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Abstract

The present article is based on the thesis emphasizing the significance of the Slavic pagan
mentality, elements of the pagan worldview and folk demonology in the poetics of Guzel
Yakhina’s novel - “Zuleikha Opens Her Eyes”'. The analysis reveals the levels of poetics
specifying the elements of the pagan code, presenting their content and determining their
artistic role.
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Rezumat

Articolul dat se bazeazd pe rezultatele cercetirii noastre doctorale asupra semnificatiei
mentalitafii si viziunii pagine a slavilor despre lume, demonologiei populare in romanul
scriitoarei Guzel Yakhina ,, Zuleihei i se deschid ochii”. Cercetarea di in vileag o prezentare
pe niveluri a elementelor codului pagan si rolului artistic al acestora.

Cuvinte-cheie: paginism, demonologie, imagine, mitologem, personaj, rol artistic

We examine Guzel Yakhina’s debut novel about the dispossession of ku-
laks (literally “fist” in Russian) in a broad context - of Slavic culture and
Russian classical literature (the novel reveals a wide range of allusions to the
works of Russian classics from S. A. Yesenin, I. A. Bunin and others, to M. A.
Sholokhov, A. I. Solzhenitsyn, V. T. Shalamov, etc.). The subject matter of the
research is the mythological consciousness, and the object of this study con-
sists of the elements of the pagan code, which play an essential role in the
poetics of the novel.

1. Pagan World Perception as a Characteristic Feature of the National
Identity
Zuleikha is a devout Muslim woman. However, like other representatives
of the population in the novel, she reveals such a characteristic feature as
dual faith: the religious perception of the world bears resemblance to a com-
plex alloy of beliefs, ideas about the world and its people, values, attitudes,
etc., characteristic, on the one hand, for Islam, and, on the other, for pagan-
ism. It seems that the overlapping and the combination of Islamic and pagan

IThe novel is translated into English by Lisa C. Hayden, bearing the title
“Zuleikha”.
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representations of the world were developed in the heroine from birth, and,
at this point, the main roles were played by the mother and the immediate
entourage. Therefore, it is no coincidence that Zuleikha perceives the space
of the house, courtyard and, more broadly, the whole world as being alive
and inhabited by demonological beings.

Here we provide a number of examples that testify to the dense popula-
tion of the artistic world with spirits, as well as reflecting ideas about their
association to a certain locus, functions and character. Evil spirits, as Zuleik-
ha believes, live under the threshold of the house: «/lenaeT miar, nepecrymas
BBICOKIVI TIOPOT, — He XBaT&IO ellle HACTYIMUTh Ha HEro MMEHHO cerdac u
nompeBoxums 31vix 0yxo6, Thy-Thdy! <...>»)2 (SIxura/Ahina, 2015, p. 10).
In the Slavic folk tradition, the house was often deemed not only as a dwel-
ling; its space could expand to the limits of the entire courtyard, therefore in
the novel the brownie, the household spirit (bichura), is located in the bath-
house (in the Slavic tradition, a separate demonological character is known -
the bannik (6anxux)) and, like other spirits, it requires sacrifice: «CpirmanyThb
opexoB Ouuype 3a CKaMblo, 41mo0bl He WAAUAd, He 2ACUAA 1ewb, He N00NYCKala
yeapa, He mewiasa napumsca»? (idem, p. 27). Or another example of a demonic
creaturet: «Bot n okormia. 3mech, oz, 3a00pOM TIOCIIETHETO fioMa, <...> XU-
BeT Oacy xanke usce> (idem, p. 24). The dictionary of Tatar words and expres-
sions, published by the author at the end of the novel, explains that Basu
Kapke Iyase is the spirit of the gates. The text presents its duties and characte-
ristics: «3yyerixa cama ero He BuUeNla, HO, TOBOPST, CepOUMbli OUeHb,
BopusuBuii. A xaxk vHaue? PaboTa y Hero Takas: 31six 0yxo8 om Oepebru omeo-
HAMb, Yepe3 OKOJIUILy He ITyCKaTb, a eCIM Y JAepeBeHCKMX Mpochkba KakKas K
JIECHBIM JTyXaM MOSBUTCS — TIOMOYb, C1mamb nocpeonukom»)s (idem, p. 24). The
cemetery is ruled by another spirit - “zirat iyase” («3upat msice»?).

We believe that the examples given are quite sufficient to also illustrate
the thesis that, in the popular perception, various demonological creatures
possessed a number of constant characteristics, functions, a habitual way of

2In English: “She takes a step, crossing a high threshold - it was not enough to
step on it right now and disturb the evil spirits, pah-pah! <...>”.

3In English: “To pour some nuts to bichura behind the bench, so as not to be
naughty, not to extinguish the oven, not to let the fumes out, not to interrupt the steam
bath”.

4In English: “Here is the gate. Here, under the fence of the last house, <...> lives
Basu Kapke lyase”.

5talics by Guzel Ahina.

¢In English: “Zuleikha herself did not see him, but, they say, he is very angry,
grumpy. And how else? His job is this: to drive away evil spirits from the village, not to
let them go through the gates, and if the villagers have any requests to forest spirits
- he must help, become a mediator”.

7In translation from Tatar - “cemetery owner”.



life, associated to a specific space, etc. A person only needs to be aware of
this matter and be able to negotiate, interact with them, appease through sa-
crifice in order to get what he wants, and remember that by getting angry,
insulting or violating certain prohibitions, he can turn the demonic creatures
against himself. Moreover, in the pagan worldview, there was a widespread
opinion about the ability of spirits to be open to dialogue and cooperation.
Let us illustrate this with the following example: «Hu ogus nucT He BepHYyJI-
¢ obpaTHO K 3yJierixe — yX OKOJIVIIBI IIPVHSUI yToleHe. 3Ha4nUT — VICIIOJI-
HWUT IPOcbOy: nomoakyem no-cBoticku ¢ 0yxom kaaddbuuya, yeobopum eeo. <...>
['oBOpUTE HaNIPsAMYIO € yXOoM KiIagdmima 3yJievixa IobanBaiach — BCe-TaKu
OHa IIpocTas XeHIuHa»8 (idem, p. 25). We must emphasize that the pagan
worldview is not an exclusive attribute of the image of the main character, it
is no coincidence that one of the characters declares: «He mpuswm ere co-
HVJIVICTUYeCKUI OBIT, - WM3BUHSIOIIVMMCS TOHOM OopModeT MaHcypka,
HpuiepXuBasi HOPOBAINME pa3bexaTbCd B pasHble CTOPOHBI CYHIyKWU. -
Asviunuxu — umo ¢ Hux Bo3eméuiv»d (idem, p. 80).

The belief of the pagans in the relationship of the man with the natural
phenomena determined the idea of the ability of the deceased to take any
shape. Therefore, for example, Zuleikha associates a tomtit with her eldest
daughter Shamsia. It must also be underlined that the dead are capable of
helping those still alive: «BbIpbITE CXOpOH Ha JlepeBeHCKOM KJIaf0muilie IIpu-
aymait Myprtasa. 3yJsierixa cHavyajla MCIyrajlach: TPEBOXUTh MEPTBBIX — He
rpex ym? <...> A IIOTOM coIjlacwiIach — nychb 004epu 1nomo2aion 1o X03sucn-
6y. doyepu oMorasv UCIIPaBHO — He nepBuitl 200 criepeeau 00 BecHbl pooutess-
ckue npunacwei»10 (idem, p. 68).

Accordingly, the pagan worldview is one of the most important sign of a
genuine national identity. Nevertheless, in some cases it indicates a certain
backwardness: «OH BBICTYIIIT ¢ HOBAaTOPCKOV VHWIIMATVBOVL IIepeVIMEHOBATh
aspraeckunt mpasgHuk Caban-Tyvi - ITpasguuk [D1yra, oTMeuaeMblit B TaTap-
CKMX CeJlaxX B KOHIIe BecHbI, — B Tpakrtop-Tyn. VIHuUIIMaTMBY mojgepXar B
LIeHTpe; Ha TopkecTBO ITpueneT gerterauyd LIVIK s camont Kasanu 1 gecant
raseTHBIX KoppecroHaeHToB. OfHAKO ITpa3gHMK COPBETCS M3-3a HeWcCIIpaB-

8In English: “Not a single leaf returned to Zuleikha - the spirit of the gate has
accepted the treat. It means that he will fulfill the request: will talk, in his own way,
with the spirit of the cemetery, will persuade him. <...> Zuleikha was afraid of speaking
directly with the spirit of the cemetery - after all, she is a simple woman”.

In English: “They haven't instilled a socialist way of life yet, - Mansurka mutters
apologetically, holding the chests striving to disperse in different directions. -
Pagans - what can you expect from them”.

0In English: “Murtaza came up with the idea of digging a burial at the village
cemetery. At first Zuleikha was frightened: to disturb the dead - isn’t it a sin? <...>
And then she agreed - let her daughters help with the housework. The daughters helped
properly - not for the first year they guarded parental supplies until spring”.
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HOCTMI CaMoOro TpakTopa. I[lo3ke BBIACHWUTCS, YTO MeCTHas CTapyllKa-
aObIcTart u3 000pbix nobYxKOeHul pewiuia 3a000pums 0yxa mpaxmopa u mamiHo
CKOpMUAA MOMOPY HEKOmOopoe KoautecmBo Auy, u x1eda, 9To v TIOCITYXKWIIO TIPV-
YMHOV TI0JIOMKM»11 (idem, p. 108).

The largest number of pagan appeals, according to our observations, are
identified in the opening fragment and the first section of the second part of
the novel, in which the ordinary existence of the heroine is presented. Later
on, they will arise already in the course of the description of life in the camp
settlement. Thus, for example, there is a note about the amulet protecting
from the evil spirits of the forest: «B ckymmom 3akaTHOM cBeTe BUANUT MeX Jie-
pPeBBEB BBICOKVE KOJIbs, Ha KOTOPBIX CKaJIATCS ABa CephIX dYepema. <...>
Yepemna nosecwt JIykka: omnyeuBams 0yxo8 seca»'? (idem, pp. 304-305). We
must point out that the neglected appearance of Ignatov evokes associations
with the leshy: «Toipko criepBa — OTMBITBCS M IIEPEOAETHCS B UMCTOE. A TO
ucnyeaemcsa mebs AuuHwblil cocmal, 3a sewie2o npumem»13 (idem, p. 325). It is
worth mentioning that Zuleikha retains her previous experience of respect-
ful attitude towards demonological creatures in the settlement similarly. She
still believes that they inhabit the entire surrounding space: «[Iyxos mecT-
HBIX He 3HaJla, [IOYNTaTh He yMeJla, Auuib npubemcmbBobara npo cebs, BXOAs B
yPMaH WIN CIIyCKasiCh K peKe, — VI TOJIIbKO»14 (idem, p. 336).

It should be emphasized that 23% of the linguistic units registered in the
dictionary of Tatar words and expressions from the novel, carefully pre-
pared by the author, are associated with the corpus of mythology.

The River and the Forest - the Most Important Mythologems of the Novel
The novel reveals a number of mythologems that play an important artis-
tic role, but in this article, we will consider only two. By mythologems, with-

1]n English: “He will come up with an innovative initiative: to rename the pagan
holiday Saban-tuy - the Plow Holiday, celebrated in Tatar villages at the end of
spring - into Tractor-tuy. The initiative will receive support at the centre; the
celebration will be attended by a delegation from Kazan CEC itself and a crowd of
newspaper correspondents. However, the holiday will fail because of a malfunction
of the tractor itself. Later on, it turns out that the local old-abystay woman, out of
good intentions, decided to appease the spirit of the tractor and secretly fed the engine some
eggs and bread, which caused the breakdown”.

12In English: “In the stingy sunset light, he sees tall stakes between the trees, on
which two gray skulls are grinning. <..> Lucca hung the skulls: to scare away the
spirits of the forest”.

13In English: “But first - wash yourself and change into clean clothes. Otherwise,
the personnel will be afraid of you, they will take you for a leshy” .

4In English: “She did not know the local spirits, couldn’t worship them, only
greeted them inwardly, entering the urman or going down to the river, and nothing
more”.



in the framework of the study, we mean those images that are characterized
by universality, globality, widespread prevalence in culture and connection
in the mythological picture of the world.

In the Slavic culture, the mythologem “river” is characterized by a wide
symbolic potential. Particular attention, in the context of the novel under
study, deserves such characteristics as the boundary between “own” and
“alien” // “living” and “dead”, the ability to act as a type of metaphor of the
path, the road, as well as the interpretation of a dangerous yet fateful ele-
ment. Let’s consider each of the stated characteristics in sequence. In the
Slavic tradition, the image of the boundary status of the river is persistent.
The ethnolinguistic dictionary, «CnassiHckue gpepHocTH/Slavanskie drev-
nosti» (Slavic Antiquity), explains that the river, as well as other water bodies,
"is interpreted as a border dividing natural space into «own» and «alien».
The area beyond the river was portrayed in folklore texts as a mythical coun-
try or the other world” («ocMmblcisieTcss Kak TpaHWMIIA, pasesromas
IIPUPOIIHOE IIPOCTPAHCTBO Ha «CBOE» U «Uy>K0€». MeCTHOCTb 3a PeKO¥t 130-
Opakaack B POJIBKIIOPHBIX TeKCTaxX KaK MudwdecKasl CTpaHa WIN IIOTYC-
TopoHHUN Mup») (Caabanckue.../Slavanskie..., 1995-2012, p. 417). Another
significant statement is worth our attention: an inappropriate collocation “In
the Russian folk spiritual tradition, hell and heaven are separated by a river
of fire” («B pycckom HapomHOVI TyXOBHOV TPaaMIIMM aj, M pail pasfesiser
OTHeHHas peka») (idem, p. 93). We notice that in Yulbash, Zuleikha was hap-
py in her own way, the only thing that worried her very much was failed
motherhood. And Angara river acts as a kind of boundary between “own”
(the usual way of life, an established system of values, certain aspirations)
and “alien” (the real hell of the camp settlement). Crossing the border (with-
in the framework of the mythological picture of the world) often requires
sacrifice. In this regard, attention should be paid to the inner state of the he-
roine and her attitude to life. We emphasize that Zuleikha was “tired of liv-
ing” and was seriously thinking about suicide: “She decided: once it be-
comes completely unbearable - she will eat it [poisoned sugar]. It would be
better, of course, even before the birth of the child, so that they fall asleep
together, without parting” («Pemmia: Kak TOJIBKO CTaHET COBCEM HEBMOTOTY
- cpecT [ompabaennnitl caxap]. Jlydine Obl, KOHEUHO, ellle IO POXIEHMs pe-
OeHKa, 4TOOBI IM yCHYTb BIBOEM, He paccTaBasich») (Axvma/ Ahina, 2015, p-
216). Fallen into the river and, we must underline, not being able to swim,
this woman resigns herself to her fate and, having stopped fighting for life,
goes to the bottom. A child, who has not yet been born, brings her back to
life: “The child wakes up sharply, suddenly. It beats with legs, for the second time,
the third. It twists his little hands, turns his head, flutters. Zuleikha’s tummy
is shaking - small heels are pounding inside. Zuleikha's legs are flinching in
response. Once again. And again. Pushing off from the bottom” («Pebenox
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npocwinaemcs pesxo, 60pye. bvem noxxamu, 6mopou pas, mpemui. Cyaur py-
YOHKaMV, KPYTUT roj1oBow, Tpenbixaercs. JKusor 3yrenixu TpsceTcd - Ma-
JIeHbKVIe TIITOUKM KOJIOTsITCA BHYTpu. Horm 3yrtevixu B3mparmBaioT B OTBET.
Eme pas. U emre. OrrankuBatoTcsd oT nHa») (idem, p. 223). In such manner,
Zuleikha undergoes a symbolic initiation ritual - she dies in one capacity
and is reborn in another. Particularly worth mentioning is that the initiator
of her return to life is her son, Yuzuf, who, in the future, will prove to be the
only meaning and purpose of the heroine’s life. This episode, in our opinion,
has a fateful meaning, which is quite consistent with the folk tradition, with-
in which “to raft down the river meant to surrender oneself to the will of
fate” («cIUIaBIIATHCS IO peke 3HAUMWIO OTHATh cedsd Ha BOJIO cyabObl») (Caa-
Banckue... /Slavanskie. .., 1995-2012, p. 417).

At the end of the novel, Zuleikha, overcoming inhuman sufferings, is
forced to let her son go. He floats away from her on a boat on the same river.
He must build his life away from this hell, a different fate awaits him. As
much as Zuleikha wanted to be always close, her concern about the future of
her son requires to let him go to another world, more specifically, the world
of other possibilities. We mention here the following statement from the
ethnolinguistic dictionary: “The ability of river water to move (float) vessels
and objects along the course explains the perception of the river as a path, a
road leading to distant lands” («Crioco6HOCTE peuHOV BOABI HepeaBuUraTh
(CIUIaBIIATB) IO TEYEHWIO Cy[a VI IPeaMeThl OOBSICHSET BOCIIPUATIIE PEKV
KaK ITyTH, ZOPOTY, BedyIlen B JajbHue Kpas») (Caabanckue... /Slavinskie.. .,
1995-2012, p. 417). The author does not explain how his fate will turn out:
the open perspective of the novel’s ending gives the readers an opportunity
to think out for themselves, both the story of the aged mother and her
grown-up son.

The mythologem of the “forest” in the novel is characterized by ambiva-
lence, revealing positive and negative connotations, and is associated with
the ideas of life and death.

On the one hand, the forest is a protector and guardian: “If it hadn’t been
for the blizzard, many villagers would have pulled into the forest tonight.
There, under the protective cover of spruce paws and crackling deadwood, each
zealous owner had his own cache” («Ecii Ob1 He OypaH - MHOIVe JepeBeHCKIe
HIOTSIHYJIVICH OBI CerofHsl BedepoM B Jiec. TaM 100 chacumesHsim nokpobom
e10Bbix aan U mpeckyue2o BasexHuka y KaXIOTO padynTeIbHOTO XO3sMHa 0bl1
cBout mannuk» (Sxvna/ Ahina, 2015, p.- 47); “During the Great Famine, only
they were saving - the forest and the river. Well, also the mercy of Allah, of
course” («Bo BpemeHa bHo.bui020 TOJIOA TOJIBKO OHM U CITacasIvi — JIeC U peKa.
Hy u mustocts Ajulaxa, KoHe4HO») (idem, pp. 17-18).

On the other hand, it (referred to in the novel as “urman” - a geographi-
cal or climatic area of conifer forest) appears to be a death space, a habitat for



dangerous spirits: «[JaspIre mmyTi He ObUI0. Jlec 3akaHuMBasIcd — HauMHAIICA
ApeMydmy ypMaH, OypesloMHasl 4amioba, obumairuuje ouxux 3bepetl, AecHbX
0yx06 u Beaxoil dypHou Heuucmu»15 (idem, p. 18). In the end, to Zuleikha's ques-
tion about why her mother-in-law went to urman in her youth, she answers:
“Seeking death” («<...> Cmepmu vickara <...>») (idem, p. 492).

It should be noted here that the attitude of the heroine towards the urman
changes in the camp settlement. Having become a successful hunter, she not
only ceased to be afraid of the dark, the remote part of the forest, but sought
to go there, because in the wilds “the fattest, most delicious animal is found”
(«BOIMTCS caMoe XMpPHOe, caMoe BKyCHOe 3Bepbe») (idem, p. 392). Urman has
become a familiar space for her, no longer frightening. The heroine has be-
come so accustomed here that she began to perceive herself as a part of the
forest, “of this large and powerful world” («3Toro Gospioro n crwibHOTO
Mupa»): “She still hasn’t realized if there are spirits in urman. In seven years,
she passed across many hills, walked around many ravines, crossed many
creeks - she has never met a single one. Sometimes, for a moment, it seems
that she herself is a spirit...” («<OHa Tak ¥ He IOHsUIa, BOOATCS JIV IyXU B Y-
MaHe. 3a ceMb JIeT CKOJIBKO XOJIMOB ODOOIIUIa, CKOJIBKO OBpParoB MCXOAWIIa,
CKOJIBKO Py4YbeB IlepeceKila — HI OJIHOrO He BCTpeTwIa. VIHOra Ha MrHOBe-
HVIe KaXXeTcsl, UTO OHA cama U ectmv — 0yx...») (idem, p. 394).

Urman “has taught” her a different attitude to death, revealed to her the
eternal law of nature about the dialectical unity of life and death: “Death was
closely, inextricably intertwined with life - and therefore not frightening.
Moreover, life in urman has always triumphed”. («Cmepms ObUIa TeCHO, Hepas-
pblBHO nepenemena ¢ Xu3Hvio — M OTTOTO He CTpalliHa. bosiblrie Toro, xusHs 6
ypmane Bceeda nobexdara») (idem, p. 393).

Characters of Folk Spiritual Culture and Their Artistic Role

The two main heroines have nicknames belonging to the category of
“speaking” names, which, in our opinion, not only refer to a rich layer of
pagan culture, but also determine, to a certain extent, a number of important
features of their inner picture or play another artistic role. Let’s elucidate
this. In the house of her husband Zuleikha received the nickname “wet
chicken” («mokpast Kypuiia»). For the first time it was her mother-in-law
who called her like that, and “Zuleikha did not notice how, after a while, she
began to call herself like that” («3yterixa He 3aMeTwIa, KaK yepe3 HEKOTOpoe
BpeMsI 1 caMa cTas1a ceOst Tak HasbBaTh») (idem, p. 12). This colloquial phrase
expresses a dismissive viewpoint and has two meanings: (1) 'weak-willed,
spineless person'; (2) 'a miserable, depressed, pathetic person'. We believe,

15In English: “There was no further way. The forest ended - a dense urman
began, a windbreak thicket, the abode of wild animals, forest spirits and all kinds of evil
wickedness”.
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however, that the artistic role of the nickname cannot be reduced only to the
specified meanings.

It is worth pointing out that in Slavic wedding rituals, the chicken is asso-
ciated with the idea of fertility. This characteristic, it seems, is completely
inapplicable to a childless woman who, as we learn at the beginning of the
novel, buried all her daughters. However, already on the way to the camp,
she will suddenly discover that she is pregnant. Now. On the way to the
camp. Now. When Murtaza is dead. And this fourth child, finally, will not
leave her, but will live on.

In the wedding rituals of the Slavs, the marriage and erotic symbolism of
the chicken is also actualized. Noteworthy, in this respect, for example, is the
Polish ritual name for chicken “beskura” ‘wanton’ (‘pacnymnuya’). The pas-
sion that binds Zuleikha and Ignatov (the murderer of her husband!), ac-
cording to the heroine (and Upyrikha), is criminal, but she has no control
over this feeling. As we can see, Zuleikha’s nickname, announced at the be-
ginning of the novel, warns the reader, prepares him for certain plot con-
flicts.

More complex associative connections are perceived in relation to the
nickname of Zuleikha’s mother-in-law, which, in fact, acts as a substitute for
her name - “Ghoul” («YmbIpuxa»). This pejorative unit, according to the dic-
tionary of V. Dahl, is applicable in relation to an evil, stubborn and obstinate
person. In its first meaning, “ghoul” corresponds to “vampire”. This com-
mon Slavic mythological character is represented as a deceased person rising
from the grave at night, harming people and the livestock, drinking their
blood, damaging the possessions (Caabsnckue opebrocmu.../Slavanskie drev-
nosti..., 1995-2012, p. 383). And the mother-in-law really “drinks the blood”
of Zuleikha in the sense that she tortures and exploits her.

It should be mentioned that distinctive features are relating Zuleikha’s
mother-in-law with a complex of demonic creatures from Slavic mythology,
especially with Baba Yaga. This is specified by:

- age: “No one knew how old she really was. She claimed to be one hun-
dred. Murtaza recently sat down to count, sat for a long time - and an-
nounced: mother is right, she really is about a hundred” («Hukro He 3HaI,
CKOJIBKO €1 Ha caMoM fejte jreT. OHa yTBepXXnata, 4to crmo. Myprasa Heas-
HO CeJI IIOJICYNTBIBATD, TOJITO CUIEIT — VI OOBSIBIUL MaTh IIpaBa, eVl IeVICTBI-
TeJIBHO OKOJIO CTa») (idem, p. 11);

- portrait details: Upyrikha is blind and deaf, with a sharpened sense of
smell (compared with the reaction of the fabulous Baba Yaga to the presence
of a stranger in the hut - “Faugh-faugh-faugh, it smells of the Russian spirit”
(«Dy-dy-dy, pycckum ayxom naxHeT»); she has a “bony leg” («xocmisasas
Hora») (idem, p. 22) (compared with Baba Yaga - bony leg), therefore she
walks with a stick; she has “long and flat bags of breasts, hanging down to



the navel” («mIMHHBIe 1 TUIOCKMe MeIIKM IPYZelt, BUCSIIMe A0 myHa») (idem,
p. 34-35) (compared with: “On the stove, on the ninth brick, there is lying a
Baba Yaga, with bone legs, a nose that has grown into the ceiling, the snot
hanging through the threshold, tits being wrapped on a hook, sharpening
her teeth herself” («Ha meun, Ha meBsiTOM KMpInadam JIeXuUT 0a0a-sea, KOCTSHAs
HOra, HOC B IIOTOJIOK BPOC, COIUIM Yepe3 IIOPOr BUCST, MUmMvki Ha KPIOKY
3aMOTaHBI, caMa 3yObl TOUNUT»));

- superhuman abilities: Upyrikha sees prophetic dreams (Zuleikha is
convinced that “Mother-in-law rarely saw dreams, but those that came to
her turned out to be prophetic: strange, sometimes creepy, full of hints and
ambiguous visions, in which the future was reflected vaguely and distorted,
as in a dull mirror. <...> In a couple of weeks or months, the secret was sure
to be revealed - something happened, more often - bad, less often - good,
but always - important, with perverted accuracy repeating the picture of a
dream half-forgotten by that time of sleep”. “The old witch was never
wrong” («CBeKpOBb peIKo Bujela CHbI, HO Te, YTO IPVXOAVIIN K HeVl, OKa-
3bIBJIVICh BEIVIMI: CTpaHHbIe, MHOT/A XXyTKIeE, TIOJIHbIe HaMeKOB 1 HeJloC-
Ka3aHHOCTM BUZIEHVS, B KOTOPBIX I'psjylliee OTpakaIoCh PacIUIBIBYATO W
VICKa)K€HHO, KaK B MyTHOM 3epKajte. <...> CIIycTs Hapy HeJlellb IV MecsIieB
TaViHa 00sI3aTeIbHO pacKpbIBajlach — IIPOVICXOAVIIO YTO-TO, Yallle — IUIOXO€,
peXe — xopolllee, HO BCerzla - Ba)XHOE, C M3BPaIlleHHOV TOYHOCTBIO IIOBTO-
psBIllee KapTMHY IOJIy3aOBITOrO K TOMY BpeMeHM cHa». «CTapasi BegpMa
Huko020a He ommbaiack») (idem, p. 30));

- connection with the space of the forest: researchers observe that this
character of the East Slavic tale reveals a connection with the most ancient
(chthonic) pagan divinities. She is both the mistress of the forest, the mistress
of animals and birds, and the prophetic old woman - the guide to the world
of the dead, and the keeper of the kingdom of Death, as well as the personi-
fication of the ancestor mother. In our opinion, the connection of Upyrikha
with the nature is one of the most important characteristics of her image. It is
shaped taking into account Zuleikha’s narrative function, whose overall per-
ception is impossible without considering pagan ideas. On the other hand, it
is Upyrikha who plays the most important role in the development of the
theme of motherhood. As a progenitor mother, she, first of all, cares about
the continuation of the family, the happiness and well-being of her son, the
compliance with the established norms and orders. Therefore, in Zuleikha’s
visions, Upyrikha shows up at the most critical moments, for example, when
she risks losing a child extremely emaciated by hunger, or to prevent the re-
lationship with Ignatov when her mother-in-law threatens her with punish-
ment.

Of a particular relevance is the example of the correlation of a portrait de-
tail with the characteristic features of a representative of folk demonology,
which will be reflected in plot collisions. Accordingly, in the image of Anas-
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tasia, such a detail as “mermaid” hair («pycaousu» Bosiocsr) stands out. We
believe that the author uses such a comparison not only to emphasize its
beauty and quality (long, thick, light brown), corresponding to the East Slav-
ic perceptions about the appearance of one of the most variable and ambiva-
lent images of folk demonology - the mermaid. We are underlying the fact
that among the habitual models of mermaids” behaviour, scientists point out
the seduction of men. This “role” is fulfilled by Anastasia: she tries to attract
Ignatov’s attention, inducing him to reduce the distance and, finally, she
achieves her goal. Carnal pleasures in the mosque will be interrupted by the
sudden screams of the mullah’s wife, and “Ignatov, swearing, frees himself
from the net of Nastasya’'s mermaid hair, patiently fastens his belt, pulls on his
boots on the go” («/IrHaToB, 4epThIXasich, BvicBoboxdaemcs u3 cemu Hacraceurbix
pycasousux 6040c, TEpIIENVIBO 3aCTeTVIBaeT PeMeHb, Ha XOIly HaTAIVBaeT CaIlorii»)
(idem, p. 105).

The Connection between Man and Nature

One of the key postulates of the pagan worldview is the assertion of the
inextricable connection between man and nature, the first does not constitute
the apogee of Divine creation, dominating the entire animal and plant
world, but is seen as a link in a single chain. We find such a strong connec-
tion between the spheres of the human and the natural in this novel, for ex-
ample, at the level of pictorial and expressive means. According to our ob-
servations, quite often G. Yakhina uses such tropes in which the human/
what is related to a human being is transmitted through images/phenomena
of nature. For example, the heart of frightened Zuleikha is compared to a
broken egg: “The heart turns into the same viscous jelly, like an egg cracked
in the hand, flows down the ribs somewhere down to the chilled stomach”
(«Cepmtie mpeBpaliiaeTcss B TaKOW XK€ BSI3KWII KICeJIb, KaK TPeCHYBIIIee B
PYKe SIVILI0, CTeKaeT 110 pedpaM KyJ1a-To BHI3, K IIOXOJIOZEBIIEMY XXBOTY»)
(idem, p. 51). In the love couple Zuleikha-Ignatov, the first correlates with the
arable land, and the second acts as a plowman. And the sleigh is referred to
“alike a slow school of large fish, reaching out from the yard” («kax
MeJIJIeHHBIVI KOCSIK KPYIIHBIX PBIO, TSHYTCS co mBopa») (idem, p. 106). Or the
opposite technique: Murtaza counts the bags of bread, laying his palm on
them “quaveringly, as on a lush female body” («TpereTHo, Kak Ha IIBIIITHOE
JKEHCKOoe Tes1o») (idem, p. 47). This series can be continued, but the episode
with the description of Upyrikha soaring in the steam bath deserves special
attention, in which the concentration of such tropes (mainly metaphors) is
the greatest: “Here she is, Upyrikha, very close: stretching from wall to wall,
like a wide field. Lumpy senile bones are sticking up, a hundred-year-old
body scattered between them in bizarre hills, the skin hangs in frozen
landslides. And all over this uneven, at times indented by the ravines, at
times, lushly reared valley, glittering creeks of sweat flow and wriggle...”



(«Bor ona, YmeIpumxa, coBceM OJIM3KO: IPOCTMPAETCS OT CTeHBI U 110 CTEHE,
KaK wuupokotl nose. ByrpucTele crapdeckie KOCTV TOpYaT BBEPX, CTOJIETHee
TEJIO PACCHIITATIOCh MeX HUX MPWYYIMBBIMU X04MAMU, KOXa BVICUT 3aCTBIB-
MW 0no43HAMU. VI TI0 Bcevt 3TOV HEPOBHOV, TO M3pe3aHHOW 06pazamiu, TO
IIBIIITHO B3/IBIOTIEHHOVI 00.11He TeKYT, M3BUBAIOTCS OJIECTSIIVIe pyubl TIOTA. ..»)
(idem, p. 33).

We believe that such an abundance of natural images in the description of
the human body is due to the specifics of the character, which, as shown
above, turns out to be associatively related to a whole complex of goddesses
and characters of folk demonology.

The special connection of Upyrikha with the image of a tree should also
be noted here. In her statements, in the first part of the novel, this image ap-
pears in the context of the ideas of genus and kinship. So, for example, she is
absolutely sure that she and Murtaza will outlive everyone, because they
raise from “strong root and from a good tree” («kpemkoro KOpHS M OT
Xopo11ero nepesa») (idem, p. 29), which cannot be said about Zuleikha (of
“bad root” («mypHOro KopHs»)), who is not able to give birth to a son, an ex-
pected successor of the family, but also loses daughters one after another. In
the novel’s ending, Upyrikha (as perceived by Zuleikha), “turns” into a tree
- a larch. Let us clarify that in folk culture the tree is a universal mediator:
“simultaneously correlates with the upper (heaven, God and saints, heaven-
ly bodies), middle (man) and lower (chthonic beings, ancestors, partly de-
mons) worlds” («omHOBpeMeHHO COOTHOCUTCA ¢ BepxHUM (Hebo, bor u
cBsiTble, HeOecHBIe TeJla), CpeqHMM (UeIOBEeK) M HVDKHUM (XTOHMYECKUe
CyIIlecTBa, IIPeAKM, OTYaCTH JIeMOHBI) Mupamm») (Caabanckue opebrocmu... [/
Slavanskie drevnosti..., 1995-2012, p. 60). The repeated appearance of Upyrik-
ha, who was deceased by that time, to Zuleikha in the most tragic moments
of her life, seems to be explained by the desire of the former to ensure not
only the continuation of the family, but also to force the daughter-in-law to
obey the complex of moral, ethical and value foundations that were passed
down from generation to generation. During her last appearance, the boun-
daries between natural and human become blurred: “Zuleikha wants to
push Upyrikha away, she swings, but instead, for some reason, she falls on
her chest, hugs a mighty body that smells of either tree bark or fresh soil.
She buries her face in something warm, dense, muscular, alive, feels strong
hands - on her back, on the back of her head, around her, everywhere. Tears
are pouring down so generously and quickly that it seems - not from the
eyes, but somewhere from the bottom of the heart, driven by its frequent
and resilient beating. <..> - Tell mom...” («3yyerxa xoueT OTTOJIKHYTbH
YHeIpuxy, 3aMaxmBaeTcsi — HO BMECTO 3TOTO IT0YeMy-TO IajjaeT eVl Ha TPy/b,
OOHIMMaeT MoryJee TeJjlo, IaxHyIIlee He TO JIPeBeCHOVI KOPOVI, He TO CBeXew
3emsTeft. YThIKaeTcs JIMIIOM BO YTO-TO TeIUIOoe, INTOTHOe, MYCKYJIVCTOe, JKU-
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BOe, UyBCTBYeT CWIbHBIE PyKW - Ha CIIVIHe, Ha 3aTbUIKe, BOKPYT cebs, Besre.
CJ1e3bI JIBIOTCS TaK IIEIPO VI CTPEMUTEIIFHO, YTO KakeTcsl — He 3 IVIas3, a OT-
Ky/Ia-TO CO IHa Cepilia, ITOIrOHsSeMble ero YacThIM ¥ YIPYTMM OVeHVeM.
<..> - Ckaxn Mama...») (idem, p. 492).

A peculiar unity of previously opposed heroines occurs in a situation of
the collapse of the mother’s world, when her son leaves her, all this time fill-
ing her life with meaning.

We must also point out that the author resorts to the use of natural im-
ages, particularly the zoonyms, to characterize the heroes. And the most rep-
resentative, in this aspect, is the image of Grunya, whose physical and phy-
siological characteristics are described by establishing connections with a
bear and a horse: Grunya “with the gaze of a hungry bear” («co B3TIIOM
204100H0T MedBeduybi») (idem, p. 120); “a bear-woman disappointedly lets air
out of her voluminous chest, slowly turns around and takes her overweight
body out of the room” («wkenujuna - medbeduya pazodapoBaHHO BBIITyCKaeT
BO3JIyX M3 O0BEMHOV IPyay, MelJIeHHO pa3BopaulBaeTcs M BBIHOCUT CBOe
Ipy3HOe TeJI0 M3 KOMHATh») (idem, p. 121); “sweated abundantly, like a horse,
taking out long and intricate words under Stepanov’s dictation” («8cnomesa
wedpo, no-souadouromy, BeiBoAsA mop, CTemaHOBY NOMKTOBKY [UIMHHBIE U
3aKOBBIPVCTHIE CTI0Ba») (idem, p. 128).

The above-presented examples, we believe, are enough to substantiate the
degree of significance of the pagan worldview in the poetics of Guzeli Yak-
hina’s novel, and illustrate the variety of artistic functions of the elements of
the pagan code at the levels of the character system, plot construction, ideo-
logical and thematic originality, pictorial and expressive means. We consider
it promising to further study this novel in the aspect of mythopoetics.
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