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Abstract

The subject of this thesis is the complex spatial organisation of Olga
Slavnikova's postmodern novel"2017". The research reveals that the world
constructed in the novel has a distinct bipolar structure, represented by the
Riphean mountains and the city of Yekaterinburg with the inner spaces within
them. The spaces are opposed as "external/internal", "real/magic",
"peripheral/center" with the train station as the boundary between them. The city
is shaped in a form of the labyrinth with the transitional zones inside, which the
characters go through in order to reach the sacred center-the corundum mine.
The characters' movement through the labyrinth and the role of the Maiden
Stone, the helper and the mediator between the real and magic worlds, are also
analyzed here. The spatial complexity of Slavnikova's world in"2017"is rooted in
the Ural "mining mythology" as presented in Bazhov's tales, under the influence

of which the author developed her own city mythology in the novel.
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Introduction

The subject of this thesis is the structure, meaning and function of space in
Olga Slavnikova's novel "2017". Olga Slavnikova is a contemporary Russian
writer from Sverdlovsk (modern day Yekaterinburg) in the Urals. She is a
professional journalist (obtaining her degree from Ural University in 1981), a
fiction editor and a literary critic. Slavnikova is the author of seven novels and the
winner of major Russian literary awards. Among critics, she is widely known for
her original writing style, the complexity of the language and the peculiarity of
spatial organization of her novels. She is considered to be a controversial writer
and a challenging read due to her tendency to synthesize different genres and to
overload works with analogies and complex comparisons. Readers admire
Slavnikova for her ingenious mind and eloquence, for her ability to create unusual
dynamic plots and for her attempts to fight a well-established political system in

Russia.

Olga Slavnikova was recognized as one of the top contemporary literary
figures in the country when her first novel, "Dragonfly the Size of a Dog"
("Crtpeko3a, yBenuueHHas 10 pasmMepoB cobaku') was short-listed for the most
prestigious Russian Booker Prize Award in 1997. Later, she received the Pavel
Bazhov prize in 1999 for her second novel "Alone in the Mirror"("Oaun B
sepkaiie”). Her third novel "Immortal”("Bbeccmepthsriii) won Slavnikova the
Critics' Academy prize, the Gorky Prize, the Belkin and the National Bestseller
prizes in 2002. In 2006 Slavnikova received the country's most prestigious literary

award, the Russian Booker Prize, for her most recent novel "2017", which was



first published in 2005 and translated in English only in 2010. This novel,
therefore, is still not very familiar to North-American readers and it has not been

fully studied from an academic perspective.

"2017" is a strange, genre-defying novel. Itis "a beguiling mix of
romance, thriller, adventure, mystery and satire, enriched with the folklore of the
Urals, the drama of mountaineering expeditions and the gruesome practices of the
gemstone industry” ("Olga Slavnikova™). The novel begins with the description of
the train station where a gifted gem cutter Krylov hurries to see off his mentor
and gem trader Professor Anfilogov, who is going on an expedition to the
Riphean Mountains. At the train station Krylov meets a woman named Tanya
who, unbeknownst to him, is Anfilogov's wife. Not knowing each other's real
names, nor phone numbers, nor addresses, they start their torrid affair in various
parts of the city: old motels, abandoned houses, cellars or parks, which they
randomly chose on a map. Krylov, magnetized by Tanya as if by the Stone
Maiden of a local legend—"a being who shows some men the location of buried
gems and lures others to destruction™ (Sutcliffe 1), eventually finds himself
standing idle and splashing the money that Anfilogov's left for him to buy gem
cutting equipment. Meanwhile, Krylov's ex-wife Tamara, a wealthy and powerful
funeral director who still plans to restore their relationship, hires a spy to follow
the new lovers. At the culmination of the novel, while Anfilogov digs for
gemstones in a poisoned landscape and dies as a result, Tamara faces a
tremendous professional breakdown after an environmental scandal breaks out

and reveals the origin of her finances. Tanya receives a huge inheritance from



Anfilogov and disappears from Krylov's life. He, meanwhile, is involved in an
accidental death of the spy, and plans to go on his own expedition to the Riphean
Mountains. The novel ends with a civil war that begins on the 100" anniversary of

the Bolshevik revolution (1917).

The events related in the story take place over the course of about 6
months, starting at the train station on the day of Professor Anfilogov's departure
for an expedition to the Riphean mountains (June, 7, 2017) and finishing on the
day of Krylov's departure from the same train station for the same expedition, one
month after the October Revolution Anniversary, celebrated on the 7th of

November.

Evidently, "2017" is a complex novel not only in terms of its genre
affiliation, narrative and composition, but also in terms of the numerous problems
it touches upon: ideological, political, social, philosophical, linguistic, and more.
Among these questions, only the question of the ephemerality of Slavnikova’s
urban landscape has been studied by Dr. Benjamin Sutcliffe in his recent work
"Writing the Urals: Permanence and Ephemerality”. This work is dedicated to the
analysis of permanent and ephemeral qualities of the City of Yekaterinburg,
where the events of the novel take place. The permanence in the novel, to the
scholar's mind, is associated with truth, while "the temporary connotes a virtual
reality that masks falseness"” (Sutcliffe 2). According to Dr. Sutcliffe, Krylov,
even as a small boy, was "guided by the desire for truth” that he was pursuing first
of all in the transparency of gemstones, “the quality that promises truth and

permanence”(3), secondly, of Professor Anfilogov (also a hitnik/gem-cutter), "who



embodies transparency" for Krylov (Slavnikova 95), and finally in the
transparency of Tanya, the Maiden Stone, "also known as the Mistress of the

Mountain"(32).

In my research | will focus on analyzing the complex spatial organization
of the novel with an emphasis on inner spaces as presented in the novel. This
aspect of Slavnikova's work has never been studied before and gives me an
opportunity to analyze symbolism of the city, apartments, graves and mines as the

representations of inner space in the novel.

This study has a theoretical section and an analytical section. In the first
chapter, the theoretical part of the research, | consider the existing theories of
literary spaces developed by such well-known scholars as M. Bakhtin, D.
Likhachev, V. Propp and the two most prominent Russian scholars from the
Moscow-Tartu school of semiotics: Yuri Lotman and Vladimir Toporov. In my
research | rely not only on their theories but also on their analyses of literary texts;
for example, Toporov's discussion of Dostoevsky's "Crime and Punishment"
['TIpectynnenue u Hakazanue"], Lotman's work "The home in Bulgakov's Master
and Margarita” ["lom B Macmepe u Mapeapume"] and his "Artistic space in
Gogol's prose” (1988) ["XymnoxecTBeHHOE POCTPAHCTBO B mpo3e ['oromsa™]. In
my research | also refer to VIadimir Propp's studies of archaic narrative elements
in fairy-tales, in particular the hero's journey, as represented in his book "The
Historical Roots of a Fairy-tale™ (1986), ["VcTopuueckre KOpHH BOIIIEOHOM
ckazku"]. This helps me to examine the chronotope of the road in the novel. In my

analysis of the structure and function of spaces in "2017", 1 also rely on Brian



McHale's book "Constructing Postmodernism™ (1992), with a special focus on the
chapter "Postmodernism in The Name of the Rose", and Katherine Hansen Love's
book "The Evolution of space in Russian Literature™(1994). In these books, both
authors present their own analyses of temporal-spatial constructions of the novels
"The Name of the Rose™ by Umberto Eco, "Oblomov" by lvan Goncharov,

"Mcyri" by Mikhail Lermontov, "Nevskij Prospekt™ by Gogol, and others.

In the second chapter | analyze the spatial organisation of the novel "2017"
and present my own interpretation of the role and meaning of space in
Slavnikova's novel. | give an overview of the spatial structure of the whole novel
as reflected in the first two sentences and | examine the Ural "mining mythology/
folklore" as presented in Bazhov's tales, in order to explain the peculiarities of the
region chosen by the author and the origin of its spatial complexity. In the third
chapter I provide a closer analysis of inner spaces as presented in the novel. In
particular, | examine Slavnikova’s depiction of the city as a labyrinth, and the
chronotopes of the city, apartment, mine and grave as sacred places, the role of
gems as their sacred objects, and the function of the Stone Maiden as the mediator
between the two worlds: the Riphean Mountains and the city. In the fourth chapter
| analyze the chronotope of the road and its role in the novel’s spatial
organisation. | also examine the chronotope of the path as a trajectory of
characters' movement, in particular, Krylov's movement through the labyrinths of
the city and the Riphean mountains, using Propp's model of the hero's journey in
fairy-tales. I finish this chapter with a short analysis of the transitional zones of

the city of Yekaterinburg, through which transparency and emptiness as features


http://german.about.com/library/media/Audio/oe.wav

of magical/sacred spaces may move into the city and effect the Riphean citizens. |
conclude that the roots of Slavnikova’s city mythology lies in the city’s own
history, and | explain it with reference to the author's own theoretical works about

her hometown Yekaterinburg.

In the conclusion I briefly present an article about the city and the Riphean
mountains, written by Slavnikova after the novel had been published, and 1
compare her "epilogue” (that resembles Umberto Eco's postscript of “The Name
of the Rose", where he explained the structure of the novel and even gave a

scheme from which he built its space) with the results of my own research.

Conducting the research of the spatial organisation of the novel "2017", |
have relied on its original online version in Russian. However, in the present text,
for convience in reading and understanding, | quote from the book "2017" in
English, translated by Marian Schwartz and published in New York by Overlook
in 2010. In those cases, where the translation is not accurate or ommited, | provide
examples both in English and in Russian. All the italics in quotations from

"2017", otherwise specified, are mine.



Chapter 1: The key concepts of space and time in the novel.

Without reservation, Olga Slavnikova’s novel "2017" can be qualified as a
postmodern novel. To consider postmodernism, | rely on the definition, given by
Brian McHale in his book "Constructing Postmodernism”. He points to the
multiplicity of definitions, but stops on one that perfectly describes the poetics of
Slavnikova's novel. McHale first gives the definition of modernist fiction, and

then, for contrast, the definition of postmodernist fiction.

"Modernist fiction is fiction organized in terms of an epistemological
dominant, fiction whose formal strategies implicitly raise issues of
accessibility, reliability or unreliability, transmission, circulation, and etc.,
of knowledge about the world. Postmodernist fiction, on the other hand, is
fiction organized in terms of an ontological dominant, fiction whose
formal strategies implicitly raise issues of the mode of being of fictional
worlds and their inhabitants, and/or reflect on the plurality and diversity of

worlds, whether "real”, possible, fictional" (McHale 416-17).

This definition ideally describes Slavnikova's approach to the construction of her
novel, where she uses the strategies of both modernist (fragmentation,
juxtoposition, allusions, symbolic landscapes, etc.) and postmodernist (temporal
distortion, hyperreality, pastische, etc.) fiction with the emphasis on the
ontological dominant (mode of being of fictional diverse worlds). The way
Slavnikova constructs her novel and projects the world in it can be compared to

"The Name of the Rose™ by Umberto Eco, a famous Italian writer and theorist (for



Slavnikova's generation it was a cult novel). It is evident not only from the
similarity of the spatial poetics of the two novels, but also from the fact that
Slavnikova wrote, as had Umberto Eco, a kind of postscript to her novel where
she specifically pointed at the key features of those landscapes, urban and natural,
that she portrayed in the novel. Therefore, speaking about postmodernism, we
should, first of all, refer to the chapter in Brian McHale's book dedicated to

Umberto Eco.

In "The postmodernism of the Name of the Rose", McHale claims that
Eco's novel reveals two major issues: the “thematics of postmodernist space” and
"the theme of apocalypse". Both of them are important for my further analysis of
the novel "2017". In McHale's words, in his novel Eco constructs a doubling
"upside-down" model of the world (*the world-within-the world"), which is "full
of paradoxical and labyrinthine spaces": both interior (library) and urban (McHale

157).

"The order of the universe, which the ancients called 'cosmos’; [...] its
structure is a scale-model of the known world, its floor-plan reproducing the
map of the world; [...] it is a great labyrinth, sign of the labyrinth of the
world [...]. This doubling of the world of "The Name of the Rose" by the
world — within - the world which is the library opens up an abyss of

potentially infinite regress™ (157).

In this context the library represents a postmodernist space, which functions as "a

cognitive map en abyme [‘mirroring’] of the postmodernist world, [which



pictures] its imminent end" (McHale 59). The end or apocalypse, McHale
continues, in Eco's novel gets a different scenario of "large scale or a global
disaster, natural or man-made" (160). It is displaced into the fantastic mode of the
burning library, which becomes a "symbol of the loss" of the postmodern world
(162). In "2017", Slavnikova also constructs a complex of labyrinthine spaces and
introduces the theme of ecological disaster in the Riphean mountains and the
terrorist political revolution in the city, which causes numerous deaths, economic

crisis and a violent power shift.

Besides the spatial composition of the postmodernist novel and the theme
of destruction, McHale's analysis of Eco’s novel reveals some other important
elements of the postmodern novel, such as magical realism, temporal distortion
and hyperreality, which are also essential for "2017"(for instance, magical realism
in Slavnikova's novel is realized through dreams, which become the characters'
reality and eventually change their destiny and lives). For example, in his novel,
Eco mingles "the novel's fictional world and a real-world historical fact" and
combines historical personages with "fictional characters from other fictional
worlds"(McHale 152-153). In "2017" Slavnikova also incorporates the historical
"fact” of the Great October Revolution in the fictional world of her novel, and she
populates it with both mythical characters (the Stone Maiden) and real historical
people (for instance, president VVladimir Putin). Thus, it is evident that "2017" is
constructed on the same premises, and possibly under direct influence of "The

Name of the Rose". From McHale's analysis we also understand that post-



modernist writers, Slavnikova certainly being one, construct the novels and the

worlds within them using special postmodernist techniques.

The space constructed by Olga Slavnikova in her postmodernist novel
"2017", according to my hypothesis, are based on the concepts of time and space
formulated by Vladimir Propp, Mikhail M. Baktin, Dmitry S. Likhachev,
Vladimir N. Toporov, and Yuri M. Lotman. Slavnikova actively uses their
theories as tools in the creation of spatial composition in her novel. Pavel
Gurevich, a Russian philosopher and philologist, in his book "Categories of
Medieval Culture”(1984) ["Karteropuu cpenHeBekoBoii KyapTypsl”], partially
explains why modern writers like Slavnikova may rely on works of their

contemporary theorists:

"YenoBeK HE POKIACTCS C YY8CMBOM 8peMeHU, ETO IPOCTPAHCTBEHHBIE U
BPEMEHHBIE TTOHATHS BCETa ONPEAEIICHBI TOW KYJIbTYPOH, K KOTOPOUl OH

npunamgnexut” ([ypesuu 44).

Also, Yuri Lotman, in his work "Artistic space in Gogol's prose™ (1988)

["XynoxxecTBeHHOE MpocTpaHCTBO B mpo3e [orous'], states:

" XynoxecTBEeHHOE POCTPAHCTBO MPEJCTABIAET cO00M MOJIENIb MUpa
JAHHOTO aBTOPA, BEIPAXKEHHYIO HA SI3bIKE €r0 MPOCTPAHCTBEHHBIX
npencraBiaeHuid. [Ipu 3ToM, Kak 4acTo OBIBAET, [...], A3BIK 3TOT, B3ATHINA caM
o cebe, 3HAUNTENIFHO MEHEe HANBUYaJIeH U B OOJIbIIIEH CTENIEHH
MPUHAIIICKUT BPEMEHH, ATI0XE, OOIIECTBEHHBIM U XY/10’KECTBEHHBIM

rpyimimam, 9€M TO, Ymo XyJOKHUK Ha 3TOM A3LIKC TOBOPHUT, - HEM €TI0

10



WHAMBUYyalbHAs MoAens Mupa. CaMo co0o0if pa3ymeeTcs, 4To «I3bIK
MPOCTPAHCTBEHHBIX OTHOIIECHUI» €CTh HeKasi a0CTpaKTHAst MOJIENb, KOTOpast
BKJIIOYAET B ce0s B KAUECTBE MOJICUCTEM KaK IPOCTPAHCTBEHHBIE SI3BIKH
Pa3HbIX XKaHPOB U BUJIOB UCKYCCTBA, TaK U MOJIEJIN [IPOCTPAHCTBA Pa3HOU
CTETNeHH a0CTPaKTHOCTH, CO3/IaBaeMbIe CO3HAHUEM Pa3INYHBIX 310X "

(JTorman ).

An important role in the introduction of categories of space and time into
literary studies belongs to Mikhail Bakhtin. He first presented the concept of
literary chronotopes in his article "Forms of Time and of the Chronotope in the
Novel: Notes toward a Historical Poetics"(1990). According to the theorist, "[a
chronotope] is the intrinsic connectedness of temporal and spatial relationships
that are artistically expressed in literature™ (Bakhtin 84). In the same work,
Bakhtin explains the chronotope as a combination of time and space in the

following statement:

"In the literary artistic chronotope, spatial and temporal indicators are
fused into one carefully thought-out, concrete whole. Time, as it were,
thickens, takes on flesh, becomes artistically visible; likewise, space
becomes charged and responsive to the movements of time, plot and
history. The intersection of axes and fusion of indicators characterize the

artistic chronotope” (Bakhtin 85).

As Bakhtin acknowledges, the origin for this concept of time and space comes

from Emmanuel Kant, who defined space and time "as indispensable forms [...] in

11



the cognitive process” and used these categories "as forms of the most immediate
reality” (Bakhtin 85). "We shall attempt to show the role these forms play in the
process of concrete artistic cognition (artistic visualization) under conditions

obtaining in the genre of the novel” (85).

Thereby, according to Bakhtin, chronotopes play an important role in the
construction of narratives and the expression of an author's reality. Chronotopes
are organizing categories, that have "narrative, plot-generating significance", and
that also have "representational and semantic significance™ (251). According to
Nele Bemong, among the generic types of chronotopes, Bakhtin highlights the
"adventurous”, "adventurous-domestic”, "idyllic", "mysterious", "carnival" and
"folk" types. Furthermore, the scientist distinguishes chronotopes of situations or
so called "motivic chronotopes™: the chronotope of meeting, the chronotope of the

road, the castle, the salon/hotel, the provincial town, the threshold and the square

(Bemong 6).

In her article "The theoretical aspects of the analysis of spatial
orientations of fiction"(2007) ["TeopeTrueckne acrekThl aHATN3a
MPOCTPAaHCTBEHHBIX OPHEHTAINI XyI0KeCTBEHHO# nuTepaTypsi’], Elena
Gudkova clarified each of above-mentioned chronotopes. In her words, the
chronotope of meeting, as classified by Bahktin, is characterized by the
predominance of time and a high degree of an emotional-valuable intensity
["BBICOKO¥ CTEMEHBIO SMOIMOHATBHO-IIEHHOCTHOW HHTeHCUBHOCTH''|; the
chronotope of hotel ["roctunnmna-canon”] is the place where meetings take place,

intrigues are created, dialogues happen, features, ideas and passions of characters

12



open up ["HPOI/ICXOI[HT BCTPECYH, CO3JAOTC HHTPHUTH, IIPOUCXOIIT NHUAJIOTH,
PacKpbIBAIOTCS XapaKTephl, Hjeu u cTpacTu repoes’]; the cronotope of provincial
town is the place of cyclical domestic time. Here there are no events, but only
repetitive "residences". The signs of this time are firmly fused with the domestic

localities: with little houses and rooms of the city, with sleepy streets and dust.

"[IpoBUHIIMATIBHBIN TOPOJIOK - TO MECTO ITUKIMYECKOTO OBITOBOTO
BpEMEHH. 3/1€Ch HET COOBITHI, a €CTh TOJIBKO MOBTOPSIOIIHECs "ObBaHUS".
[IpuMeThI 3TOro BpeMeHH KPETKO CPOCTUCH C OBITOBBIMH JIOKAJTLHOCTSIMU: C
JOMHKaMH ¥ KOMHATaMH ropojia, COHHbIMH yiuIiaMu ¥ mbsiibio" (I'yakoBa

4-7).

Different scholars have classified Bakhtin's chronotopes according to different
levels of abstraction: "major" and "minor™ chronotopes, "chronotopic motifs" and
"chronotopes of whole genres” (Morson and Emerson 374), "motivic" and
"generic" chronotopes (Keunen 200), "basic™ and "adjacent" chronotopes (Vlasov
44), "micro-", "incidental”, "local" and "major" chronotopes (Ladin 212 36). For
my research it is important to address "major" and "minor" chronotopes because
this distinction defines the spatial structure of the novel "2017". Major
chronotopes include the chronotope of the meeting, the road, the castle, the
salon/hotel, the provincial town, the threshold and the square while the minor
chronotopes can be expressed in a text as a clock, a river or even shadows
(Bakhtin 224). Furthermore, these chronotopes may be included in each other.
"But each such chronotope can include within it an unlimited number of minor

chronotopes; in fact [...] any motif may have a specific chronotope of its own"

13



(Bemong 6). All types of chronotopes function as "congealed event[s]",
‘condensed reminder[s] of the kind of time and space that typically functions

there” (Morson and Emerson 374).

Bakhtin's ideas were further developed in the works of another well-
known Soviet literary critic - Dmitry S. Lihachov, who in his book "Poetics of
Old Russian Literature™ (1971) ["Tloatuka apeBHEpYCCKO# auTeparypsr’], noted
that the time of a literary work does not always coincide with the real and
grammatical time, but is affected by it. "XymnosxecTBeHHOE BpeMs - SIBJICHUE
caMoit XyI[O)KGCTBCHHOfI TKaHHW JIMTCPATYPHOI'O IPOU3BCACHH A, ITIOAYNHAIOIICC
CBOUM 3ajiladyaM U IrpaMMaTH4YCCKOC BPEMA U (1)I/IJ'IOCO(1)CK06 €ro IIOHUMaHHue
nucareneM” (JIuxaués 234). Likhachev emphasizes that time in fiction is
perceived due to the connection of events described in it rather than due to its
calendar or chronological order (237). Speaking about literary space, the scholar
identifies its different types and their characteristics. The first type is a
geographical space that is presented in a form of a specific location: urban,
suburban, or natural. It can be directed/undirected, open/closed, and close/distant.
The second type of space is psychological, which is characterized as closed - it
represents the inner world of a character. It may be static or dynamic, depending
on the changes happening within a character. The third type of literary space is
fantastic or magical space, which differs from the first two by its huge size, the
presence of many magic creatures and events happening within it, which explains
its dynamism. Another type of space is cosmic, it is vertically oriented, distant

from a person, full of cosmic objects (sun, moon, stars). The last type of space is

14



social. It is typically inhabited by people; it is a familiar- 'safe’ place with a social-
public feature. All these types of literary space interact and complement each

other (365).

Vladimir N. Toporov in his article "Space and Text" (1983)
["TIpoctpancTBo u Tekcr"], writes about the interrelation of time and space as a
unified temporal and spatial continuum in the archaic model of the world. He also
first introduces the concept of a "mythopoetic chronotope” or a "mythopoetic
space™, which is very important for Slavnikova, because she actively uses folklore

components (the Ural myths) in her novel.

"[Ipex e Bcero B apXxanuHOW MOJEIIA MUPaA TPOCTPAHCTBO HE
MIPOTHBOIIOCTABICHO BPEMEHHU KaK BHEIIHsS (hopMa CO3epLaHHs
BHYyTpeHHEH. [...] [IpocTpaHCTBO U BpeMsi, CTPOrO TOBOPSI, HE OTACIUMBI
JpYyT OT Apyra, OHU 00pa3yloT €AMHbIN MPOCTPAHCTBEHHO-BPEMEHHON

koutuHyyM" (Tonopos, Ilpocmpancmeo u mexcm 231).

Toporov explains the continuity of space and time as the peculiarities of the

primitive or archaic consciousness.

"Hepa3pbIBHOCTB MPOCTPAHCTBA U BPEMEHH B 3TOI MOJIENTN MUpa
MPOSIBIISIETCS] HE TOJIBKO B «CHENHAIN30BaHHBIX» 0003HAYECHUSIX BPEMEHU
(cp. pycck. 6pemsa U T. . - U3 U.-eBp. *Uert-men-, oT 'BepTeTh,

Bpamiate', [...]; wim nar. tempus '‘Bpems' npu templum 'ocesitennoe mecto,
CBATWIIMIIE, XpaM'; 'TPOCTPAHCTBO, 00JIACT') M YACTHIX CITydasx

COBIIaACHUS B 0003HaYECHHH OOJIBIIHMX CAUHUIL TIPOCTPAaHCTBA 1 BPEMCHHA

15



(B psize SI3BIKOB 3HAUYEHHUs '3eMJIs', 'MUp', TIPOCTPAHCTBO', C OJHOU
CTOpPOHBI, U 'TOJ', C APYTOM, IEPEIAIOTCS OJTHOKOPEHHBIMH CIIOBAMH, CP.
nart. orbis 'okpyxHoCTb, Kpyr'; '3emiast, mup' (Orbis terrarum);
'cTpana,001acTh'; 'HeOECHBIH cBO/, HEOO', HO U 'KPYrOBOPOT BPEMEHH,
rox' (orbis annuus, orbis temporum), Ho 1 B TOM, YTO JJIs1 IEPBOOBITHOTO

HJIM apXan4dHOIr'0 CO3HaHUA BCAKas MMOINBITKA OMPCACICHUSA 3HAYNMOCTHU

MIPOCTPAHCTBA BHE COOTHECEHUSI €r0 C JaHHBIM OTPE3KOM (MJIM TOUKOM )

BPCMCHHU WJIN, [] IMPUHLOUITIHAJIIBHO HEIIOJIHA U TEM CaMbIM JIMIIICHA

cTaTyca UCTUHHOCTH (T. €. BBICHIEH pealbHOCTH, TaK CKa3aTh, CyTHU OBITHS)

(232-33).

In his other work "About structure of Dostoevsky's Novel in Connection with the
Archaic Patterns of Mythological Thinking"(1973) ["O ctpykType pomana
JIOCTOEBCKOTO B CBSI3H C apXauuHBIMH CXeMaMU MH(OIIOTHUECKOTr0 MbIIUICHHS ],
Toporov claims that space and time are not just a setting of the action, but rather
they are its active participants, which influence or even manipulate the action
itself (Toopos, O cmpyxkmype pomana 238).

To Toporov, space can be absolute or sacred (internal space) and non-
sacred (external space), both of which are determined by the presence of things or
objects which fill it in. Apart from these two types, Toporov separates space from
non-space or, in other words, chaos (absence of space, lack of things-objects). In
this regard, time and space, according to Toporov, are characterised by objects.
The space frees up place for sacred objects, revealing through them its highest

essence, giving this essence life, existence and meaning (Tonopos,
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Ipocmpancmeso u mexem 235). Thus, things not only determine the space by

specifying its boundaries, that separate the space from non-space, but also

organize its structure, giving it meaning and value (semantic habitation of space).
"I[IpocTpaHCTBO BEICBOOOKIAET MECTO ISl CAKPATbHBIX O0BEKTOB,
OTKpBIBasi 4epe3 HUX CBOIO BBHICIIYIO CYTh, 1aBast 9TOW CYTH XKHU3Hb, OBITHE,
CMBICJI; IIPU 3TOM OTKPBIBACTCA BO3SMOXKXHOCTE CTAHOBJICHUA U
OpraHn4eCcKoro 00KUBaHHS IMpOCTPAaHCTBA KOCMOCOM BCH_[ef/'I B UX
B3aUMONPUHAIAICIKHOCTH. Tem camMbIM BCIIH HC TOJIBKO KOHCTUTYUPYIOT
IMPOCTPAHCTBO, UCPE3 3aJaHUC CT'0 I'PaHUILl, OTACIIAIOMHNX TPOCTPAHCTBO OT
HEINPOCTPAHCTBA, HO U OPraHU3yIOT €ro CTPYKTYPHO, IpUaaBast EMy

3HAYMMOCTDb U 3HA4YE€HHE (CEMaHTUUYECKOe 00KMBaHUE TIPOCTPAHCTBA)"

(238-39).

As Toporov stated, between sacred space and non-sacred space there is peripheral
space, which may be realized through a train station or a cemetery in the city.
Everything beyond non-sacred space becomes chaos. Toporov defines ‘chaos' as
the absence of space, which is determined by things completing it.
"HpOCTpaHCTBO HC IpCAIIECTBYCT BCIIAM, €TI0 3allOJIHAOIINM, a HaO60p0T,
KOHCTaTUpyeTCcs UMH. BHe Bemen 0HO He cyliecTByeT. He-npocTtpancTBo
(oTCcyTCTBHE TPOCTPAHCTBA) €CTh Xa0¢, TO ecTh myctoTa" (235). Toporov also
talks about the qualities of space. First of all, it is matrix due to its ability to
contain or fill in itself with objects. Secondly, it is separation from something that
it is not space (chaos). "Ecau Bomto HIIyT BOBHE, TO CBOOOIY OOpPETAIOT BHYTPH

CC6H, qepe3 CCPUIO IMOCICAOBATCIBHLIX OT paHH‘leHHI’I, MMOBTOPHBIX BO3Bp3.IJ.I€HHfI
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k ceoemy A" (238). The third quality of space is its freedom, openness and
spatiality. Toporov shares Likhachev's opinion and also believes that temporal -
spatial continuum is also realized through movement. But he specifies the
direction of this movement: horizontal or vertical, to the sacred centre or to the
periphery, connecting it to the sacred centre. In a story, movement is portrayed as
a road (destiny) or journey, which characters have to take in order to reach their
final destination, the sacred center. As it is described by Toporov, in the
mythopoetic world-view the road connects the beginning and the end, neutralizing
the oppositions "here-there"”, "own-alien", "internal -external”, "near-distant”,

"visible-invisible", "real-false" and others.

Both Toporov and Yuri Lotman believe that the artistic space is three-
dimensional. In his book "Universe of the Mind: A Semiotic theory of Culture”
(1990), Lotman clarifies: "Human consciousness forms its model of the world
from such constants as the rotation of the earth (the movements of the sun across
the horizon), [... ] the physical constants of the human body, which posit certain
relationships with the outside world" (Lotman 132). Hence, as the semioticians
claim, literary space is constructed in a three-dimensional projection, composed of
vertical and horizontal axes and divided into top and bottom, front and back, left
and right. Moreover, horizontally it is organized by the principle of increasing
sacredness: for example, city-square- temple. This horizontal division of space
matches the division of major chronotopes into minor chronotopes. Vertically, the
spatial axis is seen as the top (the dwelling of God, paradise), middle (people's

world) and bottom (the dwelling of demons, Hell).

18



"Bo MHOTHUX CiIy4asx MMEHHO BEpTUKaJIbHAsl OCh IPOCTPaHCTBA HanboJee
YEeTKO BBICBEUHMBACT HEPAPXHUECKYIO CTPYKTYPY OOBEKTOB - OKOHHHKH,
IYIIA TIPEKOB, IEMOHBI, 31IbIe 00XecTBa (BKJIIOYasi CaMOTO MOBETUTENS
HI)KHETO MHpa), XTOHWYECKHE KUBOTHBIE - BHU3Y; JIFOAH, )KUBOTHBIC -
MOCEpEINHE; MITUIIBI, AHTEJIbI, BHICIINE OO0XKECTBA (BKIIOYAs TJIABHOTO
Oora), Mmuosoru3upoBaHHbIe cBeTHIIa - BBepXY. (Tomopos,

Ipocmpancmeo u mexem 257)

Moreover, the top of this vertical axis has always been associated with Truth
while the bottom with Falsehood. In other words, top is the location of Heaven,
and the bottom is the center of Hell. This opposition of top and bottom, according
to Lihachov's classification, sets another opposition of geographical space

(urban/suburban) and of imaginary space (unreal/real).

Yuri Lotman illustrates the meaning of the spatial axis 'top/down’ using as
an example Dante's "Divine Comedy". He says that this axis symbolizes the
direction of the movement, or so called tempo-spatial fusion. The 'bottom' of this
axis is "identified with the centre of gravity of the globe, and the 'top’ with any
radius directed away from the centre™ (Lotman 177). "This axis penetrates Earth,
its lower end being turned to Jerusalem, it passes through Hell, the centre of the
Earth, Purgatory and ends in the shining centre of the Empyrean. This is the axis
down which Lucifer was cast from Heaven" (178). So, Dante's top and bottom are
opposed to each other in such a way that people located at different poles of the
globe "face each other with the soles of their feet” (178). It is also important to

note, that while Dante is moving along the vertical axis to the centre as a
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representative of the deified, like angels and birds, Ulysses is travelling along the
horizontal axis as the representative of all mortals, like other humans and animals,
to the same center according to the existing hierarchy. The sacred center is located
at the top while the bottom (abode of demons, dead and the Devil, the father of

lies) coincides with the centre of horizontal flatness.

The opposition of top (Truth) and bottom (Falsehood) in the spatial model
is also realized "in the opposition of the straight line directed upwards and the
circular movement on a horizontal plane” (Lotman, Universe of the Mind: a
Semiotic Theory of Culture 181). Circular movements, in the theorist's opinion,
has always been a feature of sorcery and magic, and connected with the Devil
from the medieval Christian point of view. That is why the hell is traditionally
believed to be constructed in a form of a circle as "the image of perfection; a
circle set at the top of the perfection of good, but the circle at the bottom is the
ultimate evil. So the architecture of hell is ultimate evil" (181). This belief has
been influenced by Pythagorean ideas about the perfection of the circle, in the

form of which Hell is constructed.

"The circle is the image of perfection; a circle set at the top is the
perfection of good, but the circle at the bottom is the ultimate evil. The
Pythagorean system of binary oppositions had its influence on Dante, and
in particular the opposition of the straight line taken as equivalent to good,

to the curve which is the equivalent of evil" (181).
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He also adds that "the movement of the sinners in Hell is round closed curves,
while that of Dante is along an ascending spiral which eventually becomes a
straight vertical (182). This concept had its influence on Dante as well. In "Divine
Comedy", according to Lotman, "Dante's journey is judged on that scale, either a
step up or down, Ulysses is along horizontal axis and on a map (182), and both of

them are "heroes of the road"” (183).

Lotman observes the same 'straight/circular’ binary pattern in Gogol's
"Dead Souls" ["Méptabie aymu']: "JKumuie cTapoCBETCKUX MOMEIIHUKOB -
0COOBIN MHD € KOJIbIIEOOpa3HOM Tororpadueid, mpuyeM Kaxa0€ U3 KoJell - 3TO
0COOBIH TOSIC TPAHUIIBI, KOTOpask 4YeM OJIMKE K IEHTPY, TeM HeIOCTYIHee s

" 1
BHemHero mupa” (Jlorman, Xydoowcecmeennoe npocmpancmeo 6 npoze I'oconst).

According to Toporov, a character travelling on this road faces a lot of
obstacles that make the journey hard. "TpyaHocTs myTH- TOCTOSIHHOE U
HEOTBEMIIEMOC CBOfICTBO, JABUTAaThCH IO ITYyTHU, IPCOAO0JICBATDE €T0 YK €CTh IIOJIBUT,
MOJIBIDKHMYECTBO CO CTOPOHBI UYIIETO MOABMKHUKA, myTHHKA." (Tornopos,
Ipocmpancmso u mexem 259). The direction of a character's movement is
determined by his human or divine nature. "TIpocToii cMepTHBII MOXET peabHO

BCTYNUTh HAa TOPU3OHTAJIBHBIN IYTh U MPU 0COOBIX YCHIIMSIX MIPOJENIAaTh €ro, HO

L *Evil' circular space appears also in Bulgakov's "Master and Margarita”, one of the most
influential novel of the soviet period: "The notorious Griboedov House, for example, is located on
a ringed boulevard, in the depths of a run-down garden, circled by a wrought-iron fence.
Moreover, two of the novel's most significant spots, the Variety Theater and Apartment Building
No 302, are located on the 'ring road' - The Sadovoe Koltso. Since the ring road is near the centre
of the city, and the city itself is partially ringed by the Moscow river, we get the same impression
of infinitely expanding circles" (Weeks, "The Master and Margarita, Acritical Companion™ 153).
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BEPTUKAJILHBIN IyTh MOKET OBITh MPOJIENIaH JUIb (PUTYpaTbHO - €ro AyIoi"

(261).

Vladimir Propp, in his book "The Russian Folktales" ["Pycckue cka3ku™],
states that all fairy tales have a common feature: they are based on rites of passage
and presented as a 'path' on which a hero has to pass and overcome a number of

obstacles. Propp explains,

"The action begins when some kind of misfortune occurs. Misfortune
steals up quite unnoticeably. Everything begins when one of the characters
[...] leaves home for a time. Thus a prince goes on a long journey and
leaves his pregnant wife alone. A merchant departs "for foreign lands" to
trade, a prince goes to a war, a peasant goes away to work in the forest,
and so on. We call this function temporary absent. It means that the old
and the young, the strong and the defenceless, are separated” (Propp, The

Russian Folktales 153).

It is important to mention for my further analysis that the absence is accompanied
by a prohibition. Violation of this prohibition leads to a misfortune. As the
theorist claims, there are special characters who provoke this violation: for
example, dragons or Baba-Yaga. But a hero may have an invisible helper who
comes into his life right after a hero leaves a house and takes the road. "With their
help, a hero receives a magical object, and he is also subjected to a test” (Propp,
The Russian Folktales 159). The initiation ritual ends with solving a final difficult

task, whose fulfillment leads to recognition "by a star, a scar, a handkerchief, and
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so on" (172). At the end of the road ("mytu"), the character either dies or
regenerates. A fairy-tale, in Propp's opinion, is a magic world used as a form of
free conversation on sacred themes: life and death, its beginning and end, life after

death, and so on.

The key component of space for Lotman is also a road (Lotman, Universe
of the Mind: a Semiotic Theory of Culture 255). Movement on this road
determines the character's type: stationary or moving, or, in his words, "heroes of
fixed, closed or point" space as opposed to "heroes of open space or linear
space™(256). Lotman understands closed space to be houses, rooms, chambers,
and a city which all have clear borders. Edna Andrews in her book "Conversations
With Lotman: Cultural Semiotics in Language, Literature and Cognition™(2003),
speaks about the concept of the border as an essential distinctive feature of space.
According to her, Lotman notes that it divides the space of the text into two
mutually disjointed subspaces. The main feature of the boundary is its
impermeability (senponumaemocts), as the internal structure of each of the spaces
should be different. The way the text is divided by borders is its distinct
characteristic. For example, in a fairy tale, the space is divided into "home" and
"forest". The boundary between them may be a river or a forest edge. The
characters of ‘forest' cannot get into 'house' because they are assigned to this
particular area. Therefore, climactic events always occur in the border area: very
often at the bridge where the battle with a dragon takes place (Andrews 204).
Moreover, the closed/inner space has such features as ‘warm’, 'secure’, ‘ours’, and

opened/outer space is 'alien’, 'hostile’, ‘cold'. It is important to say that both inner
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and outer spaces, created by the author, represent his or her own worldview,
which is expressed in the language of his or her ideas of space. The dividing line
between these two opposite spaces may be a door, a window, or a threshold. As
Lotman states, between these two worlds there is a "mirror-like relationship™
(Lotman, Universe of the Mind: a Semiotic Theory of Culture 132). Therefore, the
inside of the house space, for example, has always been treated as safe or positive,
and across the border, the outside space has been considered as negative. This
division has led to a number of other oppositions. Katherine Hansen Love in her
book "The Evolution of Space in Russian literature: Spatial Reading of 19th and
20th century Narrative Literature™(1994), differentiates between "sacred™ and
"profane”, "known" and "unknown", "freedom" and "confinement", and, finally,

"holy" and "sinful”(Hansen Léve 35).

In his book "The Structure of the Artistic Text" (1977), Lotman analyzes
the artistic significance of spatial boundaries, directed space, domestic and
fantastic space, closed and open space, and determines that the language of spatial
concepts is primary and fundamental (Lotman, The Structure of the Artistic Text
211-21). He also closely examines the structure of artistic space and its
connection with the plot and point of view (221-34). In "Artistic Space in Gogol's
Prose"”, Lotman suggests that any artistic space can be divided into point
(roueunoe), linear (muueapuoe), plane (mwockoctroe) and volume (o6wemHOE),
where linear and plane spaces may also have horizontal and vertical directionality.
The example of point space, according to Lotman, "can be found in Russian

byliny (epic tales) where the fundamental characteristic of point space is its
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bounded separateness (orrpanuueHnocTsb). The presence of both point and linear
spaces is demonstrated in Gogol's "Dead souls”, in which point space is used for

home and linear space for road" (Andrews 80).

As has already been mentioned above, both Toporov and Lotman believe
that spaces are joined to each other so tightly that between then there is no
interlayer of emptiness or zone of discharge. "[Onu] Tak mioTHO 1
MPUHYJIUTEIBHO MPUMKHYTHI APYT K APYTY, YTO MEKY HUMH HET IIPOCIOUKHU
MyCTOTHI, 30HbI paspspkenHocTr” (Tonopos, Ilpocmpancmeo u mexcm 241). But
yet, it is possible to move from one to another. Furthermore, according to
Likhachev, movement becomes the only condition when the fusion of time and
space is possible (JTuxaues, Iloosmuxa opesuepycckoii iumepamypwi 365). For
example, death is a form of transition from an opened space into a closed

space,tending to zero (“"ctpemsimeecs k HyIto (xaocy)") (247).

Movement is one of the internal characteristics of space, according to
Toporov's theory of temporal-spatial organisation. To him, path ("nyrs") has a
starting point (usually a house), its culmination and finish (usually the sacred
center). But it can also start at the periphery (train station), as he adds, like in
'2017'. "Havarno myTu MOXeT ObITh Ha Iepu(EpUN U B TAKOM CIIydae COBIAIATH C
ero HaganoM" (TomopoB, IIpocmpancmeo u mexcm 258). This path is also a

mediator, it neutralizes the opposition” (right/left, visible/invisible).

"[1yTh - MeAMATOP: OH HEUTPAINU3YET MPOTUBOIOCTABIEHUS. DTOTO U TOTO

(JteBOTO M MPaBOro), BUAUMOTO U HEBUIMMOTO, CAKPAIILHOTO U MEHEe
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cakpaipHOro" [...]. "IlyTh 3TOT NPUXOAUTCS Ha CTHIK JABYX 4YacTeii [...] mo-

Pa3HOMY YCTPOSHHBIMH MOIPOCTpaHcTBamMu'"'(262).

According to Lotman, "this organization [of a narrative] is realized in the
form of the semiosphere, and at the same time comes into being with the help of
semiosphere” (Lotman, Universe of the Mind: a Semiotic Theory of Culture 133).
By "semiosphere” Lotman understands “the semiotic space necessary for the
existence and functioning of languages”; it is built on "binarism and
asymmetry"(124); it is "a special space-time structure [...] organized into a general
system of coordinates: on the temporal axis into past, present and future, on the
spatial axis into internal space, external space and the boundary between
them"(134). In other words, internal space implies ‘ours’, ‘my own', it is ‘cultured’,
'safe’, (harmoniously organized', and so on. On the contrary, external space is 'their
space’, ‘other’, 'hostile’, 'dangerous’ and 'chaotic'. "Every culture begins by dividing
the world into 'its own' internal space and 'their' external space. How this binary is

interpreted depends on the typology of culture™(134).

Therefore, in my research | will use the studies of the above mentioned
theorists as the theoretical and methodological basis of my thesis, and McHale's

analysis of Umberto Eco's "The Name of the Rose" as an example.
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Chapter 2: The Riphean Mountains and the City in the novel.

The literary space in Olga Slavnikova's novel "2017" has a complex
spatial organisation. The basic principle of its construction is bipartition or
"nBoemupue", where the world of the Riphean Mountains is opposed to the world

of the city.

The Riphean Mountains is an archaic name that stands for the Ural
mountains. It is stretched from north to south through Central Russia. It divides
the Eurasian continent into Europe and Asia. The word "Riphean" came into the
Russian language from Greco-Roman antiquity, and it is used by the author as an
element of creating an archaic layer for the Mountains. In the novel, Slavnikova
uses the Ural "mining folklore"/ "mining mythology" as it is presented in
Bazhov's Urals Tales (baxos), which has remained popular up to the present day.
In her article "Upper and Lower Landscapes of Yekaterinburg" (2002) ["Bepxuue

u HwkHHe neisaxu Exatepunbypra™], Slavnikova states:

"AxtyanbHocTh [1aBna baxkoBa 3akitouaercsi B TOM, 4TO OH, yepras u3
BOOOpaXkeHUs Topasnio OOJbIIe, HEXKENU U3 (PoIbKIIopa, Co3/1al
crenuduuecKyo ypaibCKylo MUDOIOTHIO, B KOTOPOM HYXIaJIOCh CTOJb
xe crieruduueckoe cozHanue oourareneit Puderickoro xpedTa"

(CnaBuukoBa, Bepxuue u nusicHue netizadxcu Examepunbypea).

The specificity of Bazhov's Ural mythology consists in its correspondence to a
more profound reality than that of folklore - the geological reality of the Urals.

Slavnikova adds:
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"Obpa3zam baxxoBa COOTBETCTBYIOT CTPYKTYPBHI OJ3€MHOT'O TOPHOTO

MHpa, 3araio9HbIC 3JICMCHTHLI CKPBITOT'O neiizaxa - He MEHEe IJIaCTUYHOTO

U BBIPA3UTEIILHOTO, HEXKEJIM BUAMMBIN IN1a3y BEPXHUN MTEH3aK,
TPAIUIIMOHHO CIyXamuii uaTepecam jauteparypsi” (CiiaBHUKOBA,

Bepxnue u nusicnue neuzasicu Examepunoypea).

Revealing the mystical underground mining world of the Urals, Bazhov
simultaneously influenced "cniennduueckuii ypanbckuii MCHTATUTET"
(CnaBHukoBa, Bepxnue u nudcnue netizaxcu Examepunoypea). First of all, the
extraction of gems has become an essential part of people's lives; secondly,
mountain surroundings determined people's passion for extreme sports like rock

climbing and mountaineering.

"OTtcroa HeU30€KHOCTD MOSIBICHMSI B CTOJIMLE Y pajia TAKOro
HppaLMOHATILHOTO 00BbEKTA, KaK HEJIOCTPOCHHAs Tese0alllHs, OHa ke
"moranHka", - 0JIHO U3 MPUBBIYHBIX EKATEPUHOYPICKUX JTHEBHBIX
MPUBHICHUN, TPUHUMAIOIINX B BO3yXe Pa3HbIe OTTEHKH 3aBOJACKOTO
npiva" (CriaBHUKOBa, Bepxnue u nusicnue netizaxcu Examepunbypea).
This Toadstool tower will appear later in the novel as an object of conquering,

climbing and skydiving, and as a place of accidental death and suicides.

Slavnikova explains the phenomenon of the Toadstool tower in the same article:

"Jleno 31ech He B IPUPOKICHHON XpabpocTH pudeilieB 1 HE B
MOJICITYTHOM TATE K CYHIIUAY: IPOCTO HAllle 00MTaeMoe MPOCTPAHCTBO B

IMPUHIUIIC HC-TOPHU30HTAJIbHO, 1 BEPTUKAJIb CIIYKUT HAIIPABIICHUCM
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JBMKEHUS IPOCTO IOTOMY, YTO OHA CYIIECTBYET. B KakoM-TO cMbIciie
MUp pudeiila moxox Ha Mup Hacekomoro" (CiaBHUKOBA, BepxHue u

HudicHue netizaxcu Examepunbypea).

In "2017", the author often compares the main characters with insects. For
example, here: “The world of the native Riphean, which Krylov was used to
taking pride in, truly did look like the world of an insect instinctively crawling
over tremendous obstacles” (Slavnikova 128). There is another good example:
"The Riphean's world was patently nonhorizontal and in this sense like an insect's.
The Toadstool was their cult, and for the town's teens, it was an ant trail to

heaven" (67).

Moreover, Bazhov himself became a mythological figure, replicated by
Soviet mass culture. In Slavnikova's words, Soviet authorities constructed an
illustration to his texts, which received Bazhov's refraction in the city
("6ascoscroe npenomienne”). In her article "Upper and Lower Landscapes of
Yekaterinburg", Slavnikova explains this phenomenon and compares Bazhov with

a museum exhibit and a fictional Father Frost.

"[IpusHaThCst, MHE TITYOOKO HEUHTEpeceH baykoB - mepCOHaXK My3E€HHBIX
9KCIIO3UIIUH, TJIE€ OH OLIYIIAETCS KaK HE3PUMBIN IIKOJIBHBIM yUHUTENb (KEM
baxxoB u ObLT 1O IEpBOM CBOEH Mpodeccun), MPOBOIALINI CKyYHOBATHII
YpOK u3 00s13aTenbHOM mporpamMmbl.  [leaymika baxkos, cTomnb ke
HEMPEMEHHBIHN B KyJIbTypHO-pa3BIeKaTEIbHBIX IETCKUX MEPONPUSATHUSX,

kak u Jlemymka Mopo3, OblUT pacCTUPa)KUPOBAH COBETCKHM MAaCCKYJIHTOM
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CaMbIMH Pa3HbIMHU CIIOCOOAMH, BILIOTH J0 IIOKOJIAIHBIX (PAHTHUKOB.
JIro00Bb 1M K ypalIbCKOMY KJIACCHKY, CKYJIOCTh JIU aCCOPTUMEHTA ObLIa
TOMY BHHOM, HO KOHIUTEPCKHUE BUTPUHBI MOETO CBEPJIJIOBCKOTO JIETCTBA
coznaBaiu 3P QexTsl, O1aroapss KOTOPHIM BIIEPBBIC YBUACHHBIC
penpoayKIUU DHIU Y OpXOoJia TOKa3aIiuCh MHE CMYTHO 3HAKOMBIMHU U
CBSI3aJIMCh UMEHHO ¢ bakoBeiM" (CliaBHUKOBA, BepxHue u HudicHue

netizadxcu Examepunbypea).

Obviously, Bazhov's artifacts ("6aorcosckue apredaktsi [...] KpynHbie KI1yOHU Ha
KOPHSIX BJIACTH, 3aIlyIIEHHBIX ITyOOKO B TIOBCETHEBHYIO u3Hb"), penetrated into
people's consciousness and influenced their "material” environment, in which, as

Slavnikova, observes, contemporary Ural literature is acquired.

Yekaterinburg, as the Ural capital located in the middle of the Eurasian
continent, in the center of the Urals, on the border between Europe and Asia, and
as the city which overlaps with the horizontal midpoint of the Eurasian continent,
forms an essential component of the local "geopolitical mythology. Here, real
geography merges with the symbolic geography. Describing this symbolic
geography I am relying on two contemporary works: Maya Nikulina's "Stone.
Cave. Mountain."(2002) ["Kamens. [Temepa. ['opa™.] and Vsevolod Abashev's

"The Urals as a presentiment”(2008) ["Ypan kak npemxayBcTBue'].

According to Nikulina, "mpeBare MudbI OTKPOBEHHO HACTAWBAIOT HA TOM,
4yr0 Ypasr —3eMiIs OTMEUCHHAs, 3aHMMaloIIast 0co0oe MecTo Ha ruranere”. Abashev,

explains the Urals' specificity:
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"3T10 moTomy, 4yTO Ypas 0co3HABAICS KaK HEKUI peIIUTeNbHbIN pyOeK B
npocTpancTBe Poccun, 6€CIIOBOPOTHO ACTIAIINI €€ Ha pa3HbIE MUPHI |...]
TonbKO nepeBayivB yepe3 Y pail, Thl BCTYNACllb B UTHOE U3MEPEHUE,
Poccus yxe 3a wenomenem, a nepesl ToOOM OTKPBIBAETCS IPOCTPAHCTBO
BOMHBI U CyIBOBL. [...] Ypan BocnpuHUMAETCsl HE TOIBKO KaK
MPOCTPAHCTBEHHBIN pyOek, HO U KaK pyOex B cepe TyXOBHBIX
BO3MOKHOCTEH ruHOCTH. CeBep, ABISAACH 00JACThIO MPOCTPAHCTBA, B TO
e BpeMsl €CTh MU, TJIe KOHYAeTCsl OOBIICHHOE, TPUBHUAIBHOE,
MPUBBIYHOE B MBIIICHHH U HAYUHACTCS (PAHTACTHUECKOE M Marm4ecKoe,
3TO MPOCTPAHCTBO BJIOXHOBEHHS U JUBHHAIMY [...] TakiKe B TEPMHUHAX
reorpaguuecKoro Kojia, Mpoenupys uxX Ha reorpapuuecKyro och cesep —

102" (Abaries).

Nikulina finds elements of the Ural mythology in works of different writers. First
of all, she talks about Bazhov's tales, which rely more on the land, on the
Mountain ("ymoBatoT 6osbine Ha 3emitto, Ha ['opy"). Then she talks about another
Ural storyteller Seraphima K. Vlasova, who believes that the Ural land has all the
strength, it involves the key to human happiness - gems. ("B ueii Bcs cuna, u
KIIFOY-KaMC€Hb (OTMLILIKa K 9CJIOBCYCCKOMY C‘laCTBIO) TOXE OTKPBIBACT BXO B
semumto, BHK3"). Ural mythology has influenced the works of other contemporary

Russian writers — Natalia Smirnova among them.

As we can see, in her works Slavnikova also develops this symbolic
geography of the region. In her novel “2017” the symbolic geography of the

Riphean mountains and the city (Yekaterinburg) is extremely important; it divides
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the literary space and explains the nature of its dual modelling, in a three-

dimensional projection.

First of all, the Riphean Mountains divides the whole continent and the
country into west and east and, consequently, into left and right, as it is defined by
the geographical maps frequently used by Anfilogov during his expedition in the
mountains (Slavnikova 106, 126), by Tanya and Krylov during their love
adventures in the city (13, 17, 102), by a spy following them everywhere (65), and
by Farid, Dronov and Krylov when planning their next expedition (209, 218).

Here are several examples:

"Now Anfilogov had in mind this route: to the southwest, via the winter
quarters, where according to the unspoken law of the taiga there were

always supplies and matches"(198).

"B nsaTHaAATH KUTIOMETPAX K cesepo-3anady, B aOCOIOTHO TEMHOMN
KapCTOBOM Nenepe, NPOHU3aHHON TMTAHTCKUMU MTATIETKAMH MOKPBIX
CTaJIaKTUTOB, YeThlpexMeTpoBas Marpuiia Kamennoit JleBku obopoTuia
T'OJIOBY-SIMIIO0 B CTOPOHY CBOMX MOPYIIEHHBIX KOPYHIOB, MBITAsACh YEPE3
311y10 GOLPOCTH OKHUBHTH ONTYMEPTBOro yenoseka"*(Cirapaukosa. 2017).
[Fifteen kilometers to the north-west, in a completely dark karst cave,
pierced by giant pipettes of wet stalactites, a four-meter matrix of the
Stone Maiden turned its head-egg towards the broken corundum, trying to

revive a half dead man with angry vigor.] (My translation)

2 Marian Schwarz does not translate this sentence at all.
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Secondly, the city located in the middle of the Riphean mountains, breaks

space down into north and south, or up and down.

"The professor had studies the corundum river's depiction and the map for
months, and he knew it better than the crack in his own ceiling. [it was
located] on the north of the region, ten kilometeres east of Balakaevsk

logging (Slavnikova 192, 356).

"By the way, isn't Petrovich back from the north? [...] | heard it's practically
heaven on earth in the north - and hell simultaneously,- muttered Roma

Gusev" (275).

It is important to note here that the phrase "ue paii 3emHO#i, a 0THOBPEMEHHO ST
in this quote justifies the fact that the semantics of the mountains is associated
with both Heaven and Hell, full of well-being and of death at the same time. In
other words, the Riphean Mountains is an extreme, ultimate point where all the
roads lead; it is the sacred frontier, which the characters strive to achieve. This
combination of hell and paradise in one place is not accidental. According to
Nikulina' analysis of the Ural mythology, the picture of the Universe is
represented in the form of a mountain, which is a vertical axis, connecting three

worlds: upper, middle and lower. She says:

"BepxHuii Mup - BepimHa, He00; CpeAHUH - )KUast 3eMJIsl, 3€Ch KHUBYT
JIXOJ, 3BE€PH U NITULIBL, ¥ HUKHUM -[TOJ3EMHBIN -[10JI0CTh TOpPBI, TIELIEpa,
apcTBO MepPTBBIX. CpeTHUiA MU -T.€. Halll, YEJIOBEUYECKHUH -CBA3BIBAIOT C

BCPXHHUM IITULIBI, 4 C HUKHUM, ITPECUCTIOAHUM, - AIICPULBI, JIATYIIKHA U
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3men. Craio ObITh, C IpeBHEHIINX BpeMeH [ 'opa Oblia 3emiteit

u Hebom, Hebom n nmomzemensem, Mupom OOroB ¥ I1apCTBOM MEPTBBIX.
VIMeHHO Tak BCe M HAPMCOBAHO HA JPEBHHUX TNIMHAHBIX TOPIIKAX U HA
CKaJlax-Trcannax. MIx ToJpKo Ha BOCTOYHOM CKJIOHE Ypaia yrieneno 6omnee
CEMUIECATH, a OBLIO TOpa3io OONBIIIE: BIPOK, 3HAYUT, TIHCAITH, TI0/1aBAT

BECTh U HAJICSIUCH ObITh yebimanabiMu” (Hukynuaa).

The height of the mountains and its slopes as well as the Toadstool tower and
ladders in the city set a third important vertical dimension. In the following
example Slavnikova describes the eleventh day of Professor Anfilogov's secret
expedition, where he walked along the crispy cobble shoals, examining the rocks
and discarding the unwanted ones: "The muffled stone tapping skipped up
vertically and seemed like the only sound in the whole world white intense blue,
with the windy noise of the water spread below and the barely audible drone of
Esmark's cod" (Slavnikova 100). Right at this moment, professor's assistant
Kolyan finds a gem. The emergence of such vertical perspective becomes a sort of
transition from one stage to another, and brings closer to the cherished "other"
world. "Vasily Petrovich! Vasily Petrovich! [...] It's a corundum, Vasily
Petrovich. A ruby even! Gem quality!" Kolyan cautiously unclenched his raw

fingers, to which the vivid triangular crumb had stuck” (101).

The unusual geographic location plus its mythological roots only partially
represent the uniqueness of Yekaterinburg as a city and help explain the author's
choice. Elena Kozmina talks about the myth of Yekaterinburg in her article "Myth

of Yekaterinburg in Mayakovsky's poem "Emperor” ["Mu¢ ExatepunOypra B
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cruxorBopennu B.B. Maskosckoro "Hmneparop™], published in the book
"Culture as a resource of developing territory"” ["KynbTypa kak pecypc pa3BUTHS
tepputopun’ ] based on the materials of a student conference at the Yekaterinburg
Academy of Contemporary Art in 2009. There she says that Yekaterinburg and
the Urals are associated with Siberia, which in Russian cultural consciousness has
acquired the properties and features of a mythological country of the dead. "Ypan
KaK 4acTh, 3JICMEHT CUOUPCKO20 meKcma PYCCKOU JTUTepatypsl [...] B poccuiicom
KyJIbTYPHOM CO3HaHUH 00pes XapaKTEpUCTUKU U CBOWCTBA MU(OIOTHUECKON

crpanbl MepTBBIX" (Ko3pmuna 89).

Professor Sergej Kropotov, who also contributed to the book "Culture as a
resource of developing territory"”, continues in his article "Aleph in the basement
of the Ipatiev's house: horror and shrines of the city, or Multum in Parvo™ ["Aned
B noJBaiie noMa Mnareesa: y»Kachl ¥ CBSTBIHU HAILEro ropoja, Uin Multum in

Parvo"]:

"ExatepunOypr - TeppuTOopust CyJab0bI, JTOKYC UCTIOTHEHHUS CaMbIX KYTKHUX
Y CaMbIX CBETJIBIX JKE€JTAHUW, HEKU CUMBOJIMYECKHH CTYCTOK B TIIyOMHaX
EBpasuu - B cepoye momot [...] ThbMa MPUHAAISIKUAT K CAMOM CYyTH

ropo/ia; OHa BXOJHT B €T0 MOJJTMHHOE 5; OHAa B OyKBAJIbLHOM CMBICJIE
BIIaJiceT [MM], B 0COOCHHOCTH M OoJieee BCEro Toraa, Koraa KuTeau
ropojia He BIIAJI0T COO0M U CBOUMHM KU3HEHHBIMH TIEPCIIEKTUBAMH.
NmenHo Toraa npocTpaHcTBO OepeT Ha ce0s posib XOpa B TpareAuu u
Yero-To BJIIACTHO TPeOYyeT OT JIKII, AEWCTBYIOIIMX Ha CIIEHE TOPOJCKOI

xu3Hu" (Kpomotos 28-29).
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Such characteristics of the area, and the city in particular, are determined by its
tragic past: the brutal, bloody murder of the royal family (napey6wuiitso) and, as a
result, the end of the Russian Empire: "Bc¢é 31ech TOUHO OATATIKMBACT YeIOBEKa
K COBEPIICHUIO YKACHBIX JEeAHUU...[I0JIMHHBIM UCTOYHUKOM IPECTYILICHUI
CILKUT caMa >KM3Hb ropoza...I'opoa CTAaHOBUTCS CLICHOM, I'IE paay yCTpalleHUs U
pa3BiE€UYEHUS CTOJMYHON IYyOIMKHU pa3bIrPhIBAINCH KECTKUE CIIEKTAKIH..."
(KpomoToB 64-5). Hence, Slavnikova intentionally chose Yekaterinburg as a point
of intersection of significant political, historical and symbolic lines bound, with its
mythological roots and the legends of the Urals, by an "invisible thread"

(Slavnikova 13).

In "2017", the city is located in the middle of the mountains, from here the
characters of the novel start their journey. The name of the city depicted in the
novel is not mentioned, but due to the signs, names of some places, and facts
about the city used by the author, it becomes obvious that this is the city of
Yekaterinburg. In the novel, Slavnikova mentions the Opera, which "looked like
a bulldozer", and clumsy names of the streets inherited from obscure
revolutionaries (37). Margarita Alekseeva in her article "The object, not intended
to develop: spatial model of the world in Olga Slavnikova’s novel 2017" (2008)
['OObexT, Kk OCBOCHUIO HE TIPETHA3HAUCHHBII IPOCTPAHCTBEHHAS MOJIEIb MHpA B
pomane O.A.CnaBaukoBoii "2017"] adds: "T'opox mo nMeHu He Ha3BaH, HO

EKaTepI/IH6pr-CBep,ZUIOBCK3 YTaZbIBACTCS B LICJIOM PsIJIC TOMOHMMOB: ITPOCHEKT

3 The city of Yekaterinburg used to have the name of Sverdlovsk after the Bolshevik party leader
Yakov Sverdlov, until 1991. (Yekaterinburg) After the collapse of the Soviet Union, the city
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KocmonaBtoB, roctununa LlenTpanbsHas, crarys Skosa CepuioBa, KonbioBo"

(Anexceena 214). | believe that the author intentionally omits the name of the city.

First of all, by doing so she wants to draw readers' attention not only to the
peculiarities of the Ural capital through a complex spatial construction, but also to
the image of modern Russia in general. For instance, she expresses her concerns
about the destiny of the country since "the entire world with its sufferings,

poverty, and diseases, [has become] simply unreal ” (Slavnikova 187).

"This entire world, with its sufferingss, poverty, and diseases, was simply
unreal. A few wise guys who had taken up residence, especially, in the
concrete institution decorated for the holiday, with the ruddy-faced mayor
and his silence congratulations, had created a reality, that, rather than

embody authenticity, robbed everything of it" (Slavnikova 186).

The second reason why Slavnikova does not want to name her city is explained by
her fear of attracting tourists and hitniki (illegal gem hunters) who could harm the
Ural environment, already experiencing an ecological crisis. In her article about

upper and lower landscapes of Yekaterinburg and the Ural mountains, she says:

"Ilosrydaercs, 4To auTEparTypa [...] AeaaeT ONMMCaHHOE HACTOJIBKO
pEAJIbHBIM U ABJIEHHBIM, YTO OHO CTAHOBUTCS POAOM MYy3€sl, JAKOMOU
npUMaHKoit st TypuctoB” (CaBHUKOBA, BepxHue u HudicHue netizaxcu

Examepunbypea).

regained its pre-revolutionary name of Yekaterinburg, which was given after the name of
Catherine the First, in 1723.
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Moreover, the city of Yekaterinburg, as she herself admits, "kak cpena u npeamer
JTUTEPATypHOTO TBOPUECTBA, 00JIaJaeT HECOMHEHHON CIEIIUPUKON - 0COOBIM
COIPOTHBIICHUEM CIIOBY U reporo (CnaBaukoBa, O Examepunbypee). This may be
the reason why there are just a few literary works describing the city, and why
writers prefer to give the city another name or simply omit it - it is easily
recognized due to its specificity. Slavnikova says: "y nac Bce Bpems purypupyer
TO ['0OpHO3aBOJACK, TO KaKOK-TO [ OpHOYpAIIbCK, TUCATENN BBIAYMBIBAIOT YJIULIBI,
IJIomanau, Kaxk 6YIITO O PCAJIbHBIX YJIMIAX U IJIomaadaXx COBCPUICHHO HEYECTO
cka3ath"(CnaBHUKOBA, Bepxnue u nudicnue neuzasxcu Examepunbypea ). In "2017"
she definitely talks about Yekaterinburg and its real streets and main sights, but

nevertheless avoids using its real name.

Speaking about the spatial organisation of the novel, the city includes its
inner chronotopes of an apartment, a house and a workshop, while the Riphean
mountains involve the chronotope of mines. All of these chronotopes determine
the structure of the text as an opposition between "this side™ and "other side",

"here" and "there", "center" and "periphery", "proximity" and "distance",

"interior/internal” and "exterior/external”, "closed" and "opened", "safety" and
"danger", "freedom" and "captivity", "love" and "animosity". This binarism is also
preserved in their relation to each other. For instance, the external space of the

city towards the internal space of an apartment becomes internal when it is

compared to the external space of the Riphean mountains.

The principle of binary oppositions underlying the structure of literary

space in the novel is also expressed in its temporality and phantasmagoria, which
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are presented by the oppositions "now/present” to "then/past/future”, and
"fantastic /magic/false” to "real/true". Benjamin Satcliffe has already analyzed the
opposition "false"” to "truth™ in his article " Writing the Urals: permanence and
ephemerality in Olga Slavnikova's 2017", where he talks about permanence as the

association of truth, and ephemerality as an embodiment of false.

Yuri Lotman pointed out that "in the spatial structure of texts in which
orientation towards an alternative world is a distinctive feature of the world-
picture, the border between the two worlds is of great modelling importance”
(Lotman, The Universe of the Mind: A Semiotic Theory of Culture 131-42). In
"2017", chronotopes of the train station and of the tunnel function as a
border/transitional space- they separate/connect two contrasting worlds: the
Riphean mountains and the city. It is especially interesting to note that each of
these conflict spaces posesses its own border, which separates a magic space
("Bomme6HOE mpoctpancTo') from a real space. In the Riphean Mountains the
function of the borderline is performed by the Pelma River ("TTexsma"), and in the
city they are doors and windows, which divide the external space of the city from
the internal “magical” space of an apartment. I will analyze each border and space

individually later in the paper.

The existing spatial-temporal structure of the novel is presented in the first

two sentences.

"Kpbu10oBy ObIJI0 Ha3HAYEHO HA BOK3aJie, B IOJIOBUHE BOCBMOI'O yTpa.

HemonsaTHO Kak, HO OH MPOCHAT U TETIEPh CIIEHTUI 0ETOM Cpeau
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HU3BUIMCTBIX JTYXK, HOXOXHUX PACTAHYTBIMHA I103aMHU HaA MCPCIYyTABIINX

«IeBO» U «1paBo» MatrccoBbix TaHopoB' (CnaBuukosa, 2017).

"On June 7, 2017, Krylov was supposed to be at the train station at seven
thirty. He had no idea how he'd overslept, and now he was loping between
winding puddles that reminded him of Matisse dancers in extended poses

who had confused right and left" (Slavnikova 9).

Here Slavnikova, first of all, introduces the temporal axis of the past, present and
future. Krylov was appointed at 7.30 am (in the past), then he overslept (in the
past) and now he is rushing (in the present) to the train station to see off Professor
Anfilogov, who is "going to take the expedition three weeks to reach...” (in the
future). The category of time is “impermanent” here. From the first part of the
sentence we can see that Krylov is short of time, which goes fast, and as a result,
he is late. But at the end of the sentence, after describing Krylov's haste,
Slavnikova recalls Matisse's famous painting "Dance", where five nude figures
are dancing in a circle. Circles produce an impression of uneven movement in
time that is emphasized by the brought down rhythm and different rate of
movement, its frequency, which makes time lose its boundaries and become

infinite.

"The circle may be seen metaphorically as well, representing the absence
of a way out, the dead-end and prison-like being of man's dwelling on earth. In
this chaotic anti-world, orientation is impossible and movement senseless. As a

result, the experience of time is bewildering™ (Hansen Love 120). The use of such
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allegory of time at the beginning of the novel, immediately sets the notion of
chaotic movement and chaos in general that is an important aspect in Slavnikova's
novel, where nothing is stable and certain. This chaotic space-time is typical for

both spaces of the city and of the Riphean mountains.

The experience of time is as fragmented and chaotic in the rest of the
novel as it is presented in the introductory sentences. Here time behaves
differently, depending on time of day and location, as if it acquired some magical
features. It may go fast, slow down or disappear at all. Here is a vivid example of

time's inconsistency and chaotic movement in the Riphean Mountains:

"White nights had come here, to the north end of the Riphean range; the
day faded infinitely, and the sky was like the nacre of an open shell -
wavy, like pale mother of pearl. Then came a spectral, shadowless
twilight, and the red tent turned an unusual, somehow cosmic purple, and
the sleeping river fronted gently, like an infant in swaddling clothes. In
spite of the infinite extension of time, air, and space, everything here, in
the north, happened very quickly. Overnight, the shoots of barely
blossoming bird cherry trees went to sleep [...] - and by four in the
morning, when the sun was already beaming nonchalantly above the

horizon, [everything] was its dropping rythm (Slavnikova 104).

There, in the mountains, time may lose its boundaries. At nightfall, Anfilogov did
not know how to kill time. "He had neither book nor light for reading to fill the

existensible time™ (104). Time may also disappear at all. 2017 was unusual, in
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terms of time perception, for those who went on an expedition that year. Krylov's
friends, also gem cutters, once during their gathering talked about a strange

disappearance of time:

"The table was silent. Once again they poured vodka, drank it down, and
wiped their mouths on the sleeves. Then they started talking, lowering
their muffled voices, about the strange disappearance of time. Virtually
everyone who had been on expeditions this summer had encountered this
phenomennon. At first, time moved normally, but then suddenly it
vanished, like a river going underground, leaving the shining wolrd in
blissful stillness, in the distinctness of each and every being, in the
childlike immortality of everything. [...] All the expeditions had a moment
when the participants lost track of the days. Then both the days and the
nights became amazingly transparent: the ordinarly mechanisms of
oblivion ceased to function and everything that happened happened today.
The reason for this may have been the beauty dissolved in the air that had
expressively renewed every stone and every beast; no matter where you
cast your eye, beauty dispatched man into eternity. A sojourn in eternity -

that was the expeditions of the summer of 2017"(Slavnikova 277-78).

In the novel, time also influences the behavior of surrounding objects. For
example, at the train station, the reader has an impression that "an oncoming train
that had filled the little station backed off to the left, hooted, expanded, and broke
away, revealing a cold expanse the size of a steel lake", but "in fact the train was

still waiting” (Slavnikova 12). In the Riphean mountains, the characters
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experience the same illusion and time feeling that "the banks seem to be moving
rather than the water, which itself seems to be straining to retain the reflection of
the sky and the silvered clouds” (27). The day that started at the train station
when Krylov met Tanya, "was a very odd, very long day" (14). It seemed that
everything was slower than usual: they were wandering around the city, in a "lazy
park", where it is always Sunday, though "it was definitely Wednesday" (16).
Here time is so slow that it produces an impression of eternity, stiffness and
stagnation. It seems that the city does not live in the present, but rather in the past
(On Wednesday there is still "a faded Sunday menu" in a park café, Krylov and
Tanya encounter on their way "a small movie house made appealing by the
cheapness of its tickets and the touching old-fashioned quality of its sturdy
columns” with "the white plaster seal of the USSR™ (18). Even "the clock over the
Old Passage, yellow and convex, the size of the moon, had always been ten
minutes slow"(44). In the mountains, time seemed to stop as well and, even
morecontrary, turned back to the past. Tamara in her conversation with Krylov

states:

"Naturally, no particular deposits have been discovered there. But we've
been receiving snapshots from satellites dating from two years ago and
more, moreover the dates go backward from the present. You get the
impression of someone transmitting old tapes to the satellite, on rewind"

(Slavnikova 251).

The relaxing walk "in the pall sun™ around the city ends up in Anfilogov's

apartment at sunset, where new lovers fall "asleep instantly”. And now, at night
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time, opposed to the sleepy streets and lazy parks in the city, everything comes
alive, and time seems to start moving faster: "The room's summertime semi-dark,
without the negative intervention of a lamp at the transition from sun to night, was
amazingly pure. [...] The decorative fish [...] swam freely about the room. [...] The
blanket had slipped off" (Slavnikova 19, 20). In Krylov's apartment, even "the

walls of his empty inhabitation stood fast” (Slavnikova 177).

Night time in the novel is also the time when "hostile” creatures like the
Great Snake (Benukuii ITos103) or the Stone Maiden appear, as defined in Russian
folklore. According to Toporov, in mythopoetical tradition, the sunset is a
dangerous period when the powers of chaos enroach upon the word of people
(TomopoB, O cmpykmype [Jocmoescko2o 6 cés3u ¢ ApXAUUHBIMU CXeMAMU
mughonozuuecxozo monunenus 238). So, one night during the expedition Professor

Anfilogov sees the Mistress of the Mountain.

"That night [...] he noticed next to the first prospecting pit [...] a woman's
silhouette as if through tissue paper. The woman was standing under a
deep umbrella, and he couldn't see her face, but Anfilogov recognized her
by her slender legs and her laced boots sunk in the clay. The woman
turned around very slowly and began walking uphill [...] before the
creature vanished, without reaching the limit of visibility but simply

dissolving in the drizzle (Slavnikova 113).
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In "2017", twilight is also important because criminal activities happen at
this time more often and it becomes dangerous outside. Thus, Krylov's trainer

Leonidich is murdered at twilight.

"After a short time [after Leonidych was killed], cars flew into the courtyard
with cold flashing lights that were waning in the dusk, but neither the cops
with their official faces nor the doctors walking around in white amid the

jagged linen that had fallen from the branches could change a thing" (92).

Also in the twilight, Anfilogov's assistant Kolyan dies in the Mountains, poisoned.
"Overcoming the odd daytime twilight, Anfilogov searched among Kolyan's
things for some clean linen, which smelled of cheap laundry powder. He could see

that it had been there beforehand precisely for such an eventuality” (214).

The idea of negative characteristics of the night time such as a demon
rules the world at night and causes all sorts of trouble, originates in Christian
beliefs and is widely represented in literature, for example, in Gogol. "He uses the
misleading lamplight as a tool to derange the natural order of things, and man is
deceived by false appearance™ (Hansen Love 77). That is why in "2017", under
electric illumination and under the power of darkness, the space in apartments is
transformed, and as things fill it in, it became alive. An example of this
phenomenon may be seen in Anfilogov's apartment during the first night that

Krylov and Tanya stayed there.

Time is also expressed in the novel through age. Krylov, belonging to the

artificial world of the city, was 40 years old. Tanya, the Stone Maiden from the
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Ripnean world, has no age. She is immortal; transcending time. Once Krylov

caught himself thinking:

"How old was Tanya? That he didn't know. She seemed young but at the
same time completely ageless; her paleness created a haze, and gray hair,
if any could be found in her coarse, icy-feeling hair, was completely lost in
her natural gray aura. Tanya could have been thirty or fifty. [...] At times
Krylov thought Tanya was in some way - by no means Christian -

immortal” (Slavnikova 45).

Anfilogov's wife Ekaterina Sergeevna, who later turns out to be Tanya, certainly
also did not have age. "Inspecting his Ekaterina Sergeyevna without any concern
for what she thought of it, Anfilogov did not find in her standard, somewhat
papery appearance, any specific signs of aging” (195). And later Farid comments
on her as well: "She was ageless. Her few conventional wrinkles looked like
they'd been penciled on wax paper that wouldn't take lead. She could easily have
been past fifty" (284). | believe, here, the immortality of mountains represented by
the Stone Maiden is being compared with the city's inclination to aging and
dilapidation. That is why Krylov's lifetime is shown in segments depending on his
age, from childhood to his adulthood. Each of them represents a new turning point
in the character's life, splitting it into "before™ and "after", or "now" and "then". It
is interesting to note that each "turn” is usually accompanied by somebody's
departure, death or disappearance, and causes a dramatic change in protagonist

Krylov's mind.
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The first phase starts in his early childhood in October, when the prescious
stones, which he treated in the novel as "magical objects” (Slavnikova 57)
disappeared together with his aunt - "the princess, his friend, the beauty with a
round face that glowed in the dark - she vanished without a trace "(59). Since

then,

"everything changed. Nothing seemed real anymore but rather as if you
were seeing it in a mirror in which you couldn't tell who was doing what
or who was going where. Young Krylov still didn't have the right words
but he did have a visceral sense of the distortion of things [...] The "move"

dated from this time" (Slavnikova 58, 59).

The second phase starts after their (his family) departure from Asia to
Yekaterinburg, Russia where, already being a teenager, he meets Professor
Anfilogov and in six months starts working in his workshop as a gem cutter. In

six months his trainer Leonidich dies. After his death,

"everything seemed to take a step back. [...] At the same time he (Krylov)
suspected that his presence at the unexpected death has changed him in
some way. Right when Krylov was balancing Leonidich's blood [...]
something jumped from Leonidich to him. Not to say that Leonidich

was such an unusually talented gem-cutter, but some immortal element of
his that contained the necessary ingredients suddenly merged with the
potential that slumbered in Krylov's subconscious. Krylov quickly figured

out that he had been struggling with the cunning ways of his equipment,
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whereas his true instrument was the transparency that reflected light"

(Slavnikova 92).

The third of Krylov's significant life phases starts on the day when professor
Anfilogov leaves for an expedition and he meets Tanya, who later turns out to be
the Stone Maiden, and it lasts for three months. The last phase starts at the train

station, on the day Krylov departs for an expedition himself.

Another important detail mentioned by Slavnikova in the description of
puddles is that they "reminded him [Krylov] of Matisse dancers in extended poses

who had confused 'right' and 'left™. Such an extension of puddles and their
confusion of "right" and "left" create an effect of mirror, of specular reflection and
distortion. In the whole novel the looking-glass theme develops as a form of

transition between real and fantastic.

"Even without any precipitation, though, the fissured rock seeped
moisture, which ran down the walls slowly, as if groping its way;
overnight a bucket and a half of water collected in the prospecting pit.

(Slavnikova 107).

"OmHako u 6e3 JOXKIs TPEIMHOBaTas MOpoJia caMma o cede coumniach
BJIArOM, CTEKAaBIIICH MO CTEHKaM MEJICHHO, OyITO Ha OIIYyIlb; 32 HOYb
MOJI3EMHBIX BOJI HAOMpaioch B Iypde Ha OATOpa BEApa, U y3Koe
Opodicawyee 3epranvye 0e1anio OHO KOL00Ya NOXOHCUM HA 3aKAMUSUIULIC
enas" (CnaBaukoBa, 2017). [However, even without rain the fissured

rock itself was oozing moisture, which was slowly running down the
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wall, as if by touch, per night a half a bucket got full with groundwater,
and a narrow quivering mirrr made the bottom of the pit looking like a

rolling eye.] (My translation)

"Everything changed. Nothing seemed real anymore but rather as if you
were seeing it in mirror in which you couldn't tell who was doing what or
who was going where. Young Krylov still didn’t have the right words but

he did have a viseral sense of the distortion of things"( Slavnikova 58).

"More often, the wood stood in the mine like a long mirror tongue where
the dark reflections of the vault were as motionless as the stones

themselves" (210).

Another vivid example of the transitional function of glass is exquisitely shown in
the sentence connecting Krylov and Tanya sleeping in Anfilogov's apartment with

Anfilogov's train compartment, racing to the Riphean Mountains.

"In their sleep, the quotation marks fell away from their invented names;
at half past five, when the streets deepened and a band of sunlight passed
over the roofs, like a gilt fillet around a glass's rim (while in the grubby
train carrying him northward, the professor suddenly sat up on his shifted
mattress and pressed his hands against his angular face), they both
surfaced from their dreams as other people and felt that this time was by

no means the last” (Slavnikova 20).

Here, Slavnikova creates an unusual transition from one place (apartment) to

another (train), from one state of mind (sleeping) to awakening, from night to
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morning, from darkness to light with the help of an ingenious comparison of a
sunlit strip of the roof with a gold ring on the edge of the glass cup, which is
usually used on trains. Thus, Slavnikova again tied two places, two spaces, by

means of an invisible thread.

Slavnikova also introduces the chronotopes of meeting, road and dream in

the first sentences.

The chronotope of road is reflected in Matisse's painting: the roundelay of
naked figures resembles a folk ritual, taking place at the beginning or during
initiation. "Matisse's "The Dance" lies in folk dances, which even today preserve
something of the ritual nature - albeit not always comprehended today- of pagan
times" ("The Dance"). Robert Hughes, in his analysis of the painting, notices "that
circle of stamping, twisting maenads takes you back down the line, to the figure
vases of Mediterranean antiquity and, beyond them, to the caves. It tries to
represent motions as ancient as dance itself" (Hughes). Slavnikova refers to dance
later in the novel as well, when describing the beginning of the main character's
journey: "Later they wandered down steep paths, which would occasionally turn
into concrete steps sealed with rough plaster; once they came across a booming

band shell, where well-dressed old women were waltzing..." (Slavnikova 18).

Moreover, Matisse's dance symbolizes the labyrinth, which the main
character Krylov is walking as a part of his initiation. It is known that "prehistoric
labyrinths are believed to have served either as traps for malevolent spirits or as

defined paths for ritual dances. During Medieval times the labyrinth symbolized a
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hard path to God with a clearly defined center (God) and one entrance (birth)
("Labyrinths"). Therefore, from the very beginning Slavnikova activates certain
archaic images and motifs in order to create a "mythopoetic" picture of the world
in her novel. For her, such spatial elements as "the centre/periphery”, and "the
road" assume great importance. At the same time, Slavnikova implies the
chronotope of dream ("he's overslept™). We don't know from the first sentences if
Krylov had a dream, but obviously that dream precedes and determines the
symbolic beginning of the novel. As we find out later, dreams in "2017" have a
prognostic function. For example, on the way to the Mountains Professor

Anfilogov

"that night, under the muffled, machine-like sound of the rain, dreamed
that this woman came to him. [...] There was nothing special in the lizard-
narrow creature, but all the beauty on the banks of the corundum river had
been a preface to this body. [...] Anfilogov awoke with an unresolved

anguish in his loins" (Slavnikova 110).

Anfilogov knew it was the Mistress of the Mountain. A short time later, now
awake, Anfilogov saw that woman standing in front of him again, he recognized
her by her "slender legs” (113). As we see, dreams predict reality. That is why the
characters experience such phenomenon as “deja vu". "It seemed to Krylov that
not only had he met this man in real life, but he had dreamed him as well. [...] The
deja vu experienced deep down in Krylov's brain at the sight of the spy drove him

wild" (123).

51



In addition, the comparison of the city itself with the painting leads to the
conclusion that the city and its residents are artificial, fabricated. The figures
portrayed on canvas lack any details, their faces are erased, and their expressions
are senseless. In Christophe Cacace's opinion, such technique "emphasizes the
decorative element [...] to the detriment of the identity" (Cacace). "Everyone
suddenly felt like heroes in a novel, that is, like characters in a made-up reality;
[...] In some way everyone must have felt the world's falseness; helping one's
neighbour in his inauthentic sufferings made no sense. A new culture had taken
shape that had an internal unity, a culture of copies without originals regulated by

hundreds of restrictions..." (Slavnikova 187).

We can also suggest that the history of Matisse's painting is important for
Slavnikova. It is known that it was transferred to the Hermitage after the October
revolution in 1917, and its hundredth anniversary becomes a central event in the
novel. Paintings in general play an important role in the novel. Slavnikova
directly mentions some famous paintings like Shishkin's "Morning in pinery"
("YTpo B cocrHoBoM Jsiecy”), refers to paintings hanging around as decorations and
talks about "kapruitnocts" as a property of reproduction. In her article "Top and

Lower Landscapers”, she claims:

"[lonypa3pyiieHHble KAMEHHbIE KJIaJIKH, TOAEP>)KaHHbIE BEPTUKAISIMU
COCEH U TOPU30HTAIISIMU MOJIOCATBIX OT BETpa 03€p, 3aKIII0YaloT B cede
HEKYIO U3HAYaJbHYI0 KapTUHHOCTB, JIETKO BOCIIPOU3BOAUMYIO JTaKe
HaYMHAIOIIUM JKABOIHCIIEM. Y Tiei3aka BIpad0TaIOCh YTO-TO BPOJIE

YCJIOBHOTI'O JIOTOTHIIA, PABHO MMPHUI'OJHOI'O KaK IJId KaPpTHUHBI MAaCJIOM, TaK U
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U1 TOProBO# 3TUKETKU. BooO1ie Ypanbckue ropsl HAMOMUHAIOT
JIeKOpPaTUBHBIE TAPKOBBIE PYHHBI, TOJIFKO TUTAHTCKUX pa3MepoB U 0e3
0cO0BIX yIOOCTB ISt OTAbIXAOMKX. Elle 3T0 MoxX0Xe Ha ONEepHYIO CLIEHY,
IZIe 1epeBbs, NOJOOHO XOPUCTaM, PACIIOIAratoTCs MPOyMaHHBIMH
rpylnrnaMy Ha CKajJbHBIX YCTYIIax, B TO BpeMs Kak B MaTep4yaroM HeOe

Ha3peBaeT OeCTBUE: MPOMBIIUICHHBIN cyMpauHbiii cMor” (CliaBHUKOBA,

2017).
Here are a few more examples, supporting this point:

"Smiling and bowing, the maitre d' led the new arrivals to the most
desirable booth [seated under a stylized portrait of the President of the
Russian Federation, where the Russian leader was depicted as a warrior
on the terrible shaggy horse, holding a sword of the size of a board made

of good fenceand.]* (My translation)

"Later, when he had done some reading, Krylov learned that the picture
was in fact held at the Tretyakova Gallery. It was hard for him to believe
in the Tretyakov's reality and, consequently, Shishkin's painting itself
vanished from reality. The word appeared to young Krylov as a string of

copies without an original” (Slavnikova 57).

Thus, the structure of space in "2017", revealed in the first sentences of the novel,

is characterized by the complexity of the Yekaterinburg and Riphean Mountains

* The second part of the phrase is not translated by Marian Schwarz. "ycamun 1o CTHIH30BaHHbIIT
noptpet [Ipesnaenra PD, Ha koTopom riaBa Poccuiickoro rocyaapctsa 01 n300pakeH B BUIE
OoraTeIps Ha CTPAITHOM KOCMAaTOM KOHE, IepKaIlUM MeY pa3MepoM C JIOCKY M3 XOpOIIero 3adopa
(CnaBuukoBa, 2017)
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location, which creates a distinct bipolar composition, or "nBoemupue". This is
realized on two levels: Krylov as a hero and his romantic conflict on one hand and
on the other the confrontation of external and internal, peripheral and central,
realistic world and fantastic (demonic) anti-world, and the boundary between
them in the form of the train station. The structure of space can be represented by
a three-dimensional projection with the spatial axes constructed both vertically
and horizontally. The protagonist moves along the horizontal axis in the direction
from his enclosed dwelling to the transit zone of the train station. Within this
complex spatial structure the author reproduces her own worldview and her

concerns relating to the past, present and future of Russia.

In the following chapter | provide a more detailed examination of each of

the chronotopes and an interpretation of the novel’s spatial structure.
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Chapter 3: Inner Spaces in the novel.

In "2017", the chronotope of the Riphean Mountains includes the
chronotope of city (Yekaterinburg) which, in turn, includes the chronotope of
apartment and the chronotope of road connecting them all. The road expresses the
characters' path, laid between different locations and moving towards the sacred
space. The way these non-intersecting chronotopes surround each other and
connect by means of one shared road/path resembles a labyrinth, which is
traditionally presented in a form of expanding circles with the spiral turned into a
meandering yet purposeful path. Generally, this path symbolizes a character's
journey of reaching the center of the circle and returning back to the outside world
with the acquired "sacred” knowledge. A path in this labyrinth is similar to
Propp's journey in folk tales: both of them occur in a parted world (of the living
and dead, real and unreal/fantastic, visible and invisible), where the border is
marked by a river or any other place symbolizing "transition”. Also, walking the
labyrinth (in myths) and going on a journey (in fairy tales) are both considered as
initiations. It is well known that those who go through a ritual of initiation are
supposed to overcome trials on their way to a sacred center, and on their way back
to be "born anew to conscious dwell in a human body, made holy by having got a
taste of the Infinite Center” ("'Labyrinths™). It is also believed that a labyrinth

determines the character's fate and explores a man's ability to control his destiny.

In "2017" the city is a labyrinth. This is indicated in several instances

where Slavnikova explicitly makes that reference. During Krylov's chase after the
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spy, the author describes the convoluted city paths and a labyrinth of

constructions:

"Abandoning his stuck property - something he had never once
donebefore - the spy quickly stepped diagonally across the side street,
where labyrinths of damp structures and sheds descended toward the
river [...] Evidently, though he really knew these crazy labyrinths. He led

Krylov in circles" (Slavnikova 238).

Slavnikova continues to compare the chaos of the outskirts with the intricacies of
the labyrinth: "I am going to rip your head off [...], Krylov rasped, his hands on
his spread legs and bodily blocking off the nearrow path to the spy's home

labyrinth of human henhouses™ (239).

The way the city is planned reminds Slavnikova of a web. In the following
example she even compares the spy with a spider in order to show his agility in
orientating himself within the tangled backstreets: "The spy skillfully passed from
handle to handle, like a spider across a web he personally had woven. On his
paw, which stuck way out of his hairy sleeve, was a ring with a cornelia cabochon
that looked like a wart" (308). Another example of the city as a labyrinth occurs in
the description of the strike on the day of Great October revolution's anniversary:
"The students dropped their soda bottles and scripts and were pushed toward the
Swedish slope - a wide, paved conduit leading from the upper town to the lower,
into an escape labyrinth of spreading vegetation and lopsided ruins” (Slavnikova

265).
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The second important factor identifying the city as a labyrinth is its
circular shape determined by the circular images and round objects used in its
description and the circular direction of the characters' movement inside the city.
The etymology of the word "labyrinth™ explains its round shape. It is related to the
word "ladyrinthos", which comes from "6onbmioe kpyxenue" (a big swirl), which
sets winding paths ("Mud o mabupunte™). A labyrinth is often confused with a
maze, which may take a different shape. Hermann Kern in his book "Through the

labyrinth" distinguishes between the two:

"Maze refers to a complex branching (multicursal) puzzle with choices of
path and direction; while a single-path (unicursal) labyrinth has only a
single, non-branching path, which leads to the center. A labyrinth in this
sense has an unambiguous route to the center and back and is not designed

to be difficult to navigate™ ("Labyrinth").

The abundance of "circles” in the city resembles the circles of Hell, about which

Lotman talks in his analysis of Dante's journey in the "Divine Comedy".

As we remember, the story of "2017" begins at the train station plaza
with a fountain in the center: "a small fountain on a wet pole looked like a toy
windmill, sparkling cheerfully in its watery web" (Slavnikova 13). Later

Slavnikova, adds:

"Here, by the circular fountain, was a favorite meeting place for young
people™ (Slavnikova 37). "Led more and more downbhill, they gradually

approached the city's river with its park pond, deep as belly, where all the
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things that fell into the river, including drowning victims, accumulated

and stewed" (Slavnikovalb).

The circular fountain captures attention not only because of its circular shape, but
also because it represents the circular motion of water inside it. The notion of
water and its constant movement resembles the infinity of time and its feature of
changing velocity. Moreover, the comparison of water with a web is significant
not only because it identifies its "labyrinth” nature, but also because it leads us to
the underground, to the other world. Looking ahead, I should say that the city
river is one of the transit zones connecting the labyrinth of the city (of the living)

with the labyrinth of the dead, traditionally located below ground.

Further on, the characters, looking like "accidental prisoners of a sinister
labyrinth™ (Alekseeva), found themselves in "the lazy park", where "across the
pond, swathed in an oily light, a dingy white swan glided in its own wave, as if on
a plate” (16). Sitting in a red plastic cafe, they even ordered pizzas which first
"looked like hard balls on two plates with the thick premade circles [put] into
microwave" (Slavnikova 17). The farther the main protagonist Krylov and his
acquaintance Tanya travel (periodically making short stops), the more contracted

the circles seem and the more winding their path becomes:

"Led more and more downhill, they gradually approached the city's
river [...] Here, below, they roamed cross—country - over fresh ditches with
stone abrasions and old gray slopes sparkling and slippery from broken

glass [...] They just kept turning up in places, often unfamiliar ones”
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(Slavnikovalb). "Later they wandered down steep paths, which would

occasionally turn into concrete steps sealed with rough plaster; once they

came across a booming band shell, where well-dressed old women were

waltzing..." (Slavnikoval8).

"The tentative curve of their movement described through the city” (Slavnikova
15) with its gradual descent ("here, below; led more and more downhill™) shows
that the characters are moving along the vertical axis, which at the same time
turns into a downward spiral. The direction of Krylov's movement implies

changes happening inside him as a person undergoing initiation.

"Movement in geographical space meant moving in the vertical scale of
religious and moral values, the top of the scale being heaven, and the bottom —
hell” (Lotman, Universe of the Mind: a semiotic theory of culture 171). In
accordance with this idea, "a long journey makes a person more holy, and at the
same time the path to holiness implies necessarily leaving the settled life and
setting off on a journey. So going away to a monastery was a movement from a
sinful place to a holy place and in this sense was like a death™ (173). The
discrepancy between Krylov's symbolic "downhill” movement to Hell and the
initial purpose of the ritual, of becoming holy - of reaching Paradise, proves that
the space created in the novel is inverted. Here everything is upside down.
Slavnikova makes a hint at the literary space being inverted at the beginning of
the novel, comparing puddles with Matisse's dancers who confused "left" and
"right™. The absence of certain direction may also define the path in a labyrinth

and it is evident that Krylov and his new acquaintance moved from the train
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station in no particular direction. Very often the path in a labyrinth is compared to
the birthing womb as the opposition between the inner and outer spaces.
Slavnikova alludes to this in the first pages of her novel. At the end of the day
when Tanya and Krylov first met, they found themselves in bed, fallen instantly
asleep. "They lay chastely and closely, like twins in their mother's womb, and

truly did start looking more and more alike” (Slavnikova 19).

Besides that, Krylov's dream of flying/falling off "a dizzyingly deep
mountain gorge with a vertical cliff" (Slavnikova 189) , suggests how much he

longs for the way out of this labyrinth.

"The height gave him a chill, and butterflies flitted in his stomach [...]. A
half-naked fatman [...] seemed to be trying to make Krylov sit on the

ground. But just when Krylov thought he had almost wriggled out of his
opponent's slippery embrace, his soles couldn't feel their support, and the

void rushed up at him, like a grenade" (Slavnikova 189-91).

Walking down the path also creates an illusion of a fairy-tale journey
where, according to Propp, a travelling hero leaves his home in search of some
unknown place (the sacred space) that has some precious objects. For Krylov, this
wonderland is connected with gems that are associated with the Riphean

Mountains.

Slavnikova characterizes the sacred (magic) places as places where there is
no God presence. Like the corundum river in the Riphean Mountains, the

apartment becomes the place where two contrasting worlds meet. Krylov himself
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has a strange feeling of somebody's presence there. At first, Slavnikova speaking
about Krylov's apartment says: "Since nothing happened in the space freed from
God's presence, the sole event of that evening was Krylov's dream” (Slavnikova
189). Later on, as Krylov starts feeling God's "presence in there”, Slavnikova
claims: "TIpu nepexo/ie rpaHuUIlbl CBOCH TEPPUTOPHH U IPOCTPAHCTBA,
KoHmpoaupyemoz2o bozom, enBa He yOWIICS Ha JIECTHULIE, BAPYT CKPYIJIMBIIEH
I0]1 €T0 MOJIONIBOM CKOJIb3KYIO cTyneHbKy" (CnaBHukoBa, 2017 137). [Crossing
the border of his own territory and space, controlled by God, he hit himself on the

stairs, suddenly rounded a slippery step under his foot.] (My translation)

As another example of a place "left by God" earlier in the novel the author
describes a "dam tunnel and waterfall, above which some hotshot, one of the ones
who liked to dangle his legs over the abyss, had written in bright white waterproof
paint, There is no God" (Slavnikova 69). The same inscription was drawn "on the
incline of the dam that dumped beery water into the soft icy flab the freshly
repainted sign - There is no God - was titled, like a lure or a runway sign" (413).
There are many more examples of this kind in the novel. | will return to them later

in the analysis.

Furthermore, this causes a mystical/fantastic phenomenon in these places.
An apartment seems to become a border between the two worlds. During the day
there is God in there and at night, under the lamplights, demons start playing
around; objects become alive and start moving. In addition, there is another
significant feature of the sacred (magic) world, associated with its unique quality

of transparency. In the Riphean mountains the sacred space (place) is located deep
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in the mine near the corundum river Pelma, where Anfilogov and his colleague
Kolyan went on an expedition. In the city, there is also a "sacred space”. It is not
real, but rather a reflection and distortion of it. Krylov finds it in Anfilogov's
apartment, where the Professor kept "a collection of freaks [gems] in an altered
habitat". He also finds it in a gem-cutting workshop and in his own apartment
where "mysterious processes went on around and inside him" (Slavnikova 82,

176).

Nikulina, in her article "Stone. Cave. Mountain." devoted to the analysis
of gems in mythology, explains that gems/stones are always placed on the
borderline between the forbidden and permitted, the world of the dead and of the

living:

"KameHs, ry1e Obl OH HU CTOSUT: B IICHTPE CBATUIIMIIA WJTH Xpama, Ha Pa3BIIIKE
JIOpOT WJIU Y BXOJ1a B MIEIIEPY, HA BEPIIMHE XOJIMa UJIM Ha MOTHJIE — BCETa
HAXOJIUTCSI Ha TPAHUIIE JI03BOJICHHOTO, HA CTHIKE MUPOB U SHEPTHIA:
HEOECHOM 1 36MHO, 36MHOM M TIOJI3€MHOI; OH M TIPE/ICTABIISIET COO0

pa3oM 3aMOK U KJTIOU, TIPErpay ¥ BOPOTa, IBEPh, OTKPHIBAEMYIO

C MMOMOIIBIO TAHOTO KO/Ia, TMKTyeMoro u3-noa kamusi (Hukynuna).

In Bazhov's tales, the gem also functions as a secret entrance or gate to the

underworld.

"V baxoBa, B IOJHOM COTJIaCHH C MUPOBOU TpaJuLIUel, KAMEHb — TOXe
TalHBIA BXOJ ¥ BOPOTA I10J] 36MJII0, OH TOKE ITOMEIIACTCS Ha TPAaHULIC

JKUBOT'O 1 HC)KHUBOI'O, 3EMJIU U IOA3EMEIIbS, ) KU3HU U CMCPTH. MexaHuzm
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MIPOHUKHOBEHHSI B TOPY OIMKCAH JOCTATOYHO MOAPOOHO: "KaMeHb

nmn

KauHyscs'", "o Bcel CTOpOHE MIeNb mpoiuia”, siepka rnokasania, "B

KOTOPOM MECTE 3aX0/IUTh, B KOTOPOM BBIXOJUTH", " 110/1 KAMHEM JIECTHULIA
OTKpBUIACh"... [ epoti-u3opanHux MOMAAaeT B TICIIEPY JIETKO: "HaXKall Ha
KaMeHb — J1a ¥ TyJa"; IpyruX OHa HE MPU3HACT U HE MPOITYCKaeT. [...]
Kpome Toro, kameHb MOXKeET OBITh BECTBIO, HO TOXKE  TOJBKO OTTY/A, U3
TOpBbI, — CIOJ1a, B YeTIOBEUECKUM Mup. [...] C kammusa nauunaemces nymo

npespaujeHus. MECTO — 3HAKOBBIM KaMEHb — KAMEHHEBIH JIEC — ITOA3EMHOE

MPOCTPAHCTBO —X03stika 2opwl (cuia, crosimast 3a kamHeM)" (Hukynuna).

In Slavnikova's novel gems have the same function, but she creates her
own mythology of gems. In the second chapter Slavnikova thoroughly describes
Krylov's transformation into a hitnik (gem-cutter). When a child, he had a dream

about a blue stone, which

"Young Krylov, smeared with blood, stubbornly held his find behind his
back and retreated into the leafy shade, which was as hot as splashes of
tea [...]. He had felt it with unutterable clarity at the time: the blue sliver
contained something that almost never occurs in the simple matter around
us: transparency, a special and profound element, like water and sky"

(Slavnikova 55).

Since then Krylov had perceived "transparency” as higher, enlightened state.

"Transparency was magic. All simple objects belonged to the ordinary

world, this world; no matter how cleverly they were arranged or how
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tightly sealed, you could open them up and see what they had inside.
Transparency belonged to a world of a different order, and you couldn't

open it up and get inside" (Slavnikova 55).

As Slavnikova states, the "move™ dated from this time" (59). Now, we understand
what the author meant by the move - transformation. Further in the novel, as if by
fate, Krylov meets Professor Anfilogov, starts working in his gem-cutting
workshop and plans his own expedition. Now Krylov is driven by the desire to
possess gems and provide himself a better life. "At night, Krylov dreamed of big
money- the kind of money that would last far beyond lifetime, settling its
possessor in a comfortable eternity” (16). Krylov's desire to possess gems as the
embodiment of wealth is decisive. Slavnikova's gems symbolize a power of fate

and cause an inevitable death.

The sacred spaces in the city, as | have mentioned, are placed in various
apartments. But before | describe each of them, | should clarify that an apartment
in "2017" does not correspond to the notion of famous Bulgakov's apartment
("Hexopormas kBapTHpa")® as an antipode of house (internal, enclosed space of
harmony and security). On the contrary, here an apartment is the characters'
refuge ("yoexwumre") where they find peace and harmony and the house plays the

role of a communal place (like Tamara's house). However, throughout the novel

®"In Bulgakov the home is an internal, closed space, the source of security, harmony and
creativity. Beyond its walls lie chaos, destruction and death. A flat, and especially a communal flat
is chaos masquerading as home and making a real home impossible. The home and the communal
flat are antipodec. This means that the common feature they share - being a dwelling place, living
quarters - loses its significance, and all that remains are the semiotic qualities. The home becomes
a semiotic element of the cultural space” (Lotman 191).

64



these refuges undergo some spatial transformations, and the apartments turn into

anti-apartments.

In the novel there are two apartments that function as a refuge. The first is

Krylov's secret apartment:

"Even before he met Tanya, who showed Krylov how one can suddenly,
against one's will, put himself at the disposal of fate, though, unpredicted
difficulties arose in making his refuge habitable in comparison [...]. Thus,

by tormenting Adam, his refuge demanded an Eve" (Slavnikova 182).

Second, it is Professor Anfilogov's secret apartment, whose keys, as it turned out,
Tanya gave to Krylov as a present at the beginning of their journey: "Krylov
understood what it was to give a lover the keys to her husband's refuge, even if
she didn't tell him the address™ (287); "Dto 6bUIO yOeKHIIIE, Ubs TyCTOTA
IMOAYCPKHUBAJIACH 3aIllaXOM IbIJIM, HAIIOMUWHABIINM 3aIriax HlepCTSIHOfI HaneTOfI
tkauu'" (388). [It was a refuge, whose emptiness was emphasized by the dust

smell, reminding of the smell of hot woolen fabrics.] (My translation)

Both of these secret apartments have at least one common feature:
throughout the novel they transform from the places full of natural light, with
“uncurtained windows” into dark gloomy spaces. In the latter, those uncurtained
windows serve as a border between the external space of the city and the internal
space of the apartment, but are still directly connected to the outer world. In the
former, curtains are always closed and hard steel doors separate the inner space.

In the apartments with uncurtained windows God is always present, in the dark
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ones there is no God. In other words, they turn from apartments/refuges into anti-

apartments. Let's have a closer look.

Krylov's one room apartment is located downtown, on the fourth floor of
the "mustard yellow house™ with the front door looking like "an old kitchen
cabinet” (Slavnikova 175). When Krylov first came there, behind the unlocked
door " the powerful infusion of a silence™ awaited him (175). From the very start,
here at home the protagonist is located at the center of several "concentrically
wrapped protecting layers” (Hansen Léve 83). He is surrounded first by the walls
of his room, then by his apartment, then by the building/house and then by the city
(since his place is located in the downtown). This refuge not only creates an
impression of protection (apartment as a shelter) and emphasizes the contrast of a
safe internal space to the hostility of the external; but it also implies
imprisonment, a life imprisonment to be exact: "Here Krylov really was safe -
safer than ever. No one was going to come in here as long as he was alive, and if
cops did get in, or neighbours, [...], that would mean Krylov himself was no
longer among the living [...]. Any visitor who got into his refuge would
immediately become a negative value" (Slavnikova 330). Krylov turns this place
into "a dimension where not a single human being would enter until he died"

(Slavnikova 176).

Later in the chapter, Slavnikova gives a more detailed description of the
place. At first, it seems to be cramped and cluttered: the tenant's "massive
armoire, [which] took up nearly half of the room" (176). On the short little

mattress, his [Krylov's] long leg in his half-removed sock [was] hanging out"
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(176). But despite this little discomfort, Krylov feels very comfortable there: he is

sleeping for hours drowning in silence and sunlight.

"While he slept, mysterious processes went on around and inside him.
Krylov woke up in the morning - not in someone's apartment but in his
own as if he had been born here. Out the frosty window, thick gold smoke
floated by like garlands of balloons, and the pock-marked parquet pieces
burned like amber where the winter sun lay on them, Krylov

glanced at the face of the antique marvel with the porcelain figurine

fragment and figured out he'd slept for 18 hours" (Slavnikova 176).

The very fact that Krylov constantly sleeps in the apartment speaks to the
predisposition to immobility in the internal space as opposed to the haste and
constant movement in the city. He cleaned the apartment, threw out all the old
furniture and left it spacious and empty. "The walls of his empty inhabitation
stood fast" (176). It became his refuge, "no one knew its address or telephone
number. No one guessed it even existed" (176). Even the municipal
representatives had no access to "his closed territory", so all the "demanded
repair, Krylov would have to do himself" (179). He thought that "the space, once
presented to the stranger, would differ markedly from the usual inhabitation, [and]
a secret would be revealed (a sad, unneeded treasure which can't be spent on life
or given to anyone)" (Slavnikova 181). Later on Krylov even installed "a mighty
steel door, [s0] his territory's boundaries were under lock and key". In here, he felt

as though he had exited reality.
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"Krylov was absent from the outside world, not only by force of the law
which says that one body cannot be in two places at the same time, but in
general [...] himself was a kind of amplified electrical impulse, but Krylov
followed a regime of silence so his location could not be fixed. He never

used the telephone fearing caller ID" (Slavnikova 178).

Moreover, Slavnikova continues:

"Not a single object there could be moved without Krylov's wishing it.
Krylov alone was the source here of all the cause-and-effect connections
[...] Each thing in the apartment existed simultaneously in Krylov's
consciousness as a holographic copy [...] After a while, he noticed that the
apartment 's space had become transparent: nothing was concealed from
the very first glance, but the possibility of penetrating from without was
excluded. God, should he wish to get this human insect with his straw,
would have to smash the refuge's transparency to white powder [...] The
sense of freedom Krylov experienced by shutting himself up here forever
[...] In fact, Krylov acquired the habit of roaming about naked thanks to
the ancient radiators under the massive windowsills [...] The absence of a
mirror in the apartment allowed Krylov not to be shy [...] Now he realized
with astonishing clarity that any person [...] could drag God into his
refuge. Krylov literally saw His presence shining through the crumpled or

simply everyday faces of his neighbours™ (Slavnikova 180-181).
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The time when Krylov started feeling freedom, the degree of “transparency” of
his apartment and the presence of God, coincides with his developing relationship
with Tanya, who later on turns out to be the Stone Maiden. Mysterious processes

start happening there in his absence. Once when Krylov came home and

"unlocked his nice new steel door, [...] in the hall, silence and a feeble
band of light awaited him from the bathroom where for some reason the
electricity was on. Krylov was convinced that the bathroom was, of
course, empty [...]. In the kitchen, Krylov found two unwashed dishes with
picturesque traces of scrambled eggs; soaking in the dishpans full of nasty
water was a cup from cocoa and another with a fly at the bottom, was
white on the windowsill. It was as if the apartment had taken Krylov for
two people at minimum. This was not the first time he had had the distinct
sensation that someone had been in his refuge in his absence. Either he
found extra dishes, like today; or it seemed to him that someone had
touched the books and put them on the shelf in an unusual order, not

characteristic of their owner" (Slavnikova 185).

The artificial electric light in the room plus its untidiness corresponds to the
concept of “unclean space [...] locations ruled by the powers of darkness, which
play an important role in archaic concepts of the world" (Hansen Léve 69). This
unclean space causes the spatial transformations within it. "The misleading
lamplight is used here as a tool to derange the natural order of things™ (Hansen
Love 77). Thus Krylov's room, that was earlier associated with God, is turning

from a "holy™ into a "sinful” place, from an apartment into anti-apartment ("aunTtu-
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kBaptupa'), where there is no God. By the end of the novel we can see that,
"since there was no God on this territory, all cause-and-effect connections were
launched manually. There was a mountain of dirty dishes in the sink, that was full
of water, like an abandoned, multitiered fountain with food scraps and blackened

parsley leaves floating in it" (Slavnikova 330).

The author gives another example of absence of God in Krylov's refuge:
when he is hiding there from the police after he (as he thinks) had killed the spy.
"Since the absence of God forced Krylov to keep each and every thing in his
mind, he couldn't keep a weapon on this territory™” (331). The spy's death
becomes a turning point in Krylov's life because he realized how far his "gems
passion™ had led him, and his sunny apartment turned into complete darkness: "he
suddenly discovered that he was standing in the vestibule, in the darkness, staring
at the shining peephole, which looked as though it was filled with a drop of hot
oil" (332). At this moment he heard somebody's knocking at the door. It was
Tamara, Krylov's ex-wife, who "like no one else was [...] destined to bring
nonexistent God to his refuge” (332). He showed her the way into "the empty
room, from which the smeared shadow slipped into the kitchen..." (333). Krylov
realized that "his refuge's space changed markedly. Evidently a dehermetization
had occurred, and outside air flowed through the window cracks in layers, like
jam from a pie. What was left of the lacy tulle rustled, and the cornice mounts
creaked" (350). That night Krylov had "a distinct feeling he was seeing all this for
the last time" (351). He felt an inevitability of his destiny. When he left the

apartment and looked back at "his former window, which he had always kept only
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partly drawn, [that it] was now firmly curtained™, [...] "now it looked fake, and the
balcony hung on his promise, as if it had been tied to the house with the old lady
robe" (351, 372). After that night, Krylov went to his apartment to talk to Tamara

but she was not there.

"When Tamara went inside, she stepped out of reality, and not because
when she hid there she could not simultaneously be with her officials and
lawyers; she disappeared altogether. This was as impossible to

comprehend as it was to imagine eternity” (Slavnikova 372).

Thus, the space of anti-apartment is not simply "sinful”, — it absorbs people like
the pit of Hell. Laura Weeks in her article "House, Homes, and the Rhetoric of
Inner Space in Mikhail Bulgakov”, published in the book " The Master and
Margarita, A Critical Companion” (1996) notes that the chief characteristic of
"anti-house" (in our case anti-kvartira) is not only of being "a source of evil and
falsehood", but "that in them people do not live - they disappear from them"

(Weeks 38).

The same spatial transformation happened in Professor Anfilogov's
apartment, but a bit earlier. As we already know, the transformation begins when
the characters (first Anfilogov and later Krylov) meet the Maiden Stone
(Anfilogov's wife Ekaterina Sergeevna who also turned out to be Krylov's Tanya).
Thus, when Krylov first saw Anfilogov's refuge, it had already transformed into
the anti-apartment (and Anfilogov is already moving in the direction of his death).

The first thing that Slavnikova describes in Anfilogov’s apartment is the
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lamplight: "A separate, artificial light perpendicular to the ordinary daylight was
falling on her (Tanya)" (Slavnikova 385). Krylov opened the door into
Anfilogov's apartment with "the bundle of mysterious keys", that Tanya had given
earlier to him. "His instantaneous dissolution into free atoms and instantaneous
coalescence into a stinging, formless lump told Krylov what kind of place had
opened up to him behind the door, which from the inside was an armored plate. It
was a refuge.” (388). "Dto ObLTO YOEXKHUIILIE, Ybsl NYCMOMA O TICPKUBATACH
3anaxom nuvlau, HATOMUHABIINM 3alaX LIEPCTAHOW HarpeTol TKaHu"
(CnaBuukosa, 2017 ). [It was a refuge, which emptiness was emphasized by the

smell of dust, reminded of the smell of a hot woolen fabrics.] (My translation)

From this example we can see that Anfilogov's anti-apartment is also
unclean, dusty and there is emptiness or, as we will see later, transparency in it. In
the same paragraph Slavnikova compares Tanya with "a magical bird" flying
around the room. This metaphor refers Tanya to the "other" world (paradise
according to Toporov's mythopoetic model of the world), and it emphasises a
vertical spatial orientation: high and low or holy and sinful, where Krylov belongs
to the second. Moreover, the apartment is located on the twenty-second floor. To
reach it Krylov had to take "the express mirror elevator [which] bathed Krylov in
bands of flickering life from below, as if it were taking a few Xeroxes of him"

(Slavnikova 403).

The image of the elevator has a significant importance here. In the novel
the elevator plays the role of stairs, which are traditionally considered to be a

connection between Heaven and Earth. In "2017" the elevator also symbolizes a
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decisive turn in Krylov's fate and a culmination of the plot. Krylov finds Tanya's
habitation, reveals her true nature and, to my mind, finishes here his path in a city
labyrinth. This apartment is another sacred space where Hell and Heaven coalesce
and an inversion of opposites occurs: going upward on the elevator in fact turns

out to be his downfall and destruction.

Professor Anfilogov's ghost, that Krylov meets in the hallway, is the

embodiment of the underworld.

"Professor Anfilogov, wearing a stretched out house shirt that looked
like it was made of tissue paper, was standing in an iced-over puddle of
sunlight but was not reflected in the hallway mirror. [...] The professor
nodded slowly [...] and went off into the depths of the apartment getting
his dark feet stuck in the puddle of cold sun. Before he reached the turn
he got very thin and then vanished, like a needle sleeping under the skin,
as if his entire liquid content had been injected into the empty bright

space" (Slavnikova 389).

Both Tanya (as a magical bird) and Anfilogov's ghost create an image of the place

where two contrasting worlds intersect and make the space sacred.

Further on Slavnikova describes the same apartment as spacious and
empty. There was "a long built-in cupboard, as empty as a train car. The apartment
had a lot of room but very few things [...] lots of unoccupied rooms, lots of
compartments and shelves covered with untouched, moon-cast dust” (Slavnikova

389, 390). "Dust mysteriously laid down by the emptiness, silver on the bare
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surfaces” (402). In the center of the bedroom, where Tanya was standing, was "the
round, roiled aquarium” (390), which functions as a sacred object in the whole
place. Inside this aquarium there are gems, which professor Anfilogov kept in
secret. The scene in the apartment finishes with the description of Tanya and
Krylov's "transparent circling [searching for a pen and paper to write Krylov's
phone number] as if each were dancing solo” (Slavnikova 402). | believe their
circling solo dance is symbolic. As we remember they started their path together.
Tanya led him all the way, closer and closer to the Riphean Mountains, and now
when he is ready for the expedition and cannot resist his fate, she leaves him for

another "hitnik", her next victim.

In the first chapter Slavikova introduces another of Professor Anfilogov’s
apartments. This place was never his refuge. On the contrary, many of his
colleagues had access to it, including Krylov. From the very beginning, this
apartment differed from the others by its irrationality and semantic ambiguity
("cemanTnueckas aBoiicTBeHHOCTH'), and it doesn’t require any transformation.
Slavnikova immediately declared this place as sacred where anomalous
phenomena occur. As soon as Tanya and Krylov fell asleep, all the objects

became alive:

"All the dishes in the room were empty but seemed full; the dull,
congealed crystal of the cut glass on the desk, the size of a half-liter tin,
seemed to be reading the newspaper under it through a magnifying glass.
The decorative fish no longer saw the glass wall of the aquarium as a

solid barrier and swan freely about the room, their tiny maws nibbled at
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the offal of scattered clothing, and their insides looked like dark tangles,
which would occasionally isolate a fat thread hanging in the air. The
blanket had slipped off; almost simultaneously, struggling to retain the
last grains of their winding, all the clocks in the house went off"

(Slavnikova 19).

Professor Anfilogov lives in this place alone, or more precisely, with his library:

"his books, two colonies in the two apartments the professor personally
inhabited [...], were night creatures and protected Anfilogov from
delusions, gathering under his lamp in the dark time of the day. They spoke
three languages with the professor, moreover some lay opened flat for
weeks at a time, sprawling in leaning poses characteristics only of books

printed in Russian” (Slavnikova 197).

Lara Weeks in her article "House, Homes, and the Rhetoric of Inner Space in
Mikhail Bulgakov" makes an interesting comment about the infernal nature of

Bulgakov's anti-apartment.

"The next thing we notice is how alive it is. With its talking clocks, its
attentive lampshades, and its cream colored blinds, this is a house with
eyes, ears, and a voice [...] So great is the harmony that reigns within the
inner space that objects and inhabitants become interchangeable. Clocks

become people, people's faces become clocks"” (Weeks 144-145).

We can say the same thing about apartments in Slavnikova's novel. Here

everything is moving around, the boundaries between reality and dreams are
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being erased: "the decorative fish no longer saw the glass wall of the aquarium as
a solid barrier and swam freely about the room"(Slavnikova 19). Another
boundary erased is that between the apartment and the grimy train, through the
emptiness/transparency of the glass cup (“crexnsunoro crakana') and of the

sunlight on the roof.

"In their sleep, the quotation marks fell away from their invented names;
at half past five, when the streets deepened and a band of sunlight passed
over the roofs, like a gilt fillet around a glass' rim (while in the grubby
train carrying him northward, the professor suddenly sat up on his shifted
mattress and pressed his hands against his angular face), they both
surfaced from their dreams as other people and felt that this time was by

no means the last” (Slavnikova 20).

The fantastic phenomena start at nighttime and stop at dawn, when "a band of
sunlight passed over the roofs" (20). As we already know, traditionally nighttime
is believed to be the time when powers of darkness start controlling the world.
There is no natural light in the apartment. The windows are tightly curtained. The

lamplight is on.

"Anfilogov's apartment [...] greeted them with the daytime gloom of its
only room, which was stacked to the ceiling with thousands of dark,
inosculating volumes; from the outside, the other side of the tightly closed
curtains, which were full of hot sunny color, a flock of pigeons was

clawing hard at the metal™ (Slavnikoval9).
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The curtained windows play the role of a boundary between the internal/closed
space of the apartment and the external space of the city. They block daylight and
make the room gloomy. "The room's summertime semi-dark, without the negative
intervention of a lamp at the transition from sun to night, was amazingly pure"
(19). The lamplight along with the untidiness of the room ("the cot was
unmade”,"an entire fortune gathering dust under the professor's cot,” 82) also

corresponds to the infernality of the place.

Another sign of mischief in Anfilogov's apartment is manifested by the
comparison of tiny fish maws ("kpomieunsie nactu pei6™) with the offal of the
scattered clothing ("'c Tpebyxoii pazopocanHoit oxexap). This produces an
impression of Tanya and Krylov being eaten or sacrificed. Besides that, the
adverbs ("oyxro", "cnoBuo", "Bunumo"), frequently used by Slavnikova in the
description of this apartment, give it such qualities as illusiveness, theatricality
and a sense of magic. The sacred object that produces magical “transparency” in
Anfilogov's apartment is "the dull, congealed crystal of the cut glass on the desk,
the size of a half-liter tin" (Slavnikova 19). Anfilogov has a whole collection of
gems kept "not in display cases, like at Farid's, but in cardboard banana and

cigarette cartons that buckled under the weight™ (81).

"Anfilogov's collection was a cabinet of curiosities - a collection of freaks
in an altered habitat. [...] Meanwhile, his freaks, preserved in deep pockets
lined with soft nests of tissue paper, also had something inexpressively

touching about them; the small zones of transparency in their stocky,
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Siamese, dystrophic bodies were like their incredible souls"

(Slavnikova 82).

Besides the collection of "freaks", there is a round aquarium in the apartment,
wherein Anfilogov "kept his largest stones, whose light refraction was close to the
index for water [...] the aquarium served its owner as an optical safe [...] At the
sight of these magnificent nesting places filled with beings whose firm mirrored
or ribbed hides preserved marvelous mute zones of transparency” (97, 272). The
amount of gems, the embodiment of transparency, collected in the apartment

makes it the most concentric sacred zone in the city.

Krylov's path (journey) is based on the acquisition of more and more
sacred concentric zones with sacred objects enclosed in them. His fate leads
Krylov through these apartments and the city labyrinth, luring him into the
Riphean Mountains, where the source of all transparency (as well as his death) is
centered and concentrated. This is a corundum mine, whose " powerful force
[and] the mysterious magnetism had kept the expedition to the bank of the
corundum river" (Slavnikova 116). "The vein demanded that the rock hounds die
alive, that they burn the last calorie there was to burn in their human bodies and,
empried, remain here [...]. The obsession was so strong that time seemed to stand

still" (116).

In the novel, the protagonists merge with the sacred space into a single
entity. "KopyHaoBast MECTHOCTh HEM3BECTHBIM CIIOCOOOM MPHUCOETNHMIIA UX K

ce0e, mpeBpaTUIIa B CBOI1 OMOJIOrMYecKuid, MpupoHbIi eMeHT (CllaBHUKOBA,
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2017). [The corundum area attached them to itself in an unknown way, turned
them into a biological, natural element.] The corundum mine is the place
forgotten by God. For Anfilogov, "the corundum pit - more fully and clearly than
those special cupolaed structures - had proved to be a place for encountering
nonexistent God [...] Here he had earned the chance to leave God the loser"
(Slavnikova 215). The mine is filled with water: "Boma crosiia AIHHHBIM
3EPKANTbHBIM A3bIKOM, U Y3KOC APOKAIICC 3epKaivye NCJ1a10 OHO KO]ZO@I/;CI
MOXO0KUM Ha 3akatuBinuiics rias" (Cnasuukos, 2017). [the water filled it with a
long mirror tongue, and the narrow quivering mirror made the well bottom look
like a rollying eye.] Evidently, water and its glassy (transparent) features reflect
and predict its sacred (magical) origin. The mine functions here as a magical well,
as a gate into the world of the dead and as the image of death itself. It is not
surprising that there is no God in here, and that protagonists should inevitably die.
This is what happened to Professor Anfilogov and later to his assistent Kolyan.
"Kolyan lay at the bottom of the corundum mine, face down in the remains of the
groundwater, which the punp was still trying to suck out as it jammed with sand"

(Slavnikova 212).

The corundum mine is situated on the Pelma river, invented by
Slavnikova. The name of the river is symbolic. The word "pelma" comes from
Greek and means "the sole (of the foot)", the ground. "The word pelma is also
allowed to mean not only the sole (of the foot), but also the end of anything"
(Kavanagh 258). Thus, Slavnikova chooses this name for the corundum river to

underline the nature of this place.
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Slavnikova depicts the corundum mine as the ultimate anti-space. Hansen-
Love in her book "The Evolution of Space in Russian Literature”(1994) explains
"holes are structured emptiness. The spatial concept of holes is but one step
removed from the abyss, empty space in its most extreme form. The abyss means
total destruction of space, it is the mainstream of chaos™ (Hansen Léve 119). The
corundum mine in the Riphean Mountains is closely linked with the apartments
described previously in the chapter and is directly linked with the cemeteries of
the funeral home "Granite" owned by Tamara, Krylov's ex-wife. All of them are
evolving from life to death and represent, in the end, typical non-living and non-
liveable space. It is eventless, timeless and immobile. Affected by the Stone
Maiden, and as a result living in their enclosed “refuges”, both Anfilogov and

Krylov condemned themselves to death.

Evidently, all of these “transparent” and deadly spaces are produced by the
shenanigans of the Stone Maiden or the Mistress of the Mountains. She is a
mythological character in Bazhov's tales who often appears in the form of a lizard.

In "2017" Slavnikova describes her as a creature that is sometimes

"hard to tell from a human. [She] can appear to a rock hound in the
most ordinary guise - for instance, like the middle-aged vacationing
schoolteacher stained with berries [...], or like the woman at the little
train station's snack bar with the starched tower of bleached hair and
puffy, yearning eyes.[...] She's no beast. She feels perfectly free to
appear in the city. [...] The Stone Maiden is recognized only by

whomever she has come to see. Suddenly, at the sight of a perfectly,
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unremarkable woman, the rock hound's soul is strangely magnetized.
[She does not] need any gem cutting skill from a man. In reality, she,
like any woman, needs love, but it must be real love of that special and
genuine composition whose formula no one has ever been given. [...]
Suicide over a happy love, over a fully reciprocated feeling, is not such
a rarity in the Riphean capital, [...] the deceased was found with a

blissful smile on his petrified lips" (Slavnikova 33-4).

As a lizard she also appears around the city graves:

"Ha MaMATHOM KaMHe, IO BUACIH BO BCIKHI TEIJIBIN JSHb
XOPOIIECHBKYIO SIEPKY, HA MEPBBIHA B3TJISA] COBCEM OOBIKHOBEHHYIO — H
JUIIH CIEIUATHUCT, OKAKUCh OH 3/1eCh, COO0pa3uil Obl, 4TO CYIIECTBO HE
OTHOCHUTCA HU K OJHOMY U3BCCTHOMY BUAY, U BOCKIIMKHYJI OnI «He
MO3KET OBbITh!» IpU BUJIE MANIOPOTHUKOBOI'O y30pa Ha €€ CIIMHE U
KPOILIEYHBIX py4eK, CIIOBHO OJIETHIX B uepHble nepuyatku" (CraBHUKOBA,
2017). [ On any warm day people saw a pretty lizard on a memorial
stone, at first sight it was absolutely ordinary, but only a specialist if
were here could recognize such a rare kind and would exclaim: "No
way!", when saw a fern pattern on its back and tiny hands in black

gloves.] (My translation)

The role of the Stone Maiden in "2017" is played by Tanya (Krylov's lover),
Ekaterina Sergeevna (Anfilogov’s wife), and Nadya (Menshikov's beautiful

stranger whom he met in a hospital). She lures them all, one by one, in a fateful

81



circle of their love dance and lures them through the labyrinths until they fall out
of the circle into the abyss of death. This structure is strongly reflected by
Matisse's "Dance", with its broken circle, alluded to in the novel’s opening
sentence. As soon as Anfilogov departed for the expedition to the Riphean
mountains, Tanya targets Krylov. Around the time Krylov is getting ready for his
expedition, his friend Menshikov "accidently" meets a girl in an empty corridor
in a hospital, who introduces herself with a random name, as she did earlier with
Krylov: "Tell me, please, what's your name? - Nadia, let's say. [...] And yours? -
Viktor, let's say, Menshikov responded™ (Slavnikova 407). "Tanya, let's say. -

You can call me Vanya. Then we'll rhyme, - Krylov proposed” (16).
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Chapter 4: The Road and the Path in the novel.

In this chapter I will analyze the chronotope of "road"” as presented in the
novel. "The road" plays a significant role in the construction of the spatial
organisation of the novel as it connects all of its elements together. However, it is
necessary to consider that the word "road” ("mzopora™) in the Russian language has
at least two major meanings: (1) "mosoca 3emiu, npeaHa3HaYEHHAS IS
nepeaskenus”, and (2) "nyremectsue; npedsiBanue B mytu” (Oeros).

According to Lotman, in a literary work, “road” functions in two different ways:

"Jlopora" - HEKOTOPBIN THI Xy0’KECTBEHHOTO MPOCTPAHCTBA, 'MyTh' -
JBUKEHHE JIUTEPATYpHOIo NEPCOHa)xa B 3TOM npoctpaHcTse. "IlyTs" ecTb
peann3anus (I10JIHASL WIKM HENOJIHAs) WM HE-peanu3anus ' aoporu”

(Torman 47).

In "2017", both "the road" ("nopora™) and "the path” ("myts") are equally
important for the author. Slavnikova differentiates them not only on a conceptual
level but also on the lexical level, by the frequency of specific word useage in the

text (the word "road" is used 16 times, while the word "path" is used 42 times).

"The road" is used to signify a particular space, usually a traffic area,
where movement occurs. It is often associated with trains and cars as primary
means of transportation. At the very beginning of the novel, Slavnikova places
Krylov at the train station, where he asks himself a question: "What had actually
held him back [go his own road] at that fateful train station plaza?" (Slavnikova

15). "Yto e, COOCTBEHHO, HE OTITYCTUJIO €r0 YHTH c80etl 00p0o2oii C POKOBOTO
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sokzanvrozo kpulavya?" (CnasHukosa, 2017). Describing the city space,

Slavnikova also refers to the railways.

"In this proletarian district that crowded around the railroad, he [Krylov]
had tried to find a payphone that happened to be working™ (327); "As they
walked away from the railroad, they [Krylov and the spy] saw a freight
train crawling out around the bend, as endless as the Great Wall of China"
(322); "Due to a concatenation of events that seemed quite accidental, they
left for the rail and bus station, man after man, and woke up with a start in

an unfamiliar land" (Slavnikova 278).

"The road" is also the place of entertainment, car accidents and momentous

changes.

"The grown-ups [...] scheduled crazy rallies over forest roads, which were
nothing but rawsteepness with boulders hutting out” (67); "When his
father [Krylov's] drank his boss' whiskey and drove the Mercedes into a
silly but solid billboard [...] his boss had half his skul ripped off [...]. The
accident was the fault of a Moskvich that was never found and that skidded
and cliped a line of cars (there were plenty of reckless drivers among

ordinary engineers driving rusty old wrecks)" (Slavnikova 70).

As we see from the last example, with the help of "the road" Slavnikova also
demonstrates existing social inequalities in Russia: the hierarchy of social classes,
the conflicting relationship between their representatives, their negligence to each

other and to people of other nationalities. On the way to the train station, for
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example, Krylov, a young middle class gem cutter, meets a lot of Asian
unemployed immigrants in the underground tunnel. Slavnikova depicts this tunnel

as a place of imposed social interactions.

"[There was] a dank tunnel occupied by a camp of Asian beggars" (10);
Krylov managed to shake off a nine-year old Asian child hanging onto his
companion, a wretch with lustful male eyes whose sticky paw had already
nearly crept into the stranger's defenseless bag" (Slavnikova 13);
"KpbutoBy [0buTH] omepamumenbrbl 3TH Ky4dH TPOTOPKIIOTO aTJacHOT0
TP, OTKYIa TAHYJIHCH my3zemuoie pyku "'(CnaBuukosa). [The piles of
rancid satin rags stretched from native hands were disgusting to Krylov.]

(My translation)

Another example, that vividly demonstrates the class division and social
inequality connected and disclosed by the road, is when Tamara stops in her

Porsche and disdainfully dismisses a homeless person.

"Tamara's Porsche, a new lady's model with swan outlines on its silver
chassis and long door-wings, was shining coldly on a scrap of asphalt
melted by the sun to the softness of bilberry jam. A young homeless
woman wearing a rotten pink dress, and a filthy, vegetable-orange jacket,
was applying makeup ton her bloated eyelashes in front of the rearview
mirror. -Not again, said Tamara with a sigh, getting out her laser key. -
Why do these train wrecks ("cunssouku™) like putting on their makeup in

front of my car so much?" (Slavnikova 148).
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The mirrored towers of the Economic Center, in which clouds were
reflected like movies in giant plasma screens (183), are contrasted to little
markets, where elderly women offer their goods” (38), [similar to the dappled,
immediately faded garbage [...] it reminded of a refugee camp, forced migrants

from the destroyed past.] ® (My translation)

Also, while travelling around the city by randomly choosing the places for their
dates on a city map, Krylov and Tanya first see "a brand-new private home
["cBexenocTpoennsiii ocobnsk'] behind a lattice fence on a burning hot, bare lot,
like an elephant in an open -air cage at the zoo™ (39). Later on they find

themselves on

"a rural street, or rather, what was left of a street, which ended in a huge
foundation pit [next to] a dirty pink barracks with two mismatched
porches- was barely clinging to the brick, where the soil had already rolled
back like a droopy, worn-out mattress. Behind the long, accordion fence,

which was black with damp, a wet dog panted and rattled its chain; and

® The whole paragraph reads: "Bokpyr MaIlinHOCTPOUTENBHBIX THTAHTOB BETINAIH CTIATBHBIC
paiioHBI C KHJIBIMU OAIIHAMH, CJIOBHO COOPaHHBIMHU KO€-KaK U3 IUIUT U OUTOTO CTEKJI,
OCTaBIIMXCS OT JIPYTUX, pa3pyLICHHbIX IOMOB; Ha AEPEBbSAX 01 HUMHU OOJITAIMCh MOJIOYHbIE
TIaKeThI, BHIOCJICHHBIE TPSIIKH, JIMJIOBEJIN HA MIPOCBET YSPHUIILHBIMU Pa3BOAaMH OBIBIINE IITaHBI.
JIuna oburarenei pailoHOB OBIIIM HEKPACHBBI, X CKYJIbI, KA3aJI0Ch, ObUTH M3bE/ICHBI P>KaBUMHOM.
Bosie chIpbIX, Kak TyaJleTbl, CTAaHIIMI METPO, BJIOIb 3200pOB, IIPOCTO Ha T'OJIOH 3eMJIe TSHYJINCH
CTHXMIHBIE PHIHKH: TIO’KUIIBIE )KEHIIMHBI TIPeJUIaraiy TOBapbl, MAJIO YeM OTJIMYaBIIHECS OT
MIECTPEBILETO TYT K€ JMHSUIOro Mycopa. boinee Bcero 3aech ObUIO0 Pa3poO3HEHHBIX XPYCTAIBHBIX
PIOMOK, CTOSIBILIUX B CTPOIO KaK COJIAATHI IOOUTOrO BOWCKA, U MOHOUICHHBIX IETCKUX BEIUYEK —
SIPKHX, KJIOUYKOBATBIX, CJIOBHO CLIMTBIX U3 IIKYP UTPYIICYHBIX MUIIEK U cobak. To ¥ Jes0 B3y
Kpbl1oBa HaThIKaJICsA HA YTO-TO NOPA3UTENILHO 3HAKOMOE: U3 AETCTBA, U3 POAUTENBCKOI
KBapTUphL. Bce 310 HarmoMuHaso garepb OSKEHIEB — BHIHYKACHHBIX SMUTPAHTOB U3
Pa3pyLIEHHOTO MPOIUIOro. 3aBO/ibl, BIIPOYEM, ObLTH XKHBBI: B IOJIOBUHE CEJbMOTO OT HPOXOIHBIX,
KyJla BTeKaJla I'YCTEIOIINM ITOTOKOM BTOPAasi CMEHa, JIOHOCHIIUCH XPHILIbIE MAPIH, TbITABIINECS
CO3/1aBaTh BIIEYATICHNE, OY/ATO HHCTPYMEHTaMH CIIy’KaT 3aBOJICKHE TPYOBI, JOMHBI, IPOKATHBIE
CTaHbI — BECh CTPOH MEXaHM3MOB ClIaBHOTo padoyero tpyaa" (CrnaBHukosa, 2017).
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from the dilapidated window nearest Ivan, an ill-pleased female face kept

an eye on him" (Slavnikova 39).

For Slavnikova, "the road" becomes the point of intersection of paths and the fates
of various people, who could never meet under any other circumstances. As a
result of this intersection and inevitable interference, people's paths change and
lead to new significant events in their lives, such as new friendships, divorce or

even death.

At the beginning of the novel Krylov meets Tanya at the train station. As
we already know, this meeting turns out to be life-changing for him. As the Stone
Maiden, Tanya brings Krylov to the Riphean Mountains where he presumably
dies, repeating the fate of professor Anfilogov. On the same road Krylov notices
the spy who chases the lovers throughout the novel. With the help of the video the
spy recorded on his phone (which Krylov got after the spy died in their next
chase), he manages to find Tanya's apartment (the last sacred place). On "the
road”, Krylov also meets Dronov, a software developer, who in the end becomes
his close friend and plays a crucial role in Krylov's preparation for the expedition

to the Riphean Mountains.

It is evident that Slavnikova’s construction of the the road chronotope
reflects Bachtin's theory of "the road", presented in his book "Forms of Time and

Chronotope in the Novel™ (1975).

"Jlopora" — mpeuMyIIeCTBEHHOE Mecmo cyyatinblx cmpey. Ha nopore

nepecexkaromcs B OJIHOH BpeMCHHOﬁ n HpOCTpaHCTBeHHOﬁ TOYKEC
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MPOCTPAHCTBEHHBIE U BPEMEHHBIE ITyTH MHOTOPA3TUYHEUIITUX JTFOACH -
npedcmasumerieil 6¢cex COC08UL, COCMOSHUL, 8ePOUCNOBEOAHUL,
HayuoHaibHocmetl, 603pacmog. 31eCb MOTYT CIIy4aifHO BCTPETHTHCS

T€, KTO HOPMAJILHO PAa3beIVMHEH COLIMAIIBHON UepapXuen n
IPOCTPAHCTBEHHOM JaJIbI0, 3/16Ch MOT'YT BOZHUKHYTB JIFOOBIE KOHTPACTHI,
CTOJIKHYTBCSI U Hepeniecmuch paziuyHvle cyobobl. 31eCh CBOCOOpPa3HO
COYETAIOTCS MPOCTPAHCTBEHHBIE U BPEMEHHBIE PSA/Ibl YETOBEYECKUX Cye0
Y JKU3HEH, OCIIOKHSSCh U KOHKPETU3YACh COYUATbHBIMU

oucmanyusamu, KOTOpbIe 30eCcb npeoooieearomces. ITo mouxa
3a6A3b16AHUS U MECMO CO8epuieHUss cOObIMul. 3MECh BpeMsI Kak Obl
BJIMBAETCS B MPOCTPAHCTBO U TE€YET 10 Hemy (0Opa3ys goporu) [...]"

(baxTun 1975).

Furthermore, besides being the place where people's fates intersect and

major events occur, Slavnikova's "road" functions as a typical transitional space.

It goes through the labyrinths of the city and the Riphean Mountains, connecting

the sacred spaces, located along the road like beads on a necklace. Each character

chooses their own "path" in order to pass this road, to explore the sacred places

and to obtain their sacred objects (gems).

In "2017", Krylov's path corresponds to Propp's model of the hero's

journey in fairy-tales. The departure point in the novel ("ucxoanas cutyarus’™) is

the train station. There, as in a fairy-tale, before starting the journey Krylov listens

to the instructions of an older person, his Professor Anfilogov:
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"If you would be so kind, then, be ready to work in mid-September, - he
addressed Krylov, shifting to that dry, staccato tone that had won him a
bad name among easily wounded university bosses. "Buy the rest of the
equipment.You can spend all the money. We'll make up for it with

interest” (Slavnikova 11).

In addition to the instructions to buy new gem cutting equipment for the
workshop, Professor Anfilogov asks Krylov to look after his apartment and feed
the fish. "Krylov [was] supposed to feed the unfinicky, nickeled fish [in] two
days" (18). "Without waiting around for any more instructions or parting words,

Krylov quickly climbed down from the car" (12).

According to Propp, the beginning of the plot development (*cka3zounas
3aBs3ka’) is usually associated with some kind of trouble. It may be a violation of
the instructions given to the main character or the character leaving the house. In
"2017", Krylov did both. First of all, instead of feeding the fish and buying the
equipment as the professor instructed, Krylov starts an affair with the Professor’s
wife and spends all the money on her by buying presents, booking hotels, and
dining out. "As he pulled another hundred out of Anfilogov's packet, Krylov tried
not to test the envelope's thickness; nonetheless, there came a moment when just a
few bills were left from the fat wad, not enough now even for his splitting
machine"(Slavnikova 50). The instructions given by Professor Anfilogov may be
interpreted as a charade, which Krylov unravels only at the end of the novel. As
we know later in the novel, the aquarium with fish turns out to be the container of

gems, sacred objects.
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Secondly, Krylov leaves the compartment (and the train in general) after
Anfilogov gives Krylov the instructions there. In the novel, the compartment
functions not as "home" (enclosed space) but rather as Baba Yaga's hut.
According to Propp, Baba Yaga's hut stands on the border between the world of
the living and the magical world; the world of the dead. It is the ultimate
transitional space. In order to reach the underworld, a hero needs to turn the hut (it
does not have windows or doors on one side, and has an entrance on the other)
and walk through it ("3aiitu u BeriiTu"). Similarly, Krylov enters Anfilogov's
compartment, and then leaves it for the “forest” of the city, but not the same one -
the forest (the city) in its underworld variation, the labyrinth which he will need to
pass. The fact that Krylov and Tanya belong to different "sides" of the borderline
is supported by Slavnikova's own words: "In no case were they to look for each
other in the real world because that would mean coming at it from the wrong side”
(Slavnikova 20). The author deliberatly italizes this phrase in the text to underline

its importance, it is one of the hints she gives to the reader.

It is necessary to note that Professor Anfilogov is associated here with
Baba Yaga, a deceased ancestor. Slavnikova describes him as having a blue face,
as if he were already dead. "Ha nuiie AHuiorosa, JeKaBIiero Ha rojoi mojke
IpsIMO B CBOEH Ope3eHTOBOM of1eXk 1€, MPOCTYINII TAKOH e CHHEeBAThIH
xonoxa"(CnaBuukoa, 2017). [On the face of Anfilogov, lying on the bare shelf
right in his canvas clothes, the same bluish cold appeared.] Krylov leaves the hut

with a magical helper (Tanya).
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"From time to time Krylov stole a peek at the woman through the dirty
window motted with the dried traces of either Chelyabinsk or Perm rain,
like bird droppings. Once in a while the train shuddered [...] In fact the
train was still waiting. The professor tapped his nails on the thick glass,
looking out at the stranger, who ran up at his signal. Standing on tiptoe,
she pressed her long, precisely delineated palm to the window. Anfilogov
put his own there in response, and Krylov was amazed at how similar
these hands were: there was something Latinate in their lifelines and a
wonderful elegance to their finger bones. Without waiting around [...],
Krylov quickly climbed down from the car. he was definitely in a bad way

["He B ce6e"]" (Slavnikova 12).

Moreover, Baba Yaga's hut is traditionally portrayed as a living creature on
chicken legs ("u30ymika Ha Kyppux HOXKax"). In "2017", the train is also

presented as a creature. It reminds one of a pangolin.

"At last he heard a low, ragged whistle, and the top of the locomotive
pulling its train cars came into view, getting bigger and bigger, until it
filled one of the long voids of perspective, [the head of the locomotive].
The train swooped in, its brakes hissed [...] Once in a while the train
shuddered, and a gasping spasm rolled from its head to its distant tail"

(Slavnikova 11, 12).

“HaxoHern nmocipImancs HU3KUi MOXHATBIN TYJOK: BAAJIM TOKa3ajJach U

cTajia paCTu, OCJIINKOM 3aITOJIHAA 00010 ¥ CBOMMH BaroHaMu OIHY U3
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JUTMHHBIX CTPOMTENBHBIX MMYCTOT MEPCIEKTUBI, Oauika TerioBo3a. [loe3n
HanemeJ, KIIACCHUECKHU BCIIYTHYB IMOOEKABIIYIO Ta3eTy, 3auunel
TOpMO3amy, |...]. Bpemenamu noesn coopoeancs, axaroias cyaopora

IIPOKATBIBAIACH OT 20/106bl Kk danekomy xeocmy "(CnaBuukosa, 2017).

It is not accidental that the train station is the starting point of Krylov's journey. In
the novel the train station itself along with the pedestrian bridge, the tunnel and
the trains, are perfect embodiments of the "crossing" (‘“mepenpassi”) - the border
between the world of the living and the world of the dead. It becomes evident that
Krylov's movement is directed from the city (the world of living) to the "other"
world (first to the labyrinth of the city and then the Riphean Mountains) through
the tunnel. In order to reach his destination, Krylov, just like a fairy-tale hero, has
to cross this boundary. In order to emphasize the symbolic function of the train
station as a transit zone, Slavnikova piles these synonymous elements ("Box3ain”,
"moct", "TynHens") one on another. It is also important to note that Krylov starts
and finishes his journey at the train station, because this is the only place in the
city that is both the entrance into the labyrinth of the city and the Riphean

Mountains, and the way out of them. "There was only one exit - that same tunnel”

(Slavnikoval3).

In the novel, the train station, tunnel and the pedestrian bridge have
common features. They are dark, gray, dusty and shadowed. Across the plaza, in
front of the station, there was a "gray tower with the square clock” (9). "Krylov

imagined the shadowy cars had rustled a little, and the sunny sliver spilled over
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and, uncontainable now, streamed out" (12). The gray color is also expressed

through mud and dust at the station.

"From time to time Krylov stole a peek at the woman through the dirty
window mottled with the dried traces of either Chelyabinsk or Perm rain,
like bird droppings™ (12). "Kolyan [...] was trying to smoke, and smoke

was pouring out his covered mouth like from a damp stove"(10).

Everything there seems old, worn out and untidy. Even "the arrival and departure
board, [...] where, at irregular intervals, lines that had outlived their usefulness
crackled to pieces, [was] half erased by the sun"(9). Krylov was "running his

worn shoes over the crumbling steps [...]" (Slavnikoval3).

These places are also full of noise and chant: "the hubbub of the platform”
(11). The hum of people's talks is accompanied by the "low, ragged whistle" of
the locomotive and its hissing brakes (11), which came into Krylov's view and
"filled one of the long voids of perspective™ (11), as opposed to the plenum of the
train station. "Right then on the station plaza a brass band, the likes of which had
never been seen before, struck up a tune” (13). They are cold and nasty. The
tunnel was also dark and cold: "a dank tunnel occupied by a camp of Asian
beggars who [...] set out what looked like boxes of chewing gum [...]
(professionally sensing precisely where the roof leaked)"” (10). There is no direct
light in here. This place is shadowed. In the train they were "dragging it [the

baggage] down the sun-stripped corridor [and] between the shadowy train cars
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[there was] a slanting silver of sun, like a rifle with a blindingly bright bayonet

[...]" (Slavnikoval?2).

As we already know, according to Propp's theory, a folklore hero usually
meets a helper ("BonmicOnbIi momommuuk™/ “mapurens’) on his way through a
border. In the novel, at the train station Krylov meets Tanya, who throughout the
novel, leads him through the city labyrinth by the invisible thread connecting
them. This thread may be interpreted differently in the novel. It is associated with
Anfilogov's camel hair sweater, which Krylov brought as a replacement for the
other one, irreparably damaged by moths, and which had mysteriously
disappeared right after Krylov left the train station with Tanya. This sweater
represents an unwound ball of yarn/thread. Anfilogov's old sweater was worn out,
and he did not receive a new one — so he lost a connection/thread with the helper.
Such a loss foreshadows the Professor's death. After Anfilogov's departure,
Krylov stays with the new sweater that shortly disappears at the platform -
symbolically he acquires a connecting thread and a magical helper as if it were a

baton.

"Stuck dump, Krylov, who heard only the sound of his own plugged-up
brain, took the stranger's elbow and tried to smile. The woman freed
herself with a gentle shrug, and without looking at the band or the rank, set
off quitely in the opposite direction, as it testing the strength of the
invisible thread that connected her to Krylov. Where she was heading,
everything looked brighter and better than in the other three corners of the

world: [...]. Afraid that if he didn't start after her immediately the woman
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would simply unwind him, like a spool of thread, down to some naked

core, Krylov hurried in her wake" (Slavnikova 14).

Thus, Krylov's journey though the city labyrinth begins with an allusion to
a connecting thread. The end of the novel brings him to his mother's apartment, a
day before his departure for the mountains. Here the thread and the analogue of

the sweater damaged by moths appear again.

"What are you laughing at?" His mother sat down at the table, took her
knotty crocheting out of her pocket and from the other pocket, which
bulged with a ball of something, pulled a smooth thread. "And you're
going to Novosibirisk in such troubled times? Is it something profitable?"
"Yes, Mama, very profitable!" Krylov assured her earnestly. Right then he
realized he hadn't lied but had told her the God's honest truth. And in a
way this spoken truth let him feel that he might even return. His mother's
toothless, dropsical face smiled almost like a baby's, and it occured to
Krylov that she had in fact performed the main purpose of an adult's son's
mother: on the threshold of the unknown, she had made him believe he
would come home. "All right, then so be it," his mother said, gravely

straightening her holey shawl on her shoulder. "Go" (Slavnikvoa 410).

From this example it is evident, that Krylov is likely to repeat Professor
Anfilogov's fate. At the moment of the conversation with his mother, Krylov has
already lost his thread (the ragged shawl) and his helper (Tanya is not the Stone

Maiden anymore). Nevertheless, his mother took out a new ball of yarn from her
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pocket and started to knit, which metaphorically expresses Krylov's hope of
coming back. This example also points to the thread's inverse fucntion - bringing
a character back. But | don't think it is likely to happen as | will try to prove later

in this chapter.

Each character in the novel receives an individual magical object from
their helper (the Stone Maiden), which performs the function of a thread
connecting them. For example, Tanya gives Krylov "a bundle of mysterious
keys", which by the end of his path, helped Krylov to open the doors to the last
sacred place - Anfilogov's second apartment (Tanya's temporary inhabitation after
Anfilogov died). "What Tanya held out to Ivan across her plate [...] turned out to
be a ring of keys [...] -"The keys to my apartment, " Tanya explained oofhandedly
[...] -"Well, you know, just in case. Think of them as a souvenir" (Slavnikova 48).
Ekaterina Sergeevna gives Anfilogov her handkerchief with its printed "forget-
me-not" (“HabuBHbIe He3abyaKu'"), Which also served as a guiding thread though
the labyrinth. Shortly before he died in the expedition, Professor Anfilogov found

one of these handkrchiefs in a clay wall of the mine:

"AH(PUIOrOB MPUMETHII COOKY HEKYIO CMYTHO 3HAKOMYIO CKJIAJIKY.
bpe3rnmBo noaxBaTUB MpeaIMET CI0KEHHOM BJBOE 3allaCHON PYKaBULEH,
npodeccop cnycTuics K peke. Tam OH IpOonooCcKa BEeLUILy,
MEepBOHAYAJILHO MOX0XKYI0 Ha CKIIAAKY 3eMJITHOTO JKHUpa. DTO oKazajcs,
Kak AH(QUIOroB U NpeuyBCTBOBAJ, )KEHCKUII HOCOBOM IUIATOK: Ha CEpoi
TKaHH, KaK CKBO3b COH, IPOCTYIWJIM €/1Ba )KUBON T'OITyOOBATOCTHIO

0e3yCIIOBHO 3HaKOMBIE Mpodeccopy HaOMBHBIE He3a0yaKku. TouHo Takue
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riatku 0bun y Ekatepunbl CepreeBHbI: KYIUICHHBIC ICIICBO MIET0H
yIaKOBKO# —[...], — OHM OOJITAIUCh BO BCEX €€ HE OUYCHD OMPATHBIX

kapmanax u cymkax' (CrmaBHukoBa, 2017).

[Laterally Anfilogov noticed a vaguely familiar pleat. With a disgust, he
picked up the object folded twice by a spare glove and went down to the
river. There he rinsed the thing, which first looked like a lump of peanut
butter. As Anfilogov anticipated, it turned out to be a female handkerchief:
on the gray fabric like through a dream, familiar to professor printed bluish
forget-me-nots stood out. Ekaterina Sergeevna had exactly the same
handkerchiefs, bought cheaply in a whole package - [...] - they were

hanging out in all of her not very neat pockets and bags.] (My translation)

All of the characters seem to share one uniting object - a map. A city map leads
Krylov through the contrasting spaces in the city (remember mansions and
barracks, an expensive city center and shabby lanes and alleys), inhabited by
people of different social status. Thus, the use of a map connects the spy
("cormamarait™), who has a city map but hardly uses it, to Krylov. They seem to
move together in one direction, but in fact they are moving in different planes of
the same space: the real and fantastic, the world and underworld. As was
mentioned above, Krylov is already in the "other" world, while the spy is in real
space (since he didn't cross the border). Slavnikova conveys this idea through the
description of two symmetrical hotel rooms, one occupied by the lovers and the

other by the spying man.
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"TH cTaHAapTHBIC HOMEPA [...] OBUTH 0bs601bCKU CUMMEMPUYHBL, TOHKUE
CTCHKHU MEX]y HUMU CITY)KHJIU KaK ObI 08YCHOPOHHUMU 3AKPAUUEHHBIMU
3epKanamu — v B MUT MPEACIBHOTO MYXCKOro oanHouectBa [ Kpbuiosal,
3TOT 3aKyAaXTaBIUIMK LIMHOH, TOXKE OAUHOKHUI HA apaIeIbHOM
TOCTUHUYHOM MaTpacuke, ObU1 3azepkanvhbim Kpvinoswim, ero rmyxoi
HEBUJIMMOW YaCTHUIIEH, €r0 HE TOKPUYABLIEHCS 10 pa3yMa BHYTPEHHEN

uctuHoi" (CrraBHHKOBA).

[These standard rooms [...] were devilishly symmetrical, thin walls
between them were like bilateral shaded mirrors - and at the moment of
ultimate [Krylov's] male loneliness, this cackled spy, also lonely on the
parallel little hotel mattress, was Krylov in Through the Looking Glass, his
deaf invisible particle, his inner truth, which had not reached his

consiousness.] (My translation)

In course of time, Krylov started to recognize the spy's car. He saw it very often

parked in the alley. "Sometimes the car looked as if it had been abandoned for

several weeks at least. [As if affirming the unreality of sleepy space], the

weightless and tenacious shadows of rapacious crows roamed over its warmed

hood" (Slavnikova 124). "WUuorna [eMy] Ka3a10Cch, 4TO aBTOMOOHIIb CTOUT

3a0pOIICHHBIM 10 MEHBIIEH MEPE HEeCKOIbKO Hedelb; Kak Obl MOITBEPKaast

HepealbHoOCMb COHHO20 npocmpaHcmeda, 1o €ro HaneTOI\/’I KPBILIC pasryjiuBaiu

HEBECOMBIMH M [IETKUMU TEHSAMH XHUIIHbIC BopoHbl" (Crasuuxosa, 2017).

98



As we can see from this example, in Krylov's "other side", space acquires
the quality of somnolence and irreality, and time strongly decelerates. In the
novel, we never see the spy driving his car. He always walks after Krylov and
Tanya. Thus, in contrast to the chronotope of “the road" which is associated with
vehicles, "the path" is taken on foot. For example, speaking about Krylov's shoes,
Slavnikova notes that they were extremely worn because of long wandering

around the city.

"The field tests of fate that had made Krylov's boots fall to pieces like old
bark- his second pair [...]. His dead footwear, which had literally been
gnawed by the earth's teeth, [should be thrown out]. [...] Holding his
calloused flat shoes that less than in a week was impossible to put on and
return the shape of feet to it], Ivan realized that this his only material
evidence of the intangible that had come to him at mid-life.[...] In essence,

all he had were these lousy boots"(Slavnikova 126)’.
In the same paragraph, Slavnikova explains why walking on foot is so significant.

"The journey he had taken hand in hand with this woman was, in his case,
a literally physical journey across the Riphean land, whose look and

composition made it unlike any other land on earth. No matter how built

7 In the translation the sentences are broken: the beginning of one sentence is connected to the
second part of another sentence, and vice versa. "' Youmyio 0byew, 6ykeanvio nozpwizenmyio
3y0amu 3emau, cied08ano 8blopocums Ha NOMoUKy, Ho KpblUTOB HUKaK HE MOT PEIIUTHCAL. |...]
Jlepka B pyKax 3aCKOPY3IYIO HIOCKYI0 00Y8b, KOMOPYIO, He NOHOCUB HEOeat0, Yaice Helb3s ObLIO
Hademsv u 6epuyms e popmy nozu, VIBaH MOHUMAJT, YTO 3TO U €CTh €IUHCTBEHHBIN BEIIOK TOTO
HEMAaTepHaJIbHOTO, YTO MOCTUTIIO €T0 B CeperHe KM3HH. [...] Ilo cyTH, y HETro TOJIBKO U MMETIOCH,
4to amu opanvle bomunku" (Cnapaukosa, 2017).
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up or paved over the Riphean land was, its crumbled stone teeth and the
profound cold of its native rock could be felt through any sole. The land
got to your nerves; over dry land it penetrated footwear like dampness.
Here and there, under the burdock or concrete, you could catch a glimpse
of its characteristic, almost pickled colors with its impregnations of quartz

and granite, like an element in a reptile's pattern” (Slavnikova 127).

As in fairy-tales, walking his path Krylov has to overcome different obstacles.

"The city, however, created its own obstacles on Krylov's route: the
sudden cancellation of transport routes, traffic jams that moved from light
to light like mercury in a giant thermometer”(44); "Ivan, wrapping his
arms around her delicate ribs, would take little hops with her at the mighty

speed bumps [on polygonal and hard road obstacles]™" (Slavnikova 46).

"NBan, 00xBaTuB ee [ TaHUHBI| TOHKHE PEOPBHILIKU, BMECTE C HEIO
MPUNPBITUBAT HA MHO20Y20NbHbIX U KPENKUX OOPOHCHBIX
npensmemsusix" (Cnasaukosa, 2017). [Ilvan, embraced her thin ribs,

bounced on polygonal and hard road obstacles with her.] (My translation)

Krylov also has to search for unknown places chosen for his dates with
Tanya, to fight young hooligans, to chase the spy, to survive a terrorist attack on
the anniversary day of the Great October Revolution, and to overcome many other
challenges. In other words, the labyrinth purposefully creates obstacles for Krylov

in order to test his ability to escape death, in order to help the hitnik to reach the
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end point, located in the mine in the Riphean mountains. Indeed, after Krylov met

Tanya he realised that now nothing can be turned back. He was thinking:

"Later, faced (fated?) with this experiment on himself, Krylov tried to
figure out what had actually held him back at that fateful train station
plaza?"(14). "Kaxmplii pa3 OHH HCIBITBIBAIM APYT APyra — HO HE CTOJIBKO
JpyT Apyra: 00a MOHUMAJIH, YTO CJIA0BI Iepe] 00CTOATENHCTBAMU U UX
CTPEMIICHHA HA CaMOM J€JI€ OYCHb MAJIO 3Ha4arT. Ouu ucnovimoiéaiu
cyorty" (CnaBaukoBa). [Each time they tested each other - but not each
other: they both understood that they are weak under the circumstances

and their ambitions do not mean much. They tested fate.] (My translation)

Slavnikova also finishes her novel (when Krylov and Farid are walking to the

train station to begin their second path) with the following words about fate:

"In the dense crowd no one paid any attention to the two men - the dry old
Tatar and the other, younger, with a stony mouth and a pointed hood pulled
right over his eyes - who were striding evently under enormous, well-
packed backpacks. Destiny was seeing them off, stepping across the snow
barefoot. It safeguarded them from an encounter with the drunken Cossack
patrol that was firing their long -nosed Mausers at ravens and citizens and
quickly dragged them through an intersection where a Young Communist
blew up an army truck with a grenade five minutes later. [...] They reached

their destination safely"” (Slavnikova 414).
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Krylov's stony mouth in this example hearkens back to the beginning of the novel,
where Anfilogov has a stony expression of the face at the train station, and
Kolyan's stony smile, when he died in the mine (his workmate had died [...] with
that apologetic smile, which had petrified quickly"), and other dead hitniki with
blissful smiles on petrified lips ("with a blissful smile on the petrified lips"). This
pertrification of Krylov means that he is doomed; he is turning into one of the

dead from the underworld where he has spent so much time already.

So Krylov’s fate is defined. It carries him over all of the obstacles and
brings him to his fateful target in the Riphean Mountains. Nobody walks him to
the train station; there is no hope for his survival. Therefore, under the control of
fate and with Tanya's help, Krylov's journey along the city labyrinth finishes at
first in the apartment of Krylov's childhood, and then at the train station, after he
had accomplished his journey through all the concentric, transparent (sacred)

spaces therein.

Krylov's last expedition is not described in the novel. To analyze a journey
in the Riphean mountains | have to refer to the journey of Professor Anfilogov.
Due to the similarity to the hitniki's destiny analysed in the previous chapter, we
may assume that both would have had similar experiences. On the way to the
Riphean Mountains, Anfilogov entered the expanses of forest and mountain
wilderness (“mecuHoii u ropaoi riayxomanu™), hoping to find gems there (36). The
first obstacle that Anfilogov faced on his way is the forest itself. According to
Propp, it plays the role of a major obstacle on the hero's way to the sacred object,

and it is inhabited by mystical creatures like Baba-Yaga or Wood Goblin
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("memmii"), who prevent or sometimes help the hero in exchange for something
they need (the Stone Maiden needs love). In "2017", these creatures are the Stone
Maiden, the Great Snake, Goldilocks ("3narosnacka™) and Silver Hoof (the
ancient deer with silver hooves, the oldest of the Mountain Spirits) (Slavnikova
164). At the beginning of his expedition, Professor Anfilogov feels that some
twilight ghosts are coming from the forest, surrounding him behind his back

(Slavnikova). Anfilogov thought,

"There was an ulterior motive to all this, and it had to do with the Mistress
of the Mountain. The forest where the specter had gone this morning had
plunged into the damp whiteness, and the trees close by were distinct, but
the ones that came after them looked like their unfilled -in shadows on a

white wall" (Slavnikova 117).

As soon as Anfilogov enters the forest, various mystical things start happening to

him.

"The mountain spirits were making their presence known. The rock hounds
had not been able to eat a hot meal or dry their socks for a week. Each time,
the diligent Kolyan, [lighted a fire], a pale fire shot up from below like from
a rocket nozzle- and the water in the pot, which had just come to a boil, was
instantly transformed into a spongy ice that looked like a piece of the moon.
[...] According to Anfilogov's calculations, the temperature inside the
phenomenon was approximately seventy degrees below zero™ (Slavnikova

193).
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They also see a hair of Goldilocks on the trees, which is believed to turn into a
snake, and those who see its eyes immediately turn into golden statues
themselves."A few times the prospectors removed from branches and rough cliff
ledges a vibrant, sharp thread - a hair from Goldenhair, the Great Snake's
daughter, a woman three meters tall with an eyeless head wreathed in liquid gold
who was capable of turning into a powerfully magnetized underwater snake"

(Slavnikova 273).

Having overcome the obstacles, Anfilogov (and potentially Krylov) come
to the Pelma river, where the corundum mine is located. The corundum mine, as
we already know, is the sacred center of the Riphean Mountains, the intersection
of the two worlds. Here Anfilogov and his assistant Kolyan disappear and die.
The phenomenon of disappearance was mentioned in the previous chapter, where
| analyzed the internal/sacred spaces of the apartments. It becomes evident that
both the city and the Riphean Mountains have similar transit zones associated
with the Stone Maiden, which people fail to pass. Instead they seem to fall
through them into the other world. After this, they disappear for a long period of
time and only afterwards appear as ghosts in their own apartments (like
Anfilogov): "OnbITHBIE MEHTBI, H3yYHBIITHE TTOYEPK MOTOOHBIX HCUC3HOBCHUH,
Ha3bIBAJIM 3Ty 30HY noumoswvim keaopamom'™ (Cnasuukosa). [Experienced cops,
who have studied the handwriting of such disappearance, called this zone the

mailbox.] (My translation)

Such a name comes from the circumstance under which their bodies are

usually found:

104



"Jlro6oBHuK KamenHo JleBKu ucuesan Kyoa-mo BMECTE CO CBOSH
MOJIPYTOM, HE B35IB HUUETO U3 BEILEH, 8b11024CUE OeHbeU — OBIBAIIO, YTO
MEPCXBAYCHHBIC pCSHHKOﬁ TOJICTBIC JOJUIAPEBI, — POBHO HA mo 3amentHoe
Mmecmo, 20e aedxcano Ovl, NOKOHYU OH ¢ OO0, NocieoHee NUCbMo"
(CnaBuukosa). [The Stone Maiden's lover disappeared somewhere together
with his girlfriend, taking none of his things, put the money out- sometimes
thick dollars were tied by a rubber band, - on a noticeable place, where the

last letter, if he committed a suicide, would be.] (My translation)

However, their bodies "with a blissful smile on their petrified lips - the
mouth literally turned into a mineral, into a hard stone flower" could be found in a
different place. As we remember, just before the expedition, Krylov visits his
mother in their old apartment. He also brings a fatal envelope with money with

him.

"Krylov looked around, trying to decide where to put the envelope of
money so it didn't drown. [...] Then Krylov cleared off a corner of his ink-
scratched desk; there the white envelope stood out distinctly and could be
seen right from the door. When he turned around, the layout of the place
was drawn in his mind with uncommon clarity: the desk was the "mailbox™

(Slavnikova 410).

In the city there are several transitional zones, through which people may pass
(disappear for everybody else) into the "other” world. In other cases the

transitional zone is the mystical/magical space of the mountains, where "magic" is
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defined by the high concentration of precious stones. At the same time, these
transitional zones allow the transparency and emptiness associated with gems and
certainly with the Stone Maiden (a lizard) to pervade the city. Here, the characters

gain what they are seeking — and then die.

The first transitional zone is the train station. As mentioned, in the novel
the train station functions as a gate in both directions: out into the mountains and
back for the hitniki and also for the emptiness coming back into the city. Thus,
Margarita Alekseeva in her article "The Object, not Intended for Mastering:
Spatial Model of the World in Olga Slavnikova’s novel 2017" ["O6bekT, k
OCBOCHHIO HE Hpe,[[HaBHa‘leHHbeI: IpOCTPAaHCTBCHHAA MOJCIIb MUpPAa B pOMAHC
O.A.CnasuukoBoii "2017"], published in the anthology "Literature of the Urals:
History and Modernity" (2008), states that at first it seems that the space [at the
train station] is overfilled but soon the emptiness starts to slow through
(Alekseeva). Slavnikova also mentions the void at the train station:"The train
hadn't pulled in yet, and the open expanse of rails and cables was empty, like a
drawing lesson in perspective"(Slavnikova 10). Later she adds: "The day [at the
train station] is gaining a full range of sinister celestial emptiness"(17). The
emptiness and the transparency are the properties of the sacred space by which
Krylov is strongly magnetized. "Later, faced (fated?) with this experiment on
himself, Krylov tried to figure out what had actually held him back at that fateful
train station plaza [...]. The reason probably lay in the social excitement, the
alteration of his destiny that awaited Krylov in the event of the expedition's

success™ (Slavnikova 15, 16).
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Apartments are another way through which emptiness enters the city. For
example, entering his secret apartment Krylov disappears from outside life and
shifts to a magical/invisible reality, full of emptiness. The significant feature of
the apartments is that they are full of non-existing mirrors, which presence Krylov
could feel. "A few times he thought the apartment did have a mirror after all"
(Slavnikova 182). Mirrors make the apartment a very active space, which, as
Alekseeva states, "generates phantoms or the doubles of their owners". For
example, in Anfilogov’s apartment Krylov sees an apparition of the host. This
signifies another feature of the magical space: it shows only the reflections of its
reality, but it never lets anybody reach it (a character must first go through the
labyrinth of the city, and only then can he break out of it through one of its

transitional zones).

As Slavnikova notes in the novel, the whole city is surrounded by different
mirrored surfaces: lakes and rivers in the mountains, clouds, dusty mist around the
Toadstool, glass windows of the city center and others. Maria Litovskaya, Doctor
of Philology at Ural University, in her article "The Theme of the City as a Self-
justification of a Biographical Author in Contemporary Fiction of the Urals"
(2008) ["Tema ropoja kak camoonpaBIaHus OHOTrpadhHIECKOro aBTopa B
coBpeMeHHOI Tpo3e Ypauna'], notes the importance of mirror and water surfaces
in Slavnikova's work and states that they "reflect the phantom of reality"
(Litovskaya). Thus, in the novel Slavnikova portrays the "flashy city centre" as
another illusion of the invisible for the Ripheans and the much desired magical

world:
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"It was impossible to understand whether one was standing in a display
window, in a shopping arcade, or under the open sky; only the puddles

on the rose-colored tiles and wet strip of washed-out grass made Krylov
feel that he had not yet been sucked into the transparent aquariums where
people apparently moved through walls. For the first time in his life

transparency felt hostile” (Slavnikova 413).

After Krylov "smashes his aunt’s vase into shards", and after Anfilogov, another
embodiment of transparency for Krylov, dies as "a victim of cyanide poisoning
after discovering a lode of valuable stones in the mountains", and after Tanya, the
Stone Maiden, leaves him, Krylov realizes that searching for this invisible reality
(the only existing truth) is a risky business. It is "easier to desire [it] than to

achieve" (Sutcliffe 3).

Therefore, the major transitional spaces in the novel related to Krylov are
the train station and the apartments, and each in one or another way is linked to
gems. Besides them, Slavnikova potentially identifies other transitional zones,
which are not directly related to gems (and to the major narrative of the novel),
but are also associated with emptiness and transparency. One of them is an

unfinished, half-destroyed TV tower:

"The bluish Toadstool ("TToranka™) that looms over the city [is] the largest
of those irrational phenomena that seemed to have come about purely to
arouse the Ripheans' principal instinct, which you might say was the

instinct to climb something just because it was there, to conquer what you
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weren't supposed to, or, even better, were forbidden to. [...] The Toadstool

was their cult, [...] it was an ant trail to heaven" (Slavnikova 69).

As Alekseeva noticed, this tower symbolizes people's spiritual aspiration to the
vertical in the novel (Anekceesa 214). It gives them the feeling of delight,
dissolution in the emptiness, when they are close to it. "Only on the border
between death and life (when they get to the top to jump off) citizens realize the
reality of their being"”, from which they want to escape (Slavnikova 215). The
Toadstool becomes a ladder to nonexistence, to the emptiness of the invisible
reality. The Toadstool in "2017" resembles the Tower of Babel, which was built
by people in order to reach Heaven. It is known from the story (told in the "Book
of Genesis"of the Bible) that the people's work on the Tower put God into a rage
and the Tower of Babel was destroyed. Similarly, in the novel the Toadstool was
"transformed into a neat pile of dust, like a candle that had burned down very
quickly, plunging, halfway to the ground, into rising clouds of solid ash" (69), and
the city was abandoned by God. The Toadstool turned into another phantom, the

mediator between the two worlds:

"Even when the cumulus dust, thinning and translucent, rose to almost the
full height of the vanished tower, the lambency didn't disappear; the dusty
specter of a fatter Toadstool lingered in the air for days [...]. Even
afterward, whenever the dust came up, it was like a faint impression being
powered in the air, or if the sun came out from behind a cloud at an

unusual angle, the tower became visible" (Slavnikova 70).
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Slavnikova further notes"Even when the cumulus dust, thinning and translucent,
rose to almost the full height of the vanished tower, the lambency didn't
disappear; the dusty specter of a fatter Toadstool lingered in the air for days [...].
Even afterward, whenever the dust came up, it was like a faint impression being
powered in the air, or if the sun came out from behind a cloud at an unusual angle,

the tower became visible" (70).

Alekseeva further notes in her article that the city in the novel "2017" is a
city without God indeed, which explains not only the ghost of the Toadstool tower
but also why "the phantasmagoric project "Dome" ("Kymoun™), or the cemetery of
the future™, had been started there, and why the bloody revolution had broken out.
Tamara's project "Dome" is not simply a cooperative cemetery. As she explains

herself,

"[3TO] HEKPOIOJIL HOBOTO THIIA, OCHAIIIEHHBIA KPUO-TEXHUKOMN
MOCJIEIHEr0 MOKOJIEHNS, CHA0KEHHBIH BCEM HEOOXOIUMBIM - MTOAbE3AHON
JIOPOTOM, TApKUHIOM, 30HOM OT/bIXa JUIsl POJICTBEHHUKOB U TYPUCTOB,
BKJIFOYAsi UTPOBYIO KOMHATY JUI MaJleHbKUX JieTed. Ho rimaBHas 3agada
"Kymomna" - BomioTuts HOBYIO (hrstocopuio cBOOOIbI M TO3UTUBHOCTH"
(CnaBuukoBa, 2017). [This is a necropolis of a new type, equipped with
the technology of the latest generation, equipped with everything you
need: access road, parking, seating area for families and tourists, including
a play room for children. But the main goal of "Dome" is to bring a new

philosophy of freedom and positivity.] (My translation)
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Tamara wanted to change the whole format of the funeral ritual in order to make it
less depressing for those who lost their relatives and friends. For example, in her
funeral bureau she practiced playing the lottery and giving tickets for a short trip
or for household appliances as presents to the bereaved. This all seemed
scandalous for the conservative Riphean citizens. Thus, "Dome" is another
transitional zone separating the past from the future, the land of the living from
the land of the dead. "The plowed earth pulls as scary as it could pull the depths of

the sea or mountain chasm" (Slavnikova 294).

It is interesting to note that the city itself becomes "ghostly" in the novel,
along with its transitional zones connecting it with invisible mystical reality and
mirror surfaces reflecting it, with the phantoms of dead hitniki and the ghost of the
Toadstool and with the phantasmagoric project "Dome". The roots of the city’s
phantasmagoric nature lie in its history. Slavnikova, in her article "Upper and

Lower Landscapes of Yekaterinburg™, explains:

"IlockonbKy Ypai - KIJaCCUYECKOE MECTO CCBIIIKU, TO B ’TOM CMBICIIE
Hallle MECTO nomycmoponree. HYyBCTBO cOOCMBEHH020 UCUE3HOBEHUS
CBOMCTBEHHO KaK TOPO’KaHaM, TaK M CAMOMW CTOJIMIIE Y paja: 3TO TaKoe
MECTHOE 3a00JI€BaHHE, OCIIOKHEHHUE MTOCIIE  HCTOPUUECKOU 30J10TON
muxopanku" (CnaBHUKOBA, Bepxuue u HUdMdCHUe netizanxcu

Examepunbypea).

This phenomenon Slavnikova explains by the dualistic nature of the city, where

Sverdlovsk (the concrete city) coexists with Yekaterinburg (the

111



invisible/transparent city). As we know from the history of the Ural capital,
Yekaterinburg until 1991 was named Sverdlovsk, after the Bolshevik party leader
Yakov Sverdlov. After the collapse of the Soviet Union, the city regained its pre-

revolutionary name of Yekaterinburg, given after Catherine the First in 1723.

Slavnikova in her article "Upper and Lower Landscapes of Yekaterinburg" says

that, for her, this city is a "metropolis-spectre”.

"IIpexxnnii ExarepunOypr Hukakoro CBepjioBcka B ce0e He coepkal u
TaKOM mporpamMMel pa3BuTHs He uMell. HoBoe, ele u He cyliecTByolee,
TOJILKO-TOJILKO 0003HAYEHHOE Ha MECTHOCTH Pa3phITOH MO CTPOUKY
3eMJIeH, TTIOTJIOTHIIO XY10-0eTHO OOXKHTHII TOPOJIOK, - IOJTy4aeTcsl, 4TO
W3HAYaIbHBIN Examepunoype 6vi1 nozioujer nycmomoti, TOMBICIICHHBIM
OyAyIInM, KaK TOTJIONIAETCsl METAIOINCOM OJMXKHSIS iepeBHs. TOJbKO B
HAIIIEM CITy4ae 3TO OKA3A/ICA Me2anoIuc-npu3pax, Merarmoimc-

YTONHS: TOPOJ-MallIMHA, CUSABIINHI HAJ KOTJIIOBAaHAMH, B KOTOPBIX OBLIO
YEepHO OT COTHaHHBIX Ha CTPOIKy MyxuKkoB"(CrnaBHUKOBa, BepxHue u

HudicHue netizadxcu Examepunbypea).

Further on she continues: "ITo moemy 3ambiciy, ExaTepuHOYpr Tak ¥ He ObLT
OCHOBAH: TO, YTO BO3HHUKIIO, €CTh Ha CAMOM Jiejie coH TaTuieBa, 1 Bce MBI TaK
WM WHaYe - IepcoHaku 3Toro (hanractuueckoro cHa' (CrnaBHUKOBA, Bepxnue u

HuoicHue nevzadicu Examepunbypea).

112



Slavnikova compares the city with a dream in order to explain its
unfinished state ("oco6oe, OyaTo Ha Gepery TeKyIiero BpeMeHHU, COCTOSIHHE
He3aBepliieHHbIX 00bekToB"). AS we already know from the novel, only in dreams
(unreality) may time go back or forward, stop or disappear at all. Similarly, a
number of unfinished buildings in the city create the effect of being frozen in

time.

"3ganue kak OyATO ycTpemiieTcs B Oyayliee U OJTHOBPEMEHHO OCEIacT B
npouuioe, k 3emie [...] Hacrosiee, rae 3m1anue Moriio Obl MPUCYTCTBOBATh
B CBOEM €CTECTBCHHOM U 3aBEPIIICHHOM Ka4yeCTBE, BBIYUTACTCS U3
mpolecca: HacTosIIero 3/1eck He cymiectByeT" (CnaBHUKOBA, Bepxue u

HuoicHue neuzadcu Examepunbypea).

Thus, in Slavnikova's mind, there is no city of Yekaterinburg and there
never has been; it is just a dream or a play of imagination — and this is what she
reflected in her novel "2017". There are only invisible labyrinths leading to
transitional zones, through which the transparency and emptiness of the
magical/unreal world come into the city and the citizens, in their turn, may come

closer to the "other" (imagined) world and disappear.

113



Conclusions

"2017" is a well-constructed novel with a complex temporal-spatial
organisation, which interprets the geological reality of the Ural region and the
archaic model of the world, as reflected in the Ural "mining mythology/folklore™.
In the novel there is a distinct binary which is represented by major chronotopes
of the Riphean Montains and the city, with apartments, graves and mines as
sacred spaces within them. The train station plays the role of a boundary between
the urban space of the city and the Riphean Mountains, while the doors and
windows separate the apartments from the city. The train station along with the
Toadstool tower and apartments (after they undergo a spatial transformation)
function as a transitional zone between the real world and the world of dead.
These places are directly or indirectly associated with gems, and transparency and
emptiness as their primary characteristics. Through these zones people may pass
(disappear for everybody else) into the "other" world, get what they are seeking
for (gems/"truth™) and die. In their turn, transparency and emptiness pervade the
city through these transitional zones. Moreover, the structure of the novel is
represented in three-dimensional projection, and with the temporal axis (as the
fourth dimension). Both the "underworld" spaces of the Riphean Mountains and
the city are presented in a form of labyrinths, which the protagonsits have to pass
through in order to reach the sacred center - the corundum mine. The protagonists
go through the labyrinth of the city with the help of the Stone Maiden (appearing
to each hitnik in a different image and connected to them by an invisible thread)

and with the help of the magical objects she gives to them (keys, handkerchiefs,

114



maps). By the end of the journey the protagonists die. In her novel, it is evident,
the author actively uses the mythological characters from Bazhov's tales, Propp's
theory about the role of characters and their actions in the construction of
narratives, Bakhtin's classification of chronotopes, Toporov's mythopoetic space

and Lotman's doctrine about semiosphere.

Olga Slavnikova belongs to the top postmodern writers as defined by
Umberto Eco in his "Notes in the margins of The Name of the Rose": "My ideal
postmodernist author neither merely repudiates nor merely imitates either his
twentieth-century modernist parents or his nineteenth-century premodernist
grandparents™ (Umberto Eco 71). Olga Slavnikova, however, does not assign
herself to any literary movement at all. In her interview with Russian philologist

Oleg Proskurin, she claimed:

"A BOT €CIT TOBOPHTH O CBSI3AX C KAKMM-TO CJIIOKUBIIMMCS TCUCHHEM. ..
Ecnu Tak cTaBUTH BONPOC M OTBEYATh HA HETO COBEPIIEHHO YECTHO... S
MBITAIACh TIOA00pATh aBTOPOB, KOTOPBIE MHE OJIM3KH, - UX HeT. Ha camoMm
Jiesie - HeT. B 3ToM cMbIciie g, HaBEpHOE, AEHCTBUTENBHO OJMHOKHMA
yesoBek. [Tpuxoautcest 3To npusHath” (CrnaBHuKOBa, Mumepevio ¢ Onecom

Ipockypunvim).

Nevertheless, | am absolutely convinced that in constructing "2017", Slavnikova
resorts to postmodernist techniques. First of all, from my analysis of the temporal-
spatial organisation of the novel, it is evident that the author uses a non-linear

timeline (temporal distortion): she begins the novel with the description of the
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current events of 2017, then moves the reader into Krylov's expedition in 2016,
then into his childhood and then leads to the future through the characters' dreams
(which also characterize the novel as magically realistic). Secondly, Slavnikova
acknowledges that in the novel she refers to Pavel Bazhov's tales (the technique of

intertextuality).

"BaxoB 3aTpOHYJ OJHY BElllb, 0OYEHb BAXKHYIO JUIS JIHOJICH, KOTOPHIC KUBYT

Ha TaKoW 00raToil COKpOBHIIIAMHU 3eMJIe... MUP TOPHBIX TYXOB... DTO MUP

ynauu, Mup ¢apra, MHp CMEPTH, TOHUMaeTe?.. ITO TO, UTO HAIPSIMYIO

CBSI3aHO C JKU3HBI0. U 3TO, B 0011IeM, O4CHDb aKTyaJIbHO. [...] Moii pomad [...]
"

ucnonn3yet 3ty Mudonoruro” (CnaBuukosa, Humepesovio ¢ Onecom

Ipockypunoim).

Moreover, the spatial composition of the novel with the city as an inner
labyrinth and the Riphean mountains as the outer labyrinth, both of which have
their own inner sacred spaces, is similar to Umberto Eco's dualistic division of
space in his postmodern novel "The Name of the Rose". In "Upper and Lower
Landscapes”, Slavnikova, as well as Eco in his postscript, articulates indirectly the
guidelines she used in the construction of her novel. In addition to Bazhov's
mythology, she creates the opposition of the Riphean top landscapes (the city and
the mountains as the world of the living) and low landscapes (the world of gems,
the underground space which includes apartments as an urban storage of gems);
the "ghostly" feature of the city due to its origin; and the Riphean's ‘insect’
mentality that explains their pursuit of verticality and desire to climb the real

existing Toadstool.
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"Jleno 3aech HEe B IPUPOKICHHON XpaOdpocTu pudeiIieB 1 He B MOACITYIHON
TSATE K CYUIUY: IPOCTO HAllle 00MTaeMOe IMPOCTPAHCTBO B MIPUHIIUIIE
HETOPU3O0HTAJIBHO, U BEPTUKAJIL CIY)KUT HAIPaBJICHUEM JBH)KEHUS TIPOCTO
MIOTOMY, YTO OHA CYIIECTBYeT. B kKakoM-TO cMbIciie Mup pudeiiia moxox Ha
MUp HacekoMoro. Tak uian nHaue, HU B OJJHOM JIPYTOM rOpoJie, KpoMe
ponnoro ExarepunOypra, MHE HE TPUXOJUIIOCH HAOIIOAaTh B KAUeCTBE
OOBIJICHHOW OBITOBOM KApTUHKU MYXKHUKA |[...], IE3YIIIEro MO COCEACKIM
OanKoHaM K ce0e Ha IMATHIN MU CebMOM 3TaXK TOIBKO IMOTOMY, YTO TJE-TO
norepsuics ko4 (CraBHUKOBA, BepxHue u HudjicHue netizaxicu

Examepunbypea).

In the same article, Slavnikova raises the question of why Yekaterinburg and the
Urals are never given real names, and only in her interview with Oleg Proskurin

does she explain:

"'~ JleiicTBuE pa3BepTHIBACTCS UMEHHO Ha Ypasue?

- Hy, ycnoBHo 310 y MeHst Ha3biBaeTcst Pudelickue ropsl. Ho coBepiieHHO
IIOHSATHO, YTO 3TO Ypail. 1 COBEpIIEHHO OHATHO, YTO FOPOJ, B KOTOPOM
MIPOUCXOAUT IEUCTBHE, - TO HOBBIN ExarepuHOypr, B KOTOPOM UEThIpe
MUJUIMOHA JKuTesel (MPOTUB HBIHEIIHUX IBYX). OrpoMHBIN Meramoiuc, a
BOKpYT - "Teppa nHkoruura"... [lonnmaere, Ha Ypaiie Teppa HHKOTHUTA
MOJKET PACIIOJIOKHUTHCSI MEXKAY Tpex Oepes.

-ITouemy?

-A TIOTOMY, YTO TaM MOKET 30J10T0 JexaTh" (CraBHUKOBaA, MHmepébio ¢

Onezom IIpockypunvim).
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Further on, Slavnikova ironically speaks about a famous Ural poet who, according
to her unofficial source, has ordered "kauecTBeHHBIN HaATPOOHBIN MTAMSATHHK C
MPOCTABJICHHOMN AaTOW POXKIAEHHUS U IIYCTOTOU MOCIIE 30JI0YEHOTO MPOYEPKA - TAK
CKa3aTh, C OTKPBITON BU30M B HudcHuti netizaxc' (CnaBHukoBa, Bepxuue u
HIDKHKE nerizaxu ExarepunOypra). This phenomenon explains the origin of

Tamara's project "Dome" in "2017".

Olga Slavnikova's novel is also postmodern in terms of its genre blending,
hyperreality and the technoculture reflected within it, all creating an illusion of
"mirroring" past and present, and producing an impression of the modern Riphean

world being "a culture of copies with no originals".

In this thesis | have analyzed the complex semantics of the regional space
of the Urals and the city of Yekaterinburg with their inner spaces, as presented in
the novel "2017". The study of the temporal-spatial organisation of Slavnikova's
novel is a very new area of research and has not been analyzed before. This topic
is profound and important for further investigation. It opens a whole new area of
study for a researcher: How does Slavnikova develop the mythological theme of
death in her novel? How is Slavnikova's Yekaterinburg urban space different from
the way it is depicted by other Ural writers? How is the peripheral literature of the
Urals different from its central counterpart? What is the author’s view on
contemporary life there and how does she express these different and conflicting
spaces and realities in the rest of her novels? These and many other aspects of
Slavnikova's works and Ural literature in general have yet to be explored and

introduced to the North-American reader.
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