living room.

Not only animals, but also Nature plays a dominant role in the depiction
of this character. In fact, although no precise geographical reference is given in
the text, the narrator mentions the presence of a sacred mountain, shiny like an
enormous diamond, located in the area where the grandmother lived. Moreover,
on multiple occasions, the protagonist states that she lives far away from her,
and that she always waits for her at the stop of the marshrutka (lit. “small
minivan”), together with her two faithful dogs. The hero of the story, though,
never manages to free herself from her chores in the city. This distance between
the protagonist and her grandmother could be interpreted as a metaphor for the
distance between contemporary society and the autochthonous myths, viewed
as forgotten memories relegated in a remote, almost inaccessible space. The
impossibility of communication with that figure, paired to the lack of exchange
with her mother-in-law in the micro-space of her city apartment, probably
determines the tragic conclusion of the story. In fact, as Salome Pataridze
observed, “[u]nlike the countryside, individuals confined to the city have no
opportunity to integrate socially, which in turn complicates communication
across generations” (2023: 212). The asphyxia of the flat where the protagonist
lives with Tina is put in striking contrast to the almost boundless space of nature.
This idea of limitlessness of the countryside’s space, primarily suggested by the
absence of a precise description, seems to imply its infinity. This perception is
further reinforced in the text by at least two factors. First, the protagonist’s
memories of that place tend to expand and travel freely. In the pitch dark of the
last hours preceding the sunrise, she wanders in her delusions to alleviate the
gloom and the solitude of her life in the daylight. Second, the consistent
recurrence of the same image of her grandmother, always pictured as an old lady
dressed in white with a white dog, constantly waiting at the bus stop in the
countryside.

The steadiness of this picture distinctly reminds the opening scene,
where the river peacefully flows, bringing happiness and joy to the protagonist.
Alike the river, that transmits her a sense of stability and permanence, her
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grandmother too is always present, whether dead or alive. Figuratively, she
represents a loving haven for the nameless “Woman”, who is trapped in the
everchanging, chaotic, mosaic-like lifestyle of the city. Furthermore, this
connection between Nature and the grandmother is strengthened by the
reference to the milky — thus white — smoke coming from a ship that traverses
the river. The absence of specific spatial markers suggests the idea of a sacred
suspension that foregrounds the mythical elements presented in the text. Both
the space of the river and that of the countryside are soothing thoughts for the
protagonist, who is trapped in her stagnant city life.

Eventually, in the epilogue, the protagonist tries to free herself from the
prison she has been confined to: “[sJooner or later people get out of prison, but
there is no way out of here. Has anyone ever gotten out of hell? Hell is meant to
be eternal” (Kordzaia-Samadashvili, 2014: online). Her plan is drastic: first, she
decides to suffocate Tina in her sleep. Unable to keep living after committing
this crime, she takes her life too. The final image is one of a long-awaited reunion
both with her partner and her beloved grandmother:

1 opened the window. It was a cold, gray morning. I kissed my thumb and
stretched it toward the sky. Praise this new day!

Grandmal

Grandma, our Lada is really white as snow! Hey, Druzhok, do not hit my legs
with your tail and put your face away! Grandma, my grandma, how beautiful you
are, my dear grandmal

Grandma’s headscarf is around her shoulders. She stands spreading her arms,
and recites a prayer of gratitude, and my man — my, my man! As he laughs, he
claps his hands:

— She has come! Woman! My Woman has comel

(Kordzaia-Samadashvili, 2014: online)
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IRINA MARCHESINI




IRINA MARCHESINI


Alisa Ganieva

I.M.: Irina Marchesini
A.G.: Alisa Ganieva

1. LM.: Myth, women, identity. In your view, what is the relationship between these terms?
A.G.: Unexpected question. Well, probably, myths of any peoples usually
involve cosmogenesis and fertility cycles, which inevitably leads to the mention
of generative beginnings, the goddess-mother or some female beginning, even
if negative, chthonic. In general, it is curious that with the transition of societies
to patriarchy female characters of many mythologies underwent transformation
and from good became evil or changed sex from female to male. At least, this
happened with deities and entities from the belief system of Caucasian peoples.
About identity... For most of us, it is multicomponent, heterogeneous and in
one way or another connected with the figure of a woman (maternal roots,
maternal language) and myths associated to it.

2. LM.: What role does myth play in_your prose works?

A.G.: In my prose, myths are rarely plot-driven, but they are present as a kind
of cloud of allusions, echoes, grandmother’s stories, vague semi-conscious fears.
I write a lot about Dagestan, where Islam has unified and globalized a lot in
recent years, erasing the more archaic layers of the collective popular
unconscious. And it is important for me to record them and somehow mark
them as largely transient in nature, without which neither this region nor the
peoples inhabiting it will be preserved in their authenticity, and autochthony.
Instead, they will be assimilated and impoverished culturally.

3. LM.: What myths do you use in your prose? Are they, for example, Greek, folklore,
Georgian, foreign?

A.G.: T don’t reflect upon this consciously. I am not an ethnographer or a
folklorist and I would rather be interested in reading an external, professional
reader’s analysis. I do not remember using Greek or Georgian myths. Most likely
I have used some local beliefs of the mountaineers of Dagestan.

4. LM.: For what purpose did you choose varions myths (Dagestani, Slavic, Classical myths
etc.) in your novel The Mountain and the Wall?

A.G.: Again, here one must understand what we mean exactly. In The Mountain
and the Wall 1 mainly work with the lower mythology and, perhaps, demonology
of the Dagestani people. Notably, one of my characters writes a novel about pre-
Islamic, pagan Dagestan. It is a novel within a novel, its excerpts are scattered
throughout the text, and it mentions, for example, the Mother of Diseases and
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rituals to help women in labor. This serves as a utopian contrast to the
“contemporary” parts of the novel, in which this autochthonous world is
crushed by the clashes of Muslim fundamentalism and political crises.

5. LM.: What meaning does the contrast between city and landscape carry in your novel The
Mountain and the Wall and, in general, in your prose works?

A.G.: In my prose work there is usually much more of the city and in general of
the noisy, shouting, colorful, clattering, and crowded urban spaces, towns,
villages than of nature. Nature for me is rather a sacred zone, a little mystical or
magical. It is a space not yet fully possessed, not yet fully poisoned by human
passions, in which the forces of mercy or, on the contrary, vengeance, can
awaken.

6. LM.: What role does the symbol of the mountain play in your prose works?

A.G.: Its role is most prominently played, obviously, in The Mountain and the Wall,
where the mountain (as in many world myths) is a sacred place, a peak inhabited
by spirits who can mock a man, turn him around or on the contrary help him. It
is a timeless window into another, lost Dagestan, where people live in their
traditional mountain beehives or towers, farming, and strictly observing the laws
of free societies, which look almost like proto-democracy against the
background of the corrupt and autocratic Russian life. This is a kind of heaven,
a kind of dream, a kind of light, a kind of paradise where the souls of my heroes
end up.

7. LM.: Why are you interested specifically in women’s prose?

A.G.: I would not say I am interested in women’s prose, and, most importantly,
I would not be able to define it. What it is. In Russia, this is what it is usually
condescendingly called second-rate reading for housewives. Another meaning
appeared now is “‘fem-prose’, which is prose written by female authors and writers,
emphasizing the problems of women’s rights and so on. I do not see myself in
this sense, neither here, nor there. I write prose without labels, in which, since it
reflects the very masculine, patriarchal, aggressive world of the modern Russian
Caucasus, there is room for a woman’s corner of view, a woman’s perspective.
In general, in one text I combine different perspectives, different linguistic
registers, and completely different styles. This is a way of showing the variety
and the diversity of Dagestan, as well as the fragmentary, schizophrenic nature
of its values, where on the one hand thete are local customs, and on the other
hand there is religion. Besides, these two different currents, struggling with each
other, also clash with a third one, the reality of Russia, of which Dagestan is part.
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8. LM.: What is, in_your opinion, the role played by myths in contemporary literature and,
more specifically, in the context of post-Soviet Russia?

A.G.: It depends on the writer. In some authors they play a big role (in the case
of Rushdie, for example), in some others almost none. As for post-Soviet Russia,
in the last twenty years literature seems to be returning to old Soviet myths — the
cult of victory over Fascism, the myth of the friendship of peoples under the
leadership of Russians, and so on. Here is an entire field for cultural and political

science research.

9. LM.: What is your overall view on contemporary literature in general?

A.G.: Russian or in general? It is difficult to answer briefly, but on the one hand,
it is a joy that it has not been pushed aside, that reading and readers exist, despite
the onslaught of movies, the Internet, etc.. On the other hand, book entropy is
alarming. Far more texts (and more often of poor quality than vice versa) are
being produced than those that can be digested. As for Russian literature,
unfortunately, this is now not so much literature but a set of individual books.
Sometimes they display great talent, but on the whole they do not form a
coherent picture. Moreover, the institution of criticism, of a hot and unbiased
literary discussion, has completely disappeared in recent years. But what kind of
discussion can there be in a country at war, with tightening censorship and a

growing number of political prisoners?
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Aanuca I arnuesa

W.M.: Mlpuna Mapkesnau
A.Tl'.: Aauca 'aauesa

1. MILM.: Mugp, scenmuna, udenmuurocmo. Kakas c6ase Mexcdy smumu nomsmusmu no-
sautemy?

A.I'.: Heomuaannusiii Borpoc. Hy, HaBeprOE, MU@BI AFOOBIX HAPOAOB OOBIMHO
32TPArHBAIOT KOCMOICHE3 H IIHMKABI IIAOAOPOAHA, YTO HEH3DEKHO BEACT K
VIOMUHAHHIO ITOPOKAAIOIIEIO HAYAAd, OOTHHH-MATEPU HAH KaKOIO-AHOO
JKEHCKOTO Ha¥aAd, MyCTh AQKE HETATHBHOIO, XTOHHYECKOro. Boobie,
AIODOIIBITHO, YTO KEHCKHE MEPCOHAKH MHOTHX MH(OAOIHH C IIEPEXOAOM
OOIlleCTB K HATPUAPXATy IIOABEPIAUCH TpaHCPOPMAIIMH U U3 AOOPBIX
IIPEBPATHANCEH B 3ABIX, HY HMAH CMECHUAH IIOA C JKEHCKOro Ha My:kckoi. ITo
KpafiHEH Mepe, 3TO IIPOHU3OIIAO C OOKECTBAMU U CYIIHOCTAMH U3 BEPOBAHUI
HapoAOB KaBkaza. A  HAEHTHYHOCTB... Y OOABIIMHCTBA U3 HAC OHA
MHOTOCOCTAaBHA, HEOAHOPOAHA U TAaK UAM MHAYE CBA3aHA C (PUIYPOI KEHIIINHEL
(MATEPHHCKAMH KOPHAMHM, MATEPUHCKHM A3BIKOM) X MudaMH C HEIO

CBA3AHHDBIMI.

2. 11.M.: Kaxyro posv uzpaem mugp 6 éauteii npose?

AI: B moeit mpose MHMB PEAKO CIOKETOOOpA3yIOIIHME, HO OHHU
IIPUCYTCTBYIOT, KaK HEKOE OOAAKO aAAFO3HH, OTTOAOCKOB, OaOYIIKHHBIX
PaccKa3oB, HEACHBIX IIOAYIIOACO3HATEABHBIX CTpaxoB. Sl MHOro mmmy o
Aarecrare, B KOTOPOM HCAAM 34 IIOCAGAHHE TOABl MHOIOE YHU(HIIHPYET,
rao0aAmsyer, crupad OOAee apXamdHbIE CAOH KOAACKTHBHOIO HAPOAHOTO
©ECCO3HATEABHOIO, I MHE BAKHO UX 3a(DHKCHPOBATH U KAK-TO X OOO3HAYUTH
KaK BO MHOTOM YXOASIIYIO HATypPy, O€3 KOTOPOH HU 9TOT PEIUOH, HH HAPOABI,
Ha HEM IIPOKUBAIOIIINE, HE COXPAHATCA B CBOCH IIOAANHHOCTH, ABTOXTOHHOCTH,

aCCI/IMI/IAI/IPYIOTCH 48 O6CAHCIOT KyAI)TypHO.

3. U.M.: Kaxue mugper 6wz npednouumaene ucnosviosame 6 éauted npose? Hanpumep,
epeeckute, PoabKAOD, pY3UCKIUE, UHOCHIPAtiNBIE?

AT 51 e pedpaekcupyro 310 cosHateAbHO. S He sTHOrpad 1 He POABKAOPHCT
X MHE TyT CKOpee OBbIAO OBl HHTEPECHO IIPOYUTATH  AHAAHU3
IpO(PECCHOHAABHOIO —YHTATEAS CO CcropoHbl. He mnomuio, wrods A
HCIIOAB30BAAA TPedecKue UAU rpy3nHckue Mudsr. Ckopee Kakue-To MECTHBIC

IOBEpbhA ropres AarecraHa.

58



4. M.M.: Ans xaxoi yesu 6vr 6vi6panu pasaudmsie Mugsr (dazecmarickue, c1asamncKie,
Kaaccuteckue, u 71.0.) 6 auem npoussederiun «I Ipasonuunas zopar»?

AT Onare e, TyT HYKHO IIOHATH, YTO KOHKPETHO HMeeTcAd B BHAY. B
«[IpasaHmdaHOIl TOpe» A PabOTAI0 B OCHOBHOM C HH3IIEH MHQOAOTHEH W,
BO3MOKHO, ACMOHOAOTHEH AAr€CTaHIIEB, B YACTHOCTH, OAMH N3 MOUX IepOEB
IUIIET POMaH O AOHCAAMCKOM, f3bI9ecKoM AarectaHe, 5TO TaKOH POMaH B
pOMaHe, OTPBIBKH €I'O PACCHIITAHEI ITO TEKCTY, M B HEM YITOMHHAIOTCH, HAIIPUMED,
u Matb 6OAE3€HEH, B PUTYAABI AASl IIOMOIIH POKEHHUIIAM. DTO CAYKHAT TAKUM
YTOITMYECKUM KOHTPACTAM «COBPEMEHHBIMY» YaCTAM POMaHa, B KOTOPOM 3TOT
ABTOXTOHHBIN MHUP ITIEPEMAABIBACTCA KACIIIAMU MYCYABMAaHCKOTO

beHAaMCHTaAI/ISMa " IIOAUTHYICCKHX KpI/ISI/ICOB.

5. I.M.: Kaxyro suauumocnv recen npomusonocmasaenue mencoy eopodom u npupoood 6
sautem npoussedenuu <« [pasonuuras zopa» u 600bme 6 6aumei npose?

A.d: B Moelt mpose OOBIYHO rOpa3sA0 OOABIIIE TOPOAA U B IIEAOM IIIYMHOIO,
KPHKAHBOIO, KPACOYHOIO, KAOKOYYIIEIO H 3aIIOAHEHHOIO AIOABMH IOPOAQ,
IIOCEAKA, CEAQ, YeM IIPHPOABL IIpupoAa y MeHsA 310 cKOpee 30HA CAaKPaABHOTO,
HEMHOTO MHCTHYECKOIO MAU BOAIIIEOHOrO. DTO €Ille HEe AO KOHIIA OCBOEHHOE,
HE AO KOHIIA OTPAaBACHHOE YEAOBEYCCKHMU CTPACTAMU IIPOCTPAHCTBO, B

KOTOpOM MOIY1 HpOCHyTbCH CHABI 6A21FOA21TI/I A HaO60pOT BO3ME3AMA.

6. H1.M.: Kaxoe snauenue umeenm cumeon eoput 6 auell npose?

A.I': Beirrykaee Bcero oH Urpaer, O4eBHAHO, B «[ IpasAHIYIHOIT ropey, rae ropa
(kak ¥ BO MHOIHMX MHPOBBIX MH(AX) — 3TO CBAIIECHHOE MECTO, BEPILIHHA,
HACEACHHAA AYXaMH, KOTOPBIE MOTYT HAACMEATHCA HAA Y€AOBEKOM, OOBECTH €roO
BOKPYI HOCE HAHM HAOOOPOT IIOMOYb. DTO BHEBPEMEHHOE OKHO B APYIOH,
yTepAHHBINA AarecTaH, A€ AFOAH JKHBYT B CBOHX TPAAUIIHOHHBIX TOPCKHX YABAX
UAM OAaIllHAX, 3aHUMAIOTCA 3EMACACAHEM, CTPOrO COOAFOAAFOTCA 3aKOHBI
BOABHBIX OOIIECTB, KOTOpble Ha (DOHE KOPPYIIIHOHHO-aBTOKPATHIECKON
POCCHIICKOM KU3HHU BBITAAAAT IIOYTH YTO IIPOTO-AEMOKPATHEH. DTO HE TO fABb,
HE TO COH, HE TO MHOH CBET, CBOCOOPAZHBIN paii, KyAd IIOIIAAAFOT AYIIIA MOHUX

TepoEeB.

7. ML.M.: I'louemy 6wz unimepecyemecs sicerickoil npo3oi?

A 51 OB He cKazaAa, 9TO A HHTEPECYIOCH KEHCKOM IIPO30H, 2 CAMOE TAABHOE
— A HE CMOIY AaTh e¢i ompeaeseHue. Yro ato Takoe. B Poccun taxk oObraHO
CHUCXOAUTEABHO HA3BIBAIOT BTOPOCOPTHOE YTHUBO AAA AOMOXxo3sek. Ceifuac
IIOSIBUAOCH APYIO€ 3HadeHHE — (PEM-IIPO3a, KOTOPOIO IIHIIYT ABTOPKH U
IIPO3AaNHM, AKIICHTHPYA BHIMAHIE HA IIPOOAEMAX COOAFOACHHSA IIPAB JKEHIIIUH
1 T. A.. I ceba B 9TOM CMBICAC HE BIDKY, HH TaM, HH TaM, f IIHIIY IIPO3y Oe3
ACHOAOB, B KOTOPOH, IIOCKOABKY TaM OTPAXKACTCA OYEHb MACKYAHMHHBIH,

ITATPUAPXAABHBIA, arPECCUBHBIA MHUpP COBpeMEHHOro poccuiickoro Kapkasa,
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€CTh MECTO M AAf KEHCKOTIO yIAa 3PEHHA, JKEHCKOH epceKTuBhL. S BooOIIe B
OAHOM TEKCTE COYETAI0 PA3HBIC IICPCIIEKTUBEI, Pa3HBIE PETUCTPHI A3bIKA,
COBEPIIIEHHO pasHblE CTHAHM — 3TO H CIIOCOO IIOKa3aTb pasHOOOpasue,
HEOAHOTHIIHOCTh AarectaHa, u (PpParMeHTapHOCTb, IIU30(PPEHUIHOCTD
TAMOIITHUX IIEHHOCTEH, TA€ C OAHOM CTOPOHBI MECTHBIE OOBIYAH, C APYTOH —
PEAUTHSA, IPHYEM PA3HBIX, OOPIOIINXCA APYL C APYIOM TEYECHUMH, C TPETUI

pCaAI/II/I POCCI/II/I, 9aCTBbIO KOTOpOfI AaFCCTaH ABAACTCA.

8. 1.M.: Kax 6wz dymaeme, Kaxyt poav uzpaem mugp 6 mupe cospemeririoll aumepanype
U, 8 0CHOBHOM, 6 Konmexcme nocmeosenckor Poccuu?

A.I': 3aBucur ot nucateAs. Y Koro-1o 60Abmyio (y Pyrmau, Hampumep), y KOoro-
TO IOYTH HHKAKOH. A YTO KacaeTcs ITOCTCOBeTcKOH Poccum, 10 B mmocaeaHme
ACT ABAALIATH OHA KaK OYATO BO3BPAINACTCA K CTAPBIM COBETCKUM Mudam — K
KYABTy HOOeABl HaA dammsMoM, K Mudy O ApyxOe HapOAOB IIOA
IIPEABOAUTEABCTBOM PYCCKOIO HApOoAa U T. A. Lyr IIeAOe IIOAE AAA

KyAI)TypOAOFI/I‘ICCKI/IX H IIOAUTOAOTHYICCKHUX I/ICCACAOBaHI/Iﬁ.

9. M.M.: Kaxos sawt 632190 tia cogpemeryto aumepanpy 6 yesom?

A Poccuiickyro uan BooOre? TPpyAHO OTBETHTH KOPOTKO, HO BO-IIEPBBIX,
PAAOCTHO, YTO OHA HE BBITECHEHA, YTO YTCHHE U YHTATEAU CYIIECTBYIOT,
HeCcMOTps Ha HacTynAeHume kuHO, Mutepmera m T.A. C Apyroi cropossi,
TPEBOMKHUT KHIDKHASA SHTPOIHA — TEKCTOB (M dYaIlle HEKAYECTBEHHBIX, YEM
HA00OPOT) IMPOU3BOAUTCA FOPA3AO OOABIIIE, YEM MOMKHO IIEPEBAPHUTH. UTO AO
POCCHIICKOII AMTEpATypPHl, TO, K COXAACHHIO, 9TO CEHYaC HE CTOABKO
AHTEPATYPa, CKOABKO HADOP OTAEGABHBIX KHUT, HHOTAQ OYCHD TAAAHTAHBEIX, HO
B IICAOM OHU HE BBICTPAMBAIOTCA HH B KAKYIO IICAOCTHYIO KAPTHHY, Ad U
HMHCTUTYT KPHTUKH, TOPAYEH U HEAHTAKUPOBAHHOH AUTEPATYPHON AHCKYCCHH,
32 IIOCAGAHIE TOABI TaM COBCEM COIIIEA Ha HET. Brpodem, kaxas MOxeT OBITH
AVICKYCCHSI B BOIOIOIIEH CTPAaHE C YKECTOYAFOINEHCA IIEH3YPOH U PACTYIHM

YHCAOM HOAI/ITYSHI/IKOB?
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Ana Kordzaia-Samadashvili

I.M.: Irina Marchesini
A.K-S.: Ana Kordzaia-Samadashvili

1. LM.: Myth, women, identity. In your view, what is the relationship between these terms?
A.K-S.: To be honest, I would leave the term “woman” out, because I think the
myths everyone grew up with are part of their identity, no matter if it is a woman
or a man. In this case I would definitely leave out the word “woman”. If a person
does not have their own myths, tales, legends, something amazing, then, they are
probably very bored in this world. And for this reason, they themselves become
boring and uninteresting. This is why I think that in this case to distinguish
between women and men somehow will not work. I have this suspicion. For the
rest, of course, you have probably noticed that every nation has its own myth,
about how it came to the world. Myths are usually a little bit funny, jolly, sad,
but there always is something about them, that makes them chosen and
magnificent. Every person tries to discover at least one exceptional grandfather
or an outstanding grandmother that once were. That is also myth making. How
do I know if Evdokiia Kordzaia, my great-great-great-grandmother, was as
beautiful as they say. I do not know, but I know that my grandmother was a
beauty and that she, and that she ... and so on and so forth and so on.... Maybe
one really wants to be a part of something big and magical. In this respect, myths
are very cool, I like them. They are a part of something that I may not realize
myself, but it means that I also have some value in the world.

2. LM.: What role does myth play in_your prose works?

A.K-S.: Given the fact that I love this layer of human culture very much, of
course I cannot do without it. And probably also the fact that I was born in
Thilisi, I live in Thilisi, I grew up here, and although I travel a lot, whether I want
to or not, I am a Thilisian and I hope that I will die in this city. And I like it very
much that this city is inhabited by some creatures that I was told about in the
courtyards on both sides of the river. The creatures we were telling stories about,
the ones we thought were doing stupid things. For example, at the Crying Rock
we knew that if you washed your face with this water — because one girl had
washed her face there, — we knew that you would become beautiful, so we
rubbed our faces until we lost our pulse. It was horrible. This city itself, it was
founded because there are hot waters. This too is a kind of myth because Tbilisi
is warm because of its hot waters and so on. It is very cool. I do not know, I
think that without everything that surrounds me, everything that is invisible in
Thilisi, it is not that I could not write, but I would probably be — again, — very
bored. And, consequently, this is very easy. To throw something down on them
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they might not know, but I do... So, my Shushanik is like this. For example also
Tashi is like this. Tashi |00 - t'ashi, .M.] means clap, applause. He was such
a beautiful young Iranian, Persian, he was very tall, very handsome, and he always
used to say that the Lord God is terribly envious. So, he does not like it when
someone does something better than him. This is why Homer was blind,
Beethoven was deaf, and he, Tashi, a great painter, was born into the world
without hands. Applause had no hands. And, of course, they called him Tashi,
“applause”. And he painted. I mean, the interesting thing is that he really existed,
he was a poster painter. He drew with his feet. When there was already silent
cinema he loved Lillian Gish, and he drew Lillian Gish all the time. Tashi had a
great love. In short, he again is a story. It is because of this great love, for
example, that in the city of Thilisi you can — if you know the secret — find your
great love, and yet things are not so simple. I like it when I think that sometime
at night, when it is very dark and there is no one in the streets — now it is very
difficult to achieve this, but still they say that there are such nights, — maybe you
will meet Tashi in the streets, maybe. If you meet him, he will tell you something
important, very important. What it is, I do not know. And I like it. I still think
that someday you may see the tall silhouette of a beautiful, young Persian, but
without hands.

3. LM.: What myths do you use in your prose? Are they, for example, Greek, folklore,
Georgian, foreign?

A.K-S.: Thilisian ones, specifically Thbilisian ones, because this is what I know
better. It is better to write about what I know rather than what I do not know.
Of course, different Thilisian characters can appear there [in A.K-S. prose, L.M.].
For example, over there is a bridge, it is a very strange bridge, it is dry. In fact,
beneath it there was a river, and the name of this river was Varas. Surprising
things happen on this bridge, literally anything. This bridge connects two Tbilisi
neighborhoods. And to this day they cannot figure out whether this bridge is
Vera or Vake", it is very hard to say. This makes me very happy, it is a lot of
fun. Sometimes, for example — here is a neighborhood version of a Thilisian
[myth], — sometimes a very cute harpy will fly in. Of course, the harpy is not
from a Thilisian myth, but she is very nice; somehow I cannot do without her.
She is confident that she is very beautiful. If someone told her that people think
she is horrible and that she stinks, she would be very surprised, because she
knows that she has such shiny feathers, very big eyes, beautiful breasts, long hair,
and terrible claws. She is a real harpy, of course you cannot do without her. She
must be a woman in love with herself. Not a common bird, but a harpy.

# These are the names of the neighborhoods the author previously referred to.
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4. IM.: For what purpose did you choose the myth of S hushanik in your work The Children
of Nightfall?

A.K-S.: It started out in a very funny way. With Ursula Le Guin. She wrote a
novel called The Left Hand of Darkness. When I read that novel, I was bewildered.
Because, honestly, I have always wanted to write about the love of people who
just love each other, not because they are husband and wife or brother and sister,
etc.; just a big love. For no reason, for no other reason at all. Without any sex,
without any marriage stuff. I have wondered for a very long time what that could
be, but I actually know. This certainly is the very big love of a young, handsome
homosexual man and an old one, a little bit with the past too, yes. And these are
probably people who have been looking for love, big love, all along. But they
are not going to find it. I thought about who they could be. Of course, they are
Shushanik’s children from the Thilisian legend, who wander, wander, and
wander in search of a love that will not happen. They are fun, they are nice, but
they are not loved, it is impossible to love them. They are intangible, they are
some kind of spirits. Likewise, I wanted to write about two people who love
each other very much, but it is not ordinary human love. Instead, it is something
a little blue, a little cheerful misanthropy, if I can say that. And therefore, of
course, the best thing to do was to rely on the fact that their mother is Shushanik,
of course you cannot take anything from her.

5. LM.: Can you please explain the myth of Shushanik (The Tbilisian one)?

A.K-S.: According to the Thilisian myth of Shushanik, there was a beautiful
woman in the world, she had very long hair. Once she was badly offended, as
she was considered crazy because she gave birth to a child that others did not
see. She still lives in Thilisi, I can even show you the place, although you cannot
see it. But it is there, and she combs her hair at night, I love it very much. She
combs her hair, which then creep, it creeps at night on the streets, it comes into
your house while you sleep. If you sleep alone and you dream of love, know that
Shushanik did it for you. This hair wraps you and tells you “I love you very
much”, is a very good thing. And aside from this, she gives birth to babies all
the time. These are not ordinary babies; they do not die. She gives birth to them
and lets them wander around the crooked streets of Thilisi. You have met them
for sure. If you meet someone and you just have fun and feel good — it is
Shushanik’s child, you just do not notice that. You leave these children very
easily, but then it is very difficult to forget them, because it was amusing and you
had a good time, they did not oblige you to anything. These are Shushanik’s
children. They are very cute actually. Once a lovely lady, who had only two teeth
in her mouth for the last forty years, she told me that these children have a
chance to die. If they make two people fall in love with each other, then they
will be favored by Mother Shushanik, so to speak, and they will be able to leave.
This is really great. I love them.
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6. LM.: Do you think it is possible to find love, real love, the love of a life time and where? In
Thilisi?

A.K-5.: You can absolutely find it in Thilisi. And as soon as you... You know,
there is a great sign to understand that this is the one: you will hear applauses.
That is Tashi applauding you. “Bravo!” — he will say.

7. LM.: Why are you interested specifically in women’s prose?

A.K-S.: Maybe because I myself am a woman. It can’t be otherwise. It is very
difficult for me to even write a monologue if I do not remember it word by word
or if the person is not so close to me that I already recognize exactly his face.
Let’s say, I find it very difficult to write men’s words, I fail. And, of course,
women are again what I know. You know, there are those lucky authors who
have a good fantasy. I have no imagination. But I have a very good memory. I
am very good at remembering who, where, when, why they told me something
or showed me something or did something and so on and so forth. But given
the fact that I probably have a brain like every woman’s, what I remember best
is that I know women’s stories, a lot of them. [ know little men’s stories. Because
I know stories about men, but they were told by women. And so, if I write, my
protagonist will never be a man. I mean, I am the storyteller, I will never be a
man. I am not Flaubert, who could be Madame Bovary. I cannot do it.

8. LM.: What is, in_your opinion, the role played by myths in contemporary literature and,
more specifically, in the context of post-Soviet Georgia?

A.K-S.: Given that I am a great lover of fantasy, and, of course, I try this fantasy
genre everywhere, I am not getting into statistics, but frankly, in the world of
contemporary literature, I have no idea. It seems to me that people is very bored
with the world they have and they want something more. But you cannot invent
Prometheus anymore, we have him, why invent a new bicycle? You know, 1
think that the world we have today is a little bit drier and a little bit sadder than
the one we can see somewhere. As far as Georgian literature is concerned, so far
— no... The thing is that we still have to process the collapse of the Soviet Union
and the four wars that were fought. This is all too real and all too tangible, and
it is hard to escape from it. Hence, it will probably take at least a quarter of a
century of peace for Georgian literature to turn to those beautiful deeds, to those
beautiful heroes that are in Georgian, not in Thilisian mythology. You will not
find great knights in Tbilisian mythology, they are craftsmen, ordinary fools by
experience, but that is another story. But in that big mythology, where a very
beautiful woman and a knight, he is so strong in everything, this is, of course,
this layer, it is still... early for us. It is not going to work yet.
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9. LM.: 1t may be early, but you anyway use these myths in_your writings. ..

A.K-S.: Again, same thing, I am a woman after all. And, I do not know, I feel
like, you know, I want to find some shelter, burrow in there. I did not go to the
war. During the war I was in Tbilisi and, of course, when there are wars going
on somewhere, stray dogs and some armed formations run around, there is no
gas, light, and water. Of course, well, you really want to meet Tashi at least.

10. LM.: What is your overall view on contemporary literature in general?

A.K-S.: 1 have a very soft spot for literature. I think it is fantastic. It is even a
little annoying that there are only twenty-four hours in a day, and it is completely
impossible to read everything. It is wonderful. It is so beautiful. I am lucky
enough to go to big book fairs every year. I kept thinking how great it is that the
Soviet Union has collapsed, and I can go to Frankfurt for the fair, and how nice
it is that I became part of something very big that can be called world literature.
How greatitis that somewhere in a country I only know about from a geography
textbook, someone wrote something I thought of. Gosh! I wish I had written it.
This is so great. I love it.

Thilisi, January 28" 2018
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Ana Kopozasa-Camaoawsunu

W.M.: Mlpuna Mapkesnau
A.K-C.: Ana Kopasaa-CamaparBuau

1. MILM.: Mugp, scenmuna, udenmuurocmn. Kakas c6ase Mexedy smumu nomsmusmu no-
sautemy?

A.K-C:: Ecan gecTHO, A OBI IPOIIYCTHAA KEHIIIUHY, IOTOMY YTO, IIO-MOEMY, AAA
KaKAOTO 9aCTh €I0 HACHTUYIHOCTH MU(BI C KOTOPBIMU OH BEIPOC, HEBAKHO 9TO
JKCHIIITHA HAH MYXKIHHA, B 9TOM CAy4ae s OBl TOYHO OIYCTHAQ sKeHIuHy. Ecan
y 9EAOBEKA HET CBOMX MH(OB, CKA3aHUM, ACTCHA, YErO-TO YAUBUTEABHOIO, TO,
HABEPHO, €My OYEHb CKYYHO Ha OEAOM CBETE U IIO9TOMY OH CaM CTAaHOBUTCA
CKYYHBIM M HEHHTEPECHBIM. [103TOMY A AyMaro, 94TO B 9TOM CAyYae PasAUYaTh
KEHIIUMH U MYKYHH KaK-TO HE IIOAVYNTCA, y MEHA TaKOE IIOAO3PEHHE, 4 B
OCTaABHOM, KOHEYHO, BBI, HABEPHOE, 3aMEYAAH, YTO Y KAKAOIO HAPOAA €CTh
cBOI MU, KaK OH ABUACA Ha OEABIH cBeT. MudBbl, Kak IPaBHAO, HEMHOMKKO
CMEIIIHBIE, BECEABIE, IIEYAABHBIE, HO BCETAA €CTh YTO-TO TaKOE€, YTO OHH
n30paHHBIE U BEAUKOACIIHBIC, KAJKABIH YEAOBEK CTAPACTCA OOHAPY/KHTH XOTS OB
OAHOTO BEAHKOACIIHOTO AGAVIIKY HAHM IIOTPACAIOIIYIO OaOVIIKy, KOTOpBIE
OBIAH, 9TO K€ TOKE MH(OTBOPUYECTBO, OTKYAA MHE 3HATH ObIAa An EBAokmA
Kopazas, mos mparrparpababyIika, TakoIl KpacaBULIEH, KAK PACCKA3BIBAIOT, A HE
3HAIO, HO fl 3HAIO, YTO MOS OaOyIIIKa OBIAA KPACOTKON M YTO OHA, U YTO OHA ...
U TaK AaA€e, I TOMY ITOAODHOE.... HaBepHO, 09eHDb X04UeTCs OBITh YaCTHIO YEro-
TO DOABIIIOTO U BOAIIEOHOTO. B aTOM cAay4ae, MuEI —9TO OUEHD 3A0POBO, MHE
9TO OYECHb HPABUTCA, YaCTh YETO-TO, YErO f, MOKET, CaMa HE OCO3HAIO0, HO

3HAYHUT 5 TOXC HMCIO KaKyIO-TO IICHHOCTDb HA OeAOM cBeTe.

2. W1.M.: Kaxyro posv uzpaem mugp 6 éauseri npose?

A.K-C:: VaureBad 10T aKT, 9TO A OYEHb AFOOAIO 9TOT IIAACT YEAOBEUECKOI
KYABTYPBI, KOHEYHO Oe3 Hero MHe He obourtuch. Eime to, uro, HaBepHOe, A
poauaace B TOuamcn, a xuBy B TOnAmCH, f 3A6Ch BEIPOCAQ, U XOTA I MHOTO
pas3besiKaro, BCE-TAKU XOUY A TOIO HAU HET, TOMAUCKA fl I HAACIOCh, 9TO YMPY B
9TOM TOPOAEC M MHE OYEHb HPABUTICA, YTO ITOT TOPOA HACEACH KAKHMHU-TO
CYIIIECTBAMH O KOTOPBIX MHE PACCKA3BIBAAH BO ABOPAX II0 0O€ CTOPOHBI PEKM, O
KOTOPBIX MBI PACCKAa3bIBAAM, T€, O KOTOPBIX MBI AYMAAH, ACAAAM BCAKHE
TAYIIOCTH, HAIIPUMED, Y IAAYYIIEH CKAABI MBI 3HAAHU, YTO €CAU YMBITHCA 9TON
BOAOI, IOTOMYy 9YTO OAHA AEBOYKA YMBIAACh, 5TO MBI 3HAAH, TO CTAHEIIb
KPACaBUIIEH, MBI ceO€ TEPAU AHIIA AO IIOTEPH IIYABCA, 3TO OBIAO yxkacHO. Cam
9TOT FOPOA, OH 7K€ OCHOBAH H3-32 TOT'O, YTO €CTh TOPAUIE BOABL, 9TO TOMKE HEKHUIT

mud, moromy oH, TOHANCH, TEIABIHA, UTO 9TO TOPAYNE BOABI H TAaK AaAee. DTO
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odeHb 3p0poBo. He 3Haro, MHe kaxeTcs, 9TO O€3 BCErO TOTO, UYTO OKPY/KAeT
MeHs, HeBUAUMOE, B TOuAncCH, 51 ObI HE TO YTOOBI IIHCATH HE MOTAQ, HABEPHO,
MHE OBIAO OBI, OIfITb-TAKH, OYEHb CKYIHO. VI, COOTBETCTBEHHO, 3TO OYCHb
Aerko. COpachBaTh 9TO-TO HA KOTO-TO, KOIO, MOKET, HE BCE 3HAIOT, HO f-TO
3Ha10.... TakoBa most [lyiranuk, Takoii, Hanpumep Tammm. Tammu [3odo - t'ashi,
M.M.] 3Ha9nT XAOIIOK, aITAOAUCMEHT. DTO OBIA TAKOH IIPEKPACHBII MOAOAOM
HpaHeLL, IIePC, OH OBIA OYECHD BEICOKHH, OYECHDb KPACUBBII, M OH TOBOPUA BCETAQ,
uto I'ocrtoap bor crpamao sasucrauseii. [Tosromy on He AIODHT, KOTAA KTO-
TO AGAAET YTO-TO AydIrre, 4eM OH. IToaromy I'omep Opra caenoit, berxosen ObiA
IAYXOH, a OH, Tammm, BEAUKHI XYAOKHUK, POAHACA Ha CBET 0€3 pPyK, y
arAOAUCMEHTa He OBIAO pyK. M ero, koHeYHO, Ha3BaAH «alAOAUCMEHTY. 1 oH
PHCOBAA, TO €CTh CAMOE MHTEPECHOE, YTO OH PEAABHO CYIIECTBOBAA, OH OBIA
xyAokHHKOM acpurr. OH pHCOBAA HOraMU H KOTAA YK€ OBIAO HEMOE KMHO OH
Arobua Amanman T'wmrm, u Bce Bpems pucoBar Awaman I'mmnr. V Tarm Opraa
BeAuKasd Ar000Bb. OH, KOpodue, omAThb-Taku ucropus. V3-3a 910l BeAHKON
AIOOBH, HaIpuMep, B TOpoAe TOMAHCH MOMKHO, €CAM 3HATH CEKPET, MOMKHO
HAHTH CBOIO BEAHKYIO AFOOOBB, HE TaK YK IIPOCTO OOCTOAT AeAd. DTO MHE
HPaBUTCA, ITO A AYMAIO, YTO KOTAA-HUOYADb HOYBIO, KOTAA OYEHb TEMHO H HA
VAHIIaX HIKOTO HET, CEYac 3TOrO OYEHb TPYAHO AOCTHYb, HO BCE-TAKH TOBOPAT,
9YTO OBIBAIOT TAKHE HOYM, MOKET OBITh BCTpeTuTe TaIll Ha YANIIE, MOKET OBITb.
Ecan BeI ero Berperute o Bam ckaxeT 9T0-TO BaskHOE, OYEHD BaxHOE. YTO 31O,
A He 3Haro0. 1 MHe 310 HpaBuTca. Sl Bce-Takm AyMaro, 9TO KOrAa-HHOYAD, MOKET

OBITh, BOT YBUAHUTE BBEICOKUN CHAY3T KPACHBOIO MOAOAOTO IIepca, IpaBAa Oes3

pyK.

3. U.M.: Kaxue mugper 6wz npednouumaene ucnosvsosame 6 éauted npose? Hanpumep,
epeeckute, PoabKAOD, PY3UCKIUE, UHOCIHIPALiNBIE?

A.K-C:: Touaucckue, koHkpeTrHO TOMAHCCKHE. [loTOMY 9TO, TO YTO A 3HAIO
Aydire. /Aydie mmcars O TOM, YTO A 3HAIO, a2 HE O TOM, YE€ro HE 3HAIO.
TOuAncckue, KOHEIHO, IIEPCOHAKU TAM MOIYT BOSHHKHYTH pasubie. Harrpumep,
BOT TaM €CTh MOCT, 9TO OYEHb CTPAHHBIH MOCT, OH CYXOI, Ha CAMOM AEAE BHU3Y
OblAa pedka U 3BaAaCh 3Ta pedka Bapac M Ha 9TOM MOCTY IIPOHCXOASAT
VAUBHTEABHBIE ACAQ, BCE, YTO YTOAHO. DTOT MOCT CBA3BIBACT ABA TOMAMCCKUX
kBapTaAa. M 1o ceii AeHb He MOIyT pa3oOparbed, 3TOT MOCT cam Bepa nan Baxe,
OYEHb TPYAHO CKa3aTb. DTO MEHA BOODIIE PAAYET, 9TO OYEHD BeceAo. VHorAa,
HAIIPUMEp, BOT TOUMAUCCKUIL, TAKOH KBAPTAABHBIN BAPHAHT, HHOTAQ IIPHACTACT
odeHb cuMmaruyHad raprund. OHa, KOHEYHO, HE U3 TOHMAHUCCKOro muda, oHa
OYEHb CHUMIIATHYHASA, Kak-TO Oe3 He€ He oOxoamrcsa. OHa yBepeHa, YTO OHA
OYEHb KPACUBaA, ECAH OBI € KTO-TO CKa3aA, 9TO AFOAH TEOSA CIUTAIOT Y7KACOM U
YTO AYMAIOT, YTO THI BOHIOYAS TaKad, OHA OBl OYECHb JAHUBHAACH, IIOTOMY UTO
OHA 3HACT, YTO y He€ TAKUEe OACCTAIIIE IEPHIIIKH, Y HEE TAKHE OOABIIIIE TAA34,

HpCKpaCHaH prAb, AAMTHHBIE BOAOCHI H CTpaLHHbIC xortu. Omna HaCTOAIIAA
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rapims, KOHE4HO, Oe3 Heé He 00oHTHICh. OHA AOAKHA OBITH CAMOBAIOOAEHHAA

Aama. He oObIkHOBEHHASA ITTHYKA, 4 TApIIUA.

4. 1.M.: Ans xaxod yeau Bor svibpanu ymugp o LLlyuarnux 6 samem npoussederuu «emu
cyMeper»?

A.K-C:: Beé maganoce odens cvernao. C Vpeyasr Ae I'yunr. Ona Hamucasa
pOMaH, KOTOPHI HasbBaeTCA «/\eBad pyka TbMb». Koraa s mpodaa sToT pomas,
A OblAa ommapareHa. [loromy 9r0, 9ecTHO TOBOPfA, MHE BCETAA XOTEAOCH
HAITHCATD O AFOOBH AIOACH, KOTOPEIE IIPOCTO AFOOAT APYT APYTa, HE IIOTOMY YTO,
OHH MYK U JKEHA HAU OPaT U CECTPa, AU UAU-HAH, IIPOCTO, OOABIIIAA AFOOOBb.
Hu 3a ar0, Hu 1po 49T0. Bes BeAkoro cexca, 6e3 BCAKUX MATPUMOHUAABHBIX ACA,
A OYCHDb AOATO AYMAAQ, ITO 3TO MOKET OBITh, HO f, HA CAMOM ACAE, 3HAIO. DTO,
KOHEYHO, OYEHb OOABIIAA AIOOOBb, MOAOAOTO, KPACHBOIO MY/KYHMHA
TFOMOCEKCYaABHOTO ITOBEACHUA U CTAPOI TaKOM, HEMHOKKO C IIPOIIABIM, Ad. V1
5TO, HAaBEPHO, AFOAH, KOTOPBIE BCE BPEMSA HCKAAU AFOOOBB, OOABIIIYIO AFOOOBB.
Ho me Oyaer eé. SI moaymana, xem oHm Mmoryt Obrth. KoHedHO, AeThMHE
[lymasuk 13 TOMAUCCKOI AEICHABI, KOTOPBIE OPOAAT, OPOAAT B ITOMCKAX
AIOOBH, KOTOPOI He OYAET, C HIMH BECEAO, C HIMH XOPOIIIO, HO UX HE AIOOAT,
UX HEBO3MOXKHO AOOHT. OHHE K€ HEKOHKPETHBIC, AYXH KaKHE-TO.
CoOTBETCTBEHHO, f XOTEAA HAIIUCATH O ABOUX, KOTOPBIE OYECHb CHABHO AFOOSAT
APYT APyra, HO 9TO HE HOPMAABHAf YEAOBEYECKAS AFOOOBB, 4 UTO-TO TaKOE,
HEMHOKKO TOAYOasl, Takasg HEMHOKKO BECEAAS] MU3AHTPOIINA, CCAH MOKHO TaK
cka3atb. V1 cOOTBETCTBEHHO, AyYIIIE BCErO, KOHEYHO, OBIAO OIUPATHCA HA TO,

9TO MaMa-TO y HUX HlyHIaHI/IK, KOHEYHO C HE€¢ HHYEIrO HE BO3bMEIIIb.

5. 1.M.: A Bez mosceme noswanyticma obescnuns mugp o LLlymarnux, mouaucckui mugp.

A.K-C:: Coraacao tomancckomy mudy o Illymanmuk, ectp Ha OeAOM cBeTe
IIpeKpacHas KCHINMHA, Y HEe OYCHb AAHHHBIE BOAOCHI, KOTAA-TO €€ CHABHO
00HAEAH, €€ COYAU CYMACIIICAIIIEH, IIOTOMY YTO OHA POAHAA peOEHKA, KOTOPOIro
Apyrue He BuAeAan. OHa M cefidac KUBET B 1OMAHCH, I Aa’KE MOIY IIOKa3aTh
MECTO, IIPaBAQ, €0 HE BHAHO, HO OHO €CTh, H OHA PACYECHIBAECT BOAOCHL IIO
HOYAM, f 3TO OYeHb AIOOAIO. OHA PacYechBACT BOAOCHI, KOTOPBIE IIOTOM
ITIOA3YT, OHH ITOA3YT HOYBIO IO VAHIIAM, OHH 3aXOAAT K BaM AOM, KOLAA BBI
CIIH'TE, €CAH BBI CIIUTE OAUH U BaM CHHTCS AFOOOBB, 3HatTE, 94TO 970 Lllyrmannk
AASl BAC CAEGAAAA. DTH BOAOCH OOBOAAKUBAIOT U PACCKA3BIBAIOT, YTO «1 OYCHD
AFODAFO TEOM, 9TO OYeHD XOpoIo. M KpoMe TOro, oHa Bce BpeMsA POKAET ACTEH,
KOTOpBIE HE OOBIYHBIE ACTH, OHU He yMuparoT. OHa UX POKAET U IYCKAET IO
KPHBBIM YAOUKaM TOnAmcH, u oHn Tam OpoAdT. Ber ux Berpedasn o0sA3aTeABHO.
EcAn BbI KOro-T0 BCTpEYaeTe U BaM IIPOCTO BECEAO H XOPOIIO — 3TO PEOCHOK
[Iyrmrasuk, IpocTo BEL €ro He 3aMedacte. Ber ogeHp Aerko Opocaere aTux ACTEH,
IIOTOM OYE€Hb TPYAHO 3a0BIBACTE, IIOTOMY YTO OBIAO BECEAO, M CMEIIHO, U
XOPOIIIO, U HHU K 9eMy He 00s3bBaA0. D10 Aetu [lyrmannk. OHut odeHp MUABIE

Ha CaMOM ACAE. EIlIC MHE KaK-TO paCCKa3zaAa OAHA IIPpEKpacHad AaMa, Y KOTOpOfI
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BO PTy OBIAO BCETO ABA 3y0a IIOCAGAHHE COPOK AET, OHA MHE PacCKa3aAa, ITo
9TH ACTU UMEIOT IIAHC YMEPETh, €CTh TAKOI ITAHC, €CAU OHH CACAAIOT TaK, ITO
ABOE TIOAFOOAT APYT APYTa, TO K HIM OYACT, TaK CKa3aTh, OAATOCKAOHHA MATYIIIKA

[yrmasux 1 OHE CMOIYT YHTH. DTO OY€Hb 3A0pOBO. Sl nx Aro0A¥O.

6. L1.M.: A, no-autemy, moxcro natimu 110608s, 6006ue 60.16u)10 1106085, 1106065 HeU31H
u 20¢? B T6unucu?

A.K-C.: B Touancn eé MOXKHO HATH 00A32aTEABHO. Il Kak TOABKO BHL.. 3HaeTe
€CTh IIPEKPACHBIN IPU3HAK KaK IIOHATH, YTO 3TO TO CAMOE, BBI YCABIIIIHTE

aIIAOAMCMEHTHL. DTO Tarmmm Bam OyAeT artAOAupOBaTh. «bpasoly - ckaxer.

7. ML.M.: I'louemy 6wz urmepecyemect umeririo setickodl npo3o?

A.K-C:: HaBepuoe, motomy uto 5 cama 0aba. [To-Apyromy He moaygaercsa. Mue
OYEHb TPYAHO AQXKE ITHMCATH MOHOAOL, €CAH f HE IIOMHIO AOCAOBHO HAHU 9TOT
YEAOBEK HE HACTOABKO OAH30K MHE, YTO f YK€ TOYHO 3HAIO €TI0 «MYPABIK?,
CKQKEM TaK,  OYCHDb TPYAHO IIHIIY MY/KCKHE CAOBA, y MEHA HE IOAydaeTcs. M,
COOTBETCTBEHHO, KOHEYHO, JKEHIIHUHBI, TO, YTO f 3HAIO, OIATH-TAKM. 3HAcTe,
€CTh TAKHE CYACTAHBBIE aBTOPEI, Yy KOTOPHIX Xopormas ¢aHrasusd. Y MeHA
danrasun mer. Ho y Mena odens xopormrad mamare. S ogeHp XOpOIIo TOMHIO
KTO, TA€, KOTAQ, IIOYEMY MHE YTO-TO PACCKA3AA HAH IIOKA3aA HAH CACAAA U TAK
Asasee 1 Tomy mopodbnoe. Ho yumreiBasg 1O, 9TO, HaBEpPHOE, § MEHSI MO3IU
HaOEKPEHBD, KAK § KAKAOH U3 MKEHIIUH, f AYYIIE IIOMHIO YTO, fl 3HAIO KECHCKHE
HCTOPHH, O49€Hb MHOTO. Sl 3HAIO MaAO Myxckux ucrtopuil. [Toromy 9o # 3HarO
HICTOPHH O MYKYHHAX, HO UX-TO PAaCCKa3bIBaAH KeHINUHEL V] mostomy, ecan
IIICaTh, TO MOH IIPOTATOHUCT HHKOIAa HE OyaeT MyxumHOH. To ectp
pacCcKas4uK f, y MEHA HUKOrAa He OyAer MmyxdnH. I He PArodep, KOTOPBIH MOr

obrte Mapam Bosapu. Sl me nmorany.

8. 1.M.: Kax Bez dymaeme kakyrwo poaw uzpaem mugp 6 mupe cospemerirodl aumepanyper
U, 6 0CHOBHOM, 6 Kormexcme nocmcosenckol 1 pysuu?

A.K-C.: B Mupe coBpeMeHHOM AHTEPATYPHI, YECTHO TOBOPA, YIUTHIBASA TO, UTO
A CTPAIIHO AIOOAIO (D3HT3HM, M, KOHEYHO, IIOBCIOAY CTaparOCh Ha 9TOH
oHTIZN, MOKET MHE AQKE KAXKETCA, YECTHO TOBOPA, A HE A€3Y B CTATUCTHKY, A
0e3 HOHATHA, MHE KQJKETCA, ITO AFOAIM OYCHD HAAOEA MUP, KOTOPBIH § HUX €CTh
U EIM XOYETCA 9€ro-TO OOABIIEro. A, BBIAyMaTh [ Ipomeres yike He IOAYIHTCH, Y
HAC OH €CTb, 329€M BBIAYMBIBATH HOBBII BEAOCHIIEA. SHACTE, I AYMAIO, ITO MUP,
KOTOPBIH €CTh CErOAHf, OH HEMHOKKO OOAee CYXOH M HEMHOXKKO OoAce
IPYCTHBIN, YEM TOT, KOTOPBIM MBI MOKEM VBHAETH TAe-TO. UTO Kacaercd
IPY3HHCKOI AUTEPATYPEL, TO 3AECH IIOKA — HET... A€AO B TOM, YTO HAM HAAO €IIIe
nepepadorars pactas Coserckoro Corosa M 9eTbIpe BOIHBI, KOTOPBIE OBIAML
DTO yiK CAHIIKOM PEAABHO H /K CAHIIKOM OCA32€MO H TPYAHO OT 9TOIrO
yoexkate. VI, COOTBETCTBEHHO, HABEPHOE, HYKHO, KAK MIUHHIMYM, Y€TBEPTH BEKa

Mmpa, ITOOBI prSI/IHCKaH AHTepaTypa HOBCpHyAaCb K TCM IIPCKPACHBIM ACAAM,
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K TEM IIPEKPACHBIM I'€POAM, KOTOPBIE €CTh B TPY3UHCKOMN, B TPY3UHCKOI, a HE B
TOHAnCCKOT, Mudororun. B TOmAMCCKON MH(OAOTHN BEAHKHUX PBILIAPEH BB
HE HAWAETE, 9TO PEMECACHHHKH, OOBIYHBIE AYPAKM HA OIIBITE, HO 9TO APYrOi
BOIIPOC. A BOT K TOMY OOABIIIOMY, 'AC KPaCHAs, OYECHb KpacHAs M Kpacubas
KEHIIIMHA, OYCHb KPACUBAA JKEHIIIMHA U PhIIAPb, OH TAKOI CHABHBINA BO BCEM,

9TO, KOHCYHO, BOT 3TOT IIAACT, OH ITOKa AAS HAC ...paHO. He IIOAYYIHTCS ITOKA.

9. M1.M.: Pano, 1o 6ce-maxu 6v: nuuiume, ucnoav3ysa mu Mugul. . .

AK-C.: Onsitb-Taku TOXKE caMmoe, s BCe-TaK! KeuruHa. VY, s He 3Har0, MHE
XOYeTCsA, 3HACTE, TAC-TO ITO-TO, KAKOE-TO VKPBITHE, 3apBIThCA TyAd. S He ObrAa
Ha BoiiHe. S cuaeaa B BotiHy B TOHAHCH, 11, KOHEYHO, KOTAA TAE-TO BOMHA, HAYT,
Oeraror OE3AOMHEIE COOAKM H KAKHE-TO BOOPYKEHHBIE (DOPMUPOBAHUSA, HETY

rasa, CB€Ta 1 BOABL, KOHCIHO, OYCHb XOYCTCA, HY, XOTA OBr BCTPETUTD Tarm.

10. M. M.: Kaxos 6aut 632130 11a cospemertyro aumepannypy (6006uge) 6 yesom?

A.K-C:: 51 ogenp HeXHO K Hell oTHOMIYCh. S| camTaro, 9To 910 IIpekpacHo. Aaxe
HEMHOKKO OOHAHO, 9TO B CYTKaX BCEro 24 9yaca M COBEPILICHHO HEBO3MOMKHO
IIPOYECTh BCE. DTO BEAHUKOAEITHO. DTO TaK IIpekpacHO. MHe Be3ET, A eKETOAHO
IIOIIaAAF0 HA OOABINNE KHIDKHBIE ApMapKH. Sl Bce Bpems Aymasa, Kak 9TO
3A0p0OBO, uTO paszBarnAca Cosercknii Coros, u g mory rnoexarb BO Ppankdypr
Ha APMAPKY H KaK 3TO IPUATHO, YTO 5 CTAAA YACTBIO YETO-TO OYCHD DOABIIIOLO,
KOTOPOE MOKHO Has3BaTb MHPOBOH Amrepatypoil. Kax arto 3aopoBo, wrto
OKA3BIBAETCA TAC-TO B CIPaHE, O KOTOPOI A 3HAIO TOABKO H3 yYeOHHKA
reorpaduu, KTO-TO HAIIHCAA ITO-TO, O UEM A rmoAymara. Mamal Taxk xxaaxo, €10

He s 310 nucaa. Kax sro 3AOPOBO. Mamue 510 OYeHb HpaBI/ITCH.

Touauncu, 28 ausaps 2018.
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