Questo numero speciale della rivista Lingue e Linguaggi & un volume monografico dal titolo
La riscrittura al femminile del mito nel panorama letterario slavo del XX-XXI secolo. 1 saggi
in esso contenuti, ad opera di insigni autori del panorama nazionale e internazionale,
scaturiscono dal Progetto di Rilevante Interesse Nazionale (De)costruzione del mito nella
letteratura femminile contemporanea in Russia e in Polonia. Uno studio comparato
(P.R.I.N. 2015), che ha messo in evidenza come le scrittrici di area slava partecipino
dell’attuale scenario letterario nazionale esercitando una forte influenza a partire dagli
assunti filosofici specifici delle loro opere per giungere ad una forma estetica caratterizzata
da un’eterogeneita di stili.

Gli autori qui pubblicati evidenziano come le scrittrici contemporanee, russe e polacche in
particolare, ma anche serbo-croate, ricorrendo frequentemente al gioco letterario di
“demitologizzazione” e “remitologizzazione”, realizzino nelle loro opere un vero e proprio
“bricolage multimitico” oppure scelgano il genere fiabesco, il fantasy, se non addirittura il
gotico-horror per I'affermazione di una nuova visione del mondo. Gli undici saggi, che
costituiscono la struttura compositiva di questa monografia, individuano nelle nuove
mitopoiesi il luogo di scontro ideologico, di emancipazione e di affermazione identitaria dove
i temi trattati dell’'amore, della morte, dell’arte rivelano tutto il loro potenziale assumendo
il valore di “integrazione” simbolica della donna.
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INTRODUZIONE
(De)costruire mitologie oggi

GLORIA POLITI
UNIVERSITA DEL SALENTO

Questo numero speciale della rivista Lingue e Linguaggi &€ un volume
monografico dal titolo La riscrittura al femminile del mito nel panorama
letterario slavo del XX-XXI secolo. | saggi in esso contenuti, ad opera di
insigni autori del panorama nazionale e internazionale, scaturiscono dal
Progetto di Rilevante Interesse Nazionale (De)costruzione del mito nella
letteratura femminile contemporanea in Russia e in Polonia. Uno studio
comparato (P.R.1.N. 2015), che ha messo in evidenza come le scrittrici di area
slava partecipino dell’attuale scenario letterario nazionale esercitando una
forte influenza a partire dagli assunti filosofici specifici delle loro opere per
giungere ad una forma estetica caratterizzata da un’eterogeneita di stili.

Gli autori qui pubblicati evidenziano come le scrittrici contemporanee,
russe e polacche in particolare, ma anche serbo-croate, ricorrendo
frequentemente al gioco letterario di  “demitologizzazione” e
“remitologizzazione”, realizzino nelle loro opere un vero e proprio “bricolage
multimitico” oppure scelgano il genere fiabesco, il fantasy, se non addirittura
il gotico-horror per I’affermazione di una nuova visione del mondo.

Vi si puo osservare come il canone letterario tradizionale, intendendo
certamente quello ottocentesco, ma anche quello del modernismo e ancor piu
quello che si € andato in qualche modo consolidando all’indomani della
disgregazione dell’Unione Sovietica, subisca una trasformazione profonda.

Come ben evidenziato dai saggi qui proposti, i mitologemi del futuro si
realizzano in maniera esplicita soprattutto nei periodi di frattura e di crisi
storica, quando 1 vecchi sistemi sociali, consolidatisi nell’arco di lunghi
periodi, attraversano una fase di deterioramento e di collasso, rivelando
guanto sia mai necessario un cambiamento delle prospettive. Oltre alle
questioni di tipo politico ed economico, che necessitavano senza dubbio di
una risoluzione, anche la questione nazionale e passata in primo piano ed e
significativo che essa abbia trovato una riflessione approfondita nella prosa
femminile che si é rivelata piuttosto sensibile a tali problematiche. Del resto
la relazione dialettica tra la questione nazionale e quella di genere implica
determinati processi di autoidentificazione che, mediante concetti e archetipi
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legati al “femminile” e al “maschile”, vanno a formare le basi di un Paese.

Nella prosa femminile slava contemporanea, se da un lato vi si scorge
prepotente la presenza dei tratti del postmodernismo, la decostruzione dei
miti, principalmente di quello realista-socialista e di quelli nazionali,
dall’altro la parodia delle utopie, le narrazioni associative e surrealiste vanno
a connotarla in maniera inequivocabile. Cio che la distingue da una
produzione, per cosi dire, “maschile” ¢ la presenza della discussione
inalienabile e persistente sulle questioni del senso della vita. Consapevoli
dell’imperfezione delle possibili risposte e, allo stesso tempo, confermandone
esteticamente le relazioni di significati, rappresentate spesso attraverso lo
slittamento dei sistemi di coordinate delle ideologie tradizionali, lo sguardo
delle scrittrici & rivolto verso una visione del mondo in cui realizzano una
nuova mitologia dove I’eclemento femminile e femminista mette in
discussione e in crisi le strutture della societa patriarcale.

Lo studio che gli autori qui propongono riguardo alla produzione
letteraria delle scrittrici slave contemporanee evidenzia come esse si
confrontino con il problema dello scontro irrisolvibile tra maschile e
femminile proponendo diverse soluzioni: in alcuni casi si crea I’immagine di
una donna eroica che combatte con il mondo circostante raggiungendo la
vittoria al grido di un’emancipazione superiore sia spirituale che corporea, in
altri si propone la fuga dalla realta nel mondo della fantasia o della
fantascienza, della favola o della finzione, svincolando in tal modo le
protagoniste da quella passivita che il canone sociale affermava essere di
esclusiva pertinenza della donna o capovolgendo le immagini dell’archetipo
femminino contrapposto a quello maschile.

Gli undici saggi che costituiscono la struttura compositiva di questa
monografia individuano nelle nuove mitopoiesi il luogo di scontro
ideologico, di emancipazione e di affermazione identitaria che, dietro il gioco
letterario, rivela tutto il suo potenziale andando a trattare i temi eterni
dell’amore, della morte, dell’arte e acquisendo quasi un valore di
“integrazione” simbolica della donna.
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rEHOEPHbLIU NOAXon K MOHATUIO
HAUUOHAJIIbHOIO B XKEHCKOMU JINTEPATYPE
NMpo3a coBpeMeHHbIX POCCUMUCKUX NUcaTesibHUL

ELENA |I. TROFIMOVA
LOMONOSOV Moscow STATE UNIVERSITY

Abstract — After drastic changes in the all fields of Russian life after 1991 there emerged
attempts in Russian literature of the following decades to conceive the existing cultural
situation and find new ideas and symbols. The prominent feature of this process was a
radical change of women gender perception, greatly influenced by rapid modification of
everyday life as well as a flood of information from the West. The women’s writings of
the period demonstrate various genres, esthetical and ideological trends. It is interesting
that the attempts of self-identification in new circumstances are connected with aspiration
of some writers (T. Nabatnikova, L. Ulitskaya, E. Isayeva, S. Vasilenko, A. Marinina) to
formulate basic concepts of what is called a new national idea. Their texts demonstrate
attempts to destroy outdated myths and build up new ones, based on modern conceptions.
Thus gender reconsideration in contemporary Russian literature gets wider socio-cultural
and political measurement.

Keywords: Russian women-writers; national; gender; mythologeme; literary discourse;
complex of ideas; verbatim.

BaxxupiM sTamoM B BBIPA0OTKE HAIMOHAIBHBIX MHU(DOIOTEM SIBISETCS
OCMBICIICHE U Y4YET >KEHCKOrO OMbITa, YTO 3aKJIaJbIBAET OCHOBY HOBOIO
reHaepHoro OajaHca oOIIecTBa B COOTBETCTBUU C HW3MEHHUBIIMMUCS
UUMBWIN3AUMOHHBIMUA pealusiMU. OTOT TMPOLECC BeCbMa BaXeH IS
coBpeMeHHorM Poccum, nipuHMMas BO  BHUMaHue €€  TPaJUILIMIO
dbopmynupoBath (HrIOCOPCKHE, TOJUTHYCCKHE U COIMHAIBHBIC B3TJISIBI
IIOCPEICTBOM  XYAOXKECTBEHHOro  cioBa. JlIst  pycckoro  Cco3HaHUA
XYJ0’)KECTBEHHBII 00pa3 BcerJa MpencTaBiseTcs Oojee yOeauTeNnbHBIM,
Hexenmn (umocodckas goktpunHa. [loToMy Tak 3HAYMMO TO, YTO MBI
HaOMrOaeM B COBPEMEHHOW pycckod  muteparype. IIpoGmemarnka
HAIlMOHAJIBHOTO OTPAXaeTcsi W OCMBICIMBACTCS €0 Ha PAa3HbIX YPOBHIX
CO3HAHUSA: OT YHHBEPCAIBHBIX  MHUQPOJOTHYECKHX  0000ImeHUuN U
WHIUBUIYATbHBIX TIEPE)KUBAHUN 10 KaXKIOTHEBHBIX OBITOBBIX MPOSBICHUN.
HarmmonanpHblli XapakTep BO MHOTOM (opMupyeT KyJIbTypHBIA TpOdUIh
yenoeka. Emé€ B 1964 rony ComxeHunblH nucail: «HannoHambHOCTH
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HAKJIaJbpIBA€T HA YEJOBEKa OTMEYaTOK <...>, BHOCUT OCOOEHHOCTH, W3
KOTOPBIX YEJIOBEK BBIPBATHCS HE MOXKET. ..» (Comkenunpia 2018, C. 16).

PaccmarpuBasg mnpoOiemMy KOHCTPYHpPOBaHHMS MHU(OJIOreM, ClenyeT
o0paTuTh BHUMaHUE, YTO MU(PBI MOTYT KOHCTPYHPOBATHCS U CYIIECTBOBATH
TOJIbKO B SI3bIKOBOM IPOCTPAHCTBE, B JIMHI'BUCTUUECKOM moJie. PeanbHOCTH
WHTEPIPETUPYETCS TOHATHEM, MOHATHE O3Haudaercss ciaoBoM. CIJIOBO Kak
BBl TIEpEeUHAYEHHAs PEaJbHOCTh JIEKUT B OCHOBEe MwHda, TOUHEe, B
COBOKYITHOCTH  CMBICJIIOB, BCTPOCHHBIX B 0OmIy0 cucremy. Mud
OCYIIECTBIISIET pa3JIMuHble 3aJadyd: OH OJHOBPEMEHHO O0003HayaeT u
OTIOBEIIAE€T, BHYIIAET W TPEAMUCHIBACT, HOCUT MOOYIUTEIBHBIN XapakTep,
HaBSI3bIBas PELMIHUEHTY CBOE COOCTBEHHOE ycTpemiieHue. «Mud HOCUT
UMIICPATUBHBIN, MOOYAUTEIBHBIN XapaKTep: OTTAJIKUBASICh OT KOHKPETHOT'O
MOHSITUSI, BOSHUKAs B COBEPILICHHO OMpeJeIEHHBIX 00CTOsSTeNbCTBAX, <...>
OH 00palllaeTcsi HEMOCPEICTBEHHO KO MHE, CTPEMUTCSI 10OpaThCs 0 MEHS, S
UCTIBITBIBAaIO Ha ceOe cuiny ero muteHnun» (bapr, https://www.bibliofond.ru/
view.aspx?id=78186).

[TepepabaThiBass Marepuana MPONUIOr0 W HACTOSIIEr0, MU} CBOMMHU
JATEHTHBIMU CMBICJIaMU Bcerja oOpaméH K OyaylieMy, MpeloCTaBIIss
YUTAIONIEMY HEKHE MOBEICHUECKHE M OIEHOYHBIE 00pas3Ilbl, KOTOPHIE MOXKHO
UCIIOJIB30BaTh B KU3HEHHOU mpakTuke. Cleayer 3aMeTuTh, 4To MU( BCeraa
BOIUIONIAETCS] B TOM WM WHOM JIUTEpaTypHOU ¢Gopme, MOITOMY BCIKHIMA
XYZ0’K€CTBEHHBIN TEKCT B ONpPEACIEHHON CTENEeHU MU(DOIOTHYEH, TTOCKOIbKY
BHE 3aBHCHMOCTH OT JKEJaHUs aBTopa oOJajaeT MMIEPATUBHOCTHIO,
CIIOCOOCTBYIOIIEH KOHCTpyupoBaHUIo Oyaymiero. M «camoe ueHHoe B
BOCHPUATHH JIUTEPATYphl: UTPa BOOOpaXKeHHUs, pa30yKEHHOT'O CIIOBOM», 3TO
«3aCTaBIIIET YUTATENS COY4acTBOBATh, AyMaTh <...>» (CtaBuHckuii 1964, C.
486).

OcobenHo 04eBHUIHO MHQOJIOTEMBI OYAYIIEro MPOSIBISIOTCS B
NEPHUOJbI UCTOPUUYECKUX PA3IOMOB, KOTJa CTapble OOMIECTBEHHBIE CHCTEMBI
JEeTpagupyroT, pymarcs, 1 TpedyeTcsi ocmbicienne nepenektus. s Poccun
TaKuM BpeMeHeM cTai nepuos 1990-x ro1oB v Nocaenyronumx 1eCATUIICTHH.
Kpome monuTuko-35KOHOMUYECKHUX 3aja4, HY>KJABIIUXCS B OOTyMBIBAaHHHU U
pEelIeHUy, Ha TEpPBbI IJIaH BBIIUIA HAIMOHAJIBbHAS MpoOJIeMaTHKA.
[TokazaTenbHO, YTO OHA HalIa CBOE OTpaKeHHWE B OypHO pa3BHUBABIICHCS
TOTJla JKEHCKOM Mpo3e, KOTOpas oOKa3allaCh BeCbMa YYBCTBUTEIBHOU K
JAHHBIM BOIIPOCaM.

Mexny HalMOHAJbHOW HJAEEH W  COBOKYNHOCTBIO T'€HJIEPHBIX
MPEACTAaBICHUN CYHIECTBYET JIUAJIEKTUYECKasl CBsA3b, B3aUMOBIIHSHHUE.
BripaboTka TEeHAEPHBIX KOHCTPYKTOB  HEOTAETWMa OT  TPOIECCOB
HAIlMOHAJIBHOW CaMOWJICHTU(HUKAIMM TO TOW WPHYMHE, YTO TEPBbHIE
SBJITFOTCSI HEOTHEMJIEMOHN YacThIO TOCIEIHEH, nO0 (POpMyIUPOBKA MOHATUN
(GKEHCTBEHHOE», «MY>KECTBEHHOE» HEM30€KHO BKIIOYAET MHOTOYMCICHHBIC
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MOHSATUUHBIC PSAJBI U apXEeTUIibl, GopMUpyrolUe 0a30Bble KOHIIENThHI HAIUH.
N naobGopot, TpaHchopmalus STUX MOHSITHH CaMbIM HEMOCPEICTBEHHBIM
oOpa3oM BO3A€HCTBYeT Ha (QOopMy M CMBICI HAIMOHAIBHON uUJEeHU, Ha
BU3yalibHble 00pa3bl e€ penpeseHTanuu. K tomy ke «reHaepHas meradopa
MOApPa3yMEBACT MEPEHOC HE TOJIBKO (PU3UYECKUX, HO U JYXOBHBIX KaueCTB U
CBOMCTB, 00beTMHEHHBIX HOMUHAIIMSIMU )KEHCTBEHHOCTH U MY>KECTBEHHOCTH
Ha OOBEKTBI, ¢ TmosoM He cBsa3anHbiey (Kupwimna 2002, C. 23).
HemarnoBaxkeH Takke 0ajaHC COOCTBEHHOTO M 3aMMCTBOBAaHHOTO. OpraHuyHO
MPUKUBAETCS TOJIBKO TO, YTO BIIMCHIBAETCS B JIOTUKY BHYTPEHHETO Pa3BUTHUS
Haimu. [IpsAmMON, HEKPUTUYHBIM HMIOPT MIAEH, WM, YTO €IIE XYKe,
HAaCWJIbCTBEHHBIM COCOO MX BHEAPEHMSI B OOIIECTBEHHOE CO3HAHHE, MOXKET
PUBECTU K OOpATHBIM PE3yIbTaTaM.

I'engepHblii  KOHCTPYKT COBCEM HEOOS3aTENIbHO JIOJDKEH  OBITh
KOppensaToM peanbHOCTH. OH BIOJHE MOXET BBICTYNATh B KaueCTBE
MHTEJJICKTYaIbHOTO MPOEKTa, MOTEHIUATBHO CIOCOOHOTO BOIUIOTUTHCS B
Oynymiem. MIcTOUHMKaMHl TakOTO MPOEKTAa CTAHOBUTCS HE JICHCTBUTEIBHOCTD
KaK TakoBas, a 3aKJIIOU€HHAs B HEW BO3MOKHOCThH OCYyIIeCTBICHHs. Takum
o0pa3oM, TOAOOHBII KOHCTPYKT MOXET peQIeKTUPOBATHCS — €ClU
NpUOETHYTh K CXOJJACTUYECKOM TEPMHUHOJOTMM — HOMHHAJIBHO, a He
(eHOMEHAJIPHO; JaHHBIA TOJXOJl XapaKTEePeH ISl CUTyallud KyJIbTypHO-
[IUBUJIN3AIMOHHON JNECTPYKIMU, CMEHBI MapagurM pa3BUTUS HAlUU, T.€.
KOTJla pa3pylalTcs OJHU IIEHHOCTHBbIE KOHCTAaHThI, M TpeOYyIOTCsS
MHTEHCUBHBIE TYXOBHBIE YCHIIMS JJIsl CO3UJIaHUs HOBBIX. IHBIMU clloBaMu, B
HEKOTOpblE MOMEHTBHI OCOOEHHO BakKHa HE TMpaKkThyeckas pabora, a
UHTEIJIEKTYaIbHO-KYJIbTYpHas JEeSITENbHOCTD, JUTEPATYPHOE u
XYZI0’K€CTBEHHOE TBOPYECTRO.

Besikoe  uHTENNIeKTyanbHOE — SIBIIGHHE MAaTEpHalM3yeTcs B JBYX
OCHOBHBIX BapHaHTaX: B COBOKYITHOCTH (PUI0COPCKUX, MyOIUITUCTUUCCKUX H
MH(POPMAIIMOHHBIX TEKCTOB, NPUHUMAIONIUX PAa3HOOOpa3HbIe MEIUIHbIE
dbopmbl (cOOpHUK, OpoImropa, razeTa, paauo, TeiaeBuaeHue, HTepHeT) win B
BUJE  JIUTEPATYPHO-XY/IOKECTBEHHBIX  MPOU3BEACHHM, OMOCPEIOBAHHO
MPEACTABISAIONINX YYBCTBEHHYIO U CUMBOJIMYECKYIO HHTEPIPETALINIO UJICH.

K npumepy, B moBectu Tarbsiupl HabataukoBoii «IllodpEp Actamy, rae
B OKCTpeMalbHBIX (OpMaxX TPOSBIAIOTCS TIOJOPOJIEBBIE  YCTAHOBKHU
MEPCOHAXKEHN, CHUTyalusi OTPaKAaeT TaKKe BCIO TINIYOMHY U JApamMaTu3M
CTOJIKHOBEHHSI ~ PA3JIUYHBIX  HAIMOHAIBHBIX  MOPOEKTOB.  DopmanbHO
KJIFOUEBBIM MOMEHTOM TIOBECTBOBAHUSI SBJISIETCA CliEHA NPUHYXKICHUS
repounu 1mopEépom ActanoM K MHTUMHOW Onum3zoctu (PKeHs mpuexana Ha
CIIOPTUBHBIE COOPHI B OJIHY U3 KaBKa3CKUX pecnyonnk). U, ckopee Bcero, Ml
BUJIUM KJIACCUYECKYIO MApPaIUTMy MaTpUapXaTHBIX OTHOIICHWNA MYXCKOTO U
KEHCKOT0: NMEePBOE — arPeCCUBHO, ATOMCTUYHO, BOCIPUHUMAET JKCHIINHY KaK
O0OBEKT BOXKJEICHUS W YHIDKEHUS, BTOpPO€ — TMOJAYMHEHHO, IACCHBHO,
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HEPAPXUYECKA CHUKEHO BO BCEX CMbICIaxX. B riaBHOM 3m0u301e
nycaTesbHUIA BeChbMa SIPKO OMHUCHIBAET KOIIMApHOE ONIYIEHUE OecCuius U
CTpaxa, KOTOPOE UCIBITHIBAET MOJIO/IAsl KEHIIMUHA B 3TOU cuUTyaruu («Yixac
CKOJB3HYN no Jjuny JKeHu, a B miazax Acrana OTpa3WiioCh IIbSHSAILIEE
YyBCTBO BCCCHMIIM...»; OHA «IOIIMAC]Ia HAa HEro <...> C yXKacoM, y>Ke HE
Oopsch, UMb Tpocs Tomaab»). OnHAKO ACHCTBUTENbHAS KOJUTH3US
HAaMHOT'O CJIOKHEEe, HeXeNH onucaHHas ¢adyina. B moBecTw CTOIKHOBEHHE
HAIlMOHAJILHOTO WIpaeT HE MEHBIIYI0, a, MOXET ObITh, U 0OJiee BaKHYIO
pOJIb, Y€M YUCTO ceKCyanbHBIN KOH(PIUKT. [IlodhEép u reponHsi-cnopTcMeHKa
— HOCHUTEJIN PA3INYHBIX HAIlMOHAJILHBIX MEHTAJIUTETOB, I'I€ IIOBEACHYCCKUE U
HEPAPXUUYECCKUE PENPE3CHTALMU MYXKECTBEHHOIO U >KEHCTBEHHOI'0O HMMEIOT
3HaUMTENIbHBIC OTNINuUus. ['epouHs, nmpuHaaexamas Kk 6osee TubOEparTbHON U
IPOEBPOINEICKON MOBEIEHYECKON MOJIEIH, MO3BOJISET cede, Kak el Kaxercs,
HU K 4eMy He OO0S3BIBAIOIIYIO UTPY C YETOBEKOM MHOMU (371eCh — KaBKa3CKOM)
KyJabTypbl. OHa MOAITYYUBACT HAJl HUM, 4yTh QIUPTYET, BEAET ce0s1 HEMHOTO
BBICOKOMEPHO, MHJIOCTHBO MPEAOCTABISIET «ce0s ero B3TIsIy, KaK Iapuiay,
«4yBCTBYS, YTO [JIPa3HUT €ro 3aBUCTb». M He mnoHuUMaer, d4rOo T€
MMOBEJCHUYECKUE KAIbKH, KOTOpPbIE B €€ KYJbTYpPHO-HALMOHAJIBLHOM Cpele
BOCIIPUHUMAIOTCS 00JIee CIIOKOMHO, KaK YCIIOBHASI UTPa, B IPYTUX CUTYAIUIX
pabotatoT uHaye. Takoe HEMOHUMAHWE M CIYXHT OTIPABHOW TOYKOH
nanpHeumero pa3utus coObiTui. Kctatm u  AcTam HHCKOJIBKO HE
HAallOMHHAET  TPAJUIMOHHBIA  00pa3  «CEKCyallbHO  03a00YE€HHOTO»
BOCTOYHOI'O YEJIOBEKA C TOPAIIMMH YEPHBIMU TIJIa3aMU U TOTHBIMU OT
IIOCTOSIHHOT'O BOXKJEJICHUS JIaJoHAMU. B MomeHT npuHyxiaeHus JKeHu k
COMUTHUIO OH BeAET ceOsl KaK-TO HEYBEPEHHO, C BHYTPEHHUM CONPOTUBICHUEM,
HE CTOJBKO YIOBJIETBOPSSA CBOM JKEIAaHHUSA, CKOJIbBKO WCHOJHAS HEKYIO
NPEANUCAaHHYI0 POJb («<...> B3IOXHYJ TSKKO <...>, U OTMETas OCTaTKH
YeJI0BEYECKOro, <...> CKazaj MedajbHO, KaK 4YeJOBEK, OOpEeuEHHBIN Tak
HNOCTYNHTh: — ,,Hy 4TO X ... A Tenepp — s HAYHY »). DTO MOJATBEPKIAETCS U
MOCIIEYIOIINM €ro moBefeHueM. [IpuBe3st TeponHio B a3pomnopT, BeAET ceds
YyrOMUJINBO, CyeTUuTcs, o3upaercsi. OH «yMOPHO CTOSJI PSIAOM, BCE MbITAJICS
OTHATb Y HEE CYMKHM, IEPEABUTAI 4YEMOJAH BCJEI JBWIKEHUIO OYepenu,
B3/IBIXQJI M OTJISABIBAI 3aJ1 — HE IS CBOETO MHTEepeca, a 3a JKeHio: Kak Obl
oThaBas €€ JOJT a’poropTy...» (Bce utaThl — HabaTtaukosa 2001, C. 9-40).
Takum oOpa3zom, aBTOp uepe3 ApaMaTU3M YaCTHOTO CIIydasl 3aTparuBaeT
mpo0IeMy CTOJKHOBEHHS Pa3IUYHBIX HAIIMOHAIBHBIX KYJIBTYp («TaM 3eMJis
Acramay), MO-pa3HOMY OMNPENESIOMNX PpOJdb U MECTO KEHUIUHBI.
ODHOBPEMEHHO B 3TOM MPOTUBOCTOSIHUM MPUCYTCTBYET U  MOMNBITKA
UICHTU(PUKAIIMN «CBOETO» M «IYXKOTO», MO3UIIMOHUPOBAHUE «CBOETO» TIO
OTHOLIICHWID K WHOMY, W HMHBEHTApU3alUsl XOPOIIEro M INIOXOro, YTO
XapakTepU3yeT M PENpPEe3CHTUPYET BCAKYH Hauuio. Kak repouHs He
IIOHUMACT IIPOBOKATUBHOCTH CBOCIO IIOBEACHHUSA, BOCIPUHHUMAECMOTO
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AcTanoM, Kak YyHWKEHHME, TaK U OH CaM CJENO CIEeAyeT MayuCTCKOU
TpaJHLIMK MECTH KEHIIUHE Yyepe3 PU3nYecKoe HaCUINe Hall HEH.

Nnaye cmoTpuT Ha mpobieMy TeHAepa M HalHMOHAIBHOTO
nucatenbHula Jlronmuna Yaunkad. B cBoux pomanax («Megest u e€ netmn»,
«Kazyc Kykoukoro», np.), B MNOBECTX, paccka3aXx OHa OTAAET SIBHOE
MPEeANnoOYTeHHEe YacTHOMY Iepell OOIIMM, WHIWBUIYAJIbHOMY — TEpel
couMaibHbIM. E€ HAllMOHAIBHBIN IPOEKT HECET OTIEYATOK JIBOMCTBEHHOCTH,
BIIPOYEM, HENPOTUBOpeYMBOM. OH OJHOBPEMEHHO M CYKAETCA 10 PaMOK
OTIEIBHOM CEMbH, JIMYHOM CyAbObl, W paciupsercsi B TJI00aTbHON
NEPCIEKTUBE. JIEMEHTOM, COEIUHSIOIMINM JIOKaIbHOE M TJI0OAJIbHOE,
YacTHOE W 00Ilee, UHIMBUIYyMAa M UYEIOBEYECTBO, CIYKUT YCHEUHOCMDb.
NmeHHO ycmex: MaTepUalbHbIM, TBOPYECKHW, TaKXKE MOATBEPKIAEHHBIN
(¢brHAHCOBO, BKYINE C AYIMIEBHBIM KOMGPOPTOM SBJISIIOT COOOW KpUTEpUi
CYACTJIMBOM ’KM3HU U LEJb CYLIECTBOBAHUS CEMbH. B 3TOI mparmMaTtudeckoi
KOHIICTIIINU Takue (DAKTOPhl KaK HaIUsl, TMOJI, MOJUTUYECKUE MPUCTPACTHUS,
MECTO JKMTEIbCTBA, TPAAULINH, IPUBBIUKKA OTOJBUTAIOTCS HA BTOPOil IJIaH U
IIPEACTABIISIIOTCS MaJO3HAYUTEIBHBIMU. ['1aBHOE — JOCTMIXKEHHE «CUYaCThbs»
POJICTBEHHO CBSI3aHHBIMU JIIOJBMU Yepe3 MoJydeHrne ooecrieueHHon (WM Kak
HEpEIKO TOBOPSAT — JIOCTOWHOW) JXU3HM W TpojoinkeHne poja.’ Pomb
KEHITUHBI BUJAMTCS YJIMIKOW, C OIHOM CTOPOHBI, Kak OBl TPaaUIIMOHHO,
JaXe C HEKOTOPBIMH 3JIEMEHTAMHU MaTpuapxara («MaTh CEMENCTBa»), a C
IpPYrod — JOBOJIBHO IParMaTU4HO, TO €CTh MOKHO MCIIOBEAOBAaTh U HHbBIC
NPUHIIMIIBI, JIMIIb OBl OHU COICHCTBOBANM YCHEIIHOCTH WM, TOYHEE,
JUYHOMY ynoOcTBY. OCHOBHBIMM TNPUHIUIAMH OTHOIICHHH, KOTOpBIE
KOCBEHHO  OJIOOpSIIOTCA ~ HappaTtopoM,  SIBISIIOTCS  ONIOPTYHU3M U
koMpopTHOCTh. Hampumep, neTu Kak 3HAK camMoOpeanu3aluyd B KU3HH U
CBOCOOpa3HbIil TrapaHT YCTOMYMBOCTH M 3alMIIEHHOCTH B Oymymiem,
NpUHAJIEKAT MATEPH, OTLOBCKHE K€ YYBCTBa B pacu€T He OepyTcs U BO
BHUMaHWE HE TMpPUHUMAIOTCA. A 0ojiee TOYHO, OTI[OBCKOE Y4YacTHe
peayuupyercs 10 (QYHKIMH  BOCIPOU3BOJCTBA, MYXKCKOE — [0
IIPEAOCTABIICHUSI CEKCYaIbHOI'O YAOBOJIBCTBUS NAaPTHEPIIE, UYbH IPOTUUECKUE
MOTPEOHOCTH JIOJDKHBI  YAOBIETBOPATHCA HEpPa3OOpuMBO W OBICTPO, Tak
CKa3aTh MO «MYXXCKOMY THILY» (3TO, BHUJIHMMO, MHUCATEIbHUIIA W CUUTAET
(dbeMHUHU3MOM); a MO MYKECTBEHHOCTBIO TIOJIpa3yMeBAETCSI YMEHUE JTOOBITH,
KaK MOXHO OOJIbIlle IE€HEKHBIX 3HaKOB. [[0BCIOMY TOMUHHUPYIOT TpeOOoBaHUS
MOJIb3BI, YAOOCTBA W TMOAITOMY HHUKAKOW pediekcuu O BO3HHKAIOIIUX
CUTYyallusX, <«JTIO0OBHBIX TpPEYrOJbHUKAX», Pa3OUTHIX JKU3HIX W TIp. HE
cymectByer. [IpuMepoM Cka3zaHHOrO MOTYT CIYXHUTh B CEMEWHOM XPOHUKE

! Cwm., Hanpumep, Yimukas JI. Medes u eé oemu // Hro-topux (C. 235); ITuxosas [ama // Uo-
topux (C. 284, 287, 294); Bpouvka // benuwie poxctBennuku (C. 24, 26-28, 31, 33); ap.
MIPOU3BE/ICHHSI.
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«Menes u e€ pgetu» oTHouueHWA Hukm u e€ 1miemMsHHunb Mamnuy;
caMOyOMIICTBO MOCJIEAHEN H3-3a TOrO, YTO JEJIUT JIOOMMOTO MYXYHUHY CO
cBOel TETKOM, K KOTOpOW BechMa MpHUBs3aHa U goBepseT ed. [Ipuuém obpas
Huiku aBTOp KOHHOTHpYET BHOJHE mo3uTuBHO. U BOoT happy end: B smumiore
pomaHa ¢ 0J00peHHeM OmuchiBaeTcs «OoraTeiit» nom Huxu B WTtanuu, rae
OHa JIIOOUT NMPUHUMATh «OETHBIX» POJACTBEHHUKOB U3 Poccun, eé HhIHEITHUN
MY — OOraThlii UTAIbSIHEL, €€ YCIEUIHbIE JETH OT TPEX-YEThIPEX OPaKOB WU
CBSI3€d U T.JA., U T.Il. B 0011eM, unTatento mpeacTaBieH oOpasel] OueBUIHOM
KU3HEHHOM TM00e b, OBIONICH B Tjla3a YCIEUIHOCTH W Oe3yJIep KHOM, IO
cioBam A. IlymikuHa, «CTpacTu K 10BoIbCTBY» (1978, C. 298).

Ta xe HoTa 3ByuduT U B pacckaze «lIukoBas nmama». Ilocne
TPUALIATUIETHETO OTCYTCTBUS HEKTO Mapek — smurpanT u3 Poccum (a g0
storo — u3 [lonbin), HeIHE Ke Bhajener ooraroi knuHuku B FOAP, npuexan
B MOCKBY, 4TOOBI IOCMOTPETH Ha JIaBHO OCTABJICHHBIX JKEHY, JI0Yb, HUKOT/1a
HE BHJICHHBIX BHYKOB. Boiilisi B KBapTUpPy, OH OLICTOMUI MAJIOUMYIIUX
Omm3kux (ero ObIBIIas keHa — mpodeccop MEAMIIMHBI B aKaJeMHYECKON
KIIMHUKE) CBOEH OJCkK 0, OCOOJMBO K€ MIEPCTSIHBIM IIapPoM «IrIIyOOKOTO
KPOBSIHOTO I[B€TAa U TOTO BBICOYAMIIEr0 KadecTBa, KOTOPOE MaTepHasbHbIC
IIEHHOCTH TIOYTH TIpeBpaiaeT B AyXoBHbIe». K ToMy ke OoraThlif TOCTh ObLI
«HEBEPOATHO IIEIpP Ha BCAKUE YTOIICHUS», U BUIMMO, 32 3TO MTHOBEHHO
cTai Jo0uMbIM manoi u aeaom (Yiuikas 2002, C. 287).

Owminocodpusi 37ech MPUMEPHO TaKOBa: YEJIOBEUECKOE CUACThE
HAYMHAETCS C MaJoro, ¢ ceMbu. bynier 10BKa, yXBaTUCTa, a 3HAYUT, YCIICIIHA
ceMbsi W €€ WIEHbl, B IEPBYID OYEpElb, >KCHIIUHBI C JETbMH, TO 3TO
HEU30€KHO OT30BETCS HALMOHAIBHBIMM ycrexaMu. YenoBeuecTBO 10
VYIUIKOM — 3TO COBOKYITHOCTh OOJIBIITUX KJIAHOB, KXl M3 KOTOPBIX €CTh
KOIUSI BCETO MUpPA, U MIPUYACTHOCTh K HUM 00€CIeUrBaET TAPMOHUIO OBITHS
YeJoBeKa BO BPEMEHHM U MPOCTPAHCTBE. «ITO YIAUBUTEIBHOE YYBCTBO —
IpUHAICKATh K TakOW OONBINON CeMbe, YTO BCceX €€ UJIEHOB JaXKe HE
3HACIIb B JIUI0, U OHU TEPSIOTCS B MEPCIIEKTUBE OBIBIIETO, HE OBIBIIETO U
oynymero» (Ymunkas 2002, C. 236). Takoe MOHUMaHHE CYACThS, BEPOSITHO,
CO3/1aCT OCHOBY JUIs TapMOHH3alMM 4YeJIoBeduecTBa B 1HenoM. lloatomy
Y3JIOBBIE MOMEHTBI CO3MJAHUS KJIaHA, €r0 IONOJHEHUS OYE€Hb BaXKHBI JJIS
VYmunkoir. He caydaitHO OonbIlioe 3HAYEHHE IHCATEIBHHUIIA TPUIAAET
CIO)KETaM IPOJOJDKEHUS POJAa, KOIJa JKCHIIMHA Yepe3 TEJIECHBIE POJIOBbIC
CTpajgaHus, (UUOIOTHYECKH  TMPOSBISET CBOIO  YHUKaJbHYIO U
HenoBTOpuMYto cymHOCTh (Yimikas 2004, C. 458).

[lonbITKy  CKOHCTpyuMpoBaTh MU, TI€ B  CHUMBOJHYECKOMH,
CUHTETHYECKOW (opMe apTUKyIUpOBaJCS Obl OTBET HA KPHW3UC HAIUH,
MOKHO ycMOTpeTh B pomaHe CBeTianbl Bacunenko «Jlypouka» (Bacuienko
2000, C. 7-126), neiicTBHME KOETO MPOUCXOIUT B MUGDOIOTU3UPOBAHHOM, HO
y3HABa€MOM TIPOCTPAHCTBE CoOBEeTCKOM peampHOCTH 1930-70-X TOMOB.
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XKenimuna 371ech Npe/ICTaBICHA B HECKOIBKUX CHUMBOJIMYECKUX HIIOCTACSX:
KOPMUJIUIIA, YCTPOUTEIbHUIIA OBITHUS, XPAHUTEIbHUIIA HAPOJHON YIIH,
cnacutenbHuIla mupa. babka Xapeita cnacaeT CUpPOT OT roJioJila U CMEPTH,
OHa k€ OKPECTHUB, COXpaHsET UX AYIIH JJIs KU3HU BeyHou. CTpaHHas, Kak
Obl Hemasi eBouyka ['aHHAa BO MMS YEJIIOBEYHOCTH >KEPTBYET JaXKe KU3HBIO
Ipyra, HO cnacaeT HeHaBuasuyto €€ [Ipencenarensuuiny Tpaktopuny. Cama
xe «aypouka» Hanbka coBepiaer MUCTHYECKHM IMOJBUT, POXKasl COJHIE U
n30aBiIsisl  4YENIOBEYECTBO OT sjaepHod karactpodwl. IlepeocmbiciuBas
MOHSATHE J>KCHCTBEHHOCTH B COBPEMEHHBIX YCIOBUSX, TMHCATEIbHUIIA
oOpamaercss W K apXauyHbIM TPATUILIUSIM CJIABSIHCKOTO SI3bIYECTBA, M K
PaBOCIABHOMY XPHUCTHUAHCTBY, HEPa3PHIBHO CBS3bIBasi 00pa3 KEHIUHBI HE
TOJIbKO C TallHAaMU CTUXUHU, JPEBOM >KH3HH, XTOHUYECKUMU CYIIIECTBAMU, HO
U C OXpaHMUTENIbHOW ponpto boropoaunbl. BacwieHko cuuTaer, 4TO
BO3BpAIIICHUE K «HACTOSIICH» KEHCTBEHHOCTU MPOU3OUIET, €CIIM COCTOUTCS
BO3BpaT K oOpa3aM W TUINY TIOBEICHUS JaXe HE PEeIUTHO3HOTO,
XPUCTHAHCKOTO HAIOJHEHHUS, a JO-XPUCTUAHCKOTO, UMEHHO KOTOPBIM OHA U
MOYUTAECT UCTHHHO HAPOJHBIM, a CJIeJ0BaTEIbHO, BepHBIM. [loATOMY BrHOJIHE
OTpaBAaHHO TPAKTOBATh JAHHBIA TEKCT MUCATEIBHMIIBI, KaK CBOCOOPA3HYIO
MOTBITKY  PETPOCIIEKTUBHOM  JIEKOHCTPYKIIMKM  JKEHCTBEHHOTO  4epe3
co3unanue muda, rae O0e3qyXOBHAS PEaTbHOCTh IMEPEOCMBICITUBACTCS Kak
CakpaJbHBIA, CHMBOJIHMYECKUHN CIOKET.

Hcnonb3oBaHue cioBa «GKEHCTBEHHOE» 00Jiee TOUHO, YEM «KEHCKOE».
«MyXCKOe», «KEHCKOE» CYTh OHOJOTMYECKHE, IaHHbIE OT MPUPOJbI
MOJIOBBIE  pa3/IUyusl, a TOHATUS «MYKECTBEHHOE», (OKEHCTBEHHOE)
CKOHCTPYUPOBaHBI OOIIECTBOM M HUMEIOT KYJIbTYPHO-CUMBOJIUYECKHE
pasnuyusi, KOTOPbIe U MEHSIOTCS B COOTBETCTBUU C TpaHCHOpMAIHeH, Kak
oOIIecTBa, Tak M KYJIbTYpPhl B LIEIOM. DTH KOHCTPYKTHI MOTYT U JIOJKHBI
paccMaTpHUBAThCS JIMIb ¢ YYETOM M MCIIOJIB30BAHHEM TEPMHHA TEHIAEP, MO
KOTOPBIM TO/Pa3yMEBAETCs KYJIbTYpPHO-CUMBOJIMYECKOE OIPEACIICHUs ToJa.
B TakoM ciyyae mMOSABIAETCS BO3MOMKHOCTH BBIMTH 3a  TMPEIEIbl
OMOJIOTUYECKOTO  OMHUCAHMSI, W MOMYEPKHYTH HE NPHUPOAHYIO, a
COIIMOKYJIbTYPHYIO IPUUMHY MEKIIOJIOBBIX paznuuuil. Hamo takxe MOMHHUTB,
YTO HapsAy C MEPBBIM, CTPYKTYPHO HEOOXOJMMBIM IIaroM — JECTPYKIUEH
(pa3pyllieHHEe) HepaApXUYECKUX OTHOUIEHUM, TOJKEH OBITh CAENaH U BTOPOU
— WX PEKOHCTPYKIMs (Bocco3manue). CMBICT HOBOOOPAa30BAaHHOTO CJIOBA
«JIEKOHCTPYKIHUS» 3aKIIOUYEH B BOCCTAHOBJIEHUU CTPYKTYpbl MOHSATUNA B
HOBOM HX 0000IIEHUH.

BacuneHko ckBO3b NPU3MY CBOEr0O MHUPOBHACHHUS OTPULIAET, KaK €i
KaXXeTCsl, CJIMIIKOM MY>KEeTNOI00HBIE )KEHCKUE TUIIAXKU TOW, PEBOJIIOIIMOHHOM,
AMOXM, KOTOpas, CUATACT OHA, M3YypoJ0oBajia W 3aKabaiuiia XEHUUHY (B
pomane 310 Tpaktopmna IlerpoBHa, 4b€ WMsI TOBOPUT camoO 3a ceOs).
Onupasich Ha apxauKy, aBTOP BBINMKUCHIBAET HOBBIN (HAa CAMOM JIE€JI€, «XOPOLIO
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3a0BITBIA CTAPBIN») KOHCTPYKT >KEHCTBEHHOCTH, & MMEHHO: POXKEHHULA, TO
€CTh CO3JaTeNIbHMIIA HOBOrO 4YelloBeka M ero kopmwiuua. [lo Bacunenko,
KEHIIMHA YKpEIUIIeT W COXpaHseT ObIT, JOMAallHUIl ouvar, pa3BUBAET
IYLIEBHbIE W JyXOBHBIE KAaueCTBa, KaK y YJIEHOB CEMbU, TaK M y BCErO
oO1L1ecTBa.

Enena HcaeBa — BwimyckHHULIA (akysbTeTa >XypHamuctuku MIY.
Opnoii u3 Beayuux Tem McaeBol sBisieTcs MNpoOJieMaTHKAa (GKEHCKOTO
OMbITa», TO €CTh OIHWCAHME, aHaJU3 W WHTEpHpeTanus COOBITHH, HX
NEPEeKUBAHUS U PEQIIEKCUs KEHCKOTO OBITUS B COBPEMEHHOM COLIMYME.
Oco0eHHO aKTyajeH Takod aHaiau3 Ha (OHE CJIOMa KYJIbTYPHBIX 3IOX,
IpaMaTHYeCKH BIMSIOUIMX HA HK3UCTEHIUIO TePOMHb €€ MNPOU3BEICHUM.
Haubonee sipko 3T OCOOEHHOCTH MPOSBHINCH B aBTOOMOrpaduyeckoin
noBecTH U nbece «[Ipo Moo MaMy M PO MEHs», 3a KOTOPYIO MUCATEIbHUIIA
noJiydmsia poccuiickyro mpemuto «JlerictByromue yummay (2003 r.), «l[lpus
EBpomnbi» (ectuBans panuoBemniatenbHoro coto3a B bepnaune (2004 1.).
CroxeT MpoM3BENIEHUs CTPOUTCS HAa paccka3e TEePOMHH, HAXOJSIICHCS B
NEPEeXOIHOM BO3pacTe OT JEBOYKM K neBymke. [lo cytu, mepen Hamu
COBOKYIHOCTh HOBEJUI, JKEHCKUX HMCTOPHUH, MOCIEI0BATEIIbHOCTh KOTOPBIX
3a/1aéTCs pyKOBOJUTEIbHUIIEH IKOJIBHOTO JIUTEPATYPHOTO KPYKKa, KOTOPHIT
nocemaer 3ta yuenuna. Kaxngas 3agaHHas TeMa y T€pOMHHU MMOBECTBOBAHMS
Jlensl mpeBpaiaercs B HeOOJbIION paccka3. M 3To, Kak mpaBWiio, 3MHU30/1,
CBS3aHHBIA C KaKUM-HHOYAb COOBITHEM >KHM3HH OJHOIO U3 IKEHCKHUX
NEepCOHaXel, NPHUCYTCTBYIOIIMX B TeKcTe. JleBHMYbM BIIOOJIEHHOCTH U
yBJICUEHUS, POSIBIICHUS JTIOOBU U 3a00ThI y MaTepH U OTIIA, PACCKA3 COCEIKU
0 IUIATOHUYECKOW cUMMNAaTHM (POHTOBOW CAHUTAPKHM M 3HAMEHUTOTO
KOMaHIYyIOmero (poOHTOM, TMeYadbHbI «Tele(OHHBIII pOMaH» Mambl C
YMHPAIOIMIUM OBIBIIUM HIKOJIBHBIM TOBApHUIIEM, K KOTOPOMY OHa B IOHOCTH
UCIIBIThIBAJIA CUJIBHBIE YYBCTBA. TE€KCTY MPUCYIl peain3M, IICUXOJIOTHYECKast
JIOCTOBEPHOCTH MEPCOHAXKEN 151 COOBITHH, 51 OJHOBPEMEHHO
UMIIPECCUOHUCTUYHOCTD, «CIIYYaHHOCTB)» CIOKETOB, JIETKOCTh HappaTUBa, HO
U ero cmeicioBas rinyouHa. Croma crnenyer nobaButTh ymenue lcaeBoit
nepefaBaTb ~ MHAWBHAYAJIbHOE  MEPEKHUBAHUE  «IIOXH  INEPEMEHY,
COIOCTaBJICHUE TCUXOTHUIIOB MaTepd U J0uepH, peIeKCHIO MPOIIJIOro Ha
¢dboHe cuTyaIuu HaACTOSIIETO.

XKenckyro temy McaeBa pazpabaTbIiBaeT HE TOJBKO Ha COBPEMEHHOM
Martepuaiie. [lo-HOBOMy OHa MBITAETCSA NPOYUTATH U UCTOPUUECKUE CHOMKETHI.
B 1998 rony B llenTtpe npamaTypruum U pexxuccypbl ObUla MOCTaBlieHa €&
tparequsi «lOmaudn», HanucaHHas pPUGMOBAHHBIM TSITUCTOIHBIM SMOOM.
OnHako HEOOBIUHA HE TOJBKO pEeAKasi NI HAIEro BPEMEHU JIMTepaTypHas
dopma, HO W TO, YTO aBTOP MEHSET CMBICIOBBIC AaKIEHTHI OMOJICHCKOMN
uctopun. Ecnm tpagunmonno KOauds obesrnasnuBaer OnodepHa Kak Bpara-
MHOBEPIIA, TO B 3TOH Ibece MpejiaraeTcsi COBCEM HMHasi TpakToBKa. lcaesa
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NaéT reposiM HEMBICIUMYIO U1 JPEBHUX HYJEEB BEllb — CBOOOMY BBIOOpA.
«U, xazanock Obl, ’TO BEIOOP HE B MOJIb3Y BEPHI, a B M0ab3Yy Jt00BU. Ho nemno
B TOM, YTO BOUH-SI3bIYHUK OTKphIBaeT BApYyr EnuHoro bora eauHCTBEHHO
BO3MOKHBIM JIsI ce0s1 MyTEM — 4epe3 JIF0OOBb KEHIIUHBI, OyXOTBOPEHHOMN
cBoeil Bepoi» (3abanyeB, 3ensuHoB 2004, C. 9). T'mbenp OnodepnHa
TpPaKTyeTCs MUCATEIBLHUIICH, KaK ero JOOPOBOJIbHOE KEPTBOIMPUHOIICHUE BO
UMsI UX JI00BHM, KOTOpas HalaAET CBOE JYXOBHOE BOIUIOIICHHE YK€ B
HE3EMHOM MHpE.

CtunucTudeckd CBOKO mpo3y W ctuxu  McaeBa CTpouT 1O
TPaAUIIMOHHBIM, MOKHO CKa3aTh, pEaTUCTUUECKUM KaHOHaM. TeMm He MeHee,
OHa TIEpBasi B COBPEMEHHOW PYCCKOW JpaMaTyprudl HCIOJIb30Bajia MPUEM
«Verbatimy (mep. ¢ JaTbiHU — 00CI06HOE, U3peuéHHOE), KOT/1a, HAlTMCAHHBIHN B
XKaHpe IOKYMEHTAILHOM MBbECHI CLICHAPUI MOJTHOCTHIO COCTOUT U3 PEaIbHBIX
MOHOJIOTOB WJIM JIMAQJIOTOB OOBIYHBIX JIOJCH (MHTEPBBIO, 3alUCH Ha
MaroutooHe W Jp.), HepenpousHocuMmbix  akrépamu.  Cyrybas
JIOCTOBEPHOCTh, CBOEOOpA3HBIN THUIEpPpeaTu3M UM JOKYMEHTAJIbHOCTH
NPUAAIOT CIEKTAKII OCOOYyI0 HCKPEHHOCThb, NPABAMBOCTH M  OCTPOTY.
HekoTtopble KpUTHKM CUYUTAIOT, YTO HMEHHO B TEXHHUKE «BepOATHUM»
POXOAUT JIMHUS HBIHENTHEro Tporiecca OOHOBIeHMsI Tearpa B Poccum.
Taxum BepOaTumMom y HcaeBoit ctama nbeca «IlepBbiii My>KunHay, BIIEPBBIC
HocTaBlieHHast MOCKOBckuM Teatpom.doc.

CrokeT TbeChl BHEIIHE HE3aMbICIOBAT: TPU IOHBIE JIEBYIIKU
PacCcKa3bIBAIOT UCTOPUU O B3aMMOOTHOIIEHUSX C MY)KUMHAMU U O CIOXKHBIX
KOMIUIEKCAX YYBCTB, TEPEKUBAHUIX, TOPOXKIAEMBIX OSTUMHU CBS3SIMHU.
Hpamatu3m cutyanuu ycyryonsercss (akToM, UYTO TEpBble MY KUHUHBI
repouHb — MX COOCTBEHHbIE OTIbI. OCO3HAHHE MPOTUBOECTECTBEHHOCTH U
IPEXOBHOCTH  MOAOOHBIX  OTHOIIEHWH  MPUBOAUT K  TParu4ecKum
MOCIIEJICTBUSIM: JIFOOOBh OTIIA W JIOYEpH, IEpEHIarHyB 3allpeTHYIO YepTy,
NPEBPAIAETCS B HEHABUCTH M OTUYXKACHHE. Takue «yCTHbIE UCIIOBEIU — ITO
,Bemmokn” Hamux Oe3ga» (bex 2004, C. 6), 6e3an aymm. Cama ke
NUCcaTeNbHUIIA CYUTAET, YTO MOJ00HAs TeMa MpHIlia K Hel BHe3amHo: «Kak
TUXUN JIOMAIlHUA 4YeJIOoBeK <...> s BbIOpaJia CTE3[0, KaK MHE Ka3ajocCh,
caMyl0 YTO HU Ha €CTh «0€30MacHyI0» — MaMa U JI0YKa — B3aMMOOTHOIIIECHUS
B CEMbE€, IMEpPEXOJHBIM BO3PACT, CAaMOYTBEpKAEHHME M Tak nainee». Ho B
Obecene co crymeHtamu HMHCTHUTyTa KHMHeMarorpaduu, K KOTOPHIM OHa
oOpaTwiach B TOMCKax MaTepuaia, TeMa HEOXUIAaHHO W3MEHWJIAch, U
BO3HHUKJIAa MBICIIb «3aMEHHUThH ,,MaMy~ Ha ,0any’, MOCKOJbKY C MalnaMu
B3aMMOOTHOIIIEHUSI B CEMbE HCCIENOBaHbl MeHblle. <...> TyT u mnpo
MYKCKOU IIOBUHU3M TTOTOBOPHUTH OBIJIO OBI MOYKHO, W TIPO MYXCKOH HIIea,
— TOCUYMTalla MUCATENIbHUIA W, HayaB 3alUChiBaTh WHTEPBHIO, Cpa3y xKe
HAaTKHYyJIaCh Ha HIOKUPYIOIIYIO HCTOPHUIO HHIIECTa, KOTOPYIO HEBO3MOXKHO
obu1o obOoiitu. llemnocts «Verbatimy, Buaumo, ¥ B TOM, 4YTO MHCATEIb
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BBIXOJIUT B 00JIaCTH, BeChbMa JNAJIEKUE OT €ro JUYHOTO >KMU3HEHHOTO OINbITA.
HcaeBa crana 1eNeHANpPaBICHHO MPOBOJUTH ONPOC CTYAEHTOK 00
OTHOIIEHUSIX ¢ oTuamu. «M KakoBO ObLIO MOE yAMBICHHUE, KOTJa KaxKJas
BTOpas» Hayajla TOBOPUTH O HEAETCKOW BIIOOJEHHOCTH B oTHa. llo3xke
Hcaea nonsia, 4To UMEHHO «3Ta ,,INTyOMHHAS 3aPATAHHOCTD U TATOTAIIAS
MHOTOJIETHSIST  <...> paHa TpeOoBajiu BepOAJLHOIO  BOIUIOIICHHUS,
,,[IPOTOBOPEHHOCTH”, <...> W Ppa3roBop mnpuHocus obierdenue» (Mcaesa
2004, C. 20-21).

Xotrss UcaeBa Bmpsmyro He oOpamjaeTcss K TeMe HallMOHAJIbHOU
MU((DOIOTUH, TeHEPHAs 320CTPEHHOCTh €€ TEKCTOB CIOCOOCTBYET Pa3BUTHIO
NOHMMAaHUA JUXOTOMHHU «MYXKCKOE-KEHCKOe». PeBU3UA CIOXHUBLINXCA
CTEpEOTUIIOB B 3TOW 001acTH AAET BOZMOXHOCTh OOJIBIIIET0 MHOT'000pa3us B
KOHCTPYUPOBAHWM  HAIIMOHAJIBHBIX  HKJE0JOTeM, YMHOXas MyTH HUX
MHTEJUIEKTYaIbHOTO OCMBICIIEHUSI.

Ecau B BbIIENpUBENEHHBIX TEKCTaX YCMATPHUBAIOTCS KOCBEHHBIC
MOTBITKKA CHOPMHUPOBATH MU(OJIOTEMY «T€HIEP W HAIUI», TO B TBOPUYECTBE
Anekcanapbel MapuHUHOW MBI OOHApY)KHMBae€M TO, YTO MOYKHO Ha3BaTh
MHU(OM 0 HOBOM YEJIOBEKE.

MapuHuna — 3aMeTHass (Qurypa COBPEMEHHOW JIUTEpATyphl, UTO
3aCTaBJISIET B3MJISIHYTh Ha €€ TBOPYECTBO C IIMPOKON KYJIbTYpPOJIOTHYECKOM
TOYKM 3peHus. HecmoTrps Ha TO, uUTO OHa paboTaeT B JOCTaTOYHO
NOMYJUCTCKOM W MAapruHajJbHOM JKaHpE — JETEKTUBE — MHOTHE aCIEKThI
CYLIECTBOBAaHUA U (DYHKIMOHUPOBAHUSI €€ TEKCTOB CBUIECTEILCTBYIOT O
3HAQUMUTENIbHBIX CABUTAX, MPOUCXOIAIINX B COLIMOKYJIBTYPHOM BOCIPHUSTHH
JUTEPATYPbl POCCUNCKUM OOIIECTBEHHBIM CO3HAHUEM.

HecoMHEHHBIM HOCTOMHCTBOM pOMaHOB MapWHHUHON TPEICTABIISIETCS
TO, YTO TIOBEJECHUEM, MOCTYIIKAMU CBOMX MEPCOHAXKEW OHA CTapaercs HalTh
OTBET Ha BOMPOC, BECbMAa aKTYyaJbHBIN I BRIPAaOOTKH HOBOM HAIIMOHAJIBHOM
uaeonoruu. KakoBbl T0TKHBI OBITH MOTHUBAIIUU YEJIOBEKA B JKU3HU, KOTOpast
HAIOJIHEHA MPUMEPAMH M OOCTOSTENbCTBAMH OTKPOBEHHO aMOpajbHOTO
cBoiictBa? OueHb Ba)KHO, 4YTO YHUTATENb HAXOJUT BO MHOTUX CIIy4asx
MTOJIOKUTEIIbHBIN, HPABCTBEHHBIA OTBET.

['maBHas repomHsa €€ MWIMUECUCKUX UCTOPUN — AHAIUTHK OTHENA IO
PaCKpBITHIO 0c000 OMACHBIX MpecTyIuicHui AHactacus Kamenckas?. DOTo He
VHUKalbHasi W  CBepxojap&HHas  JIMYHOCTh, HA0OOPOT, OOBIYHASA,
COBPEMEHHAsI MOJIO/Iasi >KEHIMHA CO BCEM XapaKTepHbIM HaOoOpoM 3a0oT,
COMHEHHMH, CTpaxoB M paszouapoBaHuii. Ho B Hel ecTpb NOpOYHBIN
HPaBCTBEHHBII CTEPKEHb, CIIOCOOHOCTH OTINYATh JOOPO OT 3714, €M MPUCYIIH
HAaCTOMYMBOCTh M CTPEMIICHHE BCErJa ITOBOAUTH JAEJNO 10 KOHUA. OTH

2 Mapununa A. CM. cepHi0 IeTeKTUBHBIX poMaHoB 0 KameHckoii (Beimyckarorcst ¢ 1995 r. mo
HACT. BpeMsl pa3HbIMH U31-BamMu Poccun).
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KadecTBa npuaaroT obpasy KaMeHckol 3HaueHHE LIEHHOCTHOT'O OPUEHTHUPA,
MopaisibHOTO 0Opasna. Modus vivendi KameHckol (HapylieHHE «IIPHITAYAN,
BBI30B MPO(ECCHOHATBPHOMY Ma4yu3My, WTHOPUPOBAHUE MPEANUCHIBAEMbBIX
KEHI[MHE OBITOBBIX M OOINECTBEHHBIX IOBEJACHYECKUX MATTEPHOB) €CTh
CBOEOOpa3HbIil BBI30B TOMY KOHTPOJIO Haja O KEHIIMHOM, KOTOPbIU
HACaXJ1aeTCsl MAaCKYyJIMHUCTCKU OPUEHTHUPOBAHHBIM couuyMoM. [lpu 3ToM
HEeNb3sl CKa3aTb, YTO, OTBEpras TPaAUIMOHHO >KCHCKHM MOBEICHUYECKUIMA
[ITAMII, TEPOUHSI KOMUPYET MPOTUBOIOJIOKHBIA — MYXCKOU. AJIeKCaHJpa
MapuHuHa (co3HaTeabHO WM HeET) B o00pa3e KameHckoil mwITaeTcs
CHUHTE3UPOBATh HEKYI0O HOBYIO CTPATETHIO PENpe3eHTAllUd >KECHCTBEHHOTO.
Ota HOBas MOJeNIb JOJDKHA BBIXOAUTh U3 cepbl TOTAIUTAPHOTO
MACKyJUHHUCTCKOTO  KOHTPOJST U  OCYHIECTBISATH CBOE TMpaBO  Ha
CaMOCTOSITEIbHOCTbh, YHUKAJIBHOCTh, HE3aBUCUMOCTb U CAMOIIEHHOCTb.

Onnako HapsiAy ¢ IEpeurcIeHHBIMU kKadecTBaMu KameHckast oOmamgaet
yepramMu  MHQOJIOTHIECKOT0 KYJIbTypHOro repos. Cpenu HHX CIEIyeT
Ha3BaTh, MPEXKJE BCEro, IMUBUIN3ATOPCKYIO0 (YHKIIMIO, TO €CTh BHEIPCHHE
HOBBIX MBICIUTEIBHBIX U TOBEJCHUYECKUX OOpa3IloB B MAacCOBOE CO3HAHUE,
YTO CIIOCOOCTBYET MPHUCIIOCOOJICHUIO COIIMyMa K HOBBIM peanusiM. B nanHoM
cllydae peub UJAET HE TOJIbKO O TpaHC(OpMaIliy T'eHICPHBIX MPEACTaBICHHM,
HO ¥ O MEPEOCMBICIICHUN OBITHS YEJIOBEKA B CUCTEME PHIHOYHBIX OTHOIICHUH.
HecMoTpst Ha npamaTH4ecKud W3JIOM PYCCKOW MCTOpUM KoHIIa XX Beka,
NOTPY3UBIIETO HAIy HAIMIO B COCTOSIHUE HE TOJIBKO MaTepUaIbHOTO, HO U
MEHTAJIBHOI'0 Xa0ca, TaKue KyJIbTYpHbIE Tepou, kak KaMeHckast ctpeMsTes K
CO3UJAHUI0 HOBOTO TMOPSAKA, HOBOIO IEJenojiaraHusi, TOBBIIICHUS
BUTAJIBHOCTH 4JieHOB coluyma. Kak ormedaer Kyabryposor A.U.
KpaBuenko:

KyneTypHas poib peaibHBIX T€pOeB — BJIOXHOBISTH IMPOCTHIX JIIOJCH Ha
COBEpILICHNE HPABCTBEHHBIX TOCTYIKOB, 3apaXkaTh UX TBOPUYECKON DHEPTUEH U
co3unanreM. OHU MOKa3bIBAIOT, YTO UICATBHOE COBEPIICHCTBO HE €CTh HEKasl
HejlocsraeMasi 1efib, HO TIPEJCTABIsIeT COOOW HEYTO TaKoe, Yero MOJXKET
JOCTUYb OOBIYHBIN YEIIOBEK, 3aTPATUBIINKA Ha JIOCTH)KCHHUE IIEJH OTPOMHBIC
yeunus. (KpaBuenko 2000)

Camounnentudukamys Hauu HEM30€KHO OazupyeTcss Ha MPOCTPAHCTBEHHO-
BPEMEHHBIX KaTETOPUSIX U CBS3aHHBIX ¢ HUMH MHQoJoreMax. 3/1ech BIOJTHE
YMECTHO HCHOJNb30BaTh mpeactaBienue M. Kanrta, BpickazaHHOE, MpexIe
Bcero, B «Kpurmke dYucTtoro pasyma», 00 ampuUOpPHBIX TOHSATHSAX Kak
YHUBEPCATHHOM 0a3uce JIsl BCIKOTO THIIA BOCTIPUATHS MUPA U ONPEACIICHUS
ceOs B HEM. Harus qomkHa onrcath CBOKO MPOCTPAHCTBEHHYIO 1 BPEMEHHYIO
MPOTSHKEHHOCTH, OTOXKIECTBUTHh CE0s C OMPEACIEHHBIMU TeorpaPuIecKuMu
TPaHUIIAMHA U C XPOHOJOTHYECKON HENMPEpPBIBHOCTHIO CBoero ObiThs. Ecmum
KOHTUHYYM HapyIieH, TO IeJIOCTHOCTh CaMOBOCHPHSITHS HE Oyner
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JOCTUTHYTA, U BO3HUKILEE OIIYIIEHUE HEMOJHOLEHHOCTH C HEM30EKHOCThIO
CIIPOBOLIUPYET HOBBIE IMIOMCKU HALIMOHAJIBHOW HJIEH.

TexkcThl, MOABIAONIMECS B COBPEMEHHOM JIMTEPATYPHOM MPOCTPAHCTBE
Poccun, B TOM 4uCie M PpPACCMOTPEHHBIE 371ECh, JOCTATOYHO SCHO
CBUJIETENIBCTBYIOT 00 3TUX SHEPTMUYHBIX MOUCKAX, a TAKKE O CUMBOJIUYECKUX
U CEMHUOTHMYECKUMX IIEPCIEKTUBAX I NPOJABHKEHHUS HALMOHAIBHOTO
npoekrta. He MmeHee Ba)XKHBIM IIPEACTABISAETCS U TO, YTO COAEpIKAIIAsACA B HUX
reH/JepHas PUTOPUKAa C HEU30EKHOCTHIO NPEACTABIACT Ty WIM HHYIO
UJEO0JIOTHIO, IPUKPBITYIO OJAEIHUEM XYJ0KECTBEHHOI'O TEKCTA.
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Abstract — Lyudmila Ulitskaya in Medea and Her Children elaborates the myth of the
killer mum-woman by proposing a new kind of feminine character: innocent, without
guilt, victim of an imposed order, where masculine characters reveal their inadequacy and
brutality. The choice by the author in identifying such myth is to be searched at the
internal dynamics of a woman and the role played by Medea, where the residual of the
classic legacy is represented by the aura of the magic surrounding her own protagonist.
The novel is one of the most complete expression of the new realism, which has been
taking place in Russia in the last few years. The reality represents both the expressionistic
point of view and the prism of archaic family, which is the only solid bastion able to give
the sense of collective belonging, to define the identity and to generate adequate thoughts
and social practises necessary to justify the existence of this world. In the novel, the
crucial role of the family colludes with the suburban depersonalization of the big city. We
can also observe the additional antinomian North-South, where North, in its acute negative
value, reveals through the face of the capital the ancient Russian selfishness and its
materialist present. On the contrary, both Medea and the author, claim with a clear voice
the necessity to escape from the social, cultural and political homologation.

Keywords: Lyudmila Ulitskaya; myth; new realism; family; identity.

1. Introduzione

Medeja i eé deti, uno dei romanzi piu conosciuti di Ljudmila Ulickaja,
pubblicato in Russia nel 1997, viene dato alle stampe in Italia nel 2000
dall’editore Einaudi, semplicemente come Medea, titolo che se da un lato
richiama piu da vicino la tragedia euripidea, dall’altro risponde al progetto
creativo della scrittrice privando la protagonista, sin dall’incipit, della
genitorialita e percio del primigenio peccato. Medea, infatti, non ha figli ed ¢,
al tempo stesso, la matriarca per eccellenza, un punto di riferimento eterno.
L’intreccio del romanzo ¢ complesso e articolato in piu piani narrativi
sovrapposti sia in senso diacronico sia sincronico, che, seppur evidenziando
la ciclicita di eventi e personaggi, sembrano essere destinati alla
rappresentazione del cammino compiuto dalla donna in Russia, a partire dalla
generazione nata a meta degli anni Quaranta e Cinquanta — dato quest’ultimo
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inequivocabilmente biografico — fino al tempo attuale.

La Crimea e la Storia sono il palcoscenico su cui si svolgono i fatti, lo
spazio dove si intrecciano relazioni, talvolta dai risvolti e dagli epiloghi
tragici, tra uomini e donne di nuove discendenze sotto lo sguardo acuto e
consapevole di una Medea, “rocciosa esponente della precedente generazione
che vive di una curiosa e progressiva spoliazione di ogni caratteristica
psicologica per diventare unicamente il centro, il punto di raccordo di tutte le
vicende narrate” (Martini 2002, p. 150).

Ljudmila Ulickaja, al pari di molti autori della cultura moderna e
contemporanea, com’¢ avvenuto in tutte le forme di espressione artistica e di
comunicazione (Bettini, Pucci 2017, pp. 239-259), cede alla fascinazione che il
mito di Medea ha da sempre esercitato sull’immaginario collettivo, come era
accaduto per il mondo latino, che per primo lo aveva recepito dalla cultura
greca, ma lo plasma infondendole nuova linfa. 1l recupero attuato dall’autrice ¢
da ricercarsi innanzitutto nelle dinamiche interne alla figura della donna, nella
trasformazione del ruolo femminile, nella sua evoluzione quasi “biologica”
(Ulickaja 2003), percio del retaggio classico rimane solamente il residuo di
quell’alone di magia che eternamente avvolge la protagonista. Medea, nelle
mani di Ulickaja, cessa di essere I’archetipo della donna vendicativa per
diventare I’espressione piu compiuta del principio della liberta narrativa, della
capacita di giudizio scevra da qualsiasi condizionamento, dell’espressione
della verita spinta sino all’eccesso nel voler raccontare lo snaturamento sociale,
psicologico e antropologico contemporaneo. L’autrice sceglie quindi il mito
per realizzare uno studio sulla societa, sul senso di appartenenza collettiva e, al
contempo, sulla specificita di ogni singolo individuo (cfr. Berger, Berger,
Kellner 1973; Foote 1951; Goffman 2003).

La Medea ulickiana, in sintonia con il modello classico, si presenta
nelle vesti di straniera, ma in un’accezione profondamente cosmopolita, ed ¢
al contempo, una viaggiatrice “immota”, avendo con lo spazio che la
circonda, con la natura della Crimea, madre-benefattrice, un rapporto
esclusivo ed armonioso. Per tutto il resto si discosta sin da subito
dall’archetipo mitico e rispetto ad esso la si pud definire solo per negazione:
non € autrice di quel gesto che la caratterizzerebbe in modo assoluto — non é
madre, non € un’infanticida. Non € nemmeno una fratricida, né una traditrice,
non é una donna crudele, non e soggiogata da smisurati sentimenti e quindi il
suo comportamento non oscilla mai tra i vertici del raziocinio e le cadute
dell’emotivita meschina ed egocentrica. Al pari della Medea classica resta
una donna dotata di poteri intellettivi superiori che rifiuta gli schemi
artificiosamente creati dalla cultura e dalla societa patriarcale (cfr. Imposti
2004) e accoglie in sé I’identita della donna di casa con un’aura di sacralita.

Questo testo, delineate le tappe salienti delle varianti del mito dal
canone classico sino all’epoca moderna ¢ contemporanea, si propone di
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individuare il genere letterario cui ascrivere Medea di Ljudmila Ulickaja, le
sperimentazioni mitopoietiche operate dall’autrice sulla protagonista, la cui
azione non & mai solitaria, indipendente, sfrenata o irrazionale come avviene
nella tragedia senechiana, ma e circondata da una pleiade di deuteragonisti,
che agiscono insieme su diversi livelli di significazione.

2. Il mito di Medea, migrante nel tempo e nello spazio

L’opera di Ulickaja ¢ una delle ultime tappe di rielaborazione del mito della
donna-madre maga e assassina, che si snoda lungo un cammino lunghissimo e
di difficile esaurimento. Si pu0 dire che la storia di Medea sia stata raccontata
da tutti e che ogni narratore ne abbia messo in evidenza ora I’uno ora I’altro
aspetto, realizzando delle vere e proprie manipolazioni sul mito. | primissimi
riferimenti a Medea sono gia rintracciabili nell’lliade e nell’Odissea (Bona
1997; Giannini 2000; Tedeschi 2005), ma sara Euripide, nel 431 a.C., a farne
una delle massime espressioni del teatro di tutti i tempi seguita, nel 215 a.C.,
dagli Argonautika di Apollonio Rodio, prologo alla tragedia euripidea.
Parallelamente, nel mondo latino, le tracce di Medea sono presenti fin dall’eta
repubblicana: basti considerare, per esempio, Ennio e Pacuvio, che attuano una
vera e propria rielaborazione della tragedia classica (Manuwald 2013). Occorre
tuttavia giungere sino ad Ovidio per avere una Medea, come e presentata nelle
lettere elegiache, che si disvela al lettore permettendogli di scrutare nelle
pieghe piu intime dell’animo di una donna che ha amato, che e stata
abbandonata e che, almeno all’inizio, non medita ancora vendetta,
presentandosi ora come un’eroina derelitta e infelice ora come la fattucchiera
che governa la natura, pratica la magia nera e lancia maledizioni augurando
disgrazie che puntualmente si verificheranno (Adriani 2006).

Seneca fornisce un ulteriore ritratto dell’eroina in questione (Martina
1990). Nonostante le varie teorie sul suo teatro (Torre 2009), Medea fa parte
delle nove tragedie a lui attribuite, con una protagonista ben diversa da quella
euripidea: essenzialmente monocorde, la Medea senechiana si presenta senza
indugio carica di odio, e autrice di orribili delitti e ha la capacita di
commetterne di ben piu gravi, come il figlicidio, pur di infliggere a Giasone il
piu crudele dei castighi (Gazich 2000).

Se il mito di Medea permette una distinzione piuttosto chiara delle
diverse letture date dagli autori antichi, la stessa metodologia non puo essere
applicata alle infinite wversioni e agli innumerevoli adattamenti
doviziosamente elargiti dagli autori della modernita.*

! Per avere un quadro esauriente delle innumerevoli Medee occorrerebbe un trattato a parte e forse
sarebbe impossibile riuscire a tracciare una rassegna completa delle infinite riletture e degli
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Uno dei criteri su cui orientarsi ¢ legato all’impianto della tragedia ¢
alle variazioni dei personaggi principali rispetto ai due modelli piu autorevoli
di epoca classica. Si consideri a tal proposito la Médée di Corneille (Knight
1991, pp. 6-15), composta nel 1635, il cui personaggio centrale € una donna
Innamorata ma oltraggiata e vilipesa, una vittima, ruolo che non giustifica
affatto i misfatti che andra a compiere ma che almeno le fa guadagnare delle
attenuanti.

Variazioni importanti sul mito di Medea si hanno a partire dalla fine
del XVIII secolo con Friedrich Maximilian Klinger, autore di Medea in
Corinto (1786) e Medea nel Caucaso (1790), due tragedie che
concettualmente fanno da contralto alla rilettura che ne da Goethe nella coeva
Ifigenia in Tauride. Se in quest’ultima tragedia viene eliminato ogni
riferimento legato alla magia e al soprannaturale, nella Medea in Corinto, la
protagonista, che ha una natura semidivina, intende privarsi dei suoi poteri
per essere una semplice donna, ricambiata nel sentimento dall’uomo che ama,
e per poter generare dei figli. 1l suo sogno, pero, e destinato ad infrangersi
poiché Giasone, tradendola, la ferira profondamente, e per di piu sara tradita
anche dai suoi stessi figli che arriveranno a preferirle e difendere Creusa,
figura che le si oppone diametralmente, moglie per cosi dire “legittima” di
Giasone. Questo scatenera la furia omicida di Medea che, riappropriatasi
delle sue capacita sovrannaturali, si vendichera ferocemente su tutti (Adriani
2006, pp. 190-201).

Dalla seconda meta dell’Ottocento si ha un fiorire di Medee, il cui mito
comincia ad essere trasposto in un contesto moderno e percio soggetto ad
essere declinato nei modi piu disparati. A tal proposito si considerino le
varianti napoletane ad opera di Francesco Matriani, che dimostra un certo
interesse per i diseredati e per le donne marginalizzate dalla societa; oppure si
veda la trattazione dei temi legati ai pregiudizi e alle discriminazioni razziali
con le Medee mulatte, brasiliane, africane o comunque di sangue misto; e
ancora ’entrata in scena delle Medee asiatiche dove il problema del razzismo
viene trattato sullo sfondo del neocolonialismo (Belli 1967).

A partire dal secondo dopoguerra, in Europa, si assiste nuovamente alla
trasformazione della donna e madre in un mostro, rappresentazione tangibile
del male assoluto (Adriani 2006, pp. 208-210), attuando un recupero della

adattamenti che il mito ha avuto dall’etd moderna fino ai nostri giorni. E curioso ricordare a tal
proposito i versi di Brecht (1934, pp. 240-241):

“Ed ecco d’un tratto

correre la voce

che nelle nostre citta

si vedranno delle nuove Medee.

Tra i tram, le auto e la ferrovia sopraelevata

I’antico grido risuonera.”
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figura di Medea come donna errabonda, indipendente e fattucchiera, che
andava a sovrapporsi al modello della zingara, in un ruolo carico di ferinita.
In Italia, nel frattempo, Cesare Pavese propone una curiosa rilettura in chiave
freudiana e autobiografica del mito di Medea, che rivive attraverso le parole
di Giasone negli Argonauti, uno dei Dialoghi con Leuco (1947). Questa
Medea, che non piange mai e che sorride solo quando accetta di seguire
I’'uvomo che ama, non ¢ sufficientemente “divina” per Giasone, che
I’abbandona senza rimorsi nonostante I’abbia usata per 1 suoi scopi, persino 1
piu reconditi (Bruni 2008).

Sempre sulla scena italiana, si ha nel 1966 la Lunga notte di Medea,
tragedia in due tempi, scritta da Corrado Alvaro su commissione di Tat’jana
Pavlova (Cassata 1974, pp. 167-169), che pone I’accento sul pregiudizio
verso tutto cio che e diverso, estraneo, richiamando probabilmente i pogrom
nazisti o le persecuzioni staliniane di cui Alvaro era stato diretto testimone in
Russia. Nell’alogicita della ragion di stato, che con un semplice decreto puo
recidere persino la sacralita dei rapporti familiari, Medea riacquista la sua
natura ferina, dimensione questa che I’atterrisce ma da cui, volente o nolente,
non puo affrancarsi. Un altro personaggio femminile oggetto di attenzione da
parte dell’autore ¢ Glauce, che si getta dalle mura di Corinto non perché
abbia paura della sua rivale, che in realta non intende farle alcun male, ma
perché, avendo compreso 1’essenza tragica della vita, non vuole crescere e
preferisce abbandonarla, in un atto estremo di codardia. La stessa
caratterizzazione viene riservata da Pier Paolo Pasolini nella sua
rappresentazione cinematografica dal titolo Medea (1969), dove Glauce é una
nevrotica, psicologicamente incapace di affrontare la durezza della vita, e
Medea e, per contro, garante dell’eternita del ciclo vitale e di un mondo dove
magia e religione sono legati in maniera indissolubile.

I temi legati al socialismo reale, all’utopia comunista e alla situazione
della Germania dell’Est sono centrali nella trattazione del mito da parte di
Heiner Miiller, in un’opera politica scritta in momenti diversi e montata per la
scena solo nel 1983 (Muller 1991).

Proveniente dallo stesso luogo e la versione del mito ad opera della
scrittrice e saggista Christa Wolf. In Medea. Voci (1996) sono sei personaggi
differenti i narratori delle ben note vicende, che presentano, a cominciare da
questo artificio compositivo, grandi novita ermeneutiche rispetto alla
versione classica. Per molti aspetti ’opera di Christa Wolf ¢ forse quella da
cui Ljudmila Ulickaja ha tratto maggiore ispirazione con la rappresentazione,
innanzitutto, di una Medea innocente, non colpevole dell’uccisione dei propri
figli. Custode e depositaria del principio vitale, questa Medea rifugge dalla
violenza e dalla societa patriarcale che, nell’opera della Wolf, ha altresi le
connotazioni del mondo occidentale e capitalista, chiaro riferimento alle
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vicende che hanno travagliato [I’esistenza dell’autrice durante la
riunificazione della Germania (Filippi 1981).

Sul versante irlandese si registrano sia Medea (1998) di Brendan
Kenelly, sia il dramma By the Bog of Cats (1998) di Marina Carr. La prima e
una riscrittura della tragedia euripidea totalmente immersa nell’atmosfera di
un’Irlanda oppressa dal colonialismo inglese; mentre la seconda, pur
estremamente fedele al canone, ha un’ambientazione in luoghi quasi
simbolici e metafisici e registra la presenza di elementi e animali legati al
folclore celtico (Walton 2002).

Tra le ultime riscritture del mito, vi e New Medea (1974), un poema in
prosa ambientato a New York, di Monique Bosco, scrittrice austriaca di
origine ebraica, trapiantata in Canada. Per non parlare poi della serie di
Medee balcaniche, quasi naturale conseguenza dei nuovi scenari sociali,
antropologici e politici che si sono avuti a seguito della disgregazione della
Jugoslavia. A tal proposito, ricordiamo Medea 1995 di Leo Katunari¢, messa
in scena per la prima volta a Zagabria proprio nel 1995, Medea di Darko
Luki¢ del 1998.

In Russia, prima della variante ulickiana, Medea compare in un breve
racconto di Ivan Bunin dal titolo V takuju no¢’, facente parte di un ciclo che
raccoglie opere composte dal 1931 al 1952. Bunin presenta una giovane
Medea, sedicente cosacca, che passeggia al chiaro di luna, sulle rive del Mar
Nero, vicino ad Odessa, declamando alcuni versi del Mercante di Venezia ad
un Giasone adulatore che cerca di conquistarla con vacui complimenti.

Di dimensione assai diversa ¢ la narrazione di Ljudmila PetruSevskaja
in un racconto dal titolo Medea, ambientato nella Mosca del XX secolo, che
ci trasporta in un mondo fatto di violenza dove, ricalcando il modello
senechiano, una madre uccide la propria figlia unicamente per vendicarsi dei
tradimenti e dell’indifferenza del marito. La donna stessa, con 1l coltello € la
scure grondanti di sangue, si reca dalla polizia per denunciarsi. L’epilogo ¢ di
una tragicita inaudita: la figlicida viene reclusa nel reparto psichiatrico di una
prigione, mentre il marito vaga sul suo taxi per le vie di una Mosca desolata e
ostile. PetruSevskaja non concede la speranza né di una redenzione né della
salvezza.

3. Quale genere letterario per Medea di Ljudmila Ulickaja

Medea e i suoi figli ¢ un’opera che, dal punto di vista del genere letterario,
potrebbe essere ascritta alla saga familiare o alla cronaca, dove Medea, fulcro
della narrazione, ¢ purtuttavia solo una “voce”, uno “strumento” di una
sinfonia. L opera si presta dunque ad altre classificazioni, infatti pud essere
considerata un libro di memorie, una biografia che via via prende sempre piu
corpo e consistenza grazie ai racconti degli altri personaggi che si sono
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avvicendati e che hanno affollato durante gli anni la casa di Medea. Queste
voci, quasi come i rivoli che si convogliano in un flusso ben piu ampio,
narrando le vicende di un’intera famiglia, sin dalle sue piu lontane origini,
intrecciate alla Storia di un Paese il cui vero volto e estremamente composito,
popolato com’¢ piu da tatari, ebrei, greci che non da russi, tentano di far
emergere un profondo comune sentire.

Ulickaja, in una narrazione che abbraccia quasi per intero il secolo
appena trascorso? e che schiude uno specifico punto di vista sulla storia della
Russia, realizza un’accurata strategia mitopoietica attraverso una serie di
posizioni digressive rispetto al mito. Si ravvisa innanzitutto uno slittamento
del “topos”, poicheé la vicenda é trasferita dalla ricca e fiorente Colchide alla
Crimea post-sovietica, terra depredata e violata, dove Medea & una donna
comune, di origine greco-georgiana, le cui radici sono dimostrate, senza il
benché minimo tentennamento, da tanto di albero genealogico con
prospettive di passate e future generazione (Ulickaja 2000, p. 2).

La dimensione culturale della narrazione di luoghi mitici,
continuamente rievocati, va a toccare inevitabilmente i nervi scoperti di una
contesa e distorta politica coloniale, degli squilibri di un potere che cerca di
affermare con la forza un regime imperialistico. 1l romanzo é quindi politico
quando ’autrice chiama direttamente in causa i colpevoli della fallimentare
amministrazione della Crimea, quando fa riferimento alle disuguaglianze
sociali ed etniche, ai tentativi di russificazione che di fatto hanno distrutto un
tessuto sociale fortemente composito, com’era quello della Tauride, a partire
dall’epoca zarista fino a quella sovietica.

Medea, pur prendendo le distanze ogni qual volta il discorso scivola su
argomentazioni di tipo politico, abbandonando fisicamente i luoghi della
discussione, inorridisce dinanzi alla cieca violenza del potere, ne denuncia
I’ottusa brutalita, come si legge proprio all’inizio del romanzo, in una lettera
scritta prima di morire e probabilmente mai spedita, indirizzata alla cara
amica Elenocka. La missiva, casualmente ritrovata da Georgij, uno dei tanti
nipoti, mentre rovista tra un mucchio di carte, svela il mistero del testamento
di Medea, del tutto imprevisto e datato 11 aprile 1976. Con i suoi ricordi,
Medea ripercorre alcuni momenti salienti della Storia del Paese intrecciati
alle vicende dei singoli, richiamando alla memoria le deportazioni, la poverta
estrema, la fame e 1’impossibilita da parte dei tatari di possedere alcun bene
in Crimea. C’¢ qui un recupero del mito classico quando la protagonista si
oppone al cieco potere degli uomini: € la sete di giustizia, la necessita di

2 Essa si colloca, piul precisamente, in un intervallo temporale compreso tra il 1900 e il 1977; il
periodo sovietico & quello pit da vicino interessato poiché i fatti storici della Crimea, cui
I’autrice fa riferimento, si collocano nel 1944. Il cronotopo é dato dal tempo narrativo interno,
che fa da cornice agli avvenimenti accaduti durante la primavera e 1’estate del 1970 nella casa di
Medea.
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dover pareggiare i conti con il fato a spingerla a lasciare in eredita ad un
tataro la sua casa:

Mi sono riaffiorati alla memoria i ricordi delle traversie di quegli anni cosi
dolorosi da rievocare. [...] avevano deportato, in sole due ore, i Tatari della
regione senza dar loro il tempo di prepararsi per il viaggio [...] Sura
Gorodovikova, la responsabile del Partito, li aveva si espulsi, ma li aveva
anche aiutati a raccogliere le loro cose piangendo a dirotto e il giorno dopo
aveva avuto un colpo per cui aveva cessato di essere responsabile del Partito e
da dieci anni ormai zoppicava nel suo podere con il viso deformato,
farfugliando parole senza senso. [...] Ti ricordi Elenocka, della Crimea
orientale all’epoca dei Tatari? E della Crimea centrale? Che giardini c’erano a
Bachcisaraj! Ora invece non c’¢ piu un albero neanche sulla strada che porta a
Bach¢isaraj: hanno disboscato e distrutto tutto. (Ulickaja 2000, p. 10)

In questo passo ’autrice sembra avere una visione del mondo molto simile a
quella espressa da Pasolini nella sua Medea. Sono presenti due tempi e due
mondi in aperta opposizione, dove il passato, e qui ¢’¢ il rimando ad un altro
mito, quello dell’eta dell’oro che da Esiodo giunge sino alla contemporaneita,
e popolato da una stirpe aurea di individui mortali, benevoli e pacifici; essi
posseggono ogni sorta di bene e vivono in una terra fertile che ricompensa in
maniera copiosa le loro fatiche. Ulickaja conduce un esplicito parallelo tra la
Crimea e I’Eden, quello stesso che viene descritto da Dante nel XXVIII
Canto del Purgatorio dove gli alberi, come le cima delle montagne, sono “un
simbolo naturale della visione d’ascesa” (Frye 1980, p. 75). A questa realta
perfetta, aurorale e incorrotta, si contrappone il mondo del presente dove gli
uomini, isolati gli uni dagli altri, vivono un’esistenza irta di difficolta, schiavi
di una logica utilitaristica, soffocati in un mondo dove non ¢’¢ piu spazio per
la ragione, il pudore e la giustizia. Per la Medea ulickiana, il “bene” €
rappresentato da quello che determina lo sviluppo di tutte le cose viventi,
donde deriva la valorizzazione della fertilita, nel senso piu ampio del termine,
e del principio vitale che € presente in tutte le donne. 1l romanzo di Ljudmila
Ulickaja ¢ dunque un’opera femminista, nella misura in cui lo ¢ Medea di
Christa Wolf: entrambe le scrittrici contrappongono il sentire femminile
all’odio, alla violenza e alle procedure di esclusione e di deportazione messe
in atto dalla societa patriarcale, che forse puo rivelarsi, in alcuni casi, piu
efficiente ma che e totalmente priva dei valori elementari e naturali. Ed ecco
un’altra variante del mito: Giasone non é identificabile con un uomo in
particolare ma con quel potere esercitato da un ordinamento sociale
maschilista, sovvertitore dell’ordine che fa precipitare il mondo nel caos
(Mazzoli 1997, pp. 98-102). Medea, al contrario, € forza unificatrice, e
solidale con le altre donne, piange e, dinanzi ad uno spettacolo di inaudita
barbarie, ¢ partecipe del dolore di Tasa Lavinskaja:
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Gli ho raccontato anche di quando, nel quarantasette, a meta agosto, era giunto
I’ordine di abbattere gli alberi di noce fatti crescere dai Tatari. A nulla erano
valse le suppliche: quei mascalzoni erano arrivati e avevano abbattuto i
meravigliosi alberi senza che ne potessimo raccogliere i frutti. Gli alberi
tagliati stavano i, sul ciglio della strada, con i rami carichi di frutti acerbi. E
poi era giunto I'ordine di bruciarli. Tasa Lavinskaja di Ker¢, che era allora
ospite a casa mia, ed i0 avevamo assistito piangendo a quel barbaro rogo.
(Ulickaja 2000, p. 11)

Ella ¢ pervasa da un’eccezionale forza comunicativa di valenza positiva, di
cui e assolutamente priva la sua antesignana classica. Questa peculiarita le
permette di essere sempre in contatto con tutto quello che la circonda e di
compiere degli atti straordinari come quello di donare la propria amata
dimora al tataro Ravil’. Per Ulickaja, la sua Medea obbedisce ad un ideale
supremo di umanesimo cristiano e non laico contro

I’affermazione di un pensiero antiumanistico, basato sulla sfiducia nell’'uomo
come essere razionale, su una concezione dello sviluppo storico come parabola
di insensatezza, e della Storia come movimento verso il nulla o verso I’essere-
che-e-non-piu. Cosi concepito, I’antiumanesimo si ridefinisce ulteriormente in
rapporto alle grandi tragedie e alle catastrofi storiche del Novecento che hanno
rivoluzionato il concetto di dignita umana, di uomo e di ragione (quella
kantiana in primis), e che hanno portato alla luce la necessita di nuove
definizioni dell’'umano (legate al linguaggio, al discorso, al corpo, al desiderio,
alla natura, alla bellezza etc.). (Lombardi 2012, p. 117)

Le descrizioni minuziose che tengono conto di ogni piccolo dettaglio persino
cromatico e morfologico, spesso rimproverate ad Ulickaja, le
caratterizzazioni a tutto tondo degli innumerevoli personaggi che affollano il
romanzo sono continuamente tese alla realizzazione di contrapposizioni
binarie — uomo-Dio, ragione-fede, razionale-irrazionale, secolarizzazione-
sacralizzazione, materialismo-spiritualita, progresso-tradizione — nel tentativo
di dare all’individuo una speranza in un futuro diverso, di tracciare quasi una
via di salvezza contro il torpore dell’indifferenza e la violenza del
consumismo. Percio I’autrice realizza una specifica rappresentazione formale
ed epistemica che via via assume le caratteristiche di una narrazione per
alcuni aspetti persino storiografica:

Georgij guardava pensieroso al di la della finestrina rettangolare della porta del
gabinetto, che non arrivava al soffitto, e vedeva una doppia catena di
montagne che discendeva ripida verso un brandello di mare, verso le rovine di
un’antica fortezza che poteva scorgere solo chi aveva una vista acuta e soltanto
nelle giornate limpide. Amava quella terra [...] sciita, greca, tatara e, benché
fosse diventata ora una terra del sovchoz e soffrisse da lungo tempo per
mancanza di amore da parte degli uomini agonizzando lentamente per 1’incuria
dei suoi padroni, la storia non I’aveva abbandonata, aleggiava nella malia
primaverile e permeava ogni pietra, ogni albero. (Ulickaja 2000, p. 16)
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La tecnica espressionistica cede pero subito il passo ad un realismo
modernista, e per certi versi anche magico, quando il lettore viene spinto a
guardare quella stessa realta dall’orizzonte interno della famiglia
(Canzaniello 2017), che diviene 1’unico vero garante di quel piu grande
Intreccio storico intessuto dalle vicende particolari dei singoli individui.

Non ¢ pertanto un’operazione azzardata collocare Medea e i suoi figli in
un certo tipo di narrazione, definita da Dan McAdams (2006, p. 40) “life-
narrative account”, che trova la sua espressione piu compiuta nel filone del
“family novel” (Calabrese 2017, p. 53), categoria che permette di realizzare il
senso di appartenenza collettiva e la definizione del “sé”:

- Zia! Cara! Quanto mi sei mancata! Come stai bene! Odori di salvia! —
esclamo Nika [...]

- Che sciocchezze! Odoro di pittura a olio. Sono tre mesi che all’ospedale ci
sono i lavori e non finiscono mai!

Katija, la figlia maggiore di Nika, che aveva tredici anni, attendeva accanto a
Medea il proprio turno di baci. [...] Anche MasSa aspettava il proprio turno,
con i capelli tagliati alla maschietta e la sua figura sembrava quella di un
adolescente, come se non fosse stata una donna adulta, ma un ragazzino
minuto su gambe malferme. Aveva pero un bel viso, di una bellezza non
ancora manifesta, come un disegno ricalcato.

Georgij I’afferro e la bacio sulla testa.

- Quanto a te, non ti voglio neanche parlare, — disse Masa ritraendosi, — Sei
stato a Mosca e non hai fatto neanche una telefonata.

Anche il piccolo Alik, il figlio di cinque anni di Masa, Liza, la figlia minore di
Nika, si abbracciavano. (Ulickaja 2000, pp. 43-44)

La tradizione letteraria russa offre molti esempi di cronaca familiare in cui
avvenimenti storici di una certa portata, spesso drammatici, fanno da sfondo
alle vicende di singoli individui legati fra loro da vincoli affettivi, basti citare
Aksakov, Saltykov-Séedrin, Tolstoj, Bulgakov, Gor’kij, Bunin. La specificita
di Medea e i suoi figli consiste nell’aver dato un’altra dimensione al mito
anche per quel che concerne il genere letterario, incanalandolo nella saga
familiare e, al tempo stesso svincolandolo, in un certo modo, dal canone
tradizionale. Con le debite variazioni, il romanzo riflette pienamente gli
elementi costitutivi del sistema operativo della post-modernita, che trova la
sua espressione massima in un arco temporale compreso tra il secondo
dopoguerra e il primo decennio del nuovo millennio allorché si verifica il
superamento delle identita nazionali, del sistema formale e sostanziale
univoco della letteratura di epoca sovietica, generando la cosiddetta
“storiografia del trauma” (Violi 2014). C’¢ quindi, per un verso, il recupero
della tradizione letteraria piu tipicamente russa, con una tipologia di
narrazione che si incunea tra la povest’, in particolar modo settecento-
ottocentesca (Ferrazzi 1990), e le memorie familiari autobiografiche, e per
I’altro la necessita di superare la rappresentazione di un modello di individuo
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di “tipo occidentale”, concentrato sulla propria e unica felicita, opponendo la
necessita assoluta di esplicitare il senso della vita, cioe di elaborare adeguate
espressioni significative (Taylor 1993, p. 32).

La modernita antropologica pone, infatti, I’individuo dinanzi a
categorie cruciali come, per esempio, il “quadro di riferimento” che, come
sottolinea Taylor, non € piu universale e condiviso da tutti. Questo rende
problematica la definizione non solo dell’identita individuale ma anche del
significato della vita stessa: oggi I’individuo si trova in una condizione di
crisi profonda perché, da un lato, vi € una societa che avanza sempre
maggiori pretese, e dall’altro c¢’¢ la percezione di un vuoto assoluto poiché
niente merita ed & degno di attenzione e considerazione. La sfida che nel
mondo contemporaneo 1’uomo si trova ad affrontare ¢ eccezionale € non ha
confronto con il passato perché oggi la posta in gioco non e riconducibile a
categorie facilmente individuabili, ma ¢ rappresentata dall’angoscia della
mancanza di senso, dal timore di non riuscire ad individuare un insieme di
valori sui quali orientare la propria vita:

Tutti i punti di riferimento che davano solidita al mondo e favorivano la logica
nella selezione delle strategie di vita (i posti di lavoro, le capacita, i legami
personali, i modelli di convenienza e decoro, i concetti di salute e malattia, i
valori che si pensava andassero coltivati e i modi collaudati per farlo), tutti
questi e molti altri punti di riferimento un tempo stabili sembrano in piena
trasformazione. Si ha la sensazione che vengano giocati molti giochi
contemporaneamente, e che durante il gioco cambino le regole di ciascuno.
Questa nostra epoca eccelle nello smantellare le strutture e nel liquefare i
modelli, ogni tipo di struttura e ogni tipo di modello, con casualita e senza
preavviso. (Bauman 2001, p. 159)

Nel tentativo di coniugare la crisi dell’'uomo contemporaneo ¢ di darne forma
in un preciso genere letterario, 'opera di Ulickaja pud essere anche
considerata una povest’ poiché e rischiarata, come afferma Vladislav
OtroSenko, nella nota conversazione sulla sua concezione dei generi narrativi,

da una luce piu costante, come il sole che fa capolino da dietro le nuvole, o la
luna che traluce fra le nubi notturne; per questo i complessi rapporti tra i
personaggi, gli eventi, i fenomeni, gli oggetti di questo mondo si vedono in
modo piu distinto, piu netto. Ovviamente, quando la rappresentazione del
quadro del mondo dura pit a lungo ed e dotata di maggiore stabilita, nella sua
percezione svolge un ruolo non secondario la ragione. La povest’ spesso Si
rivolge alla ragione e al sentimento. (cfr. Imposti 2005, p. 17)

D’altro canto Medea e i suoi figli ¢, al tempo stesso, quello che Otrosenko
definisce roman giacché esprime una visione che riesce a tenere in suo potere
il lettore, a trascinarlo in un articolato viaggio interiore. Eppure, la struttura
interna ed esterna di questa opera di Ulickaja rappresenta quasi il
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superamento del genere romanzesco; il mito stesso viene sottoposto ad una
forza centrifuga che determina una moltiplicazione di linee narrative, ognuna
con un loro percorso, allontanandosi dal fulcro originario. Da un punto di
vista strutturale, ogni capitolo potrebbe essere un racconto a se stante,
rappresenta un’altra porzione di mondo da conoscere ed esplorare, ¢ una
nuova porta che si apre su un’altra prospettiva e che in un gioco di
chiaroscuri illumina o getta un’ombra su certezze assolute: “Si tratta di
un’opera particolare chiamata kniga [continua OtroSenko] il piu vitale, e cioé
quello piu capace di sopravvivere alla crisi dei diversi generi, e in particolare
alla crisi del roman, una crisi di cui spessissimo parlano oggi i critici letterari
in Russia” (cfr. Imposti 2005, p. 19).

4. Il bricolage multimitico dell’opera

I mito in Medea e i suoi figli appare come una realta unica, fuori dal tempo e
dallo spazio, originaria e primordiale, poiché, come sostiene anche
Malinowski, € un paradigma che puo adattarsi a tutte quelle realta simili alle
quali conferisce valore:

[I1 mito] esplica una funzione indispensabile: ¢ [’espressione, la
valorizzazione, la codificazione di un credo; difende e rinforza la moralita;
garantisce 1’efficacia del rito e contiene pratiche che guidano I'uomo. Il mito ¢
percio una componente vitale della civilta umana; non e un futile racconto, ma
una forza attiva operante; non € una spiegazione razionale o una immagine
artistica, ma un documento pragmatico di fede primitiva, di saggezza morale.
(Malinowski 1976, p. 10)

Inoltre per Ulickaja, al pari di Kerényj e Jung, il mito e sempre simbolico,
non ha quindi un significato univoco o allegorico, ma possiede infinite
potenzialita che, a seconda del contesto in cui si trova ad agire, possono
essere declinate nei modi piu svariati (cfr. Ulickaja 2015); come afferma
Barthes, il mito non ¢ un oggetto, né un concetto, né¢ un’idea bensi “un modo
di significare, una forma” (1957, p. 191).

La Medea ulickiana possiede un’assoluta consapevolezza delle proprie
azioni, ha la certezza di godere di un’estrema liberta interiore e di essere in
grado di poter decidere della propria vita, € simbolo di una mitica eta
dell’oro, di un matriarcato arcaico. E una donna determinata ma non inaridita
da un cieco quanto efferato nichilismo materialistico, ella raccoglie e
protegge nel suo focolare gli innumerevoli parenti e amici provenienti da
ogni angolo della Russia, profondamente convinta del fatto che 1’elemento
principale dell’esistenza sia 1’armonia e I’agire collettivo. Nel romanzo si
assiste ad una continua comparazione di tempi e di mondi diversi, di
generazioni differenti nell’unica prospettiva della rappresentazione di un
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individuo liberato dall’incubo degli antichi delitti e di riti sanguinosi.

L’analisi dei vari livelli compositivi mette in rilievo proprio 1’assenza
di differenziazione tra ruoli principali e secondari in quanto tutti i personaggi,
a cominciare da Medea, concorrono ad un flusso narrativo che é di per sé gia
un effetto del mito. Gli innumerevoli episodi, sia che siano riportati da una
voce narrante sia che si svolgano sotto lo sguardo del lettore, vanno a
costituire un intreccio estremamente articolato e caratterizzato da continue
prolessi e analessi. Le scene, cosi come i personaggi, rappresentano degli
archetipi: si sviluppano e vivono di una dimensione ontologica propria per
sottolineare il loro valore di durata e di significativita.

Ljudmila Ulickaja osa ancora qualcosa di piu: sottopone il mito
classico ad un’operazione scompositiva, come se singoli frammenti dello
stesso si staccassero da Medea e migrassero negli altri personaggi femminili.
Se da un lato la Medea ulickiana incarna I’arcaica madre mediterranea ed €
simbolo della verita e dell’ordine, dall’altro, Sandra, la sorella, rappresenta la
parte piu istintiva, passionale, ¢ la donna che vive I’amore sensuale in
maniera disinvolta; per contro, Masa, nipote di entrambe, si consuma in un
amore non corrisposto che la porta alla negazione di se stessa, cioe al
suicidio.

Per quel che riguarda dunque il trasferimento in terra russa del
personaggio letterario della strega, della fattucchiera, si puo parlare
decisamente di uno stravolgimento: Medea non si presenta mai come avulsa
dal territorio fisico in cui € calata, anzi diventa un tutt’uno con le descrizioni
della natura circostante, che assume le tinte di un luogo remoto e fantastico,
anch’esso immagine riflessa del mito antico (Ulickaja 2000, pp. 75-76). Per
giunta, ¢ un’infermiera con responsabilita di un certo peso come la gestione,
in completa autonomia, durante la Seconda guerra mondiale, di un ospedale
di campo. A questo abbassamento del registro mitico, per determinare una
sorta di riequilibrio, fa da contrappunto una donna che, sin dalle prime
battute, viene descritta quasi come una sciamana:

Le sue passeggiate non erano mai oziose: raccoglieva la salvia e il timo, la
menta selvatica, il crespino, i funghi e la rosa di macchia e non si lasciava
sfuggire le corniole, la formazione stratiforme dei cristalli di montagna, e le
antiche monete annerite e sepolte nel suolo di quel modesto palcoscenico della
storia mondiale. [...] Non solo ricordava dove e quando cogliere le piante di
cui si poteva aver bisogno, ma prendeva mentalmente nota di tutti i
cambiamenti che si verificavano a poco a poco, con il passare dei decenni, nel
manto erboso. [...] Con le piante dei piedi percepiva tutti 1 flussi positivi dei
luoghi natii. Non avrebbe scambiato questa terra in declino con nessun altro
paese e in tutta la sua vita aveva lasciato la Crimea due volte soltanto, per sei
settimane in tutto. (Ulickaja 2000, pp. 4-5)



36 GLORIA POLITI

Medea incarna il mito della Grande Madre Nutrice, depositaria di una
religiosita arcaica. Tutti coloro che durante le estati afose e abbacinanti della
Crimea affollano la casa di Medea compiono una sorta di pellegrinaggio,
recandosi in adorazione estatica della Dea e offrendole i loro doni:

Nel piccolo spazio tra il ballatoio e la cucina d’estate, Georgij stava aprendo le
due casse che aveva portato con sé e Medea assegnava un posto ad ogni cosa.
Era un rituale. Tutti i visitatori portavano dei doni e Medea li accettava non a
nome proprio, ma a nome della casa. (Ulickaja 2000: 15)

La casa e Medea formano un tutt’uno inscindibile che spinge i personaggi che
popolano quel preciso spazio ad abbandonare le certezze del razionalismo
“occidentale”, quell’idea di unicita dell’esistenza con la conseguente e
permanente idea della morte fisica di ciascuno di noi, e a confrontarsi con
I’irrazionale, con 1’angoscia dell’imponderabile, con la propria fragilita
esistenziale (cfr. Evola 1997).

La casa di Medea € percio un luogo mitico dove si incontrano epoche
storiche e generazioni diverse, personaggi differenti animati da sentimenti e
convinzioni talvolta opposti e contrastanti; qui trovano una giustificazione le
visioni dell’*i0” e del mondo, che generano pensieri adeguati e pratiche
sociali necessarie per la costruzione di un nuovo esistere (Nisbett, Miyamoto
2005). Nel romanzo non & rappresentato il modello ristretto di famiglia
nucleare di tradizione occidentale, ma una forma di aggregazione sociale in
cui sono enfatizzate le relazioni familiari come elemento fondamentale di una
societa stabile e armoniosa, e che insiste sull’ideale culturale di un grande ed
esteso nucleo, composto da piu generazioni che coabitano e convivono sotto
lo stesso tetto. Quello proposto da Ulickaja ¢ un “modello familiare di
interdipendenza emotiva” (cfr. Ackerman 1968), diffuso in particolare in
Paesi non occidentali, che hanno conosciuto, in epoche molto recenti, uno
sviluppo importante a livello socio-economico, caratterizzato da
un’indipendenza materiale, conseguente all’urbanizzazione e all’aumento
della ricchezza, e da un’interdipendenza psicologica ed emotiva, per cui i
componenti della famiglia costruiscono legami vicendevoli significativi e
molto stretti sotto il profilo psicologico. L’avvicendamento delle estati nella
casa di Medea, delle stagioni, delle generazioni, il moltiplicarsi dei
personaggi non hanno come effetto il dissolvimento dell’asse narrativo, al
contrario, si rafforza la componente dialogica di un my condiviso e mai
tragicamente distopico.®

% Qui propongo un ardito parallelo tra il romanzo di Ljudmila Ulickaja e quello di Evgenij
Zamjatin, Noi. Le due opere si collocano su due piani diametralmente opposti. Nel primo si ha la
rappresentazione di singoli individui la cui identita ¢ definita attraverso ’appartenenza alla



Variazioni del mito in Medea di Ljudmila Ulickaja 37

5. Medea e Giasone

In linea con il mito, anche la Medea russa ha il suo Giasone, Samuil.
L’incontro fra i due ha un che di paradossale e si realizza in una casa di cura
per I’infertilita. Medea, che ha ventinove anni, una zitella nell’immaginario
comune, svolge il suo lavoro di infermiera, mentre Samuil € un dentista, di
dieci anni piu grande, che “parlava a voce alta, scherzava, agitava i Suoi
strumenti in nichel, faceva la corte contemporaneamente a tutte le pazienti,
proponeva ufficiosamente la sua collaborazione per il concepimento dei
bambini” (Ulickaja 2000, p. 56).

E curiosa la circostanza in cui Samuil chiede la mano di Medea, che
fisicamente non corrisponde affatto alla tipologia di donna da cui si sente
attratto, come pure e curioso che candidamente lo confessi alla futura moglie.
Ed e qui che Ulickaja interviene ulteriormente sul mito poiché, a dispetto
delle apparenze, intende rappresentare la complementarita donna-uomo in un
mondo superiore dove ognuno mette la propria esistenza nelle mani dell’altro
in maniera incondizionata e con una dedizione assoluta che non potra essere
scalfita da niente:

Dopo l'operazione, pero, [Samuil] si era sentito un po’ alla volta meglio.
Stranamente aveva ripreso le forze, anche se continuava ad essere di una
magrezza impressionante. Medea gli faceva mangiare soltanto kaSa e bere
tisane preparate con le erbe che lei stessa raccoglieva. [...] Sapeva quel che
faceva: le tisane gli ripulivano 1’organismo dal veleno della malattia. [...] I
dolori erano violenti ma intermittenti. [...] Per lo meno era vivo ¢ Medea era
pronta a sopportare quel fardello per tutta I’eternita. (Ulickaja 2000, pp. 177-
178)

Eppure, in linea con il mito classico, anche Samuil tradisce. Di tradimenti,
invero, Medea Mendes ne ha visti tanti, ne & stata spettatrice diretta,
avvenivano sotto i suoi occhi: le nuove generazioni, i tanti nipoti, che
abitavano la sua casa, erano figli nati al di fuori dei matrimoni e non per
questo erano meno amati, anzi ancor di piu era necessario costruire un
cordone di sicurezza che solo la famiglia arcaica poteva garantire. Medea ha
un atteggiamento di accoglienza e di solidarieta anche e soprattutto nei
confronti delle altre donne e cio le permettera di superare il doppio inganno
perpetrato a sua insaputa dal marito e da Sandra, I’amata sorella.

Samuil é quindi doppiamente colpevole: non sapremo mai se
quest’uomo avra avuto un moto di pentimento, tanto piu che la relazione con

la cognata da i suoi frutti con la nascita di una bambina, Nika, nipote di

famiglia, al Paese, alla Storia; nel secondo ¢ presentata una societa dove I’essere umano risulta
declassato ad un numero, avulso dal contesto e immerso in un non-tempo e in un non-luogo.
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Medea cosi come lo sono gli altri quattro figli che Sandra avra da quattro
uomini diversi. Samuil custodira il segreto fin oltre la sua stessa morte, cioe
fino a quando Medea, per caso, non scoprira la verita leggendo una lettera
rivelatrice (Ulickaja 2000, pp. 201-202).

Ma ecco il colpo di scena: Medea prende definitivamente le distanze
dal codice comportamentale del modello classico, mutuato dagli eroi greci,
che esigeva un risarcimento a qualsiasi costo per I’offesa ricevuta. La Medea
dell’antichita  colpisce Giasone non tanto negli affetti, quanto
nell’annullamento della sua discendenza: con ['uccisione dei figli, con
I’annientamento della sua progenie, egli sara solo perché nessuno continuera i
culti e la tradizione della sua casa.

La nuova Medea, al contrario, non rinneghera I’abnegazione e 1’amore
nei confronti del marito poiché il suo ruolo e quello della donna-compagna,
che agisce e si esprime autonomamente, e non quello della fattrice che nutre
I’uomo nel corpo e lo appaga nel sesso. Tale dimensione rimanda ad una
rivisitazione femminista del mito realizzata in un testo ad opera di Maricla
Boggio, con la messa in scena di Lorenzo Salveti (1981), dove c’¢ una
Medea, sul lettino dell’analista, che cerca di trovare un equilibrio dopo il
tradimento del marito e si interroga se il sentirsi necessaria come un oggetto
da cucina, come uno spazzolino da denti o una lavabiancheria possa essere
davvero considerato amore (Boggio 1981, p. 81).

La Medea di Ulickaja non puo vedere in Sandra-Creusa un temibile
doppio, una rivale da odiare, innanzitutto perché e sua sorella — e con questo
’autrice non si stanca di rimarcare 1’importanza dei legami di sangue e della
discendenza — e, in secondo luogo, perché incarna la figura della donna-
oggetto in una societa maschilista e patriarcale. L’amore passionale, I’amore
che consuma e che brucia la Medea classica, € estraneo a questa Medea, che é
si tormentata dalla lettera, dai ricordi, dalla scoperta di un tabu infranto, ma
non sprofonda nell’abisso. Il viaggio che doveva portarla a Mosca, dalla
sorella, si trasforma cosi in un percorso nel profondo dell’inconscio, un
cammino catartico, che le fara cambiare la meta proprio quando sta per
raggiungerla.

6. Topos e logos come conclusione

Nel cammino compiuto da Medea € possibile rilevare due cronotopi
“minori”, cio¢ quello dell’incontro e della strada o del viaggio. Il binomio
incontro-viaggio raggiunge picchi di notevole intensita poiché il luogo,
Mosca, diviene emblematico nella ricostruzione di un rapporto familiare che
sembra essere destinato ad un conflitto insanabile. Nella concettualizzazione
del viaggio e del cammino che Medea compie sembra vi sia un lento
scivolamento del tempo nello spazio, ovvero lo spazio percorso si traduce nel
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tempo che scorre e che innesca il cambiamento della protagonista. Tale
metamorfosi si completera non tanto raggiungendo Mosca, quanto preferendo
deviare il cammino in direzione di Taskent, dove vive la cara amica
Elenocka. In tal modo Ulickaja determina un capovolgimento delle categorie
antinomiche centro-periferia: la capitale restera ai confini di una cartina
geografica che Medea va a tracciare con il suo viaggio, mentre la Crimea e la
casa saranno il centro nevralgico della famiglia, motore immobile verso cui
tutti tendono, luogo mitico di liberta e di semplicita armoniosa (Clowes 2011,
p. 135). L’antitesi centro-periferia richiama immediatamente I’opposizione
Nord-Sud, dove il Nord ha una valenza negativa ed é rappresentato ancora
una volta da Mosca, e il Sud che, con la Crimea, € la polarita positiva.*

Il lento avanzare del treno, che la portera Taskent, fa scivolare Medea in
un flusso della memoria mentre le epoche passate scorrono come dei
fotogrammi:

Lungo le rotaie, sotto I’erba sottile di primavera, giaceva la guerra finita otto
anni prima: crateri appiattiti colmi di acqua scura, resti incrostati nel terreno e

ossa di cui era piena la terra da Rostov a Sal’sk, da Sal’sk a Stalingrado.
(Ulickaja 2000, p. 199)

A TaSkent, circondata dall’affetto di Lenocka, del fratello e dei nipoti, dal
calore della famiglia, ritrovera la pace interiore e tornera ad essere “uno
scoglio in mezzo al mare” (Ulickaja 2000, p. 217), simbolo dell’immutabilita
dell’essere in opposizione alla liquidita del non-essere. E con la
concettualizzazione cronotopica di “centro” che Ulickaja va a rappresentare
la disgregazione dell’identita dell’individuo, sottoposto com’¢ ai
cambiamenti repentini che, nello specifico, una citta come Mosca impone,
con 1 suoi ritmi vorticosi € con un paradigma artificiale dell’esistenza.

I tragici eventi, ’amore, la malattia, il tradimento, la morte, assurgono
ad una sintesi superiore che segnera per le nuove vite il cammino da
compiere. In quest’ottica la casa in Crimea sara, ancora una volta, il luogo da
cui tutto ha origine e a cui tutto tende e dove Medea riabbraccera la tanto
amata sorella Sandra. Questo incontro puo avvenire perché I’eroina ulickiana
avra innanzitutto perdonato se stessa per aver ceduto, anche solo per un
attimo, ad un sentimento a lei estraneo, impossibile da decifrare, simile forse
a quella necessita di pareggiare i conti appartenuta certo alla sua antesignana
classica, ma da tempo rimosso in virtu della necessitda di un’adeguata

* Come afferma Otrosenko, “Il senso dello spazio non nasce improvvisamente nell’uomo:
nell’infanzia ¢ strettamente legato alla percezione individuale e ai miti personali. [...] L’uomo ¢
solito dividere lo spazio in parti; lo confermano tutte le mitologie del mondo. [...] Non si tratta
semplicemente di loci mitici dislocati in parti diverse del mondo, bensi di spazi essenzialmente
diversi, strutturati in modo tale che il passaggio da uno all’altro & pericoloso, impossibile, oppure
e possibile solo mediante diverse metamorfosi e la morte” (2005, p. 175).
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costruzione dell’lo. Al ritorno dal suo viaggio, al riparo della sua Casa,
Medea si rivolge al Dio cristiano per i doni che ha ricevuto (Ulickaja 2000,
pp. 195-196) e che le hanno permesso un rinnovamento nello spirito. La
perdita del mito pud essere tollerata poiché, coincidendo con il
ricongiungimento  dell’individuo al mondo ancestrale e con il
disconoscimento del reale materialistico ed esteriore, attua una sintesi di un
Sé, nucleo centrale e unificante della persona, creazione continua che si
realizza nel superamento dei propri limiti e nell’affermazione della propria
identita con un proprio progetto da realizzarsi in armonia con quello degli
altri e con la natura circostante.
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MERMAIDISM
The Poetry of Julia Fiedorczuk

MONIKA RUDAS-GRODZKA
INSTYTUT BADAN LITERACKICH POLSKIEJ AKADEMII NAUK

Abstract — The article deals with the range of ways myths function in the poetry of Julia
Fiedorczuk. As well as being a poet, Fiedorczuk is also a professional academic,
translator. Her writing, rooted in American modernist poetry, while also belonging to the
fields of eco-criticism and feminism, is one of the most fascinating bodies of work in
Poland today. This article analyses the poetic strategies known as hybridism, describing it
on numerous semantic levels. In it, I introduce the category of mermaidism, which is
connected with hybridism; it is the creative foundation for poetry which opposes the forces
of unification, bonding, thinking of continuum and symmetry.

Keywords: Julia Fiedorczuk; mermaidism; hybridity; ecopoetics; re-mythologisation.

1. Old and new myths

Following 1989, literature written by women in Poland had to deal not only
with the political transformation taking place at the time, but also changes
within the cultural sphere. Feminist critical approaches from the West began
to have a broader influence, making reference to post-structuralist theory,
Marxism, psychoanalysis and so on. This facilitated the flourishing of
intellectual activity in the ensuing years, involving women writers and poets
emerging from academic circles. Following theories from abroad, myths
analysed by feminist criticism also arrived on Polish shores, quickly and
permanently taking up home in critical and literary writing. Alongside the
domestic repertoire, ensuring the permanent presence of the Mother Pole as
virgin-knight, new takes on visions of the “witch” and “madwoman”
followed, including characters such as Demeter and Ceres, Cinderella,
Ophelia and also Athena. And yet above all, every sorts of precursors make
their feministic mark: Arachne, the Moirai, expressing different strategies of
women’s writing, agency and identity?.

L A substantial store of writing is available on this theme: Szczuka 2003, Borkowska 1996, Janion
1996, Klosifiska 2001, Swierkosz 2017, Klosinska, 1999, Klosinska 2004, Klosinska 2010.
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In this intermediate period, several manifestations of mythic thinking
emerged. Traditional conceptions of myths did not vanish, those referring to
pasts both distant and recent, serving as examples, allegories or author masks.
They co-existed with attempts to create a new female mythology — some
better, some worse. The biggest danger to literary originality itself turned out
to be the “handy” narrations with ready interpretations emerging from
feminist critique.

The demythologising trend seems most interesting, revealing the
erosion of the narrative structures, while also trying to become included in
this new reality, in order to eventually remodel it. Within its frameworks, we
encounter a new poetic language, testing the limits of expression, testing
meanings, deconstructing frames, working to broaden the scope of civic
consciousness, understanding in multidimensional contexts the politicality of
art (see Fiedorczuk, Beltran 2015). This poetry also makes use of a rich
repertoire of mythical figures, though most often in order to reconfigure the
old and create some new meanings.

2. “l am a female poet”

As a result, it is worth taking a closer look at Julia Fiedorczuk (born 1975), a
poet, writer, critic and academic. Since 1998, she has been lecturing
American Literature and Literary Theory at the Warsaw University Institute
of English Studies. She is a respected author of works on the topic of
ecopoetics. Two books are worth mentioning here: Ekopoetyka a konwencje
poezji amerykanskiej XX wieku (Ecopoetics and Conventions of 20th-century
American Poetry) and Ekopoetyka (Ecopoetics) (co-authored by Gerardo
Beltran), published in 2015. Frequently nominated for literary prizes (Nike
Prize 2016, Silesius 2018), Fiedorczuk won the Polish Publishers Association
Prize for her poetry debut Listopad nad Narwig (November on the River
Narew, 2000), going on to win the Wistawa Szymborska Prize for Poetry in
2018. She has written the following volumes of poetry: Bio (2004), Planeta
rzeczy zagubionych (Planet of Lost Property, 2006), Tlen (Oxygen, 2009),
tuz-tuz (any moment, 2012), Psalmy (Psalms, 2017). The year 2010 saw the
publication of her collection of short stories Poranek Marii i inne
opowiadania (Maria’s Morning), followed by other prose works: Biata Ofelia
(White Ophelia, 2011), Niewazkos¢ (Weightlessness, 2015), Bliskie kraje
(Near Lands, 2016).

Critics judge her poetry to be reserved, intellectual, and self-conscious
— perceptions the poet herself does not deny, stressing in interviews that she
very much values “precision” and her own academic poetic background.
Fiedorczuk is known for commenting upon her work, saying in an interview
with Dwutygodnik magazine: “I am trying to integrate artistic and academic
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sensibilities” (Fiedorczuk, Lubienski 2016). Joanna Gradziel-Wojcik
considers her to be part of a “neo-avant-garde” trend in poetry and draws our
attention to Fiedorczuk’s “program of multi-layered constellation”: “The
author’s works include multi-genre literary (not only) expressions, serving
the function of para-texts for poetry, their essence being a self-referencing,
meta-critical and aspirational approach to the art of writing. And yet we must
remember that this multi-contextual activity, though bound with eco-poetic
frameworks, doesn’t have to amount to a coherent whole — it is not by
accident that Fiedorczuk makes use of a range of different forms™ (Gradziel-
Wojcik 2018b, p. 124).

The intellectuality of her poetry resides next to sensuality, lyricism and
engagement in environmental problems, with specific consideration given to
the essence of language, where the conventions of erotic poetry come up
against references to contemporary physics or philosophy. The fixed link in
all of these connections is femininity, something the poet herself refers to:

| cannot imagine writing stripped of gender: | always write as a woman. Just as
| cannot imagine that anyone who is a mother could separate that aspect of her
experience completely from the part of her in which she is a poet. (Fiedorczuk,
Winiarski 2010)

Fiedorczuk does not try to expose her femininity, often limiting herself to the
softness and fluidity of metaphors. This point of view, which she has
frequently stressed, should be understood as an alternative to patriarchal
writing, proving that poetry does not have to be written by men in order to be
understood as good — it is enough that her work has an intellectual character:
“In fact, I tend to think most of all when I am writing. And I think this is why
| write, in order to more intensively — and systematically — think” (Gradziel-
Wojcik J. 2018b, p. 125). What matters most to her is the connection between
writing and living. In a conversation with Olena Sheremet (13.01.2014), she
admitted that the declaration “I am a female poet” is an act of courage in a
world of publishing dominated by men, where revealing one’s gender has its
political consequences. Hence, she treats writing as a battle, not just on a
linguistic level, but also in the public domain (Fiedorczuk, Sheremet 2014).

3. Academic inspirations

In interviews, Fiedorczuk devotes a lot of time to her academic sources of
inspiration, often repeating that she was raised on Anglo-American
modernism, and though she sees herself as a postmodernist, the masters she
feels inspired by are Ezra Pound, William Carlos Williams, Marianne Moore,
Laura Riding, Mina Loy, and Hilda Doolittle. It might be said that their work
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has been a training ground preparing her to write her own poetry. Their poetic
programmes and ways of seeing the world are congruent with her world
views, her understanding of poetry, ecopoetics, ethics and above all of
language itself. As a consequence, in both her understanding and her practice,
poetry must remain obtuse, ambiguous, seeing as reality is always
inaccessible to us. Language can be a record of loss, or else of longing for
effusive reality, a source of energy, of hunger for existence, “it is erotic,
loving and wild energy” (Fiedorczuk, Czartoryski 2017). Fiedorczuk speaks
of the essential need to be involved — literature, through its sensitivity, has
responsibility for our world; Fiedorczuk stresses that poetry does not define
itself, it is not autonomous, it cannot be egoistical, but it must be a gesture, an
action, responsibility for life on Earth, it has to be a home shared by all
human and non-human beings, while poetry should be one of the ways of
inhabiting this shared space (Fiedorczuk, Czartoryski 2017).

Such an approach forces us to consider the deeper, less accessible
layers of Fiedorczuk’s poetry. The author herself draws readers’ attention to
the figurative aspect of her language, to the numerous rhetorical tropes she
makes use of (Fiedorczuk, Drotkiewicz 2015). | would like to note two
metaphors she uses, rooted as they are in mythology. A spider weaving its
web is an important metaphor in poetic expression, leading to numerous
myths about Arachne. The poet herself offers up a way into her work:

I am deeply convinced that there are mutual connections between various
elements of reality, between beings, phenomena and processes. At times, | feel
this very strongly. | also think that nature’s creative output, its natural poesis —
the art of a spider weaving its web, the art of a river plotting its own course —
is related to the human imagination, which creates images, poems, and perhaps
even political visions. (Fiedorczuk, Lubienski 2016)

Another myth she makes reference to is the story of Echo as told by Ovid.
Fiedorczuk uses it for a title of her own work, being an allusion to Elizabeth
Bishop’s villanelle One Art. Fiedorczuk’s poem is supposed to be a literal
echo, arousing sensual associations. It does not contain negative
connotations, and its mimetic character is meant to conduct a dialogue with
the villanelle. It is above all an expression of adoration and respect the Polish
poet feels for her American peer:

Echo is the name given to a nymph who vanished due to her unrequited love
for Narcissus, but this is also a metaphor of this loss of meaning in language
[...]. In the poem Echo, | was most interested in telling the story of a specific
love. According to the best-known version of this myth, Echo began to vanish
when Narcissus rejected her feelings. She began to diminish, until all that was
left of her was a voice. In addition, an evil goddess forbade her from speaking
in her own name and Echo had to from then on only repeat that which others
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had said. This is a very troubling tale about the lack of love and
marginalisation. (Fiedorczuk, Mikurda 2006)

4. The hybridity of poetry

Fiedorczuk’s work contains other, less straightforward references to myths, to
a large degree defining the structure of her imagination. She represents a
form of hybridity which involves the binding of heterogeneous elements. The
hybridity of her poetry is on the one hand fluidity, and on the other
fragmentation, movement from up-close perspectives to seeing the world
from a bird’s eye view, also involving a lack of synthesis, incompleteness, a
conflicted way of seeing and understanding. This form is found on many
levels of her creative and academic life. The first indicator is in her decision
to combine academic and artistic work, in which she sees no conflict, no
opposition, stressing that her artistic and academic outputs co-exist by
osmosis, meshing together, creating new entities, new values. In my
understanding of hybridity, which I will refer to as “mermaidism”, we are not
dealing with opposites, but with a point at which various elements meet and
the connection which is their outcome. A key aspect of this is the way in
which, and the moment when, diverse, ill-fitting ingredients combine.

Before I go on to explain this phenomenon, | would like to note that we
ought to refrain from treating Fiedorczuk’s academic works as guides to her
poetry, since she herself avoids creating simple connections, more likely as
she is to set traps for those readers looking for shortcuts to her work. Quite
often, such rope bridges hang over chasms, as they are only half-way
completed, and one has to stop in order to make a leap or else to retreat back
to solid land and admit to being helpless. It is worth, however, at least at the
outset, making use of the well-worn path she has prepared in order to see
where it will lead us. Fiedorczuk places herself between many disciplines:
literature, academia, literary criticism and philosophy. The area she is most
interested in is ecopoetics, understood not only as a theory, but also an
“interdisciplinary practice of co-creating both a human and non-human
world” (Fiedorczuk 2015, p. 137) which rejects the illusory idea of a return to
nature. Hence in her theoretical reflection we find the tendencies to
deconstruct traditional myths about nature and a search for a new language
which would allow the coexistence of that which is human and non-human.
In her book titled Cyborg w ogrodzie (Cyborg in the Garden) she poses the
question: “What is possible in the face of the current ecological crisis?”
(Fiedorczuk 2015, p. 108). And metaphorically she answers: “A poem is a
momentary sort of cosmos, a practical lesson in new ways of being”
(Fiedorczuk 2015, p. 138).
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5. Wilderness

For Fiedorczuk, creating, becoming, vanishing and being are aspects of
contemporary poetry which is a place where the unbridled can flourish,
something she finds most desirable and attractive (H. D. Thoreau, Walking:
“In literature it is only the wild that attracts us” (Fiedorczuk 2015, p. 20)).
And yet wildness for her does not mean nature understood in a traditional
sense?. Questions regarding where we can find that which is untamed are
appropriate, seeing as we no longer have access to territories unaffected by
human intervention. Following Gary Snyder, Fiedorczuk answers:

[wilderness] is everywhere; mushroom colonies which are impossible to shift,
the same true of moss, mould, yeast and other similar organic colonies, which
surround us and live in us. Mice outside our homes, deer on motorways,
spiders in room corners, the human body a wild territory, the same true of
language. (Fiedorczuk 2015, p. 59)

She refers to the poetry of Thoreau, who is fascinated by that which is
untamed: she quotes his lines, which do seem very close to her heart: “The
most alive is the wildest”. She also adds: “He perceived the surprising
analogies between various forms of nature and the creations of the human
mind, could see the mutual intermingling of that which John Cage called the
unembarrassed aspect of all things” (Fiedorczuk 2015, p. 58).

Poetry is to her above all an exploration of the wild aspects of language
(Fiedorczuk 2015, p. 59). She looks for places where the body, mind and
reality connect, for it is there that language can develop unfettered by shame,
becoming a transcendental experience (Fiedorczuk 2015, p. 60). This is why,
according to Fiedorczuk, poetry should ridicule myths and remain uncouth, in
order to be able to invent new forms of communication. She believes that on
a planet facing catastrophe, only poetry can save us (save and allow us to
live). In many of her poems we find a connection between words, water and
sunshine. Poetry (poiesis) is creation, much like wild nature is self-creation
(autopoiesis), for example in the process of photosynthesis (Fiedorczuk 2015,
p. 126).

2 “Can the term ‘wild nature’ have any sort of application in times when essentially every corner of
planet Earth bears the marks of human activity, in the form of cities, transportation networks,
arable fields, along with impurities found in the earth, water, air? This question is answered by
Rebecca Raglon [...] introducing the notion of anthropogenic wildness” (Fiedorczuk 2015, p.
62).
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6. Myths of nature

Fiedorczuk’s academic and artistic activities are accompanied by the desire to
unmask the anachronistic character of beliefs related to myths about nature.
This is why she avoids using a moralising tone, seeking a language that allows
the expression of connections between poetry and the natural environment,
believing in the power of ecological imagination which undermines
oppositions such as nature/culture and civilisation/wildness. In her opinion, the
basic task of ecocriticism is to “research and deconstruct outmoded conceptual
constructions related to trans-human nature” and she is aware that this is very
difficult, seeing as the constructions of the human imagination and logical
mind have long lifespans, especially if they relate to questions so closely
related to definitions of humanity, such as the relationship between human
beings and that which is not human (Fiedorczuk 2015, p. 14).

As a researcher and poet, she believes that the process of
deconstructing myths involving nature is essential. Perceiving nature which
people love and hate remains culturally conditioned (Fiedorczuk 2015, p. 93).
The nature/culture opposition has a teleological and metaphysical aspect,
where nature, being a human imaginary construct, is a place where various
phantasms are produced and has little to do with reality — hence Fiedorczuk
calls for the debunking of dominant myths. Two of them are the most
dangerous: the first presents nature as a fallen region of being, a domain of
the necessary (Ananke), something only human beings can break free of. The
second, equally poisonous, weaves a tale about a paradise lost — most
powerfully related to Western culture. Eden is a narcissistic projection of the
psyche, emerging from a need for order, security and fulfilment (Fiedorczuk
2015, p. 148).

7. Between bios and techne

In spite of the effort invested in unmasking myths and phantasms, Fiedorczuk
IS aware that it is not easy to free oneself from them, hence she seeks forms
which are more open, giving hope for their development or else a chance to
abandon them. One can see this in her attitude to various feminist trends,
since she separates herself from goddess-centred ecofeminism and
essentialism which identifies women with nature, the body or reproduction,
looking for a place for herself in cyborg mythologies, revealing paradoxes
involved in female identities, and beyond®. In her theoretical works,

® Fiedorczuk perceives in A Cyborg Manifesto (1985) by Donna Haraway a source of inspiration
for her poetry: “Cyborgs are cybernetic organisms, hybrids containing elements of machine and
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Fiedorczuk perceives — within a hybrid cybernetic organism, containing
elements of both machine and organism — potentiality understood as a model
of being. This new ontology stripped of beginning, avoiding singularity, does
not perform cuts between material reality and the imagination. The poet is
drawn by the space between bios and techne, its as yet not fully explored
limits. Her favourite word, in spite of its mythological connotations, is
“garden”. It often also appears in her poetry. This does not mean a return to
paradise, but more a place in between. Gardens for Fiedorczuk “much like the
cyborg, are a hybrid — combining the natural with the artificial, bios and
techne” (Fiedorczuk 2015, p. 187).

Fiedorczuk, in her theoretical works, assures us that she is seeking the
wildest places, in order to be able to practise poetry, hence we might expect
her poems to contain manifestations of freedom, to be unrestrained and
spontaneous. But no, she plants gardens upon wild territories; imposing a
certain rigour upon her language, not allowing any excesses: instead of
ecstasy, rather: ascetics and precision. This type of antinomianism of the wild
and the ordered brings to mind the practices of Gelsomina, the protagonist of
La Strada, who in places far from civilisation, belonging to neither city nor
village, planted tomatoes by the roadside. Gelsomina, though sold to
Zampano, a travelling artist who journeys around various towns on an old
motorcycle, sold off by the US army, is wild and strange. She is pure poetry,
but in the world she has been born into she has been assigned the role of a
clown banging on a tin drum, amusing the public. Her painted-on smile and
real tears create hybrid entanglements which surround her character. Her
oddness and hybrid aspect are reflected in the image of a siren painted on
Zampano’s circus hut. This human/non-human, fish-woman creature is also a
key to reading Fiedorczuk’s poetry.

8. “Mermaidism”

Her work is rich in aquatic motifs, which are remorselessly subjected to
demythologising and re-mythologising. Aspects liberating associations with
the subconscious sphere, connotative with corporeality and female
experience, are well recognised by feminist critique, which sees water as a
space where female subjectivity can be expressed. This is where creative

organism, creatures which reflect social reality, and are fictional at the same time. But cyborgs
are also useful tools for criticisms — thanks to them, human awkwardness is revealed, soon to be
transformed into godlike creatures with prosthetic attachments, once nature has been dominated.
[...] “Cyborg people on the one hand, as a side product of technologization, can contest existing
social roles, but on the other it is a fundamental element of the human condition as such, whether
we like it or not” (Fiedorczuk 2015, p. 184).
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strategies can be perceived, something which to | have given the tentative
name “mermaidism”, involving the connection of two or more ill-fitting
elements. This is important, seeing as their value should be seen not only
through the prism of new forms, but also capturing the moment before they
are tied together, as well as sensing the point of “contact”. As a result, a
whole spectrum of ill-fittingness reveals itself.

Mermaidism is a place of connection, in its depths hiding some sort of
excessive touchiness and pain: “Do you not remember how much the Little
Mermaid suffered when walking — as if she were walking on knife blades —
when she cast off her fish tail [...]” — Laura Jackson (Riding) asks in her story
A Crown for Hans Andersen, translated by Fiedorczuk (Jackson [Riding],
2012, p. 79).

Fiedorczuk’s poems are reminiscent of photographs which are very
grainy and therefore characterised by significant resolution, as if she brought
everything to life as something exceptional and unique. In spite of precise
framing, the poems are filled with contrasts, cracks, gaps, things unsaid,
surprising juxtapositions. In the introductory divergent reading of her works,
we have the impression that the space between and beyond things widens,
flowing in a way which is undirected, giving the impression of strangeness to
familiar objects and the sense of closeness to unfamiliar things. She brings
together elements which at first glance have nothing to do with one another,
or else it seems they have come together by sheer chance. This first instinct
of lostness and incomprehension changes quickly through intellectual efforts
per analogiam, into a hybrid whole which is founded on our ability to
connect opposites®. When our desire to understand is satiated, and congruent
meanings emerge, allowing us to perceive their “singularity”, the wound
located on the spot where parts connect becomes invisible and we stop
sensing an uncomfortable unease.

Mermaidism as a creative attitude, which goes up against the powers of
unification, coherence, creating continuities and symmetries, is found in
Fiedorczuk’s direct statements — when asked whether the world’s symmetry
conceals an answer to our most important questions, the poet answers in
humble disagreement:

JW.: It is said that you — and | quote here — think that the secrets of the
universe are contained in symmetries, analogies and repetitions. How do you
arrive at such a, rather esoteric, conviction? From being the zodiac, always
symmetrical, Pisces [laughs]?

J.F.. Well now you see, yesterday was Charles Darwin’s birthday, radio
stations constantly broadcasting mentions of the theory of evolution (a topic
very close to my heart) and today | am of a mind to proclaim that everything is

* 1 took the concept of not understanding from Didi-Huberman (2011).
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chaos, there is no order, only coincidence, and that this is incredible, that out
of this somehow emerge encounters, desires, passions, all the beautiful
nonsense of human and not only human existence. Symmetry is surely a matter
of perception. (Fiedorczuk, Winiarski 2010)

In actual fact, Fiedorczuk’s poetry is characterised by fluidity, changeability,
transformation, constant becoming, represented by the ocean, sea or river.
Water flows through her poems and creates a natural environment for them.
Revealing through them the phantasms of the world of consumption, such as
in the image of the Little Mermaid trying on leggings (Za gérami / Beyond
the Mountains)®, border on utopias about soft, safe “concavities”. Among
dominant figures, we can find fish, birds, and sirens®:

Kiedy bytam ryba

Kosmos jak zawsze okragly
Miat przytulne $ciany
Snitam o boskich ptetwach
Pioropuszach 1 zyciu

Po wodzie

Mowiono ogon

Odpada ale jest nagroda
Para bolesnych stop

Nie wierzylam w bajki. Zapuscitam
Skrzydta jak liscie
Czarnych paproci

Och gdziez ja nie bytam!
Kiedy bytam ryba

Nie bylo w ogole dni,
Seksu, ani réznicy.

Ciepto przychodzito

7 zewnatrz teraz

Mam w ptucach niezno$nie
Lekkie powietrze

Mam pokus¢ morza

W zielonych teczéwkach
Bio

(Fiedorczuk 2004, p. 12)

®> “Mala Syrenka przymierzy/ l$nigce legginsy. Bedzie miata w sieci/ Nylonowa przysztosé” —
“The little Mermaid will try on/ shiny leggings. She will have in the fishing net/ A nylon future”
(Fiedorczuk 2004, p. 240).

® The motif of fluidity, of submerging, appears in Fiedorczuk’s White Ophelia, in an erotic scene
involving two women. This is a sort of fantasy, a utopia of lesbian love: “‘Let us lie down’, she
said. They lay down facing one another, thighs entangled, feet touching. “Your feet are cold’,
Anna said to Eliza, who was stroking her cheek. ‘I know’, she said, ‘They are always cold’.
Anna’s head was spinning; she kept closing and reopening her eyes, thinking: A river runs
through us. Thinking: | want to submerge myself in you” (Fiedorczuk 2011 p. 130).
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When | was a fish

Space had cozy walls

And as always was round

| dreamed of divine fins
Feather headdresses and life
Upon the water

It was said the tail

Drops off but there is a reward:
A pair of aching feet.

| did not believe

In fairy tales. | grew

Wings like the fronds

Of black ferns.

Where did |

Not go!

When | was a fish

There were no days,

No sex, no difference.
Warmth came

From outside. Now

In my lungs | have unbearably
Light air.

| have the lure of the sea

In my green irises.

| look at the sky: o you
miraculous turret. | dance
For you.

(Translated by Bill Johnston)

9. Between the fish

Fiedorczuk places herself subversively between the fish, reformulating her
own animal/non-human self. In our patriarchal culture, womanhood and its
animalistic representations were presented as monstrous. This deformation,
which leads to disrupted perceptions, marking women out as demonic,
aroused reactions of repulsion, along with fascination and shivers of horror at
witnessing something incredible. Our imaginations have been fed such
Images since the times of antiquity, found on the edges of waking and
dreaming. In Christian Europe, representations of half-human/half-animal
creatures were religious in nature, used to stigmatise sinners. Deformed,
disproportionate, animalised characteristics assigned to hybrid human bodies
were always intended to be warnings and cautionary tales — often, signs of
divine retribution and also a reminder that the transgression which caused His
wrath had to be atoned for (Courtine, Gdansk 2011, pp. 352-353). On the
other hand, on the edges of officially religious monstrosities, remaining a
signature example of a different order in the world, is the intended being. For
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Paracelsus, marine oddities are like comets which God shows to human
beings. He stressed the intention behind the creation of monstrosities, and so
they are for him not anti-values to life, but life itself (Paracelsus 2013).

Undoubtedly, Fiedorczuk consciously plays with this convention, one

which gives women negative meanings, and turns them into a new sort of
poetic material. Hence, we can look at fish, and also mermaids, as transitory
forms, and though in official culture they can seem a danger to the norm or
canon defining that which is human, they are rather, like other monstrosities,
innovators on the route towards the creation of new solutions in our world:

Obudzitam si¢

I bylam kobieta

Od stop, po konce wlosow
[...]

Wstatam 1 miatam

Stopy

I czemus$ dziesie¢
Smiesznie matych palcow.
(Fiedorczuk 2000, p. 31)

| woke up

And was a woman

From toes to my hairs’ ends

[...]

| rose and | had

Feet

And somehow ten

Sweetly tiny toes.

(Translated by Marek Kazmierski)

It is worth trying to answer questions such as: where did the sub-marine
dream of being a fish come from in Fiedorczuk’s poetry?

Fotosynteza

A trzeba wyj$¢ na lad, opierzy¢ si¢ 1 patrzec
Prosto w stonce.

(Fiedorczuk 2004, p. 6)

Photosynthesis

And yet on land you go, grow feathers and then gaze
Straight at the sun.

(Translated by Marek Kazmierski)

This fantasy reveals a collective intuition relating to prehistoric forms in the
cellular memory of all living things covering prehistoric ages, while in the
individual sphere this means a desire to be open to other life forms, often paid
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for with suffering, and also desire to feel the tension between that which is
and that which could be or else was:

Lqdy i oceany

Dostownie ogien jest nam bliski

Czasami czujesz go w podeszwach stop.

To znak, ze kiedys$ wszystko byto boskim oceanem

Zas gleboki czas ziemi wyraza si¢ w liczbach tak zatrwazajacych,
Ze ich odkrycie odmienito bieg ludzkich mysli.

Ktdra rzecz jasna, spodziewa si¢ gruntu

Pod nogami i przychylnej aury

Z tej perspektywy stofice jest czym$ w rodzaju wiecznosci,
A moze upartym podtekstem.

(Fiedorczuk 2006, p. 5)

Lands and oceans

It is precisely fire that is dear to us.

At times you feel it on the soles of your feet.

It’s a sign that everything was once divine ocean,

while the deep time of earth is expressed in such disquieting numbers
that their discovery has changed the course of human thought.
Which, it goes without saying, expects the ground

beneath its feet, and a favorable ambience.

From this perspective the sun is something like eternity,

the sea a stubborn subtext.

(Translated by Bill Johnston)

10. “Play of possibility”

Fiedorczuk’s poems reveal the sense that the borders between the human and
non-human are fluid. In this vision we see an interaction between the worlds
of culture, fantasy and nature, as a result leading to knowledge, enriched by
the imagination, suggesting images deforming that which is into that which is
possible. Jacob calls this modality the “play of possibility” (Jacob 1987). Our
emotions: desires, concerns, fears, and curiosities are aspects which drive or
disable the creation of such entanglements of possibility and past existence
(Wieczorkiewicz 2009, p. 276). Fish hint at the fluidity of borders between
worlds, such as the human and non-human, especially so the mermaid, a
figure transmigrating from one form to another. Ovid himself wrote that “Our
bodies also, always change unceasingly:/ we are not now what we were
yesterday/ or we shall be tomorrow” (Ovid 1922). In the borderline sphere,
which is governed by lability, a different sort of time order is in place: the old
and the new, usually following on from one another, exist side by side and
create new values without intermingling. Various manifestations of existence
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can combine, co-existing on the basis of a certain sort of compromise
(Wieczorkiewicz 2009, p. 165).

Fantasies of piscine roots, in a visual sphere accepting the form of a
cross between a woman and a fish, are not blind accident, no product of
crazed imagination, but testimony of a different sort of order, and also a sub-
marine recollection of transfer from one life form into another:

Fotosynteza

Tamte podskérne

Czasy podplywaja blizej. S3 moje

Na utamek $wiatta, momentalny bezdech

I rozkoszny strach, ktory si¢ zaraz rozproszy
W musujace;j toni,

(Fiedorczuk 2004, p. 6)

Photosynthesis

Those subcutaneous

Times swimming ever closer. Are mine
For a flash of light, instant of apnoea

And delightful fear, which will scatter soon
In effervescent depths,

(Translated by Marek Kazmierski)

11. Mermaid tail

Ought we not to agree that the fish/mermaid tail is a painful sign of
transference in nature itself, but also an intermediate state between nature and
culture, art and technology? It also indicates that every living creature is
formed of borrowed materials, while death, according to Louis-Vincent
Thomas, is a process of returning that which was borrowed, meaning a
separation of the elements. Every creature is thus only an intermediate and
temporary link in the never-ending chain of life (Thomas 1991, p. 27).
Fiedorczuk, in her poem Kochankowie na otwartym morzu (Lovers on the
Open Seas), writes:

To jest planeta zagubionych rzeczy

| ja jestem jedng z nich, pomyslata. Znéw mam ptetwy. Ruch

Jest tatwy jesli jest §lizem, tatwy, kiedy si¢ jest gotgbiem w powietrzu
Wykonujacym $lizg. Wszystko jedno Zycie, kiedy na niego czeka i mowi
“teraz jestem twoja, naleze do ciebie, naleze do morza, do ziemi, do ciebie”.
(Fiedorczuk 2006, p. 31)

This is a planet of lost items
And | am one of them, she thought. | have fins again. Movement
Comes easy when you are a loach, easy, when you are a dove in the air
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Performing slides. It’s all the same life, when it waits for him and says
“now I am yours, I belong to you, belong to the sea, to earth, to you”.
(Translated by Marek Kazmierski)

Imagining a half-woman, half-fish is part of cultural processes, but also a
record of experiences passed down over millions of years. Referring to the
play of possibility and being convinced of the closeness of species, Italo
Calvino in his The Complete Cosmicomics presents a story of an uncle-fish
and his family, which has climbed out of the sea onto dry land and there,
leaving their watery lives behind, swapped fins for limbs. The main
protagonist, delighted with life on land, is surprised to find that his fiancee,
having listened to the stories of the uncle (who remained a fish), decides to
go back into the water”.

In contemporary science, Darwin’s claim that changes in form take
place randomly, and metamorphoses cannot be explained as some sort of
general notion nature has, still holds today. Nature makes use of that which
exists, choosing useful examples, hence perfecting and degeneration are
preserved, or removed (Wieczorkiewicz 2009, p. 163). In the poem
Elektrycznosé (Electricity) this intuition makes itself felt:

Pod spodem pletwy

Przetng krysztat wody

Jeszcze plusnie ogon,

Potem przepadnie w zieleni, zwinna
Jak iskra (rozzarzona czgstka
Plongcego ciala, oderwana od calosci).
(Fiedorczuk 2004, p. 11)

Down below are fins

Slicing the water’s crystal,

The plash of a tail,

Then it will vanish in green, lithe
As a spark (redhot particle

Of burning flesh, torn from whole).
(Translated by Bill Johnston)

"It may be that Calvino’s template was found in the axolotl (ambystoma mexicanum), an
amphibian which, placed in water, behaves like fish. It is known that it was Latimeria (a rare
genus of fish that includes two extant species: the West Indian Ocean and the Indonesian
coelacanth) which produced Labyrinthodontia, and Ichthyostegalia is such an intermediate form.
Few amphibians managed to adapt to land-based existence, giving rise to the evolution of
reptiles. Some zoologists contend that this process of adapting to life on land was accidental,
adventitious in relation to migration and ability to colonise the new island habitats of standing
waters.
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This recollection from a distant past described by Calvino, and also by
Fiedorczuk, forces us to think that not only fish and mermaids, but every
living being is a transient form, and thus open to change (Zylinska 2013, p.
15). Margrit Shildrick contends that the body is unstable, and though it
materialises, and has a gender, it always, to use her terminology, “seeps
through”. This fluidity, instability, wildness as represented by women with
fish tails, also marks a connection with other bodies. The dream of being a
fish/mermaid is based on a “radical opening to the multitudinous possible
ways of becoming” (Zylifiska 2013, pp. 52-53). Fiedorczuk frames this
process of “co-becoming” in a similar way, postulating that we ought to
broaden our perception of what it means to be human to include that which
surrounds and permeates us. Water, air, plants, and animals are all a part of
our being, but also of our bodies (Fiedorczuk 2019).

Gilles Deleuze presents proposals of a new ethics, which focuses on
“the body becoming”, rather than being a pre-agreed, unchanging human
subject. He holds that we ought to broaden the stream of life, opening up to
that which is non-human and cross over beyond the limits of that which has
already been imagined by people (Zylinska 2013, pp. 53-54). His
assumptions seem close to the approach taken by Fiedorczuk, who sees the
world as a singularity of matter both living and non-living:

Stowem si¢ spotkamy
Gdzie konczy sie ciato
W cieptych tezkach ziemi
W czarnych
Piorach fali

Tej upartej
Ktora jednak
Musi sie wygtadzic.
(Fiedorczuk 2004, p. 21)

In a word we shall meet
Where the body ends
In warm tears of earth
In dark
Feathers wave
Of this stubborn
Which nevertheless
Must grow smooth.
(Translated by Bill Johnston)

The concept of a “body becoming” as a machine capable of affecting and
subjected to affectation, submerged in the stream of life, is a subject which
interests researchers of new technologies. In biotechnological processes,
living and non-living elements enter into intimate relations with one another.
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A point of reference might be matter itself, which, regardless of whether it is
animated or inanimate, is constantly organising itself and creating systems
(Jacob 1987, p. 51). Joanna Zylifiska writes that

alliances (organic-inorganic) proposed by biotechnologies show that there
exists a pattern which dismisses both thinking about life as something which
permeates machinery, in order to power it, and thinking of technology as
something added post factum to an innately living individual. (Zylifiska 2013,
p. 54)

12. Bricolage

Life understood as a manifestation of wildness and a technical process which
includes all historical, genetic, affective investments also assumes creativity,
something attested to by Fiedorczuk’s poetry. Her creative research is also
founded on using existing elements, fitting them together by changing forms,
and arranging them in diverse combinations, in effect generating a new
language and forms of expression different to those which had come before.
In poetry and art, as in evolution, genetics and technologies, we thus have an
endlessly wild and pain-filled bricolage (Jacob 1987, pp. 65-66). And in this
sense the fish/mermaid tail — organic or artificial — is a useful element which
can be attached to other bodies, which then always leads to surprising
outcomes.

This is something perfectly understood by the sculptor Magdalena
Abakanowicz. Commenting upon her work titled Gry wojenne (War games),
she proclaimed that she had for a long time perceived trees as “complete
beings”, but there finally came the moment when she saw through this and
began to see a similarity between all of nature’s creations. She understood
that nature, in some way limited, designs its own self. Abakanowicz sensed
that she wanted to intervene, deciding to add a different sort of material to the
stumps of felled trees; juxtaposing trees and iron elements she thus created a
form which was hybrid and “mermaidic” (Abakanowicz 1989, p. 156). Some
years later, she spent time in the lake district of Masuria, where she recalls
being taken aback by

muscular corpuses, scarred, filled with might and personality. They lay there,
tensing their hulls, amputated limbs, pathetic in their gestures — uncertain what
of: suffering, protest or else helplessness. | wanted to touch them, to study the
details of shapes, in order to transform, to shift into a different sort of
endurance. (Krukowski, Abakanowicz 1995, p. 161)

This way of understanding the mermaidic bricolage is also something
referenced by the work of other female visual artists, who in their artistic
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projects attempt to draw attention to the false game played by Europe, hiding
its dislike of migrants, trying to reach the old continent, as well as
indifference shown by democratic nations to changes in the climate. On 3
May 2017, as part of a show titled Syrena herbem twym zwodnicza (Sirens be
your muddled coats of arms), exhibited at the Museum of Modern Art in
Warsaw, Ola Koziot staged a performance of her piece titled Ciggle ten sam
spiew Europy (All the time Europe’s same old song). The artist took on the
character of Siren-Europa, singing her seductive, deceptive song.
In her own commentary, Koziot explained her actions:

When 1 think about who the siren is today, | see her as Europe, seductive,
calling all those escaping war, drought, and poverty to cross seas, all those
seeking a new, improved life. Europe, which entices with songs of a better
world, draws people to her shores, yet offers them nothing other than the
possibility of dying during the journey. (Unpublished text by Ola Koziot)

Agnieszka Zawadowska, in an unpublished commentary on her performance,
draws our attention to a new way of seeing sirens. Previously, they guarded
bridges, cities, states, homes, churches, and now according to Zawadowska
they had themselves become trapped behind refugee camp barbed wire
fences, behind tall walls, their tails filled with plastic flotsam, trash and dead
fish. At times, their tails become bags from Ikea tossed onto a rubbish heap,
or else a torn sleeping bag belonging to a homeless immigrant, who had
managed to cross over to the promised land. The artist shows European
countries as lacking empathy, unwilling to share with others, sensing the end
of their own life cycle, surrendered to decadent wastefulness. The dried-out
tail dumped on rubbish heaps makes it impossible for the mermaid to return
to her native water. Such a return is pointless anyway, seeing as the seas are
poisoned, while rivers dry up.

We find hybridity everywhere, having ourselves become hybrids as
technology develops — although it might be said that we have always been
such. The prosthetics we use, even as healthy people, turn us into a form of
complex structure. In the past, a human being riding a horse was seen as
something odd, and centaurs, in order to become cartoon characters, have
made a long journey through our collective imaginations. At present, we do
not imagine being able to function day to day without cars, computers and
smartphones. Our daily lives, our thinking, creativity, fantasies are all based
on mechanisms which bind different elements together. This is neither good
nor bad. For are our ability to count and create wholes, our tendencies to go
from quantity to quality, or else our fondness for playing games with
metaphors not something unseemly? We do not even have to answer these
questions. We treat these functions as natural, necessary, good, and at times
beautiful. The danger is to be found in our idealism, in our pursuit of
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perfection at all costs. We are satisfied with easy dualisms, superficially
giving our reality an ordered form.

Dreams of symmetry and a unified reality blind us to the world which
Is imperfect, formed of unstable, ill-fitting parts. And we do everything in
order to strip our ways of seeing of doubts, of unease, and all impurities are
automatically removed. Meanwhile, the world is worth seeing, as shown in
Fiedorczuk’s poetry, on several levels simultaneously:

Matematyka

[...] co nas w mroku 1aczy, rozdziela 1 faczy, laczy, rozdziela i taczy;
zaczyn nowego dnia.

(Fiedorczuk J. 2012, p. 39)

Mathematics

[...] something connects us in the dark, separates and connects, connects,
separates and connects;

the onset of a new day.

(Translated by Marek Kazmierski)

In conversation with Daria Lekowska, Fiedorczuk said: “Poetry was always
situated on the line between the expressible and inexpressible. The same is
somehow true of metaphors, through the ways in which they combine diverse
elements — sometimes opposites — simultaneously avoiding moulding them
together into one” (Fiedorczuk 2017, p. 120).

Fiedorczuk’s whole body of work encourages us to see disconnections,
connections and that which remains on the outer edges and hides in the
depths, for it is thanks to those elements that our sensitivity becomes more
focused, revealing mermaid places which retain painful memories of a past
life and the moment of changing form, surrendered to the powers of
forgetting.
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Abstract — The text uses Tadeusz Rozewicz’s drama Biale matzenstwo (White Marriage)
and two films — the film adaptation of this drama by Magdalena tazarkiewicz, 1992 and
Corki dancing (The Lure) by Agnieszka Smoczynska, 2015 — as examples, along with
several references to Polish contemporary literature written by women — to show the ways in
which contemporary Polish culture is interested in the mythological creatures of
mermaids/sirens. It posits the thesis that as a result of associations dating back to Polish
medieval historiography relating to the legendary first Polish queen Wanda, on the one hand
with Amazons and on the other with Mermaids (this association persisted in Sarmatian
literature and took on various forms in Romanticism), today’s references to the mermaid
bring to mind the Amazon warriors of legend. This association is particularly powerful,
considering that the Polish capital Warsaw has taken the iconic image of an armed siren as
its coat of arms. This mermaid/Amazon, as seen in the Warsaw coat of arms, used as part of
the iconography referenced by the recent Black Protests (in the autumn of 2017 women in
Poland organised mass protests against government moves to amend abortion legislation —
as part of the protest mermaid sculptures around Warsaw had black sashes attached with the
words “You are not alone”), evokes meanings rooted in Polish culture. On the one hand,
these involve Amazons seen as courageous and autonomous original residents of Polish
lands, and on the other the community of women injured by the patriarchy — women who
committed suicide by drowning (sirens from Polish mythology).

Keywords: mermaids; Amazons; Warsaw coat of arms; women’s rights; Polish literature
and culture.

1. Introduction

Tales relating to mermaids and sirens should be treated as records of archaic
Images, thanks to which our culture finds itself in the process of creating new
meanings and reinterpretations of old. Sirens and Mermaids, as they appear in
Greek mythology, Slavic legends, the writing of Hans Christian Andersen and
Kafka’s miniatures, rise up from the depths, revealing various facets of our
age. Visions of half-women and half-fish, women-snakes or women-birds,
belong to the annals of our oldest cultures (Gimbutas 1974, 1991; Shima 2018;
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Wieczorkiewicz 2009). The most important place in Polish folklore is
occupied by the Warsaw mermaid, but she is not a unique phenomenon, for in
many texts relating to folk culture we will find traces of water fairies,
“drowned women”, Mamuns and other creatures which for centuries
symbolised the dark aspects of femininity perceived as a threat to culture
(Moszynski 1968). Contemporary interpretations, however, move clear of this
age-old enslavement. For all new interpretations, the points of reference are
still: the experience of death, the elemental forces of water, and the instability
of certain shapes, though currently a greater accent is placed on a radical
opening up to diverse experiences of becoming. Sirens are also more and more
often seen as symbols of rites of passage, especially a reminder of the golden
age of girlish friendship, which ends with puberty and the appearance of male
suitors (Hayward 2017).

Magdalena Lazarkiewicz’s (1993) film Biale matzenstwo (White
Marriage), which is a screen adaptation of a play by Tadeusz Rézewicz (of the
same title, written in 1973), and the film Corki Dancingu (The Lure) directed
by Agnieszka Smoczynska (2015) are very interesting examples of the use of
siren/mermaid characters in contemporary Polish culture. In our essay we
would like to precisely cover these two contemporary actualisations of the
mermaid. When analysing Lazarkiewicz’s film, we will give some thought to
the meaning of the figure of a mermaid in Rozewicz’s drama itself and the
modifications that the director made to it. We will attempt to show that both
these films made by contemporary Polish female directors refer to an
understanding of the mermaid/siren as being inherently connected in terms of
meaning with the notion of Amazons in ways which are original and true to
Polish culture. In the appropriate places of the text we will investigate this old
sphere of associations, which emerged as early as medieval historiography,
referring to times of antiquity and their reports about the oldest inhabitants of
the lands we now call Poland® (Labuda 1999; Lowmianski 1963; Rudas-
Grodzka 2013, p. 239), and which is also actualised — as we will try to show —
in other contemporary works and spheres of culture.

2. Sirens in White Marriage

In discussing Matgorzata Lazarkiewicz’s film, it is worth starting with the
date of its creation — the year 1992 — and its big-screen premiere — 1993.
These are times following the period of post-communist transformation

1 Ancient sources, used by medieval chroniclers of the Polish nation, creating myths of its
founding, were collected in the anthology Stowiarszczyzna starozytna i sredniowieczna (Labuda
1999).
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which took place in 1989, in which we see the birth of contemporary Polish
feminism and gender studies, but alongside these we also witness a Polish
“backlash”. It was in 1993 that Polish women were stripped of some of their
human rights (the right to an abortion due to social causes), secured during
the times of post-WWII communism. This surprising coincidence and the
logic which follows on from it would be interpreted in subsequent years in
the essays of Agnieszka Graff (2001, 2008). The year 1995 saw the
publication of Absolutna amnezja (Absolute Amnesia) by lzabela Filipiak, a
novel which analyses the patriarchal and nationalistic understandings of
womanhood (making reference to Arachne, who is key in terms of feminist
critique, as well as the myth of Iphigenia). Not long after, we also see the
publication of transformative academic writings by Maria Janion (1996),
Grazyna Borkowska (1996) and Stawomira Walczewska (1999), relating to
the relationship between Polishness and womanhood. In 1992, however,
Matgorzata Lazarkiewicz became a sort of pioneer in terms of such research,
and so her film is of particular interest. Also noteworthy is the director’s
decision to stage Rozewicz’s drama, considering its troubling contents, in
many ways an advance on the studies produced in the 1990s — his “feminist”
message was noted mostly by critics publishing their analyses in the West
(Blair 1985; Kucharski 1989).2

Lazarkiewicz’s film is constructed in layers: a contemporary frame
wrapped round the film’s narrative, which takes place in a fin de siecle
setting. Two modern girls, growing up in a home which bespeaks of the
affluence of its residents (while also drawing parallels in style with gentrified
architecture, seen as the quintessence of classic Polishness), are afflicted by
worries related to the process of growing into adulthood. When the girls
happen to see a film on TV showing Pitsudski’s Legionnaires, they recognise
(or so they think) in some of the men on screen their friends, before entering
into their world through their fantasies. The rest of the film switches to
Roézewicz’s narrative, hence in order to understand the interpretative steps
taken by the director, we should briefly revisit the original drama itself, in
particular examining the meanings that are brought to the work by the
mermaid figure used in it.

2.1. Sirens and emancipation in Rézewicz’s play

Around the turn of the 20th century, in the period known as Young Poland,
hybrid figures featuring female characteristics were often used in art, being
above all a means of communicating misogynistic meanings, related to a fear

2 The play was translated into English (Rézewicz 1983) and in 1977 premiered in New York.
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of women which was typical of the age (Podraza-Kwiatkowska 1975).3 In the
20" century, Rézewicz makes use of a mermaid character very discreetly, in a
way which is easy to overlook and is therefore yet to be analysed. This is
evident in the interpretations of this drama by the likes of Zbigniew
Majchrowski (1982), Halina Filipowicz (2000), Agnieszka Skolasinska
(2000) and Lidia Wisniewska (1999), in spite of the fact that the last
researcher devoted half of her sizeable book to analysing this single play. The
presence of mermaids seems merely incidental, if we can say so about a play
penned by a remarkable modern poet, known for his uniquely conscious
attitude to literary traditions, one capable of both re-interpretations and
deconstructions (Burkot 2004; Drewnowski 2002; Gebala 1978; Skrendo
2013). This happens because the central protagonist’s monologue, which
comes at the end of the play, is mostly concerned with her desire to transform
into a man (or else maybe, being treated as a non-woman) her husband’s
“brother”, equal to him in terms of humanity. On the other hand, the words in
the monologue in which Bianka declares that she is a mermaid come directly
before words in which she reveals she is a chimera. As a result, even
Zbigniew Majchrowski, the author of the best-known essay about White
Marriage, presents the mermaid character as subservient to the character
which follows, giving the impression of it being its extension, and so in itself
insignificant, not worthy of interpretations.

Bianka, the main protagonist in the play, following her wedding night,
during which she makes it impossible for her husband to consummate the
marriage, the following day also refuses to attend a visit demanded by
etiquette. In speaking her monologue, the girl torches her elegant female garb
in a lit fireplace and cuts off her hair. Looking at her naked body in a mirror
(while covering up her breasts), she says the words “Jestem” (Rézewicz
1988, p. 171). She concludes this thought by turning to her new husband as
he enters the room and saying: “Jestem, jestem... twoim bratem...” (I am, |
am... your brother...). Siren, chimera, androgyne, transvestite, feminist,
Amazon.* Rozewicz brings to mind a whole range of references through

® Interestingly enough, in writing about the key and most popular symbols of Young Poland, the
researcher almost completely fails to mention mermaids. Chimeras and sphinxes, as she notes,
are much more often symbols of fear of femininity in Polish poetry of that period. Another
researcher, Anna Czabanowska-Wroébel, noted many Young Poland poems with the motif of
sirens from Greek myths or siren-like creatures from folk tales, such as Syrena (The Siren) by
Leopold Staff, Syrena by Lucjan Rydel, Rusafki by Tadeusz Przerwa-Tetmajer and Rusatki by
Bronistawa Ostrowska (Czabanowska-Wrobel 2013, pp. 31-33).

* As an allusion to the figure of the Amazon we can consider the gesture of cutting off her hair,
which here would be the equivalent of depriving a woman of an attribute that is linked with the
idea of female sexual attraction as much as a breast (Bianka also covers her breasts in this
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which we might understand “misfit identities”, such as the one represented by
the central protagonist of the play. Equally meaningfully, in creating the
character of Bianka, the poet used fragments of biographies, letters and
literary works by two female Polish poets and writers, Narcyza Zmichowska
and Maria Komornicka. These two apparent misfits, the Romantic
Zmichowska and the Modernist Komornicka, are linked by the idea of
emancipatory or rather self-accentuating womanhood, as well as presumably
non-heterosexual  biographies  (Zmichowska, lesbian;  Komornicka,
transsexual).

Narcyza Zmichowska is known as the founder of a group called
Entuzjastki (Enthusiastic Women), bringing together women in the 1840s
who hoped to find personal development and fulfilment through the group by
choosing roles other than those of “wife” and “mother” — such as writers,
journalists, artists, teachers and civic activists. Zmichowska was also a
charismatic tutor of girls, helping them cross boundaries set up by the
patriarchal culture they had been born into (Borkowska 1996). Maria
Komornicka in turn was a talented poet and literary critic, who has until
recently played a marginal role in literary history, as she was perceived to
have been mentally unwell, something apparently evidenced by a legendary
event in a hotel in Poznan in the year 1907. According to her family,
Komornicka burnt her woman’s clothing in a fireplace, dressing in men’s
garb, cutting her hair and ordering her mother to refer to her as a man named
Piotr Wtast (a name taken from their family’s protoplast). This was how
Komornicka went on to sign her writings, which from this point on were not
taken seriously by anyone. Her legacy only came to be taken more seriously
in the 1970s, but to this day she remains representative of the contemporary
feminist and queer movement in Poland (Iwasiow 2010; Nadana-Sokotowska
2018).

The central protagonists in the play are two girl-cousin-friends, who at
the cusp of adulthood explore their sexualities. In secret, they read books
about human physiology, which helps them better understand the hidden
layers of life in the manor house they live in, as well as their own budding
sexualities. This awareness demystifies one of the most important myths in
Polish culture: the exemplary way the Polish gentry live in their familial
nests. Bianka begins to understand how unhappy her mother is in her
marriage to her father. She begins to realise why he chases after the serving
maids and female cooks. She also begins to detest him for his masculine
virility and ruthlessness, aspects that define the way in which he treats the

scene). Self-mutilation is also a symbolic transition to masculinity as a denial of feminine
“weakness” in the sense of being closed in her corporeality and her reproductive functions.
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women around him. On the other hand, Paulina learns a great deal about their
lecherous grandfather’s secrets and the immoral suggestions he makes to her.

Each girl takes up a different attitude in relation to their discoveries.
Paulina realises that the world she will come to live in denies her the right to
be fully human, but she is more amused than terrified of these discoveries.
She adopts the cynical strategy of using the influence young beautiful women
have over men, while Bianka is more and more terrified of what she is
coming to discover. She writes poems imbued with erotic power and has a
fiancé named Benjamin, but in conversations with him she begins to develop
a white marriage project, dreaming of eroticism without penetration. Treated
by her father as if she were a boy, the son he actually wanted, she rather fails
to feel feminine. Meanwhile, the relationship between the female protagonists
Is charged with eroticism, which brings to mind the union of mermaids, but
also Bianka’s lesbianism. In the interviews which accompanied the
publication of this drama, Rozewicz himself suggested the idea that it refers
to the “impossible” love between Narcyza Zmichowska and Paulina
Zbyszewska, which he claimed was presented in her novel Poganka (The
Heathen), written in 1846 (Keler 1975).

In the scene showing her wedding night, Bianka refuses to allow
Benjamin to consummate their marriage. Benjamin, tired after the wedding
party, seems at the time to be not very interested in her declarations and falls
asleep straight away, so that Bianka’s monologue is just for herself. This is
when she says she is a Siren, and asks Benjamin if he can hear her sisters the
Mermaids hailing her:

Nogi zrosty mi si¢... od stop az do pepka pokrywa mnie zimna rybia tuska...
Ben... twoja oblubienica ma rybi ogon zamiast nog... wiesz? Jestem syreng...
ozenile$ si¢ z syreng... z chimera. Spdjrz! Mam glowe lwicy, kadlub kozy i
ogon wezowy... Styszysz, jak moje siostry syreny wabig mnie, nawotuja. [...]
nie dotykaj mnie... (Rézewicz 1988, p. 169)

My legs have fused together... from the feet to the bellybutton I am covered in
fish scales... Ben... your bride has a fish tail instead of legs... did you know?
[ am a siren... you married a siren... a chimera. Look! I have the head of a
lioness, the torso of a goat and the tail of a snake... Can you hear my sisters
mermaids hailing me, calling me along. [...] do not touch me... (Translated by
Marek Kazmierski)

How can we understand this layering of meanings related to mermaids and
changes in genders in Rozewicz’s writings? Superficially speaking, they
belong to two completely separate orders. Let us, however, note that, in the
light of the thesis about certain affinities between Mermaids and Amazons, to
which we will return shortly, they seem completely understandable. Being a
siren, having a fish tail, means for Bianka protection from penetration, which
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involves going beyond the role marked out for her by the nature of her
gender. This would also lead to a regress, a withdrawal from life, as well as
involving a desire to go beyond the condition related to gender. Let us note
that R6zewicz holds back from stating definitively whether we are dealing
here with biology or culture (sex or gender). Perhaps his drama is subject to
the culture of fin de siécle fatalism; this culture understood the biological
features of a woman’s fate as something determinant and inescapable, unless
this escape is towards a regression of madness or suicide (see Skolasinska
2000). In spite of this, we can assign Bianka the desire to be treated
differently to the way women had been treated up until that point, meaning a
progressive desire for cultural change, female empowerment, on the
condition, however, that femininity/fleshiness was negated, and so a tragic
choice (see Skolasinska 2000). Bianka therefore turns out to be the sister of
various desperate drowned women, as well as a female rebel, demanding for
herself the chance to live a different life, other than the one assigned to
women of the time. Rozewicz uses the fish tail in his bricolage in order to
express the notion of transgressing the female condition, but Bianka’s
mermaid/chimeric aspect also demystifies the modernist siren in the role of
symbol of the mystery of female sexuality that threatens men. Womanhood,
Roézewicz seems to suggest, contains no mystery other than the desire to be
treated as a human being, “brother”, meaning a being equal in terms of rights
with men. This is then the humanistic and at the same time feminist message
of the play, perhaps not by chance aligned with key works of European
humanism, such as Fruen fra havet (The Lady from the Sea) by Henrik Ibsen,
published in 1888, in which the equivalent of Mermaids, the figure of
Woman-Seal, also expresses the woman’s desire for autonomy, her right to
her own world.

2.2. Sirens in tazarkiewicz’s film. Regress or catharsis?

If Roézewicz’s Bianka remains a modernist mermaid, suggestive of meanings
such as regress, connection with death, otherness, threat to men, lesbianism,
and also the dream of emancipation, then in the screen adaptation by
Magdalena Lazarkiewicz she much more distinctly becomes both Siren and
Amazon: a creature capable of destroying the world it find themselves in, and
thus really a threat to the patriarchal world order. This screen adaptation of
Roézewicz’s play can be of interest to us precisely because the director
brought to the fore Rozewicz’s faintly mentioned siren motif, turning it into a
key way of understanding the female protagonist in which Bianka’s
mermaidism is in her connoted not through the words of her monologue, but
through a series of visual allusions.

In the opening of the film, we contemplate Bianka’s face framed with
long, flowing hair and hear her girlish laughter in which we can recognise the
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modulations of feminine seductiveness as well as a note of wildness. In one
of the opening scenes, Bianka tells Paulina about a dream in which she
drowns in a well, and the whole film ends with a scene in which Bianka
commits suicide by diving into it. The motif of Bianka’s aquatic nightmares
IS present in the drama, but without the ending Lazarkiewicz comes up with it
Is difficult to comprehend, connoting rather the central protagonist’s sexual
frigidity or else her regressive desires.> Thanks to the solution invented by the
director, it also makes Bianka’s self-representation in her words to her
husband clearer. Both her mermaidism and the suicide, latent in the play, are
brought more to the fore thanks to her interpretative insightfulness. In this
way, Lazarkiewicz connects with the tradition of presenting female suicides
as mermaids, and even imagining a community of wronged and hurt women,
which was present already in Mickiewicz’s romantic ballad Rybka (Little
Fish), well known to the Polish public (1822).

The title little fish is for Mickiewicz also a mermaid, a peasant woman
who, having been seduced and abandoned with a child, commits suicide and
turns into a mermaid. Interestingly enough, after death she miraculously
switches between the forms of fish or mermaid, but the latter in order to nurse
her child with her own breast milk, the babe brought down to the river by a
friendly farmer, and so the siren has mothering instincts. And yet, when her
unfaithful lordly lover appears on the shore, the fish-siren entices him into the
watery depths and causes him to die, along with his recently married wife
(this incredible version of events is presented in the ballad as something
thought up by the aforementioned farmer). Based on the example of
Mickiewicz’s ballad, we can talk about a feminist accent contained in this
referencing of the Siren/Mermaid figure which makes her wholly human, and
dangerous only ever to her oppressors. She uses magic powers in order to
extract justice from a man who, in seducing her, did so using his privileged
social position, as well as religious reasoning which lay the blame and
punishment on the woman-victim.

The ballad also contains the motif of a mermaid community, as we can
imagine, the sisterhood of Watermaids (Switezianki from another Mickiewicz
ballad) the wronged girl calls upon to aid her as she throws herself into the
depths are other drowned women, also desperate victims of a patriarchal
social world order. It is obvious that a similar point is made in creating a
sense of belonging to the siren community of “rabid” women. This, as we
might suspect, means the permanently wronged, enraged and pained females

® Bianka’s “attribute” (cold feet) returns in this function in Julia Fiedorczuk’s novel (2011) Biafa
Ofelia (White Ophelia) which is also connected to Rozewicz’s play by the motif of dreams of
non-genital sex, here lesbian, being a sort of experience of bodies dissolving and being mutually
permeable, and so referring to the elemental properties of water (see Fiedorczuk 2011, p. 130).
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in Anna Swirszczynska’s poem Wyjg z bélu (Howling hurt), which was
published in the famous poetry collection (1972), and which is very important
for Polish feminism, Jestem baba (I Am Wench).® It is short and relevant
enough for us to quote it here in its entirety:

Wyjq z bolu

Pod moje okno

Podptywaja nocami syreny
Chore na wscieklizng.

[ wyja z bolu

Do nieuleczalnego ksigzyca.

Budzg sie.
Aty
Zatrzaskujesz okno.

Howling hurt

Beneath my window
Sirens swim past at nights
Rabid

Howling hurt

At an incurable moon.

I wake.

While you

Slam the window shut.
(Translated by Marek Kazmierski)

The first meaning mermaids represent in the drama and the film involves
showing the force of nature that is water as connected with both destructive
and self-destructive tendencies. But the second would relate to a vision of a
community of drowned-women, who continue to lead a mysterious, beautiful
life in underwater worlds about, their sisterhood and resistance.

Not unlike in Rybka, which allows the sirens to take revenge against an
adulterous lover, Lazarkiewicz’s film shows Bianka-Siren as a character who
threatens a world founded on masculine domination. Bianka, leaving the
manor house at night, causes it to catch fire (lace curtains moved by a breeze
touch a lit candle). In this way, her suicide is followed by the end of the
world she decided to abandon through her act of transgression-rebellion. This
state can be associated with Polishness itself: the film after all was shot in the
same mansion as the renowned Panny z Wilka (The Maids of Vilko), based
on a short story by Jarostaw Iwaszkiewicz from 1933 and brought to the big
screen by Andrzej Wajda in 1979. Many of its visual allusions — for example

® A very interesting fact considering the biographical connection between Rozewicz and
Swirszczynska occurring just before he wrote his play.
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the mushroom picking scene — also refer to the idyllic vision of Polishness
emerging from the national epic written in 1834 by Adam Mickiewicz, Pan
Tadeusz albo ostatni zajazd na Litwie (Pan Tadeusz or the Last Foray in
Lithuania). The contemporary framing device stresses the present-day
relevance of the models of Polishness analysed in the play and the film,
casting judgement upon the experiences of women contemporary to the
director.

In Rozewicz, therefore, as in — even more forcefully — Lazarkiewicz’s
film, we find ourselves dealing with a presentation of male “lustiness” and
female sexual trauma as a “night-time truth” about Polishness. Masculine
sexuality is here presented as a biological drive, the foundation of social
order, necessitating the impossibility of female individuality (women are
subservient to men in the sexual act, biologically determined to constantly
being pregnant, as Bianka’s mother defines empathically when describing her
own condition). Let us note, however, that the fire which destroys the
archetypical Polish homestead (manor house) in the film might suggest not
only destruction, but also cleansing, catharsis, and so also announce a rebirth
of the world on new terms. This feminist and emancipatory motif was almost
completely absent in the play, in which Bianka seemed to present a threat
merely to her husband, denying him the pleasure of physical possession,
while at the same time trying to dominate and also lead towards regression
(according to Zbigniew Majchrowski’s interpretation, this was the function of
the chimera figure in the play). In her film, Lazarkiewicz shows how any
woman refusing sexual advances becomes a threat to the whole culture
constructed upon the dominant position of one gender over another, because
she questions her subordinate position and the ideology that supports it.

It is also worth comparing the scene of Bianka’s transformation in front
of the mirror as shown in the film and the play. Lazarkiewicz not only has her
heroine cut her hair and exposed herself, setting fire to her clothing, but she
also bandages her body in an attempt to make her gender invisible. We can
perceive this scene as a stronger one than Rozewicz’s reference to the motif
of the Amazon as a woman who maims her own breasts, which happen to be
one of the most fetishised feminine attributes. Heading towards the well, the
bandaged Bianka walks slowly, with effort, as if on a tail and not legs. This
scene also helps to highlight her otherness, non-humanness, “mermaidness”,
as well as referencing Andersen’s little mermaid: although his mermaid
suffered of her own volition, walking on legs, in Lazarkiewicz’s film women
transformed into sirens suffer (her fish tail might suggest being shut up in the
myth of “mystery of womanhood” and at the same time in biology and
cultural gender condemning her in marriage to be limited to basically
reproductive functions).
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In this way, the mermaid in Lazarkiewicz’s film represents a tension
between her regressive meanings (withdrawing from life) also present in
Rézewicz’s play, and the progressive meanings, much more discreetly
present in his creation, postulating cultural change in a way which makes it
possible for women to be empowered. By departing dramatically from the
original play’s narrative, tLazarkiewicz manages to enhance its central
message.

3. Agnieszka Smoczyninska’s The Lure

Let us now take a look at the functions the mermaid motif serves in the film
The Lure. This seemingly purely entertaining and light film, which is shot in
the convention of a musical and presents the world of show business and
Warsaw’s shadowy underworld in the time of communism (the 1980s), in a
self-aware sense toys with all the cultural associations related to mermaids.’
It creates a tension between the idealized, non-threatening legend of the
mermaid rising from the waves in Warsaw to become its coat of arms and the
typical perception we have of the siren as a creature representing femininity
which is wild and dangerous, but also with the Mermaid from Andersen’s
fairy tale, ready to sacrifice herself in the name of love to a man. The film,
however, also makes reference to meanings associated with Sirens and
Amazons, showing them as independent creatures, existing outside of
patriarchal systems, powerful and ready to avenge any harm done to them.
The heroines of the movie are two mermaids — apart from the fact that
they live in water and are animals (predators in fact, for at times they need to
rip men apart and devour them), in all aspects they appear to seem like young
women, desiring intensive, adventure-filled lives. Bored with their lives on
the coast of the Black Sea, they decide to swim down rivers to the Baltic Sea,
and then on to the ocean, in order to reach New York and there have fun.
Unlike traditional mermaids, Gold and Silver (these are their names) are able
to change into human beings, though the transformation is not complete,
since this human form leaves them stripped of sexual organs. In this
fetishistic aspect, representative of today’s youthful subcultures, we might
also see a symbol of how they remain inaccessible to men because of their
autonomy. The sirens are aware that falling in love with men represents a
threat to them: they can choose to turn into women in all respects, but then

" Previous interpretations of the film have tended to focus on its camp poetic, corresponding to the
lesbian subtexts of the plot, as well as pointing to its hybrid nature, meaning the original
combination of the conventions of musicals, fairy tales and horror. Since they also discuss the
corporeality of mermaids in the context of male desire and disgust (see Jagielski 2017), this
aspect is omitted in our interpretation.
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they will lose the ability to turn back into semi-animal form (obviously, this
characteristic of theirs is an allusion to Andersen’s fairy tale). Wanting to
appear nice and offer a sacrifice, they thus become vulnerable, for
surrendered to the mercy of a world which can still refuse them humanity and
use this as justification for causing them pain.

This is what happens in the film. One of the mermaids falls in love
with a handsome singer of a band, and in the name of love’s fulfilment
sacrifices herself by undergoing permanent change. The scenes showing a
medical operation in which Silver has the lower half of a dead woman’s body
attached to her upper body are both comical and macabre, convincingly
showing mutilation, or rather death, as a condition of fulfilling her love. The
girl also thus surrenders her wild, semi-animalistic nature. This is seen in the
scene in which she refuses to take revenge upon her lover, when he — bored
and filled with disgust for her still bleeding body — cheats on her with a
“normal woman”. This magnanimity is inevitably paid for by Silver with her
own life: in line with the logic of movie narratives, the mermaid, unhappily in
love with a human being, dies, turning into watery foam. This is of course a
reference to the tragic ending of Andersen’s fairy tale, but the director in this
way also creates a simultaneously expressive symbol of so-called “female
weakness”: the foam’s amorphousness in the film becomes the equivalent of
popular terms such as “lacking character”.

Gold in turn takes revenge for her friend Silver, Kkilling her beloved: her
belligerence makes it clear that she is not just a mermaid, but an Amazon too.
But she will have to suffer a painful loss too, for her “sister” at first betrays
their shared plans and abandons her true identity in the name of a project
involving a union with a man, and then — in dying — leaves her abandoned to
solitude.

The film’s feminist message, in combining the figures of mermaid and
Amazon, is clear. In spite of patriarchal anathemas, it shows the necessity of
“wild”, “animalistic” elements in women’s psyches as the basis of their
ability to feel pleasure on the one hand, and to correctly judge risk and be
able to defend themselves on the other.

3.1. The Mermaid of Warsaw and the Amazons

Smoczynska eclectically combines various versions of the myth of the
mermaid, which are also characteristic of pop culture. The community of
girls/mermaids is one of its motifs as well as the reference to Andersen’s
fairy tale about the mermaid’s love for a man leading to self-sacrifice; the
director also makes amusing use of the motif of a siren/mermaid beauty and
her tempting singing, showing the career of both mermaids as stars of a
nightclub in Warsaw. For the Polish audience, it is also obvious why the
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mermaids are coming ashore right here. It is a reference to the founding
legend of the city, according to which one day a fisherman found a mermaid
in his nets, fell in love with her and after many adventures made her his wife.
However, the film refers only to the beginning of the story: Silver falls in
love here with a Warsaw rock musician, hearing him sing and play the guitar
on the bank of the Vistula River, and this makes her stay in the city. These
references to mythology were obvious to film reviewers. But why did the
film mermaids come to Warsaw from the Black Sea? And why are there two,
instead of one, and why is it a characterological contrast, even though they
both have such noble names, worthy of princess? These seemingly random
and fairy-tale choices of the director seem, consciously or not, to refer to very
old Polish versions of the myth of the Amazon and mermaid.

According to one of them, passed down by Jordanes in Getica (Mierow
1915) which is still referenced by today’s amateur historians
(http://szlakksiazat.pl/czy-kiedys-na-mazowszu-zyly-amazonki/), the name
Mazovia, the geographical land where Warsaw is situated, comes from the
ancient Scythian Amazons.® In 17" and 18" centuries Poland, Amazons,
Scythians and Sarmatians were considered to be pre-Slavonic peoples. In the
wider circles of Polish nobility for many centuries it was thought that Slavs
came from Sarmatian roots, and Poles especially so. All the more so when it
came to the gentry in Poland (Niedzwiedz 2015). In the 16™ century, the name
“Sarmatia” almost completely replaced the name “Poland” (Sulimirski 1970).

Like the Amazons and other monsters, the Scythians were to settle in
the distant lands to the east and north of oikumene (civilized world or
inhabited world). In times of antiquity, it was imagined that the place where
the Amazons lived was important, located, as a result of their alienness, on
the edges of the civilized world. The Greeks felt that this nation of warring
and wild women was reminiscent of a dangerous monster, constantly poised
for attack, one it was necessary to defend oneself from. Along with the
shifting borders of the Greek-Roman empire and the development of
historical-geographical knowledge, the location of the Amazons’ kingdom
kept on shifting. We find it in Asia Minor, in Thrace, Colchis, in Boeotia,
Ethiopia and Libya, or in the area of the Sea of Azov, north-east of Tanais.
All barbarian tribes, especially during Roman times, were called “Scythians”,
but the original Scythians were a nomadic tribe originating in Iran. Between
the 81" and 7" centuries BC they emigrated from central Asia and settled on
the steppes of the Black Sea, where they established a mighty empire. They
later reached central Europe.

8 Linguists believe that the name derives from a patronym (as indicated by the -ow- suffix) or
from a word that means mud/clay (“gunk” in Polish “maz”).
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Contemporary Warsaw’s coat of arms shows a mermaid armed like an
Amazon: with a sword and shield. In the first archived version of it (from the
early 15" century) there is a siren, a woman-bird, who only in the 18" century
finally takes on the present-day form of the woman-fish (along the way, most
often taking on the shape of a woman-snake, with two tails at times). And yet
the hybrid in the capital city’s coat of arms is always armed, which must have
had magical meaning in medieval times. The monster had the power to ward
off evil (Fudala, Mrozowski 2017). The preserved associations between the
mermaid and the Amazon in the city’s coat of arms are perhaps linked to
images of the Kinship between mermaids and Amazons, and also
Scythians/Sauromats/Slavs, which we can find as early as in Herodotus’
Histories (Herodotus 2013). According to his writings, the mother of
Scythians was the twin-shaped Echidna, half-woman, half-snake. What else
connects the Mazovian mermaid with Amazons? Above all the ease with
which they kill their enemies. Amazons are a symbol of women who refuse to
be completely subjugated to the world of men. In cultural narratives, they
were seen, like mermaids, as alien, and represented a threat to the established
social order (Vidal-Naquet 1986). In his Prometheus, Aeschylus called them
“Amazons, who loathe all men” (Aeschylus 1926, vv. 720-730). For the
Greeks of antiquity, women represented untamed nature, which will not allow
itself to be directed and can threaten central masculine institutions. Alongside
Amazons we see the appearance of monsters, beasts which can destroy men
with a single glance or utterance, like sirens and gorgons.

According to Herodotus (2013), Echidna was the mother-in-law for
Amazons. At one point, the Scythians decided to send their young men to the
warrior women, for they wanted to have children born of Amazons. In the
end, they combined their camps and set up home together. The women learnt
their language. Later on, they wanted to take the women back to their homes,
but the Amazons, wanting to be true to their own laws and traditions, refused
this request. Herodotus writes that the Amazons eventually convinced the
Sarmatians to go with them to Tanais and, following a six-day-long journey,
they arrived in the land which became their home. Subsequent generations
born of Sarmatian women retained their autonomy and old way of life.

The story about the Amazons appears also in Cassiodorus and Jordanes
(Mierow 1915). Key characters here are the queens, Martesia and Lampeto,
who split their armies in two. Soon enough, they became famous and
powerful, in turn waging wars or defending the borders of their native lands.
They conquered most of Europe and occupied certain Asian countries and
claimed to have been the daughters of Ares. According to Mierow (1915), the
history of the Amazon queens is an echo of the history of the Goths who, in
the 6 century, having travelled throughout northern Europe from the shores
of the Baltic Sea (the Vistula mouth), reached the Black Sea. They spread out
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slowly: gradually, in the first two centuries of the modern era they occupied
almost the whole of Pomerania and northern Greater Poland. Over the next
two hundred years they came to dominate Mazovia, Podlasie, Polesie,
western sections of Volhynia and Podole. By studying burial sites, we know
women’s social standing in these regions was very high, and that they served
leadership roles; we can surmise that they took part in battles the same as
men.

The time of their rule was short, but memories of their presence
probably survived up to the medieval Chronica boemorum (Czech Chronicle)
(Kosmas 1968), which talks about a settlement of women warriors and Slavic
Amazons called Devin, as well as medieval Polish legends about Wanda, a
valorous queen who defeated the Germans. Both medieval chronicles, by the
Polish Kadtlubek and the Czech Kosmas, talk about a government of women
who were courageous, wise and beautiful. This is incredible, because we
know that in Slavonic communities women were completely subjugated to
their husbands and fathers.

In these legends, Wanda is the daughter of Krak, and Libusza the
daughter of Krok. In some variations of the legends, Krak and Krok were one
and the same, while Libusza and Wanda were sisters. The 18" century
historian Adam Naruszewicz wrote in his Historia Polski (History of Poland)
that in times when Krakus ruled over Poland and Bohemia, these lands saw
the rebirth of the “ancient breed of Scythian Amazons” (Naruszewicz 1836,
p. 100). Kosmas in his Chronica boemorum bestows many bardic skills upon
Libusza. The founder of the town of Luboszyn was said to have been a
remarkable woman. Her people nominated her as their judge, and so she was
appointed to the highest administrative, judicial and military rank.
Nevertheless, Libusza loses her power because of the men’s rebellion, no
longer wanting to be subjected to female rule and women’s courts. Although
Libusza surrenders to the will of the people and accepts the superiority of the
husband she chooses for herself, the chronicler describes the still long wars
between men and women who want to maintain their independence, stating
that since the times of that war and Libusza’s death women have been subject
to men’s rule.

Polish historians and poets agree in stressing that, unlike Libusza,
Wanda was not subject to male domination. Thanks to the mysterious power
contained in virginity, she retained her autonomy and position throughout her
life. These two queens are related, however, and complete one another in
outlines. They appear in times when the female element proved to be
dominant among the Slavonic peoples. Some, such as the 19" century writer
Deotyma (Jadwiga Luszczewska), thought that Wanda and Libusza, the
daughters of Krak-Krok, are one and the same, and having split into two
ideals diversely shaped the Polish and Czech national imaginations. One is
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pressured into getting married, while the second chooses death over entering
into a marriage contract. It seems justified to discern allusions to this
mythological pair of women-queens and their two different attitudes and fates
in Smoczynska’s film.

4. Conclusion: Princess Wanda, the Mermaid-Amazon of
Warsaw and women’s rights

In his Kronika polska (vol. I, chap. 7), Kadlubek presents Wanda
simultaneously as a heroine, goddess and priestess (Kadtubek, 1992). Loved
and respected by her subjects, she was said to have surpassed everyone in her
beauty, wisdom and courage. In order to defend her kingdom, Wanda leads
her armies into battle to defend her people. As stressed by Kadtubek, Wanda
never did marry until her dying days, putting her virginity above the
institution of marriage. In other medieval chronicles, especially the likes of
Jan Dtugosz’s Roczniki, czyli kroniki stawnego Krolestwa Polskiego (Annals,
the chronicles of the famed Polish Kingdom) recorded in the 15" century,
Wanda leaps into the Vistula in order to avoid being married off to the
Aleman chieftain, and in this way ensured that her country remained
independent (Samsonowicz 1984). Her leap leads us to think of the
connection between water and siren mermaids. It is clear to us that her
decision did not fit any rite or Christian ritual. We are dealing here not only
with an act of willpower, but also with a manifestation of political
sovereignty. (We may find a similar meaning in the return of Gold to the
Vistula River in Smoczynska’s film). This act held in our memory to this
very day a subversive character.

This pre-Slavonic myth recorded by Wincenty Kadlubek, a Polish
chronicler, for ages provided poets, writers and historians with inspiration,
for in it they found many different narratives and meanings
(Mortkowiczowna 1927). Patriotic readings of Wanda made her into a
Christian martyr, an example of virtue and virginity, a patron of a mournful
nation. She was Antigone and a pagan queen, the founder of a Slavonic
community, maintaining racial purity. And yet, in spite of nationalistic
commandments and templates, she appears in our culture to be a devotee of
idols, a mysterious lunar priestess of Artemis and Bendis, a river goddess, a
drowned woman, and also an Amazon (Rudas-Grodzka 2016).

In August 2017 we witnessed the grand return of the Warsaw Siren, its
symbolic meanings harnessed by women protesting against attempts by
Poland’s right-wing government to further limit already radically restrictive
abortion laws. The mermaid from the Warsaw’s coat of arms became the
emblem of female resistance and the fight for reproductive rights. One night,



