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TEXTE

A tale of love and parting in
three shots
Photo graphs of two young women from a bygone age, with naïve,
solemn inscrip tions, were gifted on the same day, to the same man—
Zheka, Zhenichka, Zhenya, or more offi cially, Eugeniy  (figs.  1,  2a,
and 2b). We will never find out if any of the young women ever met
the man again, and we can only guess what circum stances brought
such simul tan eous outbursts of emotions. The man must have cher‐ 
ished the memories of those times as he kept their photo graphs for
the rest of his life in his private archive, 1 along with his own photo‐ 
graphic portrait made at around the same time, in the same tiny
historic north Ukrainian town of Korosten, in the oblast of
Zhytomyr (fig. 3).
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1. Yakov Smer tenko’s studio, Portrait of a Woman, January 1931.

Silver print, dimen sions unknown, private collec tion (given to Evgeniy by Natus’ka). On the
back, in Ukrainian: “Dear Zheka, Although sweet was our first kiss, what an after taste of

sorrow it had … thanks to your depar ture! Natus’ka, August 16, 1931.”
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2a. Yakov Smer tenko’s studio, Portrait of a Woman, August 1931.

Silver print, dimen sions unknown, private collec tion (given to Evgeniy by Zinusha).
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2b. Yakov Smer tenko’s studio, Portrait of a Woman, August 1931.

On the back, in Ukrainian: “Zhenichka, I don’t know if we will ever meet again. Maybe far
away, the wave of destiny will whirl you back to me, but you should know that my heart is

over whelmed with love for you and your image will live forever in it. Zinusha, August
16, 1931.”

https://devisu.inha.fr/histoiredelart/docannexe/image/130/img-3.jpg
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3. Yakov Smer tenko’s studio, Eugeniy, 1930s.

Silver print, dimen sions unknown, private collection.

Sunday, August 16, 1931, was prob ably a typical hot summer day.
Zhenya, judging from the clas sical Red Army soldier’s tunic in which
he poses for his portrait, was a military man or an NKVD (Soviet
secret service) offi cial. He was about to leave this small town—prob‐ 
ably because he finished his mandatory service or got a promo tion
and was moving to a bigger city—Zhytomyr, Kharkiv (which at the
time was Ukrainian Republic’s capital) or, who knows, maybe even to
Moscow. The depar ture of a young hand some Soviet offi cial and an
eligible bach elor appar ently did not remain unnoticed on the local
dating scene. A typical small drama, invis ible to the outside world and
painful for the young hearts of provin cial beauties.

2

There is one thing that the three photo graphs—of the young women
and their adored Zheka—have in common. All of them bear a stamp:

3
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“Korosten, Photo grapher Y. N. Smer tenko.” Today, it seems a strange
coin cid ence that three random pictures of different people were
taken by the same photo grapher, but in a small Ukrainian town in
1931, there was prob ably only one or two photo graphic studios where
a decent portrait could be made. 2 A more pecu liar thing in this coin‐ 
cid ence is obvious only to a Ukrainian-  or Russian- speaking observer.
There is a strange and, in a way, beau tiful proph etic poetry in the fact
that the photo grapher’s family name is Smer tenko, which liter ally
means “the son of death.” 3

We don’t know if a stamp with such a name on each portrait scared
photo grapher Smer tenko’s customers back in the 1930s. Today, these
dusty old pictures signed by the Son of Death invoke thoughts of the
nature of photo graphy as a medium that is dealing with “dead”
patches of reality. Banal, unpre ten tious photo graphs suddenly look as
if a weird tribute to clas sical Baroque “vanitas” paint ings with their
obses sion with the tran si ence of life, the futility of pleasure, and the
certainty of death. A forgotten small- town photo graphy enthu siast
with his strange name reson ates with the epoch marked by an unpre‐ 
ced ented outburst of state- controlled viol ence: collect iv iz a tion, arti‐ 
fi cially arranged famine—“Holodomor,” the Great Terror and the
shadow of the approaching Second World War, all of which would kill
tens of millions in Ukraine and leave terrible scars on several
upcoming generations.

4

Yet an eloquent name is just a name if there is no story behind it.
Digging for the addi tional inform a tion about photo grapher Semen‐ 
enko starts from mere awe and curi osity and leads to an exciting
discovery of a unique and equally sad biography.

5

Korosten: A shtetl where it
all began
Google predict ably knows very little about the photo grapher Smer‐ 
tenko and his life in Korosten. Luckily, further research brings a few
precious details. We discover that Korosten’s leading (or more prob‐ 
ably, only) photo grapher Yakov Naumovich Smer tenko was born on
the territory of the Russian Empire’s Kyiv governorate in 1903 and
was a Jew—not a very surprising fact, taking into consid er a tion that
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Korosten was situ ated right in the heart of the Pale of Settle ment and
in the late 1920s, 57 percent of its popu la tion (6,089 people)
were Jewish. 4

The policy of the Russian Empire’s lead er ship toward its large Jewish
popu la tion was quite oppressive. The Pale of Settle ment was the
border, to the east of which Jews were forbidden to settle. Excep tions
existed for only a very limited number of indi viduals. The largest part
the Pale was situ ated on the territory of Ukraine. Most Jews in
Ukraine in the early 20th century, lived in small towns (shtetls) in the
areas on the right bank of the Dnipro river. In everyday life, they
spoke Yiddish. 5 Korosten was a typical shtetl where a large Jewish
popu la tion lived side by side with Ukrain ians for hundreds of years in
a love- hate atmo sphere, under the rule of Lithuanian, Polish, Russian,
and subsequently, Soviet authorities. 6

7

Smer tenko was born in the epoch that can be best described by the
opening line of Charles Dickens’s novel A Tale of Two Cities: “It was
the best of times; it was the worst of times.” 7 After 1917, all of society
went through unpre ced ented turmoil. Ukraine was espe cially devast‐ 
ated. It had been one of the main battle grounds during the war. For
five years after the 1917 Revolu tion, it was torn between Bolsheviks,
pro- czarist armies, the huge anarchist move ment in the south, and
pro- Ukrainian forces who managed to estab lish an inde pendent
Ukrainian state, although only for a very brief period. At a certain
point, tiny Korosten was even granted the title of Ukrainian capital by
the author ities of the Ukrainian People’s Republic—for one day only,
which was not so unusual in a period when author ities in a Ukrainian
city or village would change almost every day.

8

Around the time when Smer tenko reached maturity and was ready to
start his career, things had become more or less settled. Soviet
Ukraine, together with the Soviet Union in general in the second half
of the 1920s, was going through the period known as the NEP—the
New Economic Policy. This was a time of relative market freedom,
when small entre pren eurs were given the possib ility to estab lish
their private busi nesses while the state continued to control banks,
foreign trade, and large indus tries. For many people who were not
very passionate about the ideals of collect ivism, it looked almost as if
Soviet Union was on the way to partly restoring the Old Regime—at
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least in the economic field. By the end of the 1920s, Stalin had accu‐ 
mu lated enough power and resources to end the NEP and all private
enter prises. Of course, it took a while for this new wave of collect iv‐ 
iz a tion, indus tri al iz a tion, and planned economy to reach provin cial
Korosten. There fore in 1931, Smer tenko was still running his small
photo graphic studio and putting his stamp on the portraits of young
ladies, lavishly dressed according to typical NEP fashion, which
renounced Communist ascetism and its brutal neglect of the private.

In the first decades of the 20th  century, photo graphy became a
common career choice for Jews who other wise had very few oppor‐ 
tun ities for social promo tion in the highly anti- Semitic society. Smer‐ 
tenko’s prede cessor in Korosten in the 1910s was also Jewish, as were
most of his colleagues throughout the country. In  the early
20th century, photo graphy was highly tech nical and Jews, who were
tradi tion ally linked to crafts man ship and areas that required soph ist‐ 
ic ated tech no lo gical equip ment and engin eering skills as well as
substan tial invest ment had domin ated the photo graphic busi ness
since the Russian Empire. 8 In the nascent Soviet Union, this “nation‐ 
ality” of the profes sion was still very obvious with the only differ ence
being that all private photo graphic studios and salons were expro pri‐ 
ated and their owners were either bank rupted or became office
clerks in state- run photo graphic studios. 9 It was only during the NEP
that private photo graphic studios were again allowed and then for
only a short period of time.

10

Soviet and Ukrainian photo ‐
graphy of the 1930s
The 1930s marked a period of immense tech no lo gical advance ment
for the Soviet Union, and photo graphy was no excep tion. During this
era, photo graphy began to flourish as citizens embraced a newfound
appre ci ation for its artistry. From popular amateur photo graphers
docu menting everyday life to profes sional photo graphers, advances
in photo graphy tech no logy changed Soviet art and culture. Prior to
the 1930s, profes sional photo graphers had already made their mark
in history with some even gaining recog ni tion from the govern ment
who occa sion ally commis sioned them for propa ganda work. However,
it wasn’t until the mid-1930s that photo graphy truly became visible,
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thanks to advance ments in camera tech no logy. Docu mentary photo‐ 
graphers were increas ingly active as they sought various angles on
current events and local culture.

Throughout this period, the crafts man ship of new cameras created
by manu fac turers such as FED 10 enabled many citizen photo graphers
to pursue an unpre ced ented level of creative expres sion. Photo‐ 
graphers enlisted by Stalin’s admin is tra tion were tasked with using
photo graphy as a form of propa ganda, one that would help spread his
polit ical message through delib erate visual compos i tions aimed at
vili fying the West and emphas izing his own power. Public a tions
such as Sovet skoye Foto, a monthly magazine founded in 1926, served
as outlets for dissem in ating these works throughout the Soviet Union
and contrib uted to a complex visual narrative of what life was in the
Soviet Union. Sovet skoye Foto was source for inspir a tion, educa tion,
and discus sion about the devel op ment of contem porary photo graphy.
The content ranged from artistic exper i ments with photo graphic
tech niques to debates about ideo lo gical issues related to Socialist
Realism. Photo graphers such as Aleksandr Rodchenko, Max Alpert,
Boris Ignatovich, and others used the magazine as an outlet for their
own work, encour aging exper i ment a tion with camera angles and film
processing tech niques that ulti mately helped shape the emer ging
language of Soviet photography.

12

Photo graphy in Ukraine during the 1930s was largely shaped by the
decade’s soci opol it ical and economic turmoil. The Ukrainian Soviet
Socialist Republic exper i enced an influx of Soviet- style propa ganda
as part of its socialist policies. This heavily influ enced photo graphy in
Ukraine, as photo graphers were instructed to create images that
presented an ideal ized view of socialist life and produc tion. Further‐ 
more, the Soviet Union’s Five- Year Plans for indus tri al iz a tion meant
that there was an emphasis on docu ment a tion and record- keeping in
Ukrainian photo graphy. This saw a large number of photo graphs
taken of workers and factories as well as other aspects of daily life
during this period. At the time, photo graphers were mostly limited to
taking pictures that complied with Soviet policies, focusing on
themes of productivity and progress. There was also a great deal of
docu mentary portraiture, as the Soviet Union sought to docu ment
different aspects of its popu la tion for propa ganda purposes. Addi‐ 
tion ally, there was a notable increase in land scape photo graphy,
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which sought to capture the chan ging land scape of Ukraine after the
intro duc tion of industrialization.

Soviet Zion in the Siberian taiga:
Smer tenko moves to Birobidzhan
The NEP was offi cially termin ated on October 11, 1931, with the adop‐ 
tion of a decree banning private trade in the Soviet Union. For the
photo grapher Smer tenko it meant the end of his small busi ness in
Korosten. In this moment of despair, a new ray of hope shined. Smer‐ 
tenko became involved in a large- scale project of national Jewish
renais sance under the Soviet  government. The poverty endured by
most of the Jewish popu la tion, the lack of access to social elev ators,
closed communities, and the constant threat of pogroms, all led to an
increase in the popularity of radical Marxist ideas in Jewish
communities. For the same reasons, at the end of the 19th  century
the Ukrainian territ ories became one of the main centers of the
Zionist move ment, as well as a source of powerful migra tion waves to
the United States. During and after World War I, the situ ation only
worsened, and anti- Semitism in the Russian Empire
increased significantly.

14

Many Jewish leaders and cultural activ ists had high hopes for the 1917
Revolu tion as an oppor tunity to improve the situ ation of their people.
Unfor tu nately, this enthu siasm coin cided with a sharp surge of viol‐ 
ence. During the period of instability in Ukraine in 1918–20, bloody
pogroms continued, taking the lives of thou sands. And yet, with the
empire’s collapse, Jews finally gained mobility and were able to relo‐ 
cate to larger cities and begin playing an increas ingly important role
in the cultural process. It brought a large- scale wave of cultural and
polit ical revival of Jewry in the era of the revolu tion and the early
Soviet Union, when Jewish collective farms were formed and mass
migra tion of Jews to the northern Crimea and the Sea of Azov
was planned.

15

From 1928, the party’s course regarding the Jewish ques tion had
become more hard line. Dreams of a New Palestine in the Crimea
were forgotten and a remote region in the Far East of Russia was
selected for the settle ment of Jews. Here in the nearly unreach able
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area known for its tough weather condi tions, the Jewish Autonomous
Region (JAR) was created in 1934. The capital of the region was a
newly estab lished city of Birobidzhan. 11 The project of Jewish national
revival under the Soviet author ities should not be under es tim ated. A
distinctive feature of this move ment was an attempt to develop an
altern ative to the Zionist world view, with its elitist Hebrew cult and
the idea that all Jews should unite, sooner or later, in faraway Israel.
The  rhet oric of building the “Prom ised Land” here and now was
accom panied by the rejec tion of reli gious iden tity and the promo tion
of Yiddish as a national language as opposed to Hebrew.

The first years of JAR were marked with unpre ced ented optimism.
Jews were coming from all over the world to the taiga in the east to
build the new, secular Jeru s alem. Most of the newcomers were Jews
from Ukrainian shtetls, those who in the previous decades had
suffered from pogroms and harsh anti- Semitism and were craving a
real home, even if it was in the middle of Siberia. The creation of JAR
was an important project for the Stalinist govern ment. By that time,
Soviet author ities had real ized photo graphy’s poten tial as a propa‐ 
ganda  tool. 12 In 1925, a special organ iz a tion had been created to
readapt Soviet Jews through “agrari an iz a tion.” The Society for
Settling Toiling Jews on Land or OZET (Общество землеустройства
еврейских трудящихся) was not only in charge of sending plumbers,
beekeepers, shoe makers, and school teachers to Biro bidzhan, they
also sourced photo graphers who could docu ment the successes of
the newly estab lished Jewish Autonomous Region. Smer tenko was
one of the photo graphers OZET sent to Birobidzhan. 13 Unlike many
others who would come and go, he stayed and became one of the
main docu menters of JAR’s early development.

17

Many of the settlers who moved to JAR in the first years were Jews
from Ukraine. It is important to keep it in mind that in 1932–33,
Ukraine saw one of the most tragic pages in its history. Millions of
people were killed during Holodomor—the famine manu fac tured by
the Soviet author ities in order to collect ivize the region. According to
the inform a tion provided by the Jewish Autonomous Region’s State
Archive, Smer tenko arrived in Biro bidzhan from Kyiv in June 1935. 14

In  1932–33, 80 percent of the popu la tion of his native Zhytomyr
region died in the  famine. 15 Eyewit nesses in Korosten, reported
corpses on the street; they were collected, put on carts and taken to

18
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the city hospital. 16 It is not diffi cult to assume that after seeing this
tragedy, the photo grapher looked at the struggles of the new settlers
in Biro bidzhan with hope and optimism.

The photo grapher was sent to Biro bidzan with the mission to docu‐ 
ment the activ ities of the local sport asso ci ation Dynamo. In August
of 1935, his wife, a preschool teacher, Smer tenko H. L. (her full name
is unknown), came to Biro bidzhan from  Zhytomyr. 17 The records
show that at that time, the couple had no chil dren. Smer tenko’s most
productive year was 1936. It was the time when he made his most
famous shots, which are now a part of Russian Museum of Ethno‐ 
graphy’s collec tion in Saint Peters burg. What do we see in these
pictures? New build ings, a new train station which was the pride of
Biro bidzhan (figs. 4 and 5), as it connected the city with the outside
world, a parade of OSOAVIAKhIM activ ists (fig. 6), 18 and of course the
main cultural attrac tion of the city—the new Jewish theater  (fig.  7),
which, according to Soviet propa ganda, remained the only place in
the city where it was possible to see the image of miser able and
strug gling shtetl Jews. 19

19
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4. Yakov Smertenko, May Day Demon stra tion on the Square near the New Railway

Station. Birobidzhan, 1936.

Silver print, dimen sions unknown, private collection.

https://devisu.inha.fr/histoiredelart/docannexe/image/130/img-5.jpg
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5. Yakov Smertenko, Construc tion of a New Street in Birobidzhan, 1936.

Silver print, dimen sions unknown, Saint Peters burg, Russian Ethno graphic Museum.

6. Yakov Smertenko, OSOAVIAKhIM Parade, 1935.

Silver print, dimen sions unknown, Saint Peters burg, Russian Ethno graphic Museum.

https://devisu.inha.fr/histoiredelart/docannexe/image/130/img-6.jpg
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7. Yakov Smertenko, State Jewish Theatre, on the Left—Restaurant Biro bidzhan, on

the Right, 1936.

Silver print, dimen sions unknown, Saint Peters burg, Russian Ethno graphic Museum.

Smer tenko embraced various subject, such as urban land scapes, rural
scenes, portraits of workers (fig. 8), and nature. He sought to capture
the spirit of his fellow citizens through creative manip u la tion of
compos i tion, light, and shadow. Unlike his more famous contem por‐ 
aries, Smer tenko avoided exper i ment a tion with montage tech niques
and expres sion istic angles. One may even say that Smer tenko’s shots
are plain. Very few of his photo graphs survived in the archives. Only
three of them belong to his Ukrainian period and all these are
portraits made in his studio in Korosten. Most of his oeuvre is lost
and there fore it is rather diffi cult to judge the artistic quality of his
works. Never the less, the docu ment a tion of the life of Jewish settlers
in Biro bidzhan still evokes emotion today. The photo graphs represent
the attempts of the Jewish settlers to build an ideal istic vision of
community while nego ti ating poverty and other harsh real ities.
Smer tenko not only docu mented one of the most important periods

20
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8. Yakov Smertenko, Workers of the Knit wear Work shop of the Own Labor (Свой
Труд) Artel at the May Day Demonstration, Biro bidzhan, 1936.

Silver print, dimen sions unknown, Saint Peters burg, Russian Ethno graphic Museum.

in Soviet history, but also provided a glimpse into what life could be
like if Jews were able to achieve their utopian aspir a tions. Today, his
works serve as important docu ments and provide a way for Jewish
people to remember and memori alize the struggles they faced in
achieving self- determination.

Smer tenko was still too young or maybe not skillful enough to
become the most author it ative photo grapher of the region. When in
1935 a special issue of the famous Soviet  magazine, USSR
in Construction (СССР на стройке), dedic ated to the Russian Far East
was being prepared, two famous photo graphers from Moscow—Max
Alpert and Semen Fried land—were invited to create a photo graphic
essay about life in Birobidzhan. 20 Smer tenko was also in the shadow
of a less important—in the Moscow context—but a very well- known—
in Biro bidzhan—photo grapher from Kharkiv and corres pondent for
OZET’s newspaper Трибуна (Tribune), Leonid  Gershkovich. 21 Smer‐ 
tenko is always almost invis ible. He never comes to the fore, yet he
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parti cip ated in the crucial events of his time and becomes inter esting
partic u larly due to this quality of his biography, which tells a lot and
conceals even more.

Small histories
Smer tenko was a typical “small man” of clas sical liter ature—a seem‐ 
ingly unim portant figure who person i fies history. A thor ough
research of his biography is yet to come. For now, iron ic ally, the
fullest inform a tion about Smer tenko is the record of his death. 22 The
project of the “Prom ised Land of Milk and Honey” in Siberia ended in
the same way as all the intel li gentsia’s infatu ations with the revolu‐ 
tion—it was drowned in blood and terror in 1937–38. Surpris ingly,
Smer tenko was among the first people arrested in Biro bidzhan in the
wake of the Great Purge. He was jailed on February 27, 1937—long
before the full- scale prosec u tions and arrests started in the city and
other parts of the JAR. It is yet another mystery that remains
unsolved and prom ises an inter esting story behind the curtain of the
photo grapher’s appar ently norm ative life.

22

On April 15, 1938, Smer tenko was sentenced to death under the most
“popular” article during Stalin’s rule, article 58-2—prepar a tion for
armed insur rec tion and coun ter re volu tionary activ ities. Smer tenko,
who was only 35 years old, was executed on May 11, 1938,
in Khabarovsk. 23 He was rehab il it ated in 1957. The final thing that we
learn from the myster ious photo grapher’s death record is that his real
family name was not Smer tenko, but Smer denko. Smerd is an old
Slavic word meaning a villain or serf. This word has very negative
connota tions in contem porary language and is also asso ci ated with
unpleasant odors and some thing disgusting. Appar ently for a young
Jewish photo grapher in a small Ukrainian provin cial town in the late
1920s, it was more accept able to be asso ci ated with death than with
serfdom. So far, no photo graphic portrait of Smer tenko has been
found. The famous saying about the shoe maker without shoes is true
when we speak about the photo grapher who preferred to stay behind
the camera.

23
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NOTES

1  The author came upon all the photo graphs in this essay by acci dent, on a
Ukrainian website selling antiques. Unfor tu nately, no addi tional inform a tion
regarding the archive’s owner has been found. Due to the ongoing war
between Ukraine and Russia, the usual research for this essay became
impossible, and the author had to rely on the existing inform a tion and what
she had managed to find before the war.

2  There is no data regarding the number of photo graphers in Korosten in
1931, but, for example, in 1913, according to the offi cial data, there was only
one photo grapher in the town. See  “Коростень”  [Korosten], Мой  штетл:
Еврей ские местечки Украины [My Shtetl: Jewish Towns of Ukraine], 2017�
online (http://myshtetl.org/zhitomirskaja/korosten.html).

3  In Ukraine, surnames ending on “-enko” are quite common and have an
etymo logy similar to English family names ending with “-son.”

4  See “Коростень.”

5  For more detailed inform a tion about the life of Jewish shtetls on the
territory of Ukraine in the first half of the 20th  century, see
Yohanan Petrovsky- Shtern, The Golden Age Shtetl: A New History of Jewish
Life in East Europe (Prin ceton, NJ: Prin ceton Univer sity Press, 2014).

6  Paul Robert Magocsi and Yohanan  Petrovsky- Shtern, Jews and Ukrain‐ 
ians: A Millen nium of  Co- Existence (Toronto: Univer sity of Toronto
Press, 2016).

7  Charles Dickens, A Tale of Two Cities (Mineola: Dover, 1998), p. 3.

8  “фотоискусство”  [Photography] World  Ort: Электронная еврей‐ 
ская  энциклопедия [World Ort: Elec tronic Jewish encyc lo pedia],  1999�
online.

9  About Jewish photo graphers in Ukraine, see Eva Krasnova and Anatoly
Droz dovsky,  “Еврей ские фото а телье старой  Одессы” [Jewish photo
studios of old Odessa], Мигдаль, 2007� online (http://www.migdal.org.ua/times/9

0/16217).

10  The first FED model was a 35 mm small- format rangefinder camera. It
was produced by the Kharkiv Produc tion Machine- Building Asso ci ation
“FED” from 1934 to 1955.
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11  Robert  Weinberg, Stalin’s Forgotten  Zion (Berkeley: Univer sity of Cali‐ 
fornia Press, 1998).

12  David  Shneer, Through Soviet Jewish Eyes: Photo graphy, War, and
the Holocaust (New Brun swick, NJ: Rutgers Univer sity Press, 2011).

13  Valeriy Gurevich, Head of the Labor atory for the Study of the History of
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RÉSUMÉS

Français
À partir de photo gra phies trouvées, cet article retrace l’activité du photo‐ 
graphe Yakov Smer tenko, actif dans les années 1930 à Korosten, dans le
Nord de l’Ukraine. Peu d’infor ma tions subsistent au sujet de Smer tenko,
dont l’atelier était spécialisé dans le portrait. Soupçonné d’activités contre- 
révolutionnaires, il fut condamné à mort sous le régime stali nien, en 1938.
L’autrice dresse à travers lui le portrait d’une génération de photo graphes
juifs actifs sur les terri toires de l’Ukraine, dont il ne nous reste aujourd’hui
que d’infimes traces.

English
Based on found photo graphs, this article traces the career of Yakov Smer‐ 
tenko, active in the 1930s in Korosten, Northern Ukraine. Little inform a tion
remains about this photo grapher, whose studio special ized in portraits.
Suspected of coun ter re volu tionary activ ities, in 1938, Smer tenko was
sentenced to death under the Stalinist regime. Through him, the author
paints a portrait of a gener a tion of Jewish photo graphers active in Ukraine’s
territ ories, of which only minus cule traces now remain.
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