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NOTE ON THE TRANSLITERATION OF RUSSIAN

For transliterating titles of boaks, journals, articles, personal and
place names, as well as short quotations, I have used . Thomas Shaw's
svstem [l as it is the international scholarly system for the yranslit-
eration of Russian. See Shaw's 7he Transiiteration of Modern
Russian for Fnglish-Language Publications {Madison: Univ. of
Wisconsin Press, 19671,

[ have translated the titles of Kataev's works only when they
are mentioned for the [irst time i1 the main text or in the footnotes.
Later, like the works of the other writers, they appear in transiitera-
tion. Titles in English translation are underlined.

Passages {rom Russian criticism and excerpis {rom Kataev's
works appearing in the Introduction and Conclusion have been trans-

iated into English.
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INTRODUCTION

Valentin Kataev's literary wark of the later period, which began
in the middle of the 1960s. did not attract as much critical attention as
one would expect. The reason for this lack of interest mav lie in the
fact that for more than three decades Kataev was known as a typical
socialist-realist writer who foflowed the requirements of the method
and portrayed reality in its revolutionary developmenti. After such a
fong “silence” nobody expected the writer to produce works of a.very
high quality, corglparable to the works written during the relatively

relaxed literary atmosphere of the NEP period in the 19205 (Aas-

tratéiks — The Embezzlers — 1926: {vadratura &ruga — Squaring
the Circle — {927). | ‘

Kataev's reputation in the West rests-mostly on his works of
this pertod and, to a lesser degree, on two novels written in the 1930s

— V¥remja, vpered/ — Time, Forwardi (1932), a novel about the

building of an industrial complex at Magnitogorsk during the first
Five-Year Plan, and Ae/eet p;?!:U.i‘ odinoksj — The Lone White Sail
(1936), a book from that period which can still be read for pleasure
and which brought him a reputation as a writer of children’s books.

| Kataev has written in ma;ny genres — poeiry. drama, prose. His
first poem was published in an Odessa newspaper in 1910! and since

then his contribution to Soviet literature has been rather considerable. )
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Although he made certain concessions to the demands.of the time
{especially in his works of the war and post-war periods), he managed
to retain his style with a specific romantic flavaur, characteristic af the -
southern "Odessa School.” |

" The post-Stalin Keriod was lor Kataev a time of difficult re-
-adjustment to political relaxation and creative freedom. [t was a
trying time for all writers of the older generation associated with the
Stalinist orthodoxy. " After about twenly years of stagnation and
suppression {t.became possible, at least to some extent, Lo experiment
with ﬁéw artistic forms. to employ such formal innovations as to suit
new content. The first 1o take advantage of a new situation were
voung authors (prose writers and poets) who, "untainted and untram-
melled bv the past, burst on the scene in the Tifties and ‘sixties "™
They found in Kataev, who was not at that time publishing himsell, a
mentor and protector. As editor of Jumoss’. the monthly literary
periodical, Kataev played an indirect but important part in the Thaw.
Under his protection, such new talents as Vasilij Aksenov, Anatoli]
Gladitin, Evgenij Evtu§enko, Bulat OkudZava, and Bella Axmadulina‘
could publish in Junost’ at a time when it was dilficult to publish
elsewhere. Rather than éompete with the young authors, Kataev
devoted himself to theoretical reflections on the essence of literature
and on the role and rights of the writer. In his articles on these

subjects written in the 1950s Kataev points out the importance of the

artist's personality in the literary creative process, and stresses his

right to interpret reality in his own individual way: "an artist’s

consciousness must not be like a mirror, .. must not only reflect, but

~
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alsp creatively transform the world."3
All these theoretical claims, which did not fall into convention-
“al frames of socialist cealism, and Kataev's liberal views on art in
general, helped jin ﬁnany ways not oaly young writers, but also the
older generation, to overcome difficulties in re-adjustment after
Stalin's death in 1953 and to restore the value and the role of
literature in Soviet culturat life.
Under the fresh breeze of the Thaw, despite the attacks of the
conservative critics on the movement toward a free authentic litera-
- ture, writers at last were able to see the world around them in com;
pletely new perspectives, to re-evaluate their past and to pronounce'
~a judgement upon their own literary activities in the past decades.
*They tucned to the richoess of their inner worlds, to an exploration of
those private dimensions which for so long had been inaccessible.
Since the 1920s Soviet writers had never been as f{ree of afficial
direction as they were during the time of the Thaw. Even “the reliable
Simonov,” as Edward Brown }{otes, “called for a broadened socialist
realism within which greater variety might appear; he deplored the
constant revision of old novels in the light of present needs; he called
.for a re-publication of Soviet satirists of the 'twenties, such as [If and
Peu‘o(\"*

{

Konstantin Simonov's views, expres_s%d at the Second Congress
af Soviet Writers in 1954, echoed K'atae{fj(ifnicle published iﬂ 1957 in
which he called for formal innovation not only in literature but in art
in general "because without constant renewal nothing can live,

especially art.”> 'Kataev considered socialist realism wide enough to
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absorb what he claims are "new streams and trends.”

Kataev's theoretical ideas found their practical realization only
in the middle of the 1960s when AMalen taja Zeleznaja dver’ v

stene (The Little Iron Door in the Wall, 1964) and Svyaroy Lolodec

(The Holv Well, 1966) were published® His ancillary role in the per

od of literary and political relaxation was not just his modesty but
rather a caution dictated by the experience of the past when as early
as 1930 Kataev was accused of being almost anti-Soviet. This accu-
sation came from the RAPP critic losif Mafbic-Verov, whao wrote a
review of Kataev's work of the 1920s.” The attack forced Kataev to
-change his direction and stﬁrt supporting the regime. 1t was the be-
ginning of more than thirty vears of the writer’s “silence.” He did not
want (o make any wrong move which could affect his rather secure
position {1 Soviet literature. He went even further n securing himself
against possihle attacks by conservanye critics in the literary strug
gles of the 1950s and 1960s: in 1958 he Joined the Party and then six
vears later published a book about Lenin - a theme which was cur-
rently flourishing in Soviet literature

Malen taja Yeleznaja dver' v stepe marks a turning point
in Kataev’'s career. [t opens a new chapter in the creative biography
of the writer-who celebrated his eighty-ninth birthday in january
1986. The Lenin motif, his life on Caprt and in Paris, may be viewed
‘as merely an excuse to make an experimental piece on personal
themes more acceptable.”? Surprisingly (in view of the politically
sensitive topic), Kataev's new Book can be distinguished {rom ather

v}ﬁiters‘ works on the Lenin theme by its complexity and inward
\\.

N



focus 'Y This feature of the book brought forth negalive responses
from cectan Soviet critics who accused hataev of letting his own
personalty dominate that of Lenin !

To neutralize the impact of these accusations and reduce their
trequency Kataev frequentiv asseried in his aew waorks that he was 4
Soviet writer who {oltowed the path of the Revoluton  One should,
bear tn mind, however that Kataev was bascally answesthete, and. as
Robert Kussell pownts out. “his inherent esthetcism has been in check
and modified by the aeed to publish and achieve public recopmition
and. 10 later vears 4 any rate, by s commitment to hus country and
its political svstem - |

Ratzev s commitment’ and lovaity o his country mav be
another reason for his unpopularity among Western scholars who
pdid considerable atteation to dissident Soviet weders and leti’ )
unattended “those authors wha n the appalhng crcumstances of \\ﬁ
soviet e tried” within the hants of possibility, to write sincerefv and
truthfutiv™? and produce '\rnrl.s af “constderable mnterest and merit
despite editorial controfs "1

This latter category undoubiediv ncludes Rataev wiath s re
markablv writlen books who re-emeryed 10 hus old d4ge o produce a
serwes ol works which are provocatively muderg m'su'le and con-
tent 'Y These works belong to a new genre of “Ivrical prose’ which.
afongside the l.cﬁm theme and so-called "vounyg prose’ appeared 1n
the i:l_Lc 19502 to be further developed in the [960s  Authors rep-
resentitpve of this ge'nrc — such as Viadimur Solouxin 1 Aaplya rosi) :

@

Mga Berggol'ct Mnevave svezds ) Konstantuin Paustovsky t Potesr’

e
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o Zizn), Mixail Slommskii \Arga vospomnany ), Nikolay Tixonov
UMvognara radugad, and many more — remum‘largely unnoticed by
Western scholars

Andrey Sinjavski; made a pornt when he \\'rgle'ahoul the varn
etv and complexity of the Soviet iileruf\' scene in s article published
tn Verry Jmer/)(‘.meg‘ !1“)81l [n his opinton Western and emigre
C!‘illC\S will {ind the source of the renewal of Soviet literature in thetr
‘homeland.” and not in emigration  This s precisely why one should
‘regard with the greatest possible attention whatever 1s happening
there and not here "'® The same pamnt of view was expressed by
Aleksandr Solfenicyn. who said 1n a BBC interview "Not in the emu
gration, with s luxury of so-called free expression, has hleriaturc
heen successful, but in our homeland. stretched on the rack ™!

The views expressed by these (wao ;;rcmmlnent emIgre writers
must be applied not only o the writmgs of "dissidents” or so called
“villagers” qjustifiably popular 1n the \i’estl,. bhut also to those writers
who, like Kataev, turned to seill-rehabiitation and bold experiments
with time dimensons in thewr search {or the memoryv of thewr own
vouth, EI\]:d in their “effort to evoke the Kussian past!'> This state-
ment of BFown's is quite valid, [or the past s closely related to the
luture. The past 15 the memory. the lessons which help in one's
endeavours 1o build the future. These lessons are also to be learnt
from those negalive phenomena which one has to reckon with and
" triumph over. The subject of literature is man, and the writer cannot
help but be aware.that the experience of the past is conveyed like the

genetic information of generations to contemporary man.!?
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In the genre of "lyrical prose” the authors deal not only with the
past but, more importantly, with the artist's self, which becomes a
primary object of investigation. This is evidem/‘also in non-Russian
Soviet literatures which have an infinite wealth of sources and tradi-
tions to draw upon and exhibit diversity of styles.and forms.20 The
non-Russian prose writers immediately sensed the shift in the ®s-
thetic thinking of the 1960s and, like the Russians, changed the
imagery and the conventional norms of storv composition and char-.
acter drawing. By the accentuation of the lyrical element and the
unfettering ofhpersonality. non-Russian Soviet writers have greatly
contributed to the birth of “lyrical prose."?! '

Kataev., in my qpinion, belongs to the most eminent represén—
tatives' of the genre of “lyrical prose” in both contemporary Soviet
litecature and the history of Soviet literature in general. His life and
wbrk deserve much closer attention than they have been given during
the many decades of the writer's creatjve activity.

-Kataev's work has been closely interwoven with the history of
Soviet Russia, aﬁd Lhe-essence of his writing lies in his deep-seated
attention to his country’s farward path. He always found in his work
‘his own artistic response to the substantial and profound turns in tpe
spiritual progress of the country.

Kataev was intensely intefested in all aspects of man's life anc_l‘
the world around him (especially the difficult and puzzling). Moral
exigency?? is one of thé. principal qualities Kataev inherited from
Russian classical literature (Pu3kin, Gogol', Dostoev'skij, Bunin). At the

same time Kataev's entire work and tife have been marked by an
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endless quest for his own particular literary siyle, correspondiﬁg Lo
the author’s notions of time and its tasks-.

| Kataev's attraction to literature was earl? apparent. Born in
(Odessa 28716 January 1867, he began writing poems at the age of .
thirteen (see note 1) These vouthful efforts, however, were not vet
the beginning of professional writing -His real emergence in literature —
wds heralded by his personal introduction to Bunin, whose influence 1s
certainly evident tn kataev's early works. and tus direct contact with
the events of the beginning of the century the t'uugh}t in World War |
as well as in the Civil War, where he was gassed and wounded and
spent al least eight months in prison). His short stortes written in the
mid-1910s were published onlv after his move from Odessa o Mos:
cow in the early [920s. [n the capital. Kataev began writing for the
Soviet railwav daily newspaper Gudod <3 He wrote under several
pseudonyms, amaong Lhen{ Oliver Twist and Starik Subhq}:in.

"The 1920s constituted a relatively free period in the history of
soviel literature. During its relaxed am;usphere when writers hel(mg
ing o different literarv groups with different orientations=! were
allowed to experiment with the form and content, hataev produced
some of his best works, which ‘as the author himsell admits! may be
linked with his wriliné three-decades tater.*® Kataev's search for his
own stvie is well characterized by Nikola; Smirnov who, 1n reviewing
the book Rasrratdifs in 1927, wrote: “The writer's path of V Ka[aev
is a path of incessant and persistent 'irst steps in literature  Having
“begun from simpie, everyday. realistically profound stories. the

writer quickly and abruptly turned to the side of phantasmagorsa. "<
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This feature of Kataev's writing (called-by Smirnov “phantasma-
goria”) which characterized some of his stories of the 192Qs (Opyt
Kranca— Krants' Experiment Zeleznoe kol'co— Ing_Lr_Qﬂ_ng, Ser
tenrsi cﬁrt - Sir Henrv and the Devil), re-dppeared with varying
intensity in Kataev's later works. This is only one of the many
features that unify the writer's work of ihe period under discussion.
By his exploration of his private waorld, by his lack of concern for
traditional chronological plot, by his subjective treatment of time
dimensions, Kataev drastically departed frqm the typical “realist”.
narrative which prevails in contemporary Soviet prose.

{1 is not surprising that both critics and readers were shocked
by .s‘;f'j.zzj!oj Lolodec when one compares its topic and formal devices
1o those of novels written in accordance with socialist-realism require-
ments. As was noted earlier, Kataev in the early 119305 found himself
obliged to start supporting the regime, and the novels he wrote during
this period _(and throughout the 1940s and 1950s) reflect these re-
quirements,

It would be unjust, howevér, o say that Kataev's prose
published at this specific time lacked artistic quality. [ think it would
have been impossible for Kataev to re-emerge in his seventies and
produce works of such high quality without being faithful, at least in
some degree, to his own style and manner of writing of the NEP
period. Although he changed his theme and portrayed Soviet reality
in its revolutionary development, his sharp eye and precise descrip-
tive language are still noticeable in everything he wrote during the

1930s, 1940s, and 1950s.
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The turning point in Kataev's crea‘tive work, according to Soviet
critics, was the novel Fremja, vpered/ But it was also the point at
- which Kataev's work began to show a tower quality, an inability to
deal v;/i.th new themes that wére quite alien to him.

After publishing Fremja, vpered/ Kataev experienced con-
siderable creative dil‘l‘icultieé and abandoned several future projects — -
navels on socialist construction. Only fefeer parus aodinokss turned
out to be successful because it was based partly on his own experience
and written on a theme dear to him — childhood {a theme which later
re-emerged throughout his entire work af the 1960s and 1970s).

Although Kataev adapted himself to the Party's requirements
and survived, there were moments when he tried to break away from
the official directives concerning literature during Slalin'_s ‘reign.” One;
of his novels Za v/ast’ .:'Oll’é’lfﬂ'., published in Novyy mir (19:18].
had to be re-written in accordance with the official criticism it drew in
Pravda in 1950 by Mi¥ail Bubennov.”” Kataev was accyged of show -
ing the wartime resistance as a spontaneous acl rather than a move-
ment carefully pla'nned, crganized, and directed by the Party and by
stalin personally. The new. revised version appeared in l‘)Slv- Ten
vears later in 1961, Kataev revised the novel once again and included

o

it in his tetralogy under the new title {zzasomby (The Catacombs).

In the same year Kataev published his novel ZJ’JJJ}J//' verer
(Winter Wind), which may be considered to be the author’s next step
in his attempt to “liberate” his writing {rom the restrictions imposed
by the Party. In this novel Kataev managed to reconcile two diame-

trically opposed aspects of his creation — the personal and the ideo-

-



Il

logical. The former is conveyed through the main character in the
novel, Petja Badej, whose dilemma — the necessity of making choices
between sides — was clearly of great personal iﬁportance to Kataev.
The extent to which Petja was dear to him is evideatl in the way
Ir‘(a‘t.aev portrays Petja’s inner world. | o

The personal aspect of Zrmnf/ verer , alongside the fantastic
elements (imroduced here for the first time since the [920s), domin-
ated the entire work of Kataev's later period (thé 1960s, 1970s, and
1980s).

All of Kataev's later books ( Malen kaja fe}ezna/'a dver’' v

stene. Svjatos kolodec, Trava zabven ja— The Grass of Oblivion —

1967, Kubik—Kubik — 1969, Razbiraja Zizn | ili volfebnyy rog

Oberona— A Mosaic of Life: or The Magic Horn of Oberon — 1972, a
short story Frafka— Violet — 1973, A7adbisle v Skuljanar — The

Cemetery at Skulvany — 1975, A/maznyy mos venec — My Diamond

Crown — 1978, as well as works written in the 1980s which will not

be discussed in this study: (/Ze mapssan Verter — Werter Has Been

Written — 1980, _Junoseskiss roman —~ The Adolescent’s Novel —

{983, a short story Sp/adc7/ — Sleeping — 1989) are written in a
completely new manher which distinguishes the’m not only from
traditional Soviet prose, writlen in accordance with firmly established
patterns, but also from his own writing of the Stalin era.

In his “new" prose, as critics call Kataev's writing after the ap-
pearance of Svyarof Lofodec and Trava zabvenjya , the author
shifted the focus of his interest from social values 1o the exploration

of the more private aspects of life. This thematic shift required some



change‘s in form. ' -

First of all, Kataev rejected chronology, replacing it with "associ-
ative principles” — a move which also called for change on a narrative
level (it should be noted that first-person narration p_revails ;hrough-
out the works of this period). As a result, the reader receives a sub-
jective picture of the events and characters porirayed — a picture of
the world in which {ime and space lose their usual qualities. In
respect 10 these two categories Kataev s sophisticated and bold.
sSometimes he Idisplays a deliberate predilection for penetrating the
complexities and intricacies of the world, compressed to the limits
within the cramped confines of the human soul. The author fuses
together not only temporal and spatial "anti-worlds” but also two
different styles — the romantic and the evocative, |

The above-mentioned features of Kataev's work ol the [960s
and 1970s lead one 1o conclude that they contributed considerably to
the expansion of the artistic range ol'rS_oviet prosé—writing. resulting in
a closer investigation of these features.

Although Kataev's “new prose” provaked responses {rom both
Soviel and foreign critics (American, British, Polish. Nigerian) the
number of articles is rather insufficient compared to the author's
creative fruitfulness for the last two decades and the quality of his
creation. Not only have some of Kataev's later works (Svyatay kolo-
dec, Trava zabven ja) received more critical attention than others,
but it should also be noted that the majority of critics and reviewers
tend to concentrate their attention on the ideological aspect of Kataev's

writing. In an interview with Robert Daglish (the English translator of
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Trava zabvenja ) Kataev, asked “if he thought his work had been
understood in the West," predictably replied: “They will talk politics
all the time."28

The most comprehensive overview of Kataev's later period
comprises Russell's previously-quoted monograph Valentin Laraev
(in which there is very little reference to either his Kladbisde v
Sktulfanay or A/maznyv/ mof venec — two important works of the
1970s), along with two articles earlier published by Russell in 1976
and 1982 — The Problem of Self-fxpression in the Later
Works of Valentin Karaev?® and Oberon's Magic Horn: The
Later Warks of Falentin Kataev (see note 12) respectively.
Another study dealing with mdre than one of Kataev's books is an
article by Polish critic Stanistaw Porgba entitled W‘.cpo{cze.mé
proza lirvezna Walentyna Kataewa ( Fokot problemalvks
czasu /3 in which there are brief but valuable remarks on the
. question of time in Afa/en kasa Ze/ezn&/a dver’ v stene, Sviatoj
kolodec, Trava zabven 7z, and Lvbik.

Besides Poregba's article, the unusual treatment-of the category
of time is noted by almost every critic who has published on Kataev's
"new” prose. But these are only general statements and the problem
still remains open for more detailed apalysis. Very much the same
conclusion applies to such heoretica questions as narration {(narrative
point of view) and spaqe, the category most closely related to the cate-
gory of time. On thé latter point Kataev writes in Sv/azof kolfodec:
“Time is a straﬁge substance which even in philosophical dictionaries

has no separate heading but goes in-the same harness with space..."3!



I

Because of the scarcity of criticism, especially on specific thear-
etical problems, everything that has been published or written3? on
Kataev's prose of the 1960s and 1970s — even the smallest findings or
suggestions -~ are invaluablé for the purposes of this study.

The analysis of Kataev's prose of the later ;;eriod (excluding his
works of the 1980s]) will be concerned with its form — L.e. the question
of the narrative situation in all its implications related to the structure
and meaning of these works, the temporal and spatial relationships
which constitute fictional realitv, and the method of characterization.
An effort will be made (o relate the structure of these works to the
ideas which form their content.

In the approach employed in this study the primary {ocus (s on
the "narrative situations” ("die primaren Erzah[situationen").33 which
represent a key probllem in the structural analysis of literary prose
and remain the central problem (n an analysis aimed at discovering
the structural principles which make a prose work into an artistic,
®sthetic whole. The term “narrative situation” corresponds to the
term “point of view" common in both Anglo-American (eg. Wayne C.
Booth's) and Soviet (e.g. Mixail Baxtin's, Boris Uspenskij's) theory and
criticism. 34 '

While these scholars concern themselves extensively with the
problem of "point of view,” credit is due Wolf Schmid for his model of
the semantic structure of a literary work.3? Schmid takes into account
all the basic levels of expression (communication) of the work. He
divides the levels of the narrative work into three basic categories:

the concrete, the implied, and the frctional,



13

The concrete category consists of the concrete author (for ex-
ample Kataev) and the concrete reader, both of whom are exirinsic
to the work of fiction. |

The /mplied category consists of the implied aL;thor36 (the
intrinsic reflection of the concrete author) and the implied reader,’’
the work—-im manent counterpart of the implied author.

The frctional category consists of a fictional narrator and his
imblicit recipient, the fictional reader, both of whom are work-
-immanent categories. *

Schmid’s model of the communicative structure of the literary

waork is reproduced below:

Legend: ca=concrete author; ia = {fiiplied author; {:)=originator of the cre-
ative act (in the case of implied categories the colon is given in parentheses);
¥ = narrator; C,, C, = portrayed characters; R - fictional reader; ir = implied
reader; ¢r = concrete resder; P = Mﬁm of addressed communication {in the
csse of the implied categories the arrow appears in parentheses).
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In the traditional narrative typologies?s a distinction is made
between what is commonly called a first-person narrative and a
third-person narrative. In the latter case the narcator remains out-
side the boundaries of the narrated world; in the former case the nac-
rator may be the central character or a secondary character of the
narrated world, However, the first-person narrator, according to
Schmid.lmay be classified as either a "narrating [™tanalagous to the
third-person narrator) or an ‘experiencing " (analogous o a dra
maiis persona)dd

The "narrating [" alwavs acts‘;yzﬁﬁrd—perscm narrator when
he is describing the narrated world, except v the case of the auto-
biographical harrative where the narrator must refer to himsell as "["
and not as "he.” |

These 1w basic types of "narrative situations” ("paoints of view”|
- ihe first- and the third-person narratives — do not {as will be seen)
oppase one another but co-exist in Kataev's work of the [960s and
1970s. .Once this problem is uncovered, the structure of the whole
work is revealed (space. lime, characters).

Although- the structural method is employed in this ‘study, in
many instances it will be supplemented by the phenomenological
methods of interpretation (Roman Ingarden, Michel Butor, Wolfgang
Iser).49 The phenomenoclogical approach to literature does not oppose
other methods of interpretation. On the Contrary, i aims'at-integrat-
. ing the discoveries of other methods and incorporating' what is learnt
from these methods into a more comprehensive understanding of a

text. The way in which the phenomenological method contrasts with
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othen critical attitudes is in the substitution of the intentional}ﬁ:
for the objective order — which is primarily due to the phenomenol
gist's conception that a literary text is a human act within the world
rather than a representation o£ _tpe world. In his book Phenomenc-
logy ., Joseph Kockelméns wriies:v "It is true to say that phenomeno-
logy is not a description of the ‘real world,' but it (s a description of
the erperfence of the perceived world as the primary reality.” !
We may say, then, that Kataev's "new” prose describes the expertence
of perceiving the world; for the author himself this perception is the
"primary reality.”

Though leaning in its method toward structuralism, the present
study borrows some phenomenological conceptions as well. The
phenomenclogical method is especially useful in the exploration of
temporal and spatial dimensions (cf. George Poulet) 12 in Kataev's
works of the later period. |

The theoretical questions qutlined above will be analysed on the
basis of Kataev's works written during the most productive 1:1eriodi in
his’h'terary career. This period, at the moment of presen{ writing, still
remains open as Kataev* continues lo create and publish his works
with the same vigorous energy as in the mid-1960s when the "new”
Kataev emerged. Every day can bring a book which may be written in
the same manner or in a manner yet unknown to both readeré and
critics. To avoid any "ac!ditions" or ‘re-writings” (in case a new work
should appear), I have limited my analysis to the works written in the

last two “closed” decades — i.e., his works of the: 1960s and 1970s.

*Walentin Ketaev died 12 Aprit 1986 in Peredelkino.



' \E banother Kataev work published s
jated second part of his historical chpbnicli

NOTES

A poem Osen’ (Autumn) published in Odessks/ vesinik, 19
December 1910, After that, Kataev collaborated with the newspapers
Qdesskij listok, fuinaja mys/’ . and later with the Petersburg
journals ProbuFden’e, Lvkomore, and Fes mir.

“Zintroduction to the English edition of Kataev's book 7he Ho/v
e/’ Transiated by M. Hayward and H. Shukman. (London: Harvil
Press, 1967), p. 12

3y, Kataev, “Novogodnij tost” in his Sebdranse solmeniy v
deviati tomax (Moscow: XudoZestvennaja Literatura, 19G8), svol. §,
p. 346.
iE]. Brown, Awssian Lierature since the Revolulion
{Cambridge: Harvard University Press, 1982), p. 206.

itja T (1837-1937) and Evgenij Petrov (1903—1942) were a
team of colfaborators on satiric books, notably Dvenadcatl' stulev
(1928) and Jolfotos tefenok (1931). Both wrote under pseudonyms:
I1'f was born It'ja Fajnzil'berg; Petrov’s actual name was Evgenij Kata-
ev, a younger brother of Valentin Kataev.

y 5y Kataev, “O novatorstve”, in Sopranse.. vol. 8, p. 3

alin's death was the

2 (Black Sea Waves): ie., fulorok v~
Stegg , 1956) and Zimniy veter: (Winter Wind, 196Y). The others m
Srﬁfour -volume cycie are feleet parus odinoksy {IThe Lone

1, 1936) and Za v/ast Sovetoy ( '

I share Robert Russell's point of view in his monograph on Ka-
taev: “The work thought by most critics to have heralded the arrival
of the ‘new’ Kataev was ‘The Holy Well, but many of the themes and
devices which were 1o run through Kataev's work for the rest of the
1960s and into the 1970s were introduced in a tale of 1964 about
Lenin on Capri and in Paris, entitled ‘The Little Iron Door in the Wall.”
— Valentin Kataev (Boston: Twayne Publishers, 1981), p. [10.




- - 1

“]. Mad¥biceVerov. “Na grani.- Tvorfestvo Valentina Kataeva.
Na literaturnom posty, 9 (1930), pp. 35-46,and 11 (1930). pp.
4756 N

3The search for the image of .the leader. which Yﬁegan during
Lenin's lifetime, involved artists from different.artistic disciplines —
prose writers, poel;}!avwnghu sculptors, pamler% graphic artists,
workers in the cingmb and theatre. o

The first I:)Tonument lo Lenin (the one at the Kazan' railw@y sta-
lmn m \%scm\ | was created bv a prolewonal artist Georgi) Alekseev
- scuiptor, painter. graphic artist — who took part in the 1905——190"’
Revolution Alekseev began working in 1918, right in Lenin's study
tn the Kremlin, '

kataev's first work dedicated to Lenin was written shortly alter
Lenin's death 1 1924. It was a poem, a fragmeint of which is quoted
at the end of Afalen haja Xeleznaja dver v stenpe.  Later Lenin
molifs appeared 1n the novels of. the Tha\\ peribd (. Iumrm v osteps
and Jrmniy verer )

In addition to Malen kaja Zeleznaja dver v siepe — Kata-
ev's so-called "lyrical diary” — the Lenin theme appeared in the prose
writings of Emmanuil Kazakevil (S/n/aja tetrad’), Marietta Saginjan
W\ Nemya Ul janovyr Pervara vserossyskasa), and Afanasij Kopte-
lov \ Bo/ Tor zalin and VoZgoritsja plamya b, in Andrej Yoznesen-
ski's poem LonX/ume ;. in children’s books by Zoja Voskresenskaja
1 NS¢ dce materr), Marija PrileZaeva \ l/divirel/ nyvy god Tri nedels
pokoya ). Andrej Popov (Stranscv velikos Fizns ), and Arsenij
Rut'ko \ Dersrvo na Folge), as well as in dramas by Nikolaj Pogodin
\Arem/evskie kuranry') and Dmitrij Zorin \ Fednyvy f.flod"m;{' )

“R. Russell. $alentin Kataev, op. cit:, p. 113,

It seems 1o me that Kataev is still very well aware of the neces-
sity of a thematic or any other Kind of excuse 1o have his works pub-
lished in the Soviel Union, even though the great literary battles have
subsided somewhat and Kataev's mawvvrsstsc writing is “accepted” and
tolerated as “the flouting of ‘socialist realist’ convention” { 74e Holy
Fe//. Introduction, op. csf. . p. 13). See also note |2,

%An example is Kazakevil's Simjasz tetrad’, in which the
. author focuses his attention excluswelv on the personality of Lenin.

*
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IR, Kaganova, “ESce raz ob otvetstvennosti xudofmka J%c5~
Prosy istorts &PS.S‘ 1(1965) pp. 109-114. ‘

| I2R Russell. “Oberon’s Magic Horn: The Later Works of Valen- .
tin Xataev," in Russian Literature and Criticism. Selected
Papers from the Second World Congress for Soviet and East

Furopean Srudies. Ed. Evelyn Bristol. (Berkeley: Berkeley Slavic
Specialties, 1982}, p. 190 .

The most recent confirmation of Kataev's loyalty to his country
and its way of life can be found in his articles published at the end of
the 1970s and in the mid-1980s; "1 Want Peace,” Yovrser Literature,
2 (1979), pp. 170-173; "Otryvok iz dnevnika,” Novyy mir. | {1985),
pp-83-96 J(in English: “Excerpt from a Diary,” Sovrser Literature,
11 (1985), pp. 129—132. Here is an excerpt from Kataev's first articie
named above in which the writer speaks about democracy, freedom

human rights. and anti-Sovietl propaganda in the West (pp. 171, 172
"173):

_ Soviet power had adifficult and thorny path to tread before, in
‘place of an old end backward Russia, there rose up a mighty power,
one of the most powerful states in the world. But in the vhole of its
sixty years of existence the Soviet state has suffered an incessant
and shameless badgering from the straggling remains of the ¥hite
Guards holed up in Paris, London and Berlin; .. in most recent
times, thetre have appeared the so-called “dissidents” or 'non-
—~conformists’, making of their "dissidence” and ‘non-conformism’
quite a lucrative profession. They fled or were driven from their
motheriand, and living abroad, they get up incessant anti-Soviet
clamour which from time to time reaches the ears of honest Soviet
people through a great number of radio stations ... ¥e realise that
there is no use expecting our ex-citizens, the dundenu tohave a
. conscience. They have soid their consciences. There remains only
naked meanness of spirit.... They do not agres with the Soviet way
of iife, or more strictly speaking they do not agree with the-Soviet
state’s very existence. That is their right, of ¢course.

3 Writers in Russia: 1917—~71978 Marxr Hayward. Edited
and with an Introduction by Patricia Blake. (London: Harcourt Brace
Jovanovich, J983],_p. X.
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YIN.N. Shneidman, Sovier Literature in the 1970s: Artis-
tic Diversity and [deological Conformity (Toronto: University of
Toronto Press, 1979), Publisher’s note.

~ In his study Shneidman examines the works of. Sergej Zalygin,
Vasil' Bykov, jurij Bondarev, Jurij Trifonov, Valentin Rasputin, and
Cingiz Ajtmatov. Kataev, unfortunately, is not mentioned even in
passing.

ISStudies in Twentieth .Century Russian Literature.
Five Essays. Edited by Christopher J. Barnes. (Edinburgh: Scottish
Academic Press, [976), Foreword, p.v. ’

Y Sinjavskij, “Dve literatury ili odna,” Novyy amerskanec,
14 and 20 June 1981. Passage quoted _aﬁer Brown, p. 293.

7Quoted after Brown, p. 293. The whole text of this interview
was published in Russian in Posev, 4 (1979), pp. 20-28. under the
title “Ja verju v na¥ narod — na vsex urovnjax.”

8prown, p. 18,

9% ataev's interest in genetics. and heredity is very much evi-
dent in two of his works of the 1970s — Razbsraja Fizn | il volfeb -
nyy rog Oberons (A Mosaic of Life: or The Magic Horn of Oberon)
and K/adbisce v Skuljanar (The Cemetery at Skulyany).

20The problem is discussed in detail by Anthony Adamovich in
his articie “The Non-Russians” in Sovier Literature in the Sixties.
An International Symposivm. Edited by Max Hayward and Ed-
ward L. Crowley. (London: Frederick A. Preger, 1964), pp. 101-129.

. 2Compare, for example, the following writers: Lithuanians
Mikolas Sluckis, Alfonsas Bieliauskas, jonas AvyZius; Latvians Janis
Lusis, Jeronims Stulpan, Ojar Vacietis; Estonian Paul-Erik Rummo;
Georgians Nodar Dumbadze, Otar Ciladze, Sota Ni¥nianidze; Armeni-
ans Grant Matevosian, Aramais Saakian; Ukrainians Evhen Hicalo,
Mykola Vinhranovsy; and the refatively young but. already natjonally
acclaimed Belorussians Ales’ Naurocki, Janka Bry!',qBarys Sasanka,
Ryhor Baradulin, as weli as the fate Usevalod Kraucanka, who comit-
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ted suicide during a visit to France in 1961, | have ru/)}l yvet mentioned
here the Kirgiz writer Cingiz Ajtmatov who is one of the best-known
non-Russian authoes in the West. A detailed analvsis of his works
may be found in Shneidman, pp. 32—46. See also on Ajtmatov: Nina
Kolesnikoff. “The Child Narrator in the Novellas of Chingiz Aitmatov”
in Russian Literature and Criticism. \op crr), pp. 101=110, and
Constantin V. Ponomareff, “A Poetic Vision in Conflict. Chingiz Aitma
tov's Fiction” in Russian Literatvre and Criticism ., pp 158=166

“*Kataev's morality has been unjusily questioned by some ol his
critics. See, for example, Majja Kaganskaya, "Vremja, nazad!” Srara
Lsre (Paris), 3 (1975) pp. 103-113 Viadimir Dudincev. “Dve magil
iskusstva,” Literatyrnaja gazera . 13 AugUsl t966. pp 2-3. Bene
dikt Sarnov, “Ugl pvlaju¥i) i kimval briacajuddi).” I'oprosy litera
tury,, 1119680 pp. 21—-49.°

237 number of voung writers who collaborated with Gudod
had come, like Kataev, from Odessa and Kiev, among them Juryj Olega
tpseudonym “Zubilo”},  Mixail Bulgakov, Ifja 11T and Evgeny Petrov,
See also note 4. '

"“’Throughout the turbulent vears of the 1920s Soviet writers,
in their quests and searches for the wavs and means of representing
post-Revolutionary reality, constantly grouped and re-grouped into
associations and issued manifestos. A sharp polarization of forces was
taking place. The largest organization of writers_was the Russian’
Association of Proietarian Writers (RAPP), estabiished in 1925 In
1921 several young writers organized a group called the "Serapion
Brethren” (after the tale by the German romanticist ET.A. Hoffman)
The group included Konstantin Fedin, Vsevolod [vanov, Venjamin
Kaverin, Nikolaj Tixonov, Evgenij Zamjatin, Mixail Zo¥¢enko, and Boris
Pii'njak. In their manifesto (written by scholar and playwright Lev
Lunts) they proclaimed that art was indifferent to politics. Two other
literary groups of the 1920s — “Pereval” and "LEF" — arose in 1923
Kataev. like Leonid Leonov, Jurij Olefa, and Isaak Babel, did not
belong to any of these groups, however they could be considered
fairly close in their outiook 1o the “Serapion Brethren”

3| have in mind the story Sér Genrs s fert. In an interview
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with L. Antopol'skij, Kataev links this story with Svyaro/ folodec:
“Obnovlenie prozy.” Voprosy fiteratury,2 (1971), pp. 23-31.

For a more detailed analysis of Kataev's works of the 1920s, see
Josef Vogl, Das Fruhverk Valentin P. Kataevs, Band 179 (Mu-
nich: Otto Sagner, 1984); R. Russell, Valentin Karaev, pp. 26—72,
Danuta Dabrowska, “Felietony Walentyna Katajewa lat dwudziestych,”
Studia Rossica Posnanfensia, 13 (1979), pp. 137-149.

2Ouoted in P. Johnson, Struggle with Death: The Theme
of Death in the Major Prose Works of [u. Olesha and of V.
Karaev (PhD. Dissertation, Cornell University, 1976), pp. 162—163.

2N Bubennov, "O novom romane Valentina Kataeva Za v/ast’
Soverov,” Pravda, 16 and 17 January 1950, pp. 2-4.

23R, Daglish, “Kataev and his Critics” in Kataev, The Grass of -
Ob/rvion. Translated from the Russian and with an Iatroduction by
Robert Daglish. (London: Macmillan, 1969), p. 1

29R:- Russell, "The Problem of Self-Expression in the Later
Works of Valentin Kataev,” in Studies in I'wentieth Century
Russian Literature.. (op. cit), pp. 78-91.

30g, Porgba, "Wspofczesna proza liryczna Walentyna Katajewa.
(Wokot problematyki czasu)." S/avia Orientalss 1_11974), pp. 63~74.

g ataev. S viatof kolodec in his Sobranre. (op crt), vol. 9,
p. 179. {(My transiation). All excerpts from Kataev's works quoted in
the main text appear in Russian.

On the problem of the narrator in 7rava zabven ya see EM.
Ivanova, “Povestvovatel' i aviobiograliteskij geroj v /rave zabve-.
nya V. Kataeva,” /Jzvesiija voroneZskogo gosudarsivennogo
pedagogideskogo institura 125 (1975), pp. 142-159. See also, by
the same author, "Zamysel i stil' 7ravy zabvenya V. Kataeva,” Me-
tod i masterstvo (Vologda). 3 (1971), pp. 210-227; ."Otkrytaja
aviorskaja pozicija kak osobyj xudoZestvennyj priem v memuarno-
-aviobiografifeskix proizvedenijax novogo tipa,” [/denye zapisks
/vanovskogo ped instituta , 105 (1972), pp. 163-177. With
regard to Jrava zabvenja somg rather interesting suggestions can
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be found in an article by E.A. Bal'burov, "Svoeobrazie sju¥eta novoj
kataevskoj prozy. (7rava zabvenya )" Russkaja literatura, 2

- {1972), pp. 189-196. :

- A specific problem is analysed in an article written by. Nigerian
critic P.O. Dada, “The Character of Lenin in Kataev's 7he Litt/e fron
Door in the Wall" Studia Slavica 28 (1982), pp. 349-355.

32By “written" | miean Ph.D. dissertations which have not beeg
published and are available in the form of facsimiles from microlilms.
There have been three dissertations written on Kataev in the United
States which deal with some of Kataev's later works: Wasil G. Fiedo-
row, FLP Kartaev vs Socialist Realrsm. An [nterpretation
(Indiana University, 1973); Phyllis M. Johnson (see note 26); Dodona’
Niziria, Cinemaric Devices in the Works of Valenirn Kataev
{Russian text; Indiana University, 1979},

3 This term is used by Wolf Schmid in his book Der Tertavsr-
bav i den Frzahiungen Dostoevskiss, Beiheft zu Poetica. Ed. Karl
Maurer. Heft 10 (Munich: Withelm Fink, 1973), p. 27

MW C Booth, Jhe Rhetoric & Fiction (Chicago: The Umver-»
sity of Chjcago Press, 1968), MM Baxtin, Problemy poétiks Dosto-
evskogo YMoscow: Sovetskij Pisatel', 19631); B.A. Uspenskij, Poetika
Lompozicii: struktura yvdoZestvennogo teksia [ Lpologi/a
kompozicionnoy formy (Moscow: Iskusstvo, 1970).

Cleanth Brooks and Robert Penn Warren prefer to use the term

- "focus of narration” instead of "point of view" in (/nderstanding

Fretion (New York, 1943).
This problem is also dealt with by Bertil Romberg, Srvdres in

- 1he Narrarive Technigue of the First-Person Novel {Stockholm:

Almgvist and Wiksell. 1977); Franz Stanzel, 4 Theory of Narra-
1/ve (London: Cambridge University Press, 1984), and Stanistaw Eile,
waj‘?:()pog/qd powrescs {(Wroctaw: Polska Akademia Nauk, 1973).

PSchmid, Her Texraufbav.. (op. cit), pp. 29-30.
3The category of “implied author” corresponds to Viktor Vino-

gradov's category of "obraz aviora” in Sii/istika, teoriya poéls-
deskof redi, poétika (Moscow: AN SSSR, 1963), p.79.
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370n this category see Wolfgang Iser, 74e /mplied Reader
(Baltimore: The Johns Hopkins University Press, 1975); also Horst
Ruthrof, 7he Reader's Construction of Narrative (London: Rout-
ledge & Kegan Paul,"1981).

38See Romberg, note 34.
395ee Schmid, p. 27.

“0R. Ingarden, 7he Cognition of the Literary Work of Art
(Evanston: - Northwestern University -Press, 1973), and 7he Lirec-
ary Work of Art: An [nvestigation on the Borderlines of
Ontofogy, Logre, and Theory of Literature {Evansion: North-
western University Press, 1973), /nventory. F£ssays by Miche/
Buror. Edited and with a foreword by Richard Howard. (New York:
‘Simon & Schuster, 1968); W. Iser {see note 37).

111 Kockelmans, Phenomenology: The Philosophy of Fd-
mund Husser/ and /is [nterpretatron (Garden City:.  Anchor
Books/Doubleday,.\I:)Ewﬂ, p. 245. '

42G, Poulet, Studres in Human Time. Translated by Elliot
Coleman. (Baltimore: The Johns Hopkins Press, 1956}, and Prous-
tran Space. Translated by Elliot Coleman. (Baltimore: The Johns
Hopkins University Press, 1977).
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MALENKAJA ZELEZNAJA DVER 1 STENE AS A TURNINL:
POINT IN KATAEV'S LITERARY CAREER '

This small book with a very long title is a very important link in
Kataev's literary work. [t was his first atlempt to break with tradi-
tional poetics and to introduce some formal innovations involving the
de-canonization of the major norms of socialist-realist canon. As was
already noted in the int_roductidn, it opens a new chapter in Kataev's
career as a writer. In this book aboutl Lenin as revolutionary leader,
Kataev (for the first time since the ¥920s) introduces personal themes
and speaks about his own tastes and interests. This would have been
unthinkable in the period between the 1920s and the so-called Thaw,
when individualistic expression and subjective views of reality were.
reduced 1o non—e-xistence. :

*- The-theme of Lenin’s life on Capri and in Paris may be vi;ewed
not only as an excuse and disguise for the personal subject matter, but
also as Kataev's genuine fascination with Lenin's personality and the
history .of the Revolution. In his 1966 article entitled £ad sa prsal/

Lnigu "Malen kaja Feleznaja dver' v stene, " Kataev wrole:

Tema AeHHHA JABHO IPHBAEKAA3 MEHA... BCK CBOK
COBHATEADBHYX XH3HDL 4 AIOOHA /AeHMHA H BCeTZa MeUTaA
HAIHCATE O HeM KHHUTY.. €CAH He poMaH H Hé MOBeCTE, TO
BO BCAKOM CAYYAE, €I'0 AHTePATYPHHEA NOPTRET. (1)
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In writing a book about Lenin, Kataev was respbnding io a
question which arose in Soviet literature after Stalin's death — namely,
how, to depict the Revolution and its leader. Up until this point it had
been held t.hét Lenin must be completely different from the crowds,
that he must be above the masses.? This' is the way Lenin is por-
trayed in the works of Mariéua Saginjan, Marija Prile¥aeva, Dmitrij
Zorin and many more (see Introduction, note 8). '

Althoug'h thousands of people had seen Lenin, heard him, talked
to him, communicated with him in one way or another at different
times and under different circumstances, it had not always been an
easy task to achieve his likeness — to form an artistic conception of his
inner life and to present it convincingly. And Soviet Leniniana did not
fully come to grips with this task. It always managed to put Lenin on
a pedestal without seeing in him an ordinary, earthly, simple man (to
use Maksim Gor'kij's words).3 Gor'kij knew Lenin personally and in
his essay F./ Lensn he points out the difference between the real

and the imagined proletarian leader:

Sl OXHZAA, UTO /AeHHH He TaKoB. MHe 4erQ-To He XBa-
TaA0 B HeM. KapTaBHT ¥ PYKH CYHYA KYA2-To oA MEIKH,
CTOMT §epToM. H BooOIge, Bech — KaK-TO CAMIIKOM IIPOCT,
He UYBCTBYeTCH B HeM HHUETO OT «BOKAR». (4)

Kataev did not meet Lenin in person and he was very well
aware of the difficulties awaiting him when he took up the Lenin

theme. The above-mentioned article includes this admission:

NAeHHH — HeHcUepHaeMad Tema, KOTOPYK OAHH UeAo-
BeX OCHAMTL He MOXeT. I03TOMY A PelINA B3ATb KaKoH-

-
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-HHOY AL HeDOABIIOH MePHOA XHSHH /AeHHHA H MONNTATLCH
Ha 3TOM MaTepHAAE NOCTPOHTL 06pas BaasuMupa UAbHYA,

gapaHee OTKAGABIIMCH COSAATH UTO-HHOYAL MOHYMEHTAAB-
HO, TAK KaK 3TO OHAO MHE SBHO He IO CHAAM. (5)

Kataev was, however, a colleague of Lenin's wife NadeXda Krup-
skaja at "Glavpolitprasvet® at the beginning of the 1920s. She prom-
ised him in fact that Lenin would receive him after he récovered. But
Lenin did not recover, and the meeting never took place. Nevertheless
Kataev had a great deal of help from Krupskaja in his effort to under-
stand Lenin's personality. She was often telling him about the leader,
about his life abroad in Geneva and Paris, about the Party-school he
founded in Longjumeau, and many other things which Kataev included
in his book.

Kataev's {irst poem dedicated to Lenin was writlen shortly a.t'ter
the leader's death in (924, Kataev quotes a fragment of this poem at
the end of Afalen kaja Zejeznajkz dver' v stene:

XKecToKY0 CTYXY KOCTPH CTOPOKUAH,
Ho niafiaaa TeMIepaTypa

Ha rpazyc B MEHYTY, CIIOABAH IO XHAS
CTeXAAHHOR PYKH PeoMiopa.. (7)

Cver the years Kataev had been edging closer and closer to the
Lenin theme (considered by Soviet critics the most important theme in
Saviet [iterature), for everything he had previously written touched
on it in one way or another. Lenin motifs are present in Ae/eer pa-
rus odinokiss and in Vremysa, vpered/ Laler Lthey appeared in the
novéls of the Thaw‘period - Xutorok v steps and Zrmnif veter.

Kataev continued to cherish his ambition of writing a book about
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 Lenin. For this ‘purbose he travelled (as early as 1931) to Paris where
he met French communists Marce! Cachin and Paul Vaillant-Couturier
as well as the participants of the Paris Commune. His talks with them
!argeiy contributed to his final decision to write a book about Lenin's
fife in the city of the French Revolution, the city of Marx and Engels,
Robespierre and Marat, Voltaire and Jean-Jacques Rousseau 8
But thirty years WE?tO pass before the decision led to practical |
realization. Aware of th. responsibility and the challenge (*“Na kaZ-
dom étape nafepo istorifeskogo i literaturnogo razvitija' leninskaja
tema — vsegda prodnyy kamen’ dlja pisatelja”),? Kataev was obliged
to read Lenin's works in their entirety, to study a great number of
memoirs of Lenin's contemporaries and to read the writings of Marx
and Engels.!0 Also indispensable were successive visits to France in
1958, 1960, and twice in 1961.
Despite this scrupulous prgparalién Kataev did not intend to
’write something “monumental” {as he himself admitted in the previ-
ously quoted passage from his article £a4 ja pisal knigy "Malen'-
kafa Zeleznaja dver' v stene”), bui rather, taking advantage of his
newly-found dominion over time, he wandered in the Paris streets -
where Lenin seemed to have qut ridden by on his bicycle, mingled
with the crowds of workers ig the tiny Bobino theatre listening to the
chansonniers that Lenin used to like so much, and took notes of Len-
in's lecture sitting in the far corner of the Bolshevik schoo!l in Long-
“jumeau. With such power Kataev was able to be carried back half a
century and see a postman whistling a tune walk along the narrow rue

Marie Rose in Paris, enter house number 4 and.climb to the first floor
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to deliver a registered parcel from Russta. And not just to see but

actually to "become” that postman, walk up the winding wooden stair-

case, pause in front of a door and ring the bell:

W BAPYT A HCIEITAA TO X€ HH C YeM He CPABHHMOE Ol Y-

. \jeHHe... HA OAMH KOPOTKHA MHT MHe MOKBaAOCh, UTO Bpe-

MA TIePeMEeCTHAOCH Hasak, HA MATBASCAT A€T, H MOUTAABOH

‘ HeceT B aJpec m-eur Oulianoff, Ha BTOPOR 3TaX, SAKAGHYIO

, BaHAePOAL H3 POCCHH.. a UTO, eCAH BAPYT OTKPOETCH
ABePh ¥ MH YBHAMM HA TIOPOTe KUBOro AeHHHA... (11)

With such an approach to the Lenin theme, Kataev challenged
not only traditionall Soviet Leniniana but also lossilized principles pof
socialist realism. For him the key problem in the creative process was
the artist's position, his right to express his concept of life and reality
in his own, individual way. These basic questions are closelv connec-
ted with the general problem of poetics as a system of expressive
means. And Kataev depicts the figure of Lenin from his own specific
angle, creating for this purpose a certain space and time ig which the
events are to take place. Nor (s the traditionél concav’%genre rele-
vant in the case of Matén kaja Zeleznasa dver’ v stene. This book
ushers in a new stage in the evolution of Kataev's prose. ’

One can define Kataev's new work as a "diary” in which history
is filtered thruugh the prism of the author's personal feelings. And

indeed on the first page of the book Kataev writes:

.3T2 KHHTA He HCTOPHUCKHH OUepK, He DOMAH, AAXe .
He pacckas. STO PASMHILACHHA, CTPAHHUH NYTEBHX Te-
TpaZel, BOCNOMHAHAHMS, TOUHEe BCEro — - AHPHYECKHH
ZHeBHHK, He GoAbile. Ho H He MeHBIte. (12)
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In this “lyrical diary” one can find that kind of subjectivity
which enables the author to participate in some way in the actualized
events. Historical facts here are mixed with pure fiction and the au-
thor's awn experie ce and imagination. In one of his articles Kataev

-wrote that it i.s impossible for an artist not to use his imagination, that
this is a tool of his trade. He arranges hundreds of faéts n one
episode, thousands of impressions in one artistic i“r’.r;age.'3

Very similar thoughts were offered by SolZenicyn in his inter-
view for the BBC on the subject of Lensin v Cyurire— a book written

ten years after Kataev's “lyrical diary” was published:

I should say it form of creative research. My aim is to re-
construct history i its fulness, in its authenticity, in its complexi-
ty, but for this [ hiave to use artist’s vision, because a historien uses
only documentary material, much of which has been lost. The his-
torien uses avidence from witnesses, most of whom are no longer
alive.. whereas the artist ¢an see farther and deeper, thanks to the
force of perception in the artist’s vision. [ am not writing anovel.
I am using all the artistic means available 10 me to penetrate as
deeply as possible into historical events. (i4)

This specific blencj of doecument and fiction, memoirs and imagi-
nation, determines to a considerable degree the structure of Malen -
kaja Feleznaja dver’ v stene, in which there is little regard for
conventional connected narrative’ This heips Kataev to focus the
reader’s attention on hi‘s personality, tasies, and memories — and, at
the same time, to “range as freely as he wishes, both in subject matter
and in time, seiling down incidents from varioué periods withoul re-
gard 1o chronology.”!3 '

The author admits in his “diary” that the loss of a chronological
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sense comes with advancing vears ("Ni s em ne sravnimoe sladkoe
ofCudenie poteri vremeni, vernee, ego smesCenija... Vse fadde i faide
ono presﬁgduet menja teper’, na skione let")!'® but this is only an ex

cuse f({his rivate reminiscences in thé book, along with his anticipa
tion of the peflections on the natuce of time in most of his later works.

The'loss of a sense of time enabled Kataev not only to bring to-
gether by association his childhood and his old age. to link past and
present, but also losveave his very personal theme into a book abaout
Lenin. And indeed it is intriguing that. as Russell points out, "although
the figure of Lenif acts as a focal point for what narrative there is in-
the tale, K:{aev's ;/&proach to the revolutionary leader ts that of a con-
temporary, angrw/.hile the point of view appears (o be Lemn’s. it in
fact is Kataev's."!?

From the above one may conclude that there.are twao parallel
structures in Afafen kaja Zeleznara dver’ v :flé’rfc’. One is the
“narraiive skeleton"!$ {Lenin's activities on Capri anﬂ in Parist, the
other — the auth%f‘s own memories and digressions. These two struc:
tures (narrative and digressive) fit closely to‘gether,glowing [reely nto
each other, although for these two different structures Kataev emplovs
two differént narrators.

Thus, Malen ¥¥ja Zeleznasa dver’' v stene begins with the
digressions of the first-person narrator, intrcducing Lhé topic and de-
fining the “genre” of the book. Right in the middle of the work, this
narrator identifies himsell with the concrete author, assuming his bia-

graphical features;
!

f
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. [lo cTpaHHOMY ¢OBIRAGHHM, § TOXe B 1910 roay, mpH-
MEpPHO B 3TO Xé BpeMd, MOXeT OHTb, Ha ue-cag PaHBIE, B
NepBNA pas B XHSHH NMOMAA HA KampH. MHe OHAO ToTZ2

TPHEHAAPATD, @ MoeMy GpaTy KeHe — OyayieMy rHcaTe-
Ak EBreRH® [IeTPOBY — CeMb A€T. (19) -

The concrete author. therefore, may be cons;dered to be the
narrator e dfalen 'A‘z/a Jeleznayd di-‘e;‘ i stene — the first-person
narrator lone 'ﬁemembers that hataev wﬁs born in 1897 .-s0 he was
thirteen vears old at the time of his first visit 1o Capri in 1910 and
that n%hac_l a vounger brother Evgeni), a well-khown satirist of the
19205 Bull at this pomt 1l m necessary 1o note that Kataev's "lygi/cal
diarv™ 1g not a typical@ocumemary or autlobiographical work; as was
mentioned earlier, titerary fiction 1s one of the indispensable elements
ol the slr-uclurel of the book. and its documentary and biegraphical
leatures were exposed 1o some creative lransformation. [n this case
the concrele author ob"tams separate bases of exisience w_"ilh the limits
of the presented world. He appears here not onlv as a sudyect (the
*1” of the implied author!, but also as a character . as an obyect of
presentation (the “17 of the narrator).

The personalil\j‘ of the implied author appears when he presents
hislmricﬁl documents about Lenin, memoirs of his contemporaries, and
when he refers to the implied reader and talks about his work on the
book. In all other cases the narration in the first-person indicates the
. author as an object. Since the implied author deals with docume'ms
whichare undoubted!y very objective sources of information, he pre-
sents {in contrast 10 the first-person narrator) a more ¢bjective point

of view ¢n the characters and the events in the presented world.
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Another subject of presentation in Malen'kaja Feleznayz
dver' v siene is the third-person nar'r'.ator. whose task is 10 present
the events from the reconstructed past — the past- within the limits of
a historical time (1908—-191.1). He takes a rather objective position in
his presentation, éve_n though he is 10 some extent dependent on the
f irst-pers_on narrator and describes only those events which appear in
the {atter’'s imagination.
Many of the paragraphs about the events from the past are
introduced by a phrase such as "ja viZu" or “predstavljaju sebe” and
"then described from the position of the third-person narrator. .This
indiéates that he plays the specific rale of the "ambassador” in the
reconstructed ;vorld. All information f.lc')wing from the “ambassador's"
position is supplemented by the “I” of the implied author from his

objective viewpoint as, lor instance, in the passage below:

FopbKHE CHAGA pAAOM ¢ NAOHUHHM, CYGHB TAasa, H
SaAVMTIHES NoAeprHBAA KOHUHKH YCOB HalA OPHTHM, COA-
ZATCKHM MOZ00POAROM. BRXHAATEABHO IIOMAAKHBAA. A
ACHHH yXe oBAajeA coOoH, OHA COOKOSH, XOAOZeH, Ha-
CMOIIAHB H HACTPOSH AaA€KO H¢ MEPHO.

EcTh HeBecTHaAd oTorpagnd «BH. AerHH y M. ['opbkoro

HA 0. KanpH», rA¢ BAAAEMHAD UABAY, B SHMHEM KOCTIOME, B

KOTeAKe, OpHTHE, HrpaeT ¢ BorjaHOBHM B IAXMATH, a

TOpEKHEN B CROeH SHAMEHHTOH, CABHHYTOA HAGOX AeMoK pa-

THYeCKOH MAdANe, CEAS Ha IepHAAX TeppacH H Kak OH

BOGBHINAACH HAA BCeHl TPYINOH, MOANHPAET MOABOPOAOK

* PYKOH, HO CMOTPHT He HA HI'POKOB, a IPAMO B OUBOKTHB

$OTOTpagHUeCKor0 ammapaTa, C¢GafH BHEAHA BOAHHCTAA

AHHHG TOp H K0¢-TAe YraAHBAeTCsd TYMaHHAA TIOANCA
HeamoAHTAaHCKOr0 3aAHBA. (20)

The first paragraph of the quoted passage is presented from

the point of view of the third-person narrator, who describes the.

S
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situation from an eye-witness position and refers only to Gor'kij's and
Lenin's gestures, mimics, and inner 1hougﬁts. ‘This incomplete and
one-sided picture of \1he characters complements that offered by the
implied author (‘ixl the seoond_ p_argg_raph). who has at his disposilion
an objective document (a photograph! which ?upplies more detailed
information about the appearance of Gor'kij and Lenin along with the
picturesque environment. But for Kataev this is not enough and the

next paragraph begins as follows:

HezapHO g DOOHBAA Ha KanpH. MH OTIPABHAHCE DAGH -
CKHBAThH BHAAY H Teppacy, ¢ ¢BHIle NOAYBeKa TOMY Ha--
634 /AGHHH HIPAA B MAXMATH. (21) :

These two :sentend% belong 16 the first-person narrator who
wants 1o verify and confirm the two previous gources of information.

In this way, by a collaboration of the implied author, the first-
-person narrator and the third-person narrator, the reader receives

trayed, but also the impression of the authenticity of the historical

notonly a 1hree-diménsionaj image of every episode or character por-
.5

facts. Kataev is not indifferent to this problem; jndegd he pays consid-
erable ﬁttemion 1o the 1echniques of presentation én his “lyrical diary.”
This specific triangle 'o_f the narrative perspectives in _‘ Malen kaja

Zeleznaja dver’ v slene displays Kataev's technical virtﬁosily,
whiqh enables him. 10 achieve the goal and 1o retain his central place
as a character (first-person narrator). He never effaces himself. From
whis

his central position the first-person narrator gives free rein 10
eclectic tastes, often ascribing theu} 1o Lenin, as in lhe._.p/assage’ in

T

=
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which Lenin and Krupskaja watch an airplane take off:

{loueMy f TaX SACHO NMPEACTABARN ceBe 3TOT Helsax,
Axf HUAb-ae-bpanc AeTa 1911 roaa; SHORHMR
BETEPOK, MEAXOBHH OASCK XA€BEPEOIO IOAS, BPOMERHHe
B_TPaBy CHpeHeBHe¢ ODGDTRE IBORAPCKOrO IMOKOARAR
«COIAp», cepeOpaHNe OYMAXKR, 20 PESH B AAGAX Oae-
CTAJ{HE HA COAHJe, a3POILAAH, KOCO TIORHCIKE HAA AaAbHER
EOAOKOABHER... I[lOWeMY MHe TaK OPHATHO 06 STOM NH-
CaTbh? BepOATHO, NOTOMY, YTO B TO BPeMS IOYTH abco- -
AKTHO BCe YBACKAAHCH HOACTAME, H f CAM, YeTHPHAAYA-
THACTHER MAABYHE, S2TABB AHXAHHE, A€XAA B NOANHH,
AOBf TOT CORPOBeHHNH MHI, KOTA3 B [A3SaX COBePIIAAOCH
BOAEOCTBO IOAETA, NPeBPalleNHe TeAa, Gerymero . no
SeMAe, B TeAO, AeTHINee MO BO3AYRY. TOABKO 3TO DHAO He
nox [Tapuxem, a ox OAeccoR.... (22) :

The above quotation may aisd serve to itlusirate Kataev's way
of changing narrative perspectives. lnformation received from the
third;person racrator (in the preceding paragfaphs'l evokes — in the

first-person narrator's mind — an association with similar events from

" his own experience. These events are described by the first-person

narcator and commented on in the form of a digresston by the implied
author. (The words “kogda v glazax soverfalos’ vol¥ebstvo poleta,
prevra$lenie tela, beguilego po zemle, v telo, letjaddee po vozduru do
not belong (o eitt_ler of the two narrators. These words can oniy
belong to the implied author, who in this way links two similar events

which happened in the past in two distant geographical blaces). In

this way the “nacrative triangle” ts fulfilled. Also evident here is the

author’s anticipation of his transformations of things and persons in

"his works of the 1960s and 1970s (“prevra$denie tefa, beguilego po

zemle, v telo, letjadlee po vozduxu’).

At this point il 13 necessary to emphasize that Kataev introduces
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the “narrative‘triangle” device in order to throw more light on the
events in historical time and at the same time to disguise his own per-
sonality. Ironically, however, he only makes himself more visible.

' This explains why the third-person narrator never relates more
recent events, events beydnd historical time. His omniscience 1s lim-
ited, and is directed o the past but not to the future, which is in the
range of judgement onlf of the implied author and the first-person
narrator. o

One can see that in Malen kaja Zeleznaja dver’' v stene 1wo
subjects of presentation (first- and third-pecson narrators) relate their
stories from different temporal positioné. and the worlds tn which
they act have different temporal extents (dimensions). The events in
the reconstructed v{orld, as one already knows, take place within the
pe-riod of ICJO-S—IQLHf The events in the world of the first-person
narrator take place between 1908 and the 1960s.

In the first case the narrator acts [ike a reporter. He observes
the events and Lhé characters from the distance of an eye-witness. He
never loses them from his sight. Step by step he follows the main
character (Lenin) on his way to the National Library, describing not

only the streets of Paris, but also Lenin's everyday routine:

OCTOPOXHO, AePXa 33 TBepAOe CeAAC, /AeHHH CBOZHA -
10 CTYNeHBAM AECTHHHOH HOATPHTHBAXIHE BEAOCHIEX,
cTapadch, YTOOH MeJaAb He 33jeAa 83 TOYOHYK CaAACHHY.
BHYTPH KOXaHOE TPeyroALHOM CYMKH Ha pame II0A Ce-
AAOM TAYXO NOTPOMHXHBAAH BEAOCHIGZHKE HHCTPYMEH-
TH, aKKYPATHO 3aBePHYTHE B NOACTHAHYK TPATIOUKY. (23)

The narrator-reporter is able to see the things which cannot be



38

seen by an ordinary observer. He knows that the tools in the triangle
bag are "akkuratno” wrapped into the cotton rug. His omniscience

reaches Lenin's feelings and habits, too:

OH HPHBHK HAYMHATEH CBOH TPYZAOBOM ACHBb NPH HHSKOM
8ByKe $aOpHUYHHX I'YAKOB, XOTOPHE KaK OH CTOAT B 3TOT
PAHHHK, HEIPRIOTHHA Yac BOKPYT BCero [lapuxa, mpoHsRo-
Af CTPaHHOE BNEYATACHHE NPYTHEB TOACTOH pPelIeTKH —
8BYUalllHe, I'yCTHe, HAaBeBaKIfHe Ha AYIIY YHRHHE,

.OH NPHBHK 1O yTPam BHAETbL BOKPYr cebd Kemky,
e pCTAHEE WMAPSH, IOTPeIIaHHEe TMHAKAKH, KYPTKH.. OH
INPHBHK CAHIIATL SBYK MEAACHHO ABHXYUeHCH TOAIM
MapHKCKHX IPOASTAPHER.... (24)

From time to time the voice of the third-person narratgr joins

that of the impHed author. He interrupts, for example, the narfgtion
of his "ambassador” and comments on one or another situation fxom
his point of view. A change of the form of narration from third to
| first person (in the form of a digression) indicates the implied author's
. position. But not in all cases is there a change in the form of narration.

S¢metimes it is hard to determine w@a is the narrator. The two sen-

tences below will serve as an illustration:

" Mia HHX, HaBepHOe, MHOTHe — CHHOBbA KOMMYHApOB, 2
HEKOTOPHE, OHTb MOXET, H caMU JPAAHCh Hy DappHKa-
Jax... 3HAT AH OHH, UTO CpeJH HHX eZeT Ha BeAoCHNene
YeAOBEK, KOTOPHH Uepe3 HECKOABKO AT BOSTAABHT IIep-
BYI0 B MHpe COIHAAHMCTHYECKYIO DeBOAIOLHIO H, FAaBHOe,
JOBEeT €€ X0 TIOAHON, OKOHUATEALHON [TObe b ?... (25}

These .lwo sentences, in accordance with the earlier context,
couid belong to the third-person narrator. But while his omniscieqée

is limited to the period of historical time, the second sentence tells the
g
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reader about events which do not belong Lo either of the worlds pre-
sented in the. “diary.” bnly the implied author can tell the reader
about such events. He comments from the position of the “present”
and the- Russian Revolution for him is one of the historical facts which
happeﬁeld in the past. He could not, however, pronounc.e the first
sentence which expresses the\q@:ﬁbghts af the third-person narrator
about the French Revolution, aboLll the pre-history of the events being
currently portrayed. Only the third-person narrator as an omniscient
story-teller may relate events from the past beyond the limits of the
presented world. Only he can vividly describe the historical moment
which took place in May 1871. Following Lenin as he rides his bicycle
along the River Seine, the third-person narrator, by the principle of

association, begins telling about those days in the Paris Commune:

B Mae 187! roja sjech, BAOAbL HabepeXXHHX Ha CeHe,
CTOSAH KAaHOHOPKH KOMMYHH — LeANH AeC BHCOKHX Xe-
AESHHX TPY0, H3BepPraBIIHX [YCTHe KAYOH UePHOTO ARIMA
1 GeAoro napa. .o

Mex Ay HEMH CHOBAAM AOJKH, MOABOSA CHAPAMAN, H Bpe-
M OT BPeMEHH ¢ NAAYD KAaHOHEPOK CTPeASAH NYIKH, IIO-
CHARS IMHNANHe TPAHATH B CTOPOHY [peHeAb, OTKYZR
HACTYIAAH BEPCAABIH. {26)

The third-person narrator's comments or thoughts are always
directed 1o the past; the comments on the same situation from the po-
sition of the implied author are always directed to the future from the
actual temporal point of the situation being commented on or, in other
words, the implied author speaks from the position of the "present.”
This point may be better ciarifiéd by the following quotation [rom

Trava zabvenja:
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o OTHOWEHHI K IIPOMAOMY Oyayliee HAXOAHTCH B

HacTodijeM. Il0 OTHOWeHHIO X OYAyLjeMy HacTosujee
HAXOAUTCH B IPOWAOM. (27) A

Kataev's main concern in A«fa/ezz_ kaja Zeleznaja dver' v ste-
ne was the reconstruction of the past tthe past in relation to the pres-
ent, as the author himseif \A}ished) — the historical past, wher'l‘Lenin
lived and worked. Kataev achieves the fullest possible picture of thism .‘
past by combining documentary and fiction, by imposing different
points of view on the same historical facts. The best illuslraticm of this
can be found in the following historical situation:

The third-person narrator “leaves” the héro (Lenin) for a mo-
ment — by doing so he stops the action — and begins tatking in a di-
gressive manner about events which have already occurred or are
occurring, although at this specific moment they are out of his sight.

He knows them, however, from earlier obserwations — i.e.. the narrator

tells the reader about political and artistic life itnParis at that time. He

'simply speaks about the Montparnasse district of-the city and the

Rotonde café which Lenin frequented:

. Topasgo vame /ieHnH OHBar B Kage «POTOHJ.Ié»... Tam
IPOHCXOAHAM  MEHee  KOHCHMpDATHBHEeE BOTpPeUH ¢
%paﬁgyacxnmn COUMAAHCTAMH, BIOCACACTBHH UA€HAMH
PAHIY3CKOH KOMIAPTHH. 3XeCh MEXAY §PAHUYICKHMU
COUMAAHMCTAME H PYCCKHMH COLJHAA-JEMOK PRTAMH BEAHCH
OXHBACHHNE AHCKYCCHH, B TO Bpeiif Kak /83 COCeRZHHMH
CTOAHMKAMH OpPAaTOPCTBOBAAH XVAOXKHHKH, IHOKHHYBIIHE
OAPAXAEBITHe YAbA MOHMIPTA M Telleph POHBINHECHS HA -
BolteAleM B MOAY MoumapHace.. 34eCh\MOXHO GHAO
BCTPETHTE MHOXECTBO HHTEPOCHOHIUHNX AACH... (28)

\
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This information offered by the third-person narratar now con-

firms the second *1" of the concrete author — the first-person narrator
travelling in France and visiting the same places where Lenin lived

and worked. He had visited Montparnasse and the famous café back

in the early 1930s:

3Zech B 30-X roJax f 3aCTaA elje NPHMEPHO TAKYK Xe
0OCTaHOBKY, KaK IIpH /AeHHHe, JaKe TeX XKe CAMBX AKJCH,
3aBcer1aTaeB «POTOHAR» K «JOMa». (29)

In such cases, when the “report” of the third-person narrator is’
supplemented by a comment or confirmation by the first-person nar-
rator, it reveals not only his presencé. but also the distance in time
between the level of narration and the level of the events portr'ayled
'in the reconstructed world.

In the case of the lhird—perso}l narrator who is a part of this
world and relates directly to the reader, this distance is practically
non-existent. In the case of the implied author, who does not belong
1o the reconstructed world but comments on one or another situation
in this world from the contemporary position {from the point of view
of the present, as has been stressed several times), the distance in
time between the level of his narraiive digressions and the level of
the presented world is rather considerable. From ‘such a distance he is
not able to see the whole‘picture of this world and therefore he re-
lies on information flowing from the “ambassador,” limiting himself
to sporadic comments on this information and to providing addition-

al news from objeclive documentary sources (cf. for example the
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photograph introduced‘in the passage quoted on page 34 above — note
20),

| The distance in time between the level of narration of the first-
-person narratm} and the level of the recqnstructeii world varies from
very close or almos’t simultaneous (cf. the quotations on pages 33
and 36 — notes 19 and 22 respectively) to drstant (as in the :}\ta— |
tion on page 41 — note 29). But in either case all events are described
in such a way that in Kataev's "lyrical diary” they seem (o be taking
place now’ The past and present are brought together. Timein the
sense of past, present, and future, simply does not exist. [t is only a .
continuous present, which is perceived through the fragmentation of
time. The [irst-person narrator creates his own time and therefore
chronological time becomes meaningless. His past is revived only to
reve:il— some aspects of the present. One can see here the negation of
the past, as the 'pz.lst is inseparable from the first-person narrator's
present reality.
So it is with the category of space. There is no clear distinction
between "here” and “there.” It is only Aere and pow as in the [ol-
lowing vividly depicted scene where the subject and his wife visit an

®ronautical museum situated in a wood near Paris:3?

Wy Tak TOAPOBHO OTOMY, UTO €ABA M CéAH B BAI'OH
Ha nAoljafH VHBaAHZOB, KaK TOTYAC A CHOB& CTaA OWy-
IaTh n%lzﬁmxe}me 8HAKOMOT'O MHé UYBCTBA IIOTEPH Bpe-
MeHH. BCe IpeAMETH BOKPYT' Kak OH HavyaAM MeJAEHHO
nepeMeaThea B JPYTHE HBMEePEHHE.

KaliTAHOBHIY NTAPK, POHABIIAI CBOH KPYNHHe pyOuyaTHe
CeMHTIAALHEEG AHCTDRA, 0 TIOXeATeBIIRe 10 Kpasam, KaK
BYATO OT OXeroB KaKOH-TO eAKOH KHCAOTH, NPeBpaTHACH
BOKPYT HAC B POMAHTHYECKHH AeC, TAe B AKOYH MHHYTY
MH MOTAM BCTPeTHTD AoGporo xopoAs Zarobepa ¥ yCAH-
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— LN
ATk MeXHHe SBYKH BOAlIeOHoOro pora OBepona, negecqn- ‘
THBAOI[He YepHHE CTBOAH BEKOBHX AepeBheB... HO BOT
CpedH CTBOAOB NOK333AaCh I'pOMAANHAA KHPIOHYHAA CTEHA
KAKOr'0~-TO .TAYXOro CTPOGHHA ¢ MAACHBXOH XEeAESHOH
ABepbio. MH NOJOMAH K HeH I10 TOACTOMY KOBPY ONABIIHX
AHCTHEB... H BAPYT MM OYYTHAHCH B YAHBHTEABHOM MHpe
HePBHX AeTaTEABLHHX aNNapaToB....

3T0 OHAN HE KOIIMH H HE M2KeTH, a Te CAMHe, HOAAHH-
HEE, KOTOPHE... MEJACHHO AeTAaAH HaJ AYTraMHu MOero Aet-
CTBA, MOEH ICHOCTH. (31)

Kataev's mention of Oberon and his magic horn32 is significant
in that it explains the story’s startling temporal and spatial interrela-
tionships, for the legendary Oberon "possessed the abilipy to transport
himsell instantly to any place or time, a power that‘ Kataev begins to
claim more and more for himself in his writings of the 1960s and
1970s."33

In Malen kaja z"e/e:zna/}? dver' v sténe this "magic’ power
is reduced to the power orf the artist’'s imagination, ihus the figure of
Oberon may be viewed here as a symbol of this imagination, as well as
of art in general. What Kataev is offering the reader in his "diary” is
not a mirror-image of reality but rather a description of this reality
exclusively in terms of the subject’s .own experience of it, his own per-
ception of the 6biects (human and non-human) being described. The
important thing is not what is actually seen but the way in which the
subject sees — witness the abaove-quoted passage (note 31) where an
ordiﬁary autumn scene in the park is perceive.d as if it were from a
fairy tale with many details invisible for ihe observer bereft of imagi-
nation.

Note also how an old man at the museum is perceived as the
same man who werked at the ®rodrome near Longjumeﬁu fifty years
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earlier: how Luigi, a Capri boatman, becomes in the ﬁrst—berson nar-
rator's imagination the same boatman who had ferried him and his
brother and father to the Blue Grotto half-a-century ago, thereby
instantly trans[orfning the setting to the Capri of [910; how a snow-

storm in the Paris of the 1960s carries the hero back — again in his

imagination — to Red Square in the Moscow of 1924:

Beiora OyilleBaAa. BOKPYT MHAH Koje. IBEHEAH AOXeY-
XH. W TIOTOM B AHMY METEAM s YBHASA KPacHYK NAOWAAb
1 Mapgoaer /AeéHHHA.... (35)

" Unlike the reconstructed world described from the third-person
narrator’s point of view, the events recounted by the first-person
narrator are unverifiable. The reader receives the world as it Is per-
ceived by the subject. All the elements of this world are screened
through the subject’s consciousness and enriched by his imagination.
The picture of the world presented by the first-person narrator be-
comes even more obscu're when some of its elements are described
irom two differem'points_of view — the first-person narrator as a
child aﬂd_the same narrator as a grown-up (the subject looks back and
evokes the world of the child that he was). In such cases the grown-
-up narrator usually doubts the “authenticity” of such descriptions;
his doubts, however, only emphasize the importan.ce of the imagina-
tion in the process of presenting and depicting the world. Imaginary
events and characters are often more intriguing than those one aclu-
ally lives through. They not only fill the gaps in realily but also serve

to elucidate certain aspects of reality.3®
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 Here is an example from Malen kaja Feleznaja dver’' v ste-
ne which will illustrate what has been said above. Following a slight
accident with a crochet needle the young hero is taken to a hospital to

be seen by the famous French doctor Duboucher: .
Y

BApyr mepei HaMH NOABHACH I'DOMAAHEEA — KaK MHe
TOT A2 TIOKA3aA0Ch ~ MYXUYHEA B MOJAHOM 3aT DAHHUHOM KO-
CTIOMe, TIPOCTOPHOM H BMeCTE ¢ TeM VAHBHTEARKO XOPOIIO
CHASIjeM HA ero IAOTHOM TeAe, B CASCTAIHX WTHOALTAX,
¢ KOPOTKO OCTPHXEHHON, GOABIION, KPYTAOH, MO-ONYBH
| ONYIjeHHOM TFOAOBOH H SAB3ACCKH, TOAYOHMH, OHUBHMH
TA28aMH, BNOYKAC H IPO3HO TAAJEBIMHMHE Ha MEHA H HA
TeTX H8-TIOA CTeKOA HAHMOAHEHINEr o MAPHXKCKOro NeHCHe

— BOAOTOTO ¢ IPYXHHOH. (37)

Three paragraphs further on follows the commentary of the
grown-up narrator who from his position expresses his uncertainty as _

to the exactness of the portrait drawn eartlier:

BosMOX HO, UTO o0pas Zwbylle, COXpaHHBIHACS B MOSH
NaMATH, OHA HAPHCOBAH ¢aHTasHed MePENyraHHOTo Ha-
CMePTh MAABYHINKE. MOXeT OHTb, He OHAO HH IOAYOHX
«3AB3ACCKHE» TA23, TPOSHO TAGAEBIIHK H3-33 CTOKOA HAH-
MOJHERIIEr0 NAPHKCKOro MeHCHe. BHTL MOXET, HE OHAO

. Jaxe 3TOTO CaAMOro «IeHCHe — S0AOTOr0 ¢ IPYXHHOM». A
OHAO TOABKO YMHOE CApKacTHUECKOe AHIO, IOKaBaBlieecs
MHe B TY MHHYTY YXacHHM, Kak AHIo [leTpa BeAHKOTO BO
BpeMs HoATABCKOH OHTBH. (38)

In the above instance one can nétice an intentional di.screpancy
between the two portrails drawn. The f ifst-person narrato;qggg_ not
refer to any authoritative source or opinion to prove thg va i ity of
the event and character (in the case of the third—p;erson na agj there
are many external means of confirmation — witnesses, memoirs,

pictures, photographs). The reader may wonder if the ;neeting be-

{
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tween the doctor and the litile hero gver took place. The way in
-which the figure of Duboucher is des tibed clearly suggests that this
description ts drawn exclusively {ro&n the position of the grown-up
narra.tof. Frightened and full of pain, a child could not passibly natice
ko many details in the doctor’s appearance, and it would be ditficult to
ascribe to a child such phrases as "modnyj zagraninyj kostjum.” "el’

zasskie golubVve glaza” “"naimodnejfee parifskoe pensne” and so un

One should bear in mind as well the physical limitations of human
memory, par.ticularly in .certain situations of emotional stress t"obraz
Djubufe, soxraniviijsja v moe pamjati, bvl narisovan lantazie) pere
.pugannogo nasmert’ mal'Cigki").
| {n this way the reader is given some idea of both the charac:
ter’'s appearance and ol his activities iy Russia at the h‘eginning of this
century. His purported involvenient in the revolution of 1905 s
presented as historically inaccurate;_The grown-up narrator recol
lecting those days simbly admits; "Ne znaju, bvla li eto pravda’” - And
phrases such as "o nem xodili legendy.” "budto by.” "kKak utveridali
~ofevidcy,” “nekotorye maldiSki.. pod stra¥noj kljatvoj doverili mne
tajnu,” which appear quite [requently in the passage devoted to Dr
Duboucher, leave no doubt as {o the largely imaginary nature of the
events.3? |

In the light of the above it may be said that even the first-
-person narrator's memory serves here only as a rhetorical device to
give his retrospective knowledge a less rigid and definitive appear-
ance and at the same time to.link personal themes (even imaginary

ones) with the Lenin motif. This also applies to the first-person nar-
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'
rator’s recoliections of hi?journey with his father and brother to Capri

. in 1940 and his vigid description of the “miracle” of flight he wit-
nessed near Odessa in-the summer of {911,

In contrast to the first-person narrator's world in which Dr Du-
boucher appears (o be a product of the child's [antasy and the grow;l-
-up narrator's imagination, the same character is portrayed as a his-

_torical figure in the world represented by the third-person narrator.
-t was Dr Duboucher who saved the leg of Lenin's friend (comrade
Inok! from being amputated and whose phrasé "mozZet bvt', oni xo-
rofie revoljucionery, no kak vradi — oni oslv” 40 became the leader’s
{avourite saying.

In this way Kataev re-introduced 2 fantasy into his own prose.
A combination of realistic and Eamastic él'ements was 10";11'evail —-ina
more developed form — throughoyﬁ his later works. In Afa/en ](‘;1—.
1a Feleznaja dver v stene Lhese elements appear only in the
first-person narrator’s world, while the world of Len_in (the "narrative
skeleton”) remains under the jurisdiction‘of the third-person narrator.

The figure of Lenin and the characters close to him are present-
ed in a traditional way, typical for Kataev's prose of the “period of -
silence.” It is evidently clear that Lhe wr‘iter's intention was not to
misrepr:sem Lenin's ﬁhysical appearance, his character or actions, but
rather to depict them faithfully. to show Lenin as a revolutionar;/)an

intellectuai, a politician. And that is why Kalaev so frequently gyotes
0 Q‘

others’ remarks on Lenin — the words of the leader’'s contemporaries

lished in 1961, 'Kataev wrote:

~
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Cefivac f YiieA B APYTYI PABOTY, COBCEM He [TOXOXYIO
Ha TY, YTO AC CHX TOP AeAaA. 5 MNTAXCh HAITHCATL 0 Ae-.
HHHe. 8TO He NOBECTE. ITO BOCIOMHHAHHEA COBPEMEHHHK OB
/NCHHH3, PACCYXJZEHHA, AOMHCAH H IHTAaTH.. Y MeHA
MHOT'0 BOCIIOMHHAHHA 0 /A@HHHE, B HHX Macca HHTEPeCHHX
noApobHOCTER.... MEe XoTeAoch OH BHOpATH Ayuinee, Ipo-

OHTHPOBATh H IIPOKOMMEHTHPOBAThL BCE 3TO CBOHMH Pac-.
CYX JCHHAMH. (41)

Although Lenin is mainly portrayed as seen through the eves
of others (Krupskaja, Gor'kij, KrZyZanovskij, Lunalarskij, Lépe§inskii,‘
Knjazev, Zemljacka, Boné-Bruevic, Alekseev, Sanovalov, Semadkol. it
must be noted that the author's commentaries and "raésu?ﬁdemia," his
-creative imagination and the narrative devices described earlier. all
copiribute considerably 1o the over-all impression of Lenin's charac
ter..‘ The portrait of the revolutionary leader which the reader re-
ceives is compiex and convincing. Kataev was able o penetrate his
hera. to feel as he felt, to imaginé the conditions under which the hero
acted. to understand him, and to see in him a man with .ﬁll human
weaknesses ‘(No ved' i on byl ée[ovel-:. so vsemi Celovedeskimi slabo-
stjami’).*? In his article A/vs/ o rvordesiie Kalaev siresses the
importanrce of the ability of the WAriler to "become” the character
described, in order to achieve‘ the fullest possible portrayal of that

character’s image:

YeM TAYOXe IHCATEAL CYMeeT BOHTH B XH3HL CBOT0
repod, nepeson.&%fnuca B Hero, TeM IpaBAHBEH H XHS3-
HeHHeH 6YyZeT co3ZaHHWH HM 0hpas. I[HCaTeAb Ha BpeMA
AOAXeH Kak OH CZeAaThCH TepoeéM CBOETO NPOH3BENCHHA.
EcAM Xe d IPOCTO YMO2PHTEABHO NIPeACTABAK Cele YeAo-
BEeKa H 3aCTAaBAK er'o A€AaTb TO, UTO 4 OH XoTeA, uTob OH
ZeAAA, YeAOREK ITOT HOAYUHTCH He 0OBEMHOR JHTYPOH, 2
IIAOCKOCTHOM, § A0AXEH IPOHHKHYTL B €ro NCHXOAOTHI,
Kak OH SaXHTL ero XH3HLW. JAM 3TOTO MHE HYXHO IIOBe-
PHTB B HETO, TIOBEPHTD B €T0 HeOUXOANMOCTL, B HeOOXOAN-
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MOCTb €To MOCTYIIROB B HPeAAAraeMEIX OBCTOATOABCTEAX.
BceleAO IOHAB CBOETO TePOS, KaK OH CTaB HM, 8 He CMOTY -

OWRDHTLCH, CAGAATE €0 §3ABIHBHM. A VX TOTAA H UH-
TaTeAb AOAXEH NOBEPHTEL B HETO. (43)

Kataev not only “becomes™ his main herc in Malfenkaja Zelez-

qg[a dver'v stepe and imaginatively participates in;L_énin's every-
day activities, l}Ut also (in the ‘words of Nigerian critic ﬁ.o;.bada\ take’s
“the readé_r with;t.m.im“ini'h-‘és rounds’ of interviewing people and gath-
ering infor_mation and opinion of people who either knew Lenin or

heard about him..." Dada continues:

The author and the reader go in search of Lenin together and
the reader partakes of investigating with him about who Lenin
was.... The author tekes the reader with him everyvhsre he goes -
through the streets of Paris, to the ¢afe ‘Rotonde’, to the National
Library, to the taverns, to Boulevard Seint Michel, by <he
Pantheon. through Boulevard Montparnasse. (44) '

’ Thus, as was noted earlier while discussing narrative points of
view, the first-person narrator shares\ Lénin’s experiences, sees and
describes the places visited as if they were seen through the eyes of
Lenin. Every place visited by the subject evokes in his imagination .
: pictureé from the past and he sees what Lenin saw at the beginning of
'L.he century. When the first-person narrator is not able 10 'éhare Len-
in‘:; experiences he refers to the expefiences of others, but ef/n\mese
seem to function as if they were his own.
Consider, for example, how Yivid[y the first-person narrator
-describes the spring on Capri, even though he never had an bppprtun—.

ity to see it with his own eyes. But the spring view on Capri appeared

to be essential “to reveal Lenin's character multi-dimensionally, in his
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relation to particular events and enyironménts.“ 43 The soltution to the
problem was found tn Bunin’s poem in which the author gives his poe-
tic impression of this most romantic of the four seasons of the year. A

fragment of the poem is quoted in Malen kaja Feleznasa dver’ v

sfene:

BHA Ea 6aAHB HG CAAHKA TaBePHH.

B npocToM BHEe, UTO BadA 4 Ha ofea,

ECTh CTpaHHNH BKYC — BKYC BHHOT paAHO-CePHIA —
H posoBaThi :

[Iplo DOX AOX A€M, ~ BeCHA 8AeCh NPAXOTAHBA,
MHHZaAb IBeTeT Ha KanpH B X0A0Aa, —

H CMYTHO B CHHEBATON MI'Ae 3AAHBA

AareRHEe BeACKOT ropoaa. (46)

""" Bunin's poetic picture works miracles, and the first-person nar-

rator begins his account with an already familiar phrase:

..YAHBATEABHO SICHO MPEACTABAASTCH MHE ANPSABCKOS
yTpo Ha KanpH, NpHCTaHb, a 32 HeA B HOCKOABKO APYCOB
POSOBHeE, AHACBHE, TOAYOHe, MaAeBHe, MAAHHOBNE XOMH-
KH, XKaK XHBag MOGAHKa, OTPAXEHHANSG B MEAKHX BOAHAX
NOA CROAHAMH TOABKO YTO NpHOHBMEro H8 HeamoAd mapa-
XOZAHKA. (47)

&

Again there follows the description of Gor'kij and Lenin from
the point of view of the* first-person narrator (imagination), the
implied author (phologra;h), and the third-person narrator (eye-
-witness). These descriptions are not eatirely new but are already
anticipated in the narrative triangle device at the beginning of the
chapter. In this way the reader is presented with a faithful image of
the revofutionary leader and a clear picture of the Capri spring’ which

the first-person narrator never saw in his life.
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Malen Kaja Zeleznaja dver' v stene reflects the new ten-
dencies of the later period of Kataev"s writing and the author’s en-
gagement'in a search for new forms and devices in order to keep pace
with an ever-changing and incfeasingly éou{plex world. [t is evident
that the inner structure of the book has undergone some major
changes cor;npa@ to Kataev's traditiontl socialist-realist prose. The
traditional (third-person) form of the narrative and the traditional
plot (factual accounts of Lenin's life’in the West) are interwoven with
fantasy. introspection, personal memories and thoughts.

In addition to theg character of Lenin, Kataev reveals some per- '
sonal aspects of the life of his first-person narrator, i.e., his integ_sglll
Another important feature of the writer's "lyrical diary” which deba‘rts
strikingly from socialist-realist canons, is his bold experiment with
temporal apd spatial dimensions. ’.

Reconstructing the course of historical events on the basis of
documentary material, his own experiences, fantasy and imagination,
Kataev in my opinion succeeds in creating an impressive picture of an
epoch and a convincing image of the revolutionary leader. Much of
the personality of the writer is incorpprated into the character of Len-
in (he calls him "moj Lenin")% and this is what makes the figure of the
ieader so lively and true-to-life.

Kataev'§ “lyrical diary” by no means should be interpreted as “a
parody of Soviet Lenin hagiography” (n which the writer "manages (o
contrive a dismal portrait of Lenin."¥® There is no trace of “dismal-
ness” in the portrait drawn by Kataev. On the contrary, Lenin is

pictured as a gentle and understanding individual (“samyj efovelny]
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Zelovek "0 who has, as has every human _being,' his doubts and hesita-

tions, who misses his homeland and tires of the hardships of exile:

33X0TeAOCH THIUMHE, IIOKOSI, KPACOTH MPHPOAH, COAH-
Ia... OH.He TOABKO YCTaA OT 3IMHIPAHTCKON CYTOAOKH, HO
TaKXe CHALEO CTOCKOBAACH 110 POCCHH. B IIPOAUBe MeX AY
Kopcux ol B CapAnHHeH BCIOMHHA CBOK POAHYIO BoATy.
(51)

[t was not Kataev's intention to make a parody of Soviet Lenin-
iana or to be ironicatl toward Lenin. What the author does in Afa/en -

kajg Feleznaja dver’ v stepe may be considered as his plea for a

renovation in the form of the novel. a plea for the right of the artist 1o N

depict the world iphysical and human) in the light of his own person-
ality. his own leelings and beliels.

T Th;? “ivrical diarv” appears 1o be a cnnsideqable step farward 1n
Kataev's career as a writer, a step toward the enriching and diversily-
ing of formal devices. Even the "genre” of the book (defined by the
author himself as a “jyrical diary”) suggests that Kataev does not
consider the observance of literary canons to be of paramount impor-
tance.

Such formal devices as self-exploration, association, fantasy,
imagination, lack of chronology, and narrative perspectives — Intro-
duced in this book aboutl Lenin — can be found in more developed
- form in all Kataev's later works. These will be discussed in the fol-

-

lowing chapters.
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NOTES

[Kataev, "Kak ja pisal knigu Malen kaja Zeleznaja dver' v
stene” in his.Sobranie solinenif v devjals tomar {Moscow: Xu-
doZestvennaja Literatura, 1968), vol. 8, pp. 454, 456. The footnote
numbers for indented quotations are given in parentheses.

See /storija russkoj soverskos literatury v cetyrexr lo-
mar {Moscow: Nauka, 1967), vol. I, p. 206.

36or'kij's essay “V.I. Lenin” is recognized as the best literary
portrait of Lenin unsurpassed in its artistic strength and depth. See
M. Gor'kij, Sobranie solineniy v vosemnadcat/ tomar (Moscow:
Xudo¥estvennaja Literatura, 1960), vol. 18, p. 254.

1/brd.

5Kataev, “Kak ja pisal knigu.." op. c/t., p. 454.

6Kataev worked as a revolutionary agitator at the collegium of
the People's Commissariat of Education, writing pamphlets for the Par-
1y's newspapers and journals.

"Kataev, Malen kaja Feleznaja dver’' v stene in his Sobra-
nre.., vol. 9, p. 141. All further references to AMalen kaja Zelezna-
Jja dver’' v stepe are to this edition.

8Kataev, ,Kak ja pisal knigu..." op. cst., p. 457.

" 9Vsevolod Surganov, “Certy sovremennoj literatury," Lszera-
turnaja Rossifa, 2 (1965}, p. 4. (My italics.)

IOKaMAeV, “Kak ja pisal knigu...,” op. crt., p. 458,

W pAfajen kaja Zeleznaja dver' v stene, pp. 27-28, 29.
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(2/pid., p.7.

Kataev, "Mysli o tvoréestve” in his Sobranie... vol. 8, p. 416,

MQuoted in Michae!l Scammelil, Solzhenitsvn. 4 Brography.
(New York: W.W. Norton, 1984), p. 942.

I5R. Russell, Fa/entin Karaev {Boston: Twayne, 1981), P12,
Yo Afalen kaja j’e/ezimjz dver’'v siene, p. 7. "
YIR. Russell, Fasentin K"alaer, p.t11.

18R Russell's term, 7b/d

'Y pfalen kaja Zeleznaja dver v stene, -p.'7 1.

W 7pid, p. 1S,

2V rbid

Z/pid, p.o 101, .
2 7bid., p. 33,

M pid . p. 34

23 fbid.

2 /pid . pp. 42-—43.

Y ataev, Jrava zabven'ya in his Sobranre.., vol. 9, p. 393.
All further references to 7rava zabven ya are 1o this edition.

B Malen kaja Zeleznaja dver' v stene, p. 37,
2V rpid

3%Compare R. Russell, Valentin&ataev, p. 112,
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3\ Malen kaja Feleznaja dver' v stene, pp. 107—-108.

320beron, king of the fairies in the French medizval poem Hu-
on de Bordeaur (first half of the 13th century). Although the figure
of Oberon appears in Shakespeare's Midsvmmer Night's Dream
and in the romantic epic Oberon by the German poet Christoph Wie-
land, Kataev's Oberon is based on the one in the French poem, for Ka-
taev in the quoted passage also mentions King Dagobert (“dobryj korol’
Dagober”) who made tours of justice through Burgundy and Austrasia
in 630—631, giving needed relief 1o the poor.

33R Russell, Valentin Kataev, p. 112. The name of Oberon
appears in the title of Kataev's 1970s work Razbriaja 2izn' 1/i vol-
Sebnys rog Oberona.

3By the term “hero” here | mean the first-person narrator as a
character as was defined ai the beginning of the chapter.

35 Malen kaja Feleznaja dver' v stepe, p. 142,

3%Compare R. Howard in his Foreword to /nventory. Fssays
by Michef Buror (New York: Simon & Schuster, 1968), p. 29.

37 Malen faja Ze/ézna)’a dver'v siene, pp. 24-25.

A fbid . p. 25.

39 /65d. . p. 23.

Wipid. | p.26. -

“l{ataev, "Mysli otvordestve,” op. ¢/t., p. 421. N
2 Malen kaja Feleznaja dver' v stene, p.70.

43K ataev, "Mysli o tvoréestve,” op. cit., pp. 412-—:{ 1'3.

44p.0. Dada, "The Character of Lenin in Kataev's 7he Litt/e
Iron Door in the Wall," Studia S/avica 28 (1982), .8353.
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9E.]. Brown, in V. Kataev, Time, Forward/ (London: [ndiana
University Press, 1976), Foreword. _ :

S Mfalen kaja Zeleznaja dver’ v stene, p. 82,
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CHAPTER 11

THE NARRATIVE “POINT OF VIEW” AND THE PRESENTED WORLD
IN SV/ATO/ KOLODEC, KUBIK, ANDKLADBISCE ¥V SKULJANAY

In the pﬁ:ieding chapter I discussed a work where documeni
-and historical fact constituted an integral element of the whole struc-
ture. It provided ‘the basis for a reconstruction of a definite his-
tori;al situation (Lenin's life as an émigré in Paris). The reconstruction
there consisted in the author's filling some gaps that had been left not
fully defined by the sources. This naturally entailed a necessity to go
beyond a strictly documentary genre and turn to fiction — that specific
element capable of joining together loose historical data and facts into
a consistent whole.

This specific combination of document and fiction was fashioned
in such a manner as to leave no doubt in the mind of the reader as to
when he is dealing with factual data and when with figments of the
imagination. A helpful means to this end is provided by the duality of

the subject of presentation used by Kataev in Malen *aja Felezna-
‘ J@ dver’' v stene, ie., the division of the subject into the double *I”
and the “he.” Closely related to the "I" are historical documents (the
*I" of the implied author) and memories of the narrating “[” from his
own past, whereas reality in {ts reconstructed version is associated

with the third-person narrator. The presence of the third-person
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. narrator in the bresented world immediately signals the situation and
events as being of an imaginary nature.

It is an entirely different kind of subject matter that the reader
is faced with in Svyaroy kolodec, Kubik, and £/adbisde v Skulja-
nar. The first two works are deeply rooted in the realities of the
contemporary' world. However, that does not mean that they objec-
tively reflect the existing reality. All Kataev does is to draw his ma-
terial from that reality, after which he moulds it in such a way as to
give, within the scope of rather. short ooinposiltion,s.., as precise a ren-
dering as possible of all the complexity of that world.

Cne can thus ob-serve here a process that is just the reverse of
the "novel” about Lenin: not a ceconstruction of the past, but rather,‘a
construction of a new mode! of the world which is refated only indir-
ectly to the objectively given reality and expresses the author's spe-
cific world-outlook. That world is regulated by a literary logic of its.
own and possesses its own literary structure. [t is composed of many
planes, complex and rich in minute details. Each of these details,
though apparently existing separatefy, contributes to a consistent,- uni-
form, and meaningful whole that can be understood only after a
~ careful study of all the planes making up the literary reality of these
works. |

Just as complicated and multi-dimensional 1s lhe above-
-mentioned work of the [970s, £7adbisde v Skuljanar.. In this
book, called by Kataev himself a2 “family ciironicle” (*A &o, ne nazvat'
ti ee.semejnoj xronikoyf (i Qaie romanom-xronikoj?”),! the author goes

far beyond his own lifetime and deals with his ancestors — the mili-
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" tary family Ba¥j (on his mother's side) and the clerical family Kataev
(on his father’s side). ‘ ‘

Kataev claims in his book that hé had found his grandfather's‘
and great-grandfather’s diaries, the contents of which provided him
material for his “family chronicle.” In this "chronicle” he vividly por-
trays (not necessarily in the order given) the war against Napoleon in
1812 (great-grandfather's diary), the battles in the Caucasus in the
middle of the last century (grandfather's diary), the pre-revolutionary
days (the first-person narrator's own experience) and the present
time (the viewpoint of the implied author). |

By the use of a diary (which resembles Ler montov's Gerof na-
fego vremens) as a source of information about _those earlier days,
and by defining the genre of the book as a "family chronicle,” Kataev -
tries to obnvince the reader of the authenticity of the events and char-
acters portrayed in it, that they are not just the fruits of his imagina-
tion. At the same time, however, the author admonishes the reader
not to believe him entirely and to consider the allegediy found diary
as an excuse for going-almost to the roots of his family tree in order to
convey to the reader his philosophical message on the essence of hu-
man life and death, to express his own point of view on the §uéstions
of heredity, re-incarnation, and the immortality of the human soul.

In reading the “chronicle” an attentive reader will notice some
inconsistency in the passage quoted in the “preface” to both diaries,
supposedly written by one of the narrator’s (i.e., Kataev's) aunts in
1911. Kataev quotes the “preface” twice (pp. 34, 148), so offering the

opportunity to compare these two quotations {from the same “source™
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_ | BoCIIOMHHARHS KATHTaHA EAHCOS AAekceeBHUa Baves
ﬁ ' (1783-1848).

PaglHpad GyMard NOXOHHOro OTHA, MK HAIIAH OTAGAb-

HRH MOPT§EAD, B xorogo;; BHAR CAOXEHN OyMArm H Z0KY-

MeHTH ZeXa 10 OTLY cesl AAeKceeBHYA Baved. ' Cpers

STHX SyMar 0Kasarach HeGoAbWAS Te TP 3 AK 3 CTAPHH-

HOM XeAToR OyMard, Ha 11 ¢ KOTOpoRt

. PYKOR HAmOro OTYa HAIKCAHO: QUAHHA MOS0 OTH’ O

. HeKOTOPHX BOOHHHX JAeHCTBHSX, B KOTOPHX OH caM Y4Ya-

¥,
% TPYAOM UHTAOTCH HANHCAHHOE CTAPHHHNM

MOYePKOM, HO UeM JAALIIe, TeM HHTEPECHee H XHBee CTa-
HOBHTCH PaccKas, oOPHBALHACS, X COXAAGHHIO, Ba 1813
roay. CeBeZeHHS 0 ZAAbHOHIIHX BOGHHHX IIOABHTAX AeJa B
KaMmasad 1813 ¥ 1814 [T. MN oHaeM HG JOKYMeHTOB H
PAacCKasoB MIOKOHROTO OTHA. (2) :

And more than a hundred pages { arther on the writer quoles

, the same “preface” again:

BocmoMHHAHHA XaNuTaHa EAnces AAeKceebHya Baues
(1783~1848)

Pagbupad OyMarn MOXOHHOrO OTHA, MK HAIIAH OTAEAL-
HHE NOPT{GAD, B xo*ro% OHAH CAOXEeEH OyMart H AOKY-
. MEHTH AeZa IO OTLY ced AnexceeBHua Baues. CpeaH
. 3THx fymar oxasaAach HeGoAnmad T AL CTApHE-
HOH XoATOH OYMarw,Ha me ¢ HH I eXOTO-
PpoH PYKOE HAWlero OT[A HAIIHCAHO, «SaMeUaHHd MOeTo
OTIJA ¢ HeEOTOPHX BOGHHHX AGHCTBHAX, B KOTOPHX OH caM
YHACTEOBAA». C GOABIINM TPYAOM UHTAeTCH HANHCAHHO®
CTZPHHHHM TOYePKOM, HO UeM AAABIIe, TeM HHTepeCHee H
, XHBee CTAHOBHTCA PACCKas, 0OPHBAKIHICH, K COXAAOHHI,
\ : Ha 1813 roay. (BeAeHHS O AAALHOMIHX BOGHHHX MOXBH-
rax AeZa B XammaHuH 1813 n 18141702 MH 3HaeM H3

AORYMEHTOB H PACCKAB0B IMOROMHOIO OTHA. Map

18 anpeag 1911r. (3)

The underlined diffegences in the two passages quoted above -
~* wHlich, as Kataev wants his reader to-believe, were taken from the
same source — suggest rather that the so-called “preface” is only a

literary " device, the author’s own creation, and [urther, that the



61,

“diaries” of his ancestor’s are the product of his imagination as well. {t
is possible 1o consider these “diaries” as the narrator’'s own “memoirs”
about his 'previou': life because of his strong feeling qi‘ the link be-

lween generations.— in the book he even “beoomes hls grandf ather .
|

and great-grand( ather At one point the narralor tlear[y stales B

..Hame OHNTHe — ero H Moe — COGJHHHAO&L, H VXe TPpY-- o

AHO OHAOC NOHATE, KTO 4 H KTO OH.
KTo IpapHyX H XTO Opanel?
51 IPOBPATHACS B HOTO, @ OH B MeHH, B 06a MH CTaAH

HEKOTOPHM @ XHHHM cmecmou (4)

The narrator's ability to incarnate himseif in other people and
objects was already apparent in his works of the 1960s, especially in..

Svjatoy kolodec and Avbik | and lo a oonsidérably lesser degree in

Trava zabven ja. This particular feature of Kataev's works may be::

viewed nol only as a 'prelenljgus way of .conveying 1o the reader the
act of artistic depiction™ but also, or even first of all, as Kataev's phil-
usophy his very own viewpoint on life, death, and the place of an - .
mdwndual in lhe world ~ the world which controls time and n01 vice-
-versa.

In Trava zabven ja Kalaev only theoretically claims his abil-
ity to transform ﬁimself or identifly himselfl with the object of his

description — not through magic but only imagination:

..OH MOT' OHTB MHOK, eCAHOR 8 o6Aafan CHAOH BOCKpe-
: CHTB 0668 TOTO, ARBHETO, MOAOZOTO... HO TAaK KAk y MeHS
. HET 3TOR BOAWMESHOR CHAH.. S MOTY CUHTAaTh €r0 AHIL

T HEKOTOPHM CBOHM NOAODHeM, RECOBOPIICHHHM BOILAOe-
HHOM MOer'0 TellepellHero INpeAcTaBAeHHA 000 MAe ca-
MOM TOTO BPeMEHH.... (6)
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But in Svyatoj kolodec, Kubik and £/adbisle v LSD.(’&//}-
nar this theoretical élaim is put into practice, indeed it becomes the
author’'s major concern and forms (as was noted before) part of his
philosophy. This is only one of ;‘the features which unite these three
works and make it possible to discuss them together in this chapter.

To create a model of the world which might more fully express
the key philosophical questions of the three “novels,” Kataev had to
find adequate methods and means of expression. In the first place. he
gave up the use of linear sequence of time and experience. He built
his works around the principle of ihversion, which naturally forced
him to forsake plot and give prominence to a more subjeciive view of
reality. It is this free association in the author's memory which serves
to construct the narrative.

Subjectivity, in the broad meaning of the word, is precisely
what constitutes the run_d,amentai quality of the world portirayed in
.‘n?v"/}s\;'o/ kolodec, Kubik, and K1adbidle v Skuljanar. It appears
before the reader’'s eyes as it is seen and perceived by the primary
character of the “novels”, i.e., the first-person narrator, alias the main
hero (in Lubik and £/adbi¥le v Skulfanar the narrative situation
is more complicated than in Sv/azof Lofodec, but this will be dis-
cussed later in this chapter).

The events and situations in these books are there only to pro-
vide a focal point for the experiences of the narrator-hero; they exist
only as components of his subjective inner world. In this way the pri-
mary narrator not only is the subdsect but also the ob/'éct of pres-

entation. He constitutes an integral component of the world which he
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himself has created and within which he exists. |

" The prominence given the subjective approach to reality has
made .a.s:socfau'an the éupre nié ordering pr@ncipie in “arranging” the
events in Sv/atos ko/odéa Kubik, and“_flaé’bifc*e v Skuljanar.
Association; as being the natural ror;11 in thinking and speaking, makes
" the works under discussion a.kind of “speaking” addressed to the
reader. Ffequentlyfthe_narrator addresses the reader directly and he
does so.not only as the narratinﬁ subject but a_lso as a private indivi-

dual, talking about his own pr'oblems. feelings, and belief’s:

Ho BH, ROHOWHO, 5aMeTHAH, UTO g I'OBOPK BO MHOXe-
CTBEHHOM UHCAE «MH». (7)

qeprme MHCAH PAcCceaAHCh. BH 8aMETHAH, KaK A6TKO
PACCEHBAKTCA YePHHE MEICAH? (8)

Bu aauemn, YTO YAHBACHHe — [¢PBHH HIAr K AIGBH?
(9) '

™,

{1 Tax He yMel0, IpocTo Be Mory. He cmewn! IIo mpHpoAe
g poBOK, XOTE CAKMBY HARaAOM.. MHe CTHZAHO BO BCoM
3TOM IPHSHABATHECH, HO UTO Xe€ AeAQTS, AOPOTHE MOH, UTO
Xe AeAaTh?... (i0)
. Kax YHTaTeAb, HABOPHOE YXe 3aMETHA, B GaIIHCKAX Je-
AYNEH YacTo BCTPeUAKTCH BaMeUaHHA 0 TeSeHHH Bpe-
MeHH, (11)

Kax yBHAHT UHTaTeAb B AAaAbHeAlleM — €CAH ¥ HEro -
XBATHT TOPNEHHA AOUATATD 3TY KHHTY... (12)

-Becaus'e-c‘:f the presencé of the implied reader to whom all s.uchr'
enunciations are addressed, Svjaro/ A'ofoa’e&, Kubik, and f/ﬂdbi-
$%e v Skufjanar can be regarded as a specific kind of uttered B
monologue — though having little or nothing in common with such

literary techniques as the “stream of consciousness” or “interior mono-
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logue™!3 so widely used by Western writers lilge James Joyce, William
Faulkder, or Marcel Proust. The latter was credited by some critics
with having infm(‘r‘lfm.ae\i's writing of the later period.!? Kataev,
when asked “whether he is not merely imitating the techniques of
Western writers,” replied: “..these techniques began in Russian liter-
atuce as far back as Gogol anci Dostoevsky, long before they were tried
out in the West:"1>

[t might be worthwhile to quote at this point the words of
Polish critic' Andrzej Drawicz, in whose opinion alf that Kataev has in
common wit'h Proust is "the privileged role of intuition as the instru-
ment of the most perfect form of cognition, best expressed through

metaphor,”!® wh_ilst the differences are of a fundamental nature. He

concludes:

The work of Proust is subordinatad to a passion for restituting
piography, for re-living it afresh in order 10 perceive its meaning.
Hence tha strict consistency with which the author delves into the
past, which he reconstructs ‘like a cathedral’.... Kateev neither
wishes nor is able to be consistent and it is only through juxtepo-
sition, through collision with his biography, thet his work gains
mesning. (17) ‘

Kataev does not reconstruct his past, but, as was stressed at the
beginning of the chapter, wiih the help of cerléin aulobiographical.
fragments constructs a new model of the world enriched by the
experience of the past and by his greai creative imagination. And bio-
graphical elements do play a significant ﬁart ih lhe process of con-
structing the fiterary world of Kataev's later prose. They constiiule a

continuous leitmotif, linking together all his works of this period
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(Malen ﬁ'ﬂ/}r Zeleznafa dver' v stene, Sviatof kolodec, Trava
zabvenja, Kubik, Razbitaja Xizn’ ili volSebnyy rog Oberona,
£1adbisle v Skuljanar, Almaznyj moy venec, and even to some
extent the short story A/a/ka), and creating thereby an impression of
artistic unity.

Those elements, however, are manifestéd in a différent degree
in each work. In the “lyrical diary” Malen kafa Feleznaja dver' v
stene (as one may remember) the‘ auto-documentary element was
much in prominenoe‘ and played the role of an “objectifier” of events

. .presented from the third-person narrator’'s point of view. [t bestowed
on them a sense of historical probability. [t did not merge with liter-
ary fiction, but constituted a separate plane within the complexity of
the reality presented. |

in 7Trava zabvenyja, Razbitaja Zizn’', and A/maznys moy
venec , which will be dealt with in the next chapter, the presented
world {s saturated with the biographical element (auto-documenta-
tion) to such an extent as to turn them into a kind of autobjographical
prose. \

There is no such evident prominence of the auto-documentary
element in Sv/glof kolodec, Kubik, and Kladbidle v Skuljanaxr.
Here Kataev has reduced it to a minimum and makes use of it only
insofar as neéessary to create an illusion of the authenticity of the
events. However, the degree of reduction is so high that one is often
at a loss to determine what is authentic and what is imaginary.- Nor
does the first-person form of narration allow us to regard all the

events presented as actually having had an objective existence, and

S
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still less does it authorize us to identify the subject with the concrete
author who wrote the books.

- All the same, [ would like to stress again, one, should not alto-
gether preclude a’possible influence of_ Kataev's personal experience
_on the shaping of the presented reality in the works under study.
Evidence of this can be found in the many references to the persons
dear to Kataev in his real life (e.g, the 'author's wife, child_ren, and
grandchildren in Svyatof kolodec; the Teacher — in whom one can
recognize [van Bunin and Kataev's brother Evgenij Petrov — in £vbsk
grandfather, father, mother, and again brother-Evgenij in £7a2db7¢0
v Skuljanar ), as well as in certain facts in the writer's biography
(Kataev's travels in France, the United States, and Roumadfia, the
realities of which provide the setting for the events taking place in the
books). _

The narrators of Sviaroj kolodec, Kubik , and K1adbisde v
Skuljanarx are linked by the same outlook and beliefs as to human
nature and the world, by their attitude toward the realiiy within
which they exist in one form or another (as the primary narrator or
his consecutiye personifications). They are opposed to the _crisis of
consciousness and of values in the world where a man's worth is
measured by the status of his possessions, by money (“uZe davnownrii-rA |
oxvaden opasnoj ¥a¥doj obogo¥tenija”).!8

In Jv;ﬁtoj folodec the first-person narrator looks at that
world (the Uni&gd States) from outside as a casual observer, but he is
nonetheless a perspicacious observer, trying to understand the very

essence of that world and the laws that govern it. Very helpful in this
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connection is the hero's "magical ability” to turn for a moment into the

object he is looking at:

-

CTpaHHAS MHCAB, BOPHEO CIIYIeHHe, OBAALEAA MHOW,
KaX TOABKO g IOCeAHACH 8JeCh, B OAHOA HB CTOKASHHNX
fgdeex «Sheraton Hotebs... 3TO BRLA0 O YjeHHe ¢ AMHCTBA
MOETO COOCTBOHHOTO TeAd H TOAA FOCTHHH[H, TAe MeHI
IOCeAHAH. OZHOBPeMOHHC g OHA H YeAOBeKOM H BAAHHEM.
Y Hac Ouaa ofgas cTPYRTYpa, SHAH OO HOKAOTEH.... (19)

B TeueHHe OAHOA NO¢BAKH HO XBLKCTOHA HA PAHYO A 10-
CA@J0BaTeALHC NpeBpafiaAcd B pasHHe NpeAMeTH. CHaYa-
A2 4 HAa HeKOTOpOe BpeMA NPeBPpaTHACH B aBTOCTPAAY....
3aTeM HOHAOATO £ OHX TP GHMHHM COAHIJOM
Texaca, @2 TAKXé OAHEM H8 Iep apTOMOOHAEH BTOPOH
nmoAoBHHH XIX Beka... HexoTo BpeMs 1 OHA ILAOTHK
CYXOM TOXACCKON BOMAH.... (20) .

b

This kind of "assimilation” with the reality around him, the

“hero's fusion with it, allows him to define man'’s placg and role within
that reality; the reality in turn becomes materializec; 0 such a degree
that lifeless objects impose their will on the man wHo created them
and who becon-le'é a will-less thing himself. Eve_n__ ook's hero, who
has found himself in that n{at;zrialistic world by sheer accident (trans-
ported ~L.Iher.e in his dream), succumbs 1o their will, and from a “free

being” turns into a “controlled being:”

0, Kak THATOCTHO OHTE YIDABAHEMEM, B 0COB@HHOCTH
ecAH TOBOR yopaBAgeT MeXaHMoM| 51 cleAaAacd NPHAAT--
KOM 3TOR IPOKAITOR HOAYIPOBOAHHKOBON MANIHHE. |

51 GHA He BOAGH JAaXe B CBOHX CHOBHAGHHAX. Uyxad
BOAS, CHAA HGBHe, FOHAAA HX Blepel H HAGaA IO CBOEMY
YCMOTPEHHK. {21)

The hero's ability to merge with the object he sees was inter- -

preted by American critic Alayne P. Reilly as the narrator’s fascination
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with the American way of life, with the country’s technological and
economic achievemenQ/At one point she writes that "one usually
does not."project himselfl into things that he dislikes.”?2 But in the
light of what has been said before, this is a rather simplified intérpre-
tation of a much more complex problem. One should not look at this
particular work of Kataev's as an objective account of his journey or as
a travelogue, but see it rather from the angle of its symboli’[cf meaning.
The hero travels to America in thé hope of finding the “real America,”
that “promised land,” the world-famous land of freedom and demo-

cracy. He arrives there only to realize that even Americans them-

selves are not sure if they live in the real America:

Toraa g MOHSA, YTO HH OJAKH aMePHKAHe[l He YBepeH,
9TO OH XHBOT B HACTOA el AMepHKe. OH YUeXZeH, 4TO
rAe-T¢ B APYI'oM IITATe €CTh KaXad-TO HACTOAAd, IO-
AAHHHAS AMepPHKQ, 00eTOBANHAH SeMAA AAS aMePHKAH[A.
EMy TpyAHO HOBEPHTH, YTO MECTO, I'A¢ OH XHBeT, HMEeHHO
H eCTh Ta ¢aMas SHAMEHHTAA HA BeCh 3¢MHOM Lap BeAHKAA
AMepHRA. (23)

After his realization of how%rply the reality of America dif-

+ . ’\?
fers from the "legends” about it, the hero comes 1o appreciate more his
own homeland, this “thrice-blessed country” which gave him as much

love as hatred:

CpeZH NOAeH, AYTOB H A€COB YTaAHBAAUCE XHMUYOCKHE
BaBOAH, KOCMOZPOMH ¥ KAGTYATHE POTATKH BHCOKOBOABT-
HHX Nepefad, Maraoiiax Bo BCo CTOPOHH @AHHCTBOHHOR B
MHpe, HeMOBTOPHMOH, TPHRAH OAATOCAOBOHHON CT
MOSH AYIM, KOTopad AaAd MHE CTOABKO BOCTOPTOB, CTOAB-
KO B3A€TOB, DAACHHAH, PasOYapOBAHHE, CTOABKC KHMydefl
PAAOCTH, BRCOKHX MHCACN, BEARKHX H AeA, AOOBH
H HeHABHCTH, HHOTJA OTYASHHS, MO3GHH MYSHKH, Ipydoro
ONbAHOHHS H COXeCTBOHHO YTOHWOHHMX [JBTHHY CHOBH-
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ZeHHN, KOTOPHe TaKk CAAAKO H HOXHO CHHAHCH MHe HA pac-
CBOT¢ IPH POCKOM JEAKABES MEPBRX COAOBLEB, — CAOBOM,

CTOABKQ BCOT'O TOI0, YTO COSAAA MOHS — [I0 CBOGMY 0Bpasy

B NOAOOHI0 — BMEHHO TéM, UTO 4 €CThb.... (24)

The narrator's “brojection” into things while travelling in Amer-
ica may also be viewed as the impossibility of his adjustment to the
new world, were he to emigrate there injseacch of a personal indepen-

dence and creative freedom. For the artist to be able to create, he

needs more than freedom — he needs his roots, his “soul” (“triXdy bia-
goslovennoj strany moej du¥y”).23 T ision to remain in the
Soviet Union appears tkbe the right one, as is evident also from the
narrator's ﬁieeting with an émigrée Russian lady whom he loved as a
young bby. The narrator is quite struck by the old widow's admission
that despite the fact that she can live here quite comfortably, she still

feels lost and alone:

— Y MeHd sAechk DOABLIIe HHKOT'O HeT. HHKOTO HA CBeTe.
Sl MOory XHTb BIOAHE MPHAMYHO, HO S OCTAAACh COBCEM
OAHA. (26) : '

Tfle theme of emigration which first appeared in the “lyrical
diary” (Lenin's life as an émigré in Paris) re-appears again in 7rava
zabven ¥z (Bunin's decision to leave Russia after the Revolution) and
in Kvbik. In Kladbisde v Skuljanar there is no direct reference to
this specific question, although it does deal with the problem of one's
loyaity 1o one's homeland in the f acg of politicgl—cpanges. The main
hero of the work (the primary narrator relating in the first-person) is

proud of his ancestor, great-great-grandfather Aleksej Ba¥ej, who in

»

el
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spite of the instability of his life in Zaporofe remains faithful to Russia

his homeland:

T

Bo BCcAROM cAYyUae, MOR Ipanpajex AAexcent Bauef He
NPHHAZAEXAA K TeM COUEBHHKAM, KOTOPHE TOCAE¢ YHHUTO-
xeoHuqd Cou fexaan 6a JyHA H OTAOXHAHCE OT POCCHH, a
OCTAACS BepPeH CBOeH POAHHe. (27)

The emigration theme is covered most extensively in ;"um;{:
although in slightly disguised form. This theme is reflected in the
book's narrative stiuatiog which, in a sense, resembles the narrative
technique employed by- Kataev in Malen kafa Yeleznaja dver’' v
stene. But while in the “lyrical diary” the reader was faced with two
different narrators who represented two different worlds, in £uvbik
the narrating subject (who refers to himself as “I") undergoes a kind
of division into an “I” and a multiple form of “he.” He has the ability,

~ as has been noted, to turn not only into things (as was the case with
the narrator in Sv/aro/ £olodec) but also into people and animals.
e successive impersonations of the narrator — as the boy Plelkin,
/mwy Frenchman (“Monsieur the Former Boy") and the luxury-
-spailt, highly strung and malicious miniature poodle — form the sep-

arate planes in the reality presented. _

However, while turning into differeng_ characters, the primary
narrator (the first—ﬁerson narrator) nevertheless preserves his
original perso?aii , his original point of view. He continues to refer to
himself .in th?‘ﬁZt person but he acts as the third-person narrator
while depicting his own consecutive impersonations (his -other

person®) and ‘the events in which these person® take part. In this

ner

~Cy .
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way he becomes the central authoritative source of information about
the characters and events. He sees the world from the point of view
of an eye-witness who, rather than ;Sarticipating in the events, is
content merely to describe and comment on them {a role similar to
that played by the third-person narrator in Malenkaja Zeleznaja
dver'v stene). | ; '

Kubik begins with the sentence “..NeuZeli étot mal'¢ik toZe ja?
.."%8 Two pages later the first-person narrator asks again: "NeuZeli

étot mal'¢ik tofe ja?"2? and this time explains:

ECAH He¢ BNOAHE, TO, BO BCAKOM CAYY3e, OTYACTH. He
HCEAKYEHO, UTO 3TO BCe TOT Xe MHANN MOeMY cep
[IYeAKHE, TOABKO COBCCM MAACHLKHE, A€T BOCEMHE. (30)

The boy's name, Péelkin, suggests that he is another autobiogra-
phicgj figure, resembling a similar character and namesake (Rjurik
Plelkin) in 7rava zabvenja.  In the latter book, however, the nar-
rator fully identifies himself with his young protagonist (“Ja dal enru
svoju telesnuju obolodku i Zivuju du¥u..”)®! whilst in Awbik this
identification is only partial, even unceriain in a sense (“NeuZeli étot
mal'¢ik toZe ja?" or “Neiskljudeno...”"). The reader soon learns that the
boy Péelkin, searching for a hidden treasure 1o which he feels he may
be led by the mysterious letters “0OV,” is only a prelude 10 a chain of
changes which finafly results in the little hero's/turning into a rich
French businessman, Monsieur the Former Boy.

The same process of change affects another character in £uvH7k

— the girl San'ka who turns into Madame the Forer-Girl.
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In the opening part of {uvbik the gir! San’ka dies of diphtheria,
and the boy Plelkin moves to his grandmother's in Ekaterinoslav. In
their place another girl and another boy turn up; the latter boy soon

drowns. And the chain of "replacements” continues:

lloToM HA CMEHY HOBOR JeBOUKe IPHIIAA APYTas — COB-
CeM HOBAf, 2 HA CM@HY HOBOMY MAABUHKY, FTOHYBUIEMY
TIPOTHE OOABLMISOHTARCKOrO MAfIKA, ABEACH APYTOfl — COB-
{éM HOBNHF, MOXHO CXasaTh HOBeMIIHH. .. PasHNE MAALUYHKH
H PagHHe AEBOUKH POCAH, BHPACTAAH, MPOAOAXKAS OCTa-
BaTECA BCe TeMH Xe, I¢PBHMH, ¢ANHCTBONHNMH MaAbYH-
KOM H AeBOUKOH... YHK H ZepouXa..JIPeTePNeB THCAUR
HOMEHOHHH — KAQUeCTBeHHNX H KOAHUSCTBOHHHX, — BAPYT

B KOH[I¢ KOHIJOB H3 GeAHNX PYCCKHX NPEBPATHAHCH B Bora-
THX HOXHANX ~KaK 3T0 HH CTPAHHO — $PRH[IYEOB... (32)

(U - AN

At this point the motif of emigration appears. But in contrast to
Svyatof kolodec, where the narrator considers his eventual attempt
to abandon his horﬂeland as a search for personal and creative free-
dom, in AwH/4 this motil serves a different purpose — to imagine
what his life would be like /" he had decided to abandon his home-
land and live abroad. In a sense the narfator creates his second bio-
graphy, or rather a biography of that part of his personality which
turns to the West. But there is another part wh_ich 1s very much op-
pos€d to the idea of leaving Russia, to the cutting off of his roots — a
second sell which does not allgy hiﬁ: to idenlify himself fully with his
consecutive impersonations (or, as the narrator hmmself suggests, his
doubles — “Mos’é Moj Drug i Moj Dvojnik*).33

During the narrator’s journey to Roumania (he follows Monsieur
the Former Boy and Madame the Former Girl wherever they go —

again the technique used in Ma/en kaja 2elfeznaja dver’ v stene),
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he suddenly discovers something that saves. him from making the
‘same mistake made by an old Russian widow in Sv/alo/ £olodec
(and by Bunin in 7rava zabven ja, one may add). It is fove— love
for his country, his homeland. .

The Roumanian landscape, familiar to the narrator from his
participation in the Civil War, evokes in his memory pictures of the
motherland and the city of his childhood. The desire to see those
loved places begins to gnaw on him. He sees himself ;again as a young
man fighting the enemy in the_‘Ci;'il War, anxious to return to his own
country even at the price of being wdunded. He is certain that the

love which awaits him there has the power to save his life:

..H TaK XOT@AOCH OAYUHTE AETKO€, — O, COBCOM, COBCOM
A€TKOe! — paHeHHe H NOAYYHTH Feopmesc,x%x pecT H
repoeM BOSBPATHTHCS AOMON — B (TPaHy OB, —B-8HORHHA -
TopoA, TAe Ha 6yAbBape BOKPYT 9ePHOTOAOBOrO IymIKmHa
YXe HAYAAH XEATeTh KAGHH H ILAATAHH, B [BeTHHEKAX
TOpeAH BHHEO-K PACHNE KAEHH ¢ YYTYHEO-CHHHMH TOACTH-
MH AHCTBAMH, 4 HA TOPHGOHTe BeCh XeHb COHHO MASUHAH
CopPHe Tapyca GANTHACGBIHX AyOKOB ¢ apOysaMu H3 ToAol
[IPHCTAHH, H CepAlie MOe — a MOXOT DHTE, 3TO BHA yXe He
4, a TH -~ Mocke Moft Apyr Mot ABORHEK — HO 3TO He
HEMeeT GHA4eHHS, — K cepAne Moe — HAH TBOO ~ HGHHBAAO
B OXHAAHEH BoUepa, npezmoymys CBRAAHHE, KOTOPOe Ha-
KOHe[] YCHOROHT AYMY, B3OYAOPAXOHEYK KAXAOK ALOBE,

- KOTOpas OAHA MOT'AQ HaC BCeX CTIACTH OT CMEPTH, HO TaK H
He CTAcAa; BepHee CRasaTh, CIACAA OXHOIO HE HAC.... (34)

Tl;le love to which the narrator is réferring may be understood
as the narrator’s love for a woman who is awaiting his return from the
war as a hero (such an interpetation is implied by the phrases — v
ofidanii velera,” “pred¢uvstvuja svidanie” — which follow the two

capitalized persopal pronouns “Moe” and “Tvoe”). Bul the personal

-



ﬁronoun “nas” together with the definite p_r'onoun “vsex,” both in the

plural, odntradict such an interpretation. [t is not only “ja" and "ty”
('Moe.'f “Tvoe") but somebody else as well — it also implies "on,""ona,”
and even “oni” Thus, the word “love” must be understood in its
broader meaning and not just as love for a woman. [n the context of
the passage just quoted the narrator's love ié'.directéd to his country
("vozvratit'sja domoj — v stranu OV"). But that is not all, as has been
noted above: other recipients are also indicated and here one is re-
minded again of the lonely Russian widow (in Svyatof Lolodec ),
Bunin (in 7rava zabven 7a ), and many mored who had the same
dilemma to solve, to decide which path to choose  shortly after the
Revolution and during the turbulent yéars of the Civil War,

Bunin and the widow had chosen emigration. The narrator in
Kubik (or rather one part of his personality), guidedBy his love for
his country, decided to remain in Russia, whilst his double (another
part of the narrator'srself) took the path followed by Bunin and the
widow.

But who is the one who has been saved (“{ljubov'] spasla odnogo
iz nas”)? Is it the narrating “I" or his other self — Monsieur the For-
mer Boy? The answer to this question is to be found in the section of
Kubit where the narrator turns into a poodle named Kubik (reminis-
cent of the “talking cat” in Svjatos kolodec, whose master was Sta-
lin). Kubik then asumes the role of the narrator and proceeds to give
an account of future events from tt}e first-person narrator's point of
view (“Pover’te mne. ja sam odnaid-y byl izbalovannoj sobakoj, prav-

da nedolgo”).36
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Like the narrator, the dd&g‘!(ﬁbik sees the world from the out-
side, from a greater distance than his Master, Monsieur the Former
Boy, who views the world from the inside -- i.e. from a closer distance

which considerably restricts his vision. N\is a perspective of a man -

© living in '_luidry. knowing and enjoying \U’ie powér of money, pre-

-accupied with himsell and his own affairs, incapable of foreseeing

- imminent disaster — bankrupicy. In this way he fails to perceive

what is perfectly obvious to the neutral observer (the primary narra-

tor}, or in this case to the narrator’s impersonation — the dog Kubik:

_ fl BHYTPeHHHM UYTheM TIOHHMAA, 918 HMeHHO OHH
KOTAa-HHGYAb pasopaT H orpa®ar Moero XoeduHa, NyCTAT
BCe ero BOTaTCTBR MOA OTKOC,  AOBEAYT ero A0 ONeKH H

NepBHe 30@2&&&1’1&3 HAJ ero K paxoM, IpeABapH-
TeABHO XOROMERBKO /pglua HOM PYKH. (37)

1 6K elfe MHOTOE MOT" pacckasaTh 0 CBoeM XossHHe, Ha-
OpEMEp, 0 TOM, KaK OH B KOE]I¢ KOBLJOB, BAPYT, COBEPIIERHO

/”\ HEOXHAAHHO, MPOropeA A0 TAA H MNPeBLATHACA IOYTH B -

HEJIero, Ho MHe GOABHO 06 3TOM' BCIOMHHATEH, A3 H HeT
OOALIIe BpeMeHH, TAK K3k MOd AYHA CHOBA BePHYAACEH B
TEeAO aBTOPA ITEX CTPOK... (38) _ ‘

[t is significant that the reader learns about the Master's { ailure
("krax") from the dog Kubik and not from the P'rimary_narrator wh.o,
as is evident fri)m\the last part of the.sentence quoted above, appears
to be the aathor of the book as well {("moja du¥a snova vernulas' v telo
av:tora étix strok”). Y I;tiis/liglentif ication of the narrator with both the
dog Kubik and the concrete author may be viewed as Kataev's way of
oonveyin§ to the reader somé idea of the price | 133 had to pay in the
$talin era for his decision to remain in Russia, foris on.alty to his

country and his support of its political system. . '

. L=



76

This double identification also provides the answer to the ques- .
tion asked earlier — who is the one who has been savéd by the power
of love? It is the author (and narrator of £uHif ), who, looking back
and recalling past evenis, regrets the fact of beooming.SUbservient to
communist authority, but does not regret his decision to remain in
-Russia, the “cduntey of his soul” (to use the expl;ession fr(;m Sviatof
kolodec). | .
 Kataev quite freduently expresses his emotional ties to the mg:\"
therland and, as R. Russell points out, "Russia emerges as one of tt{e
most important of Kataev's values...”>® [t is no mere co-incidénce
that m £ladbisée v Skuljanar the writer turns to exploring the
lives and destinies of his ancestors, for they are responsible for his
character, for his inhérited devotion and attachment to his homeland.
Both Kataev and his forebears devoled their entire lives to serving
their olountr'y de_spiie many hardships and disappointments. }ixploring
the lives of his ancestors Kataev takes a close look at B‘imself, too. It
helps him understand his purpose in this world and realize that he is a
link in the chain of generations, that he cannot escape his destiny

which was determined long before he was born:

- .

- OH |zeayuKa)] 8HAA, YTO MOCAE CMEPTH OTHA HX POAOBOS
. THe3Ao OHAO IpoiaHoe. Bce pacmaAoch, PASPYIHACCH...
OcTarack AHOIF TAHHCTBEHHAA CBASH MeXAY HHM, MOHM
AeAYWIKOM, H €70 NpeaAKaMH, H ero 6y AYIIEMH JOTOMKAMH,
o HCTOpHUECKAad CyAb0a KOTOPHX SaKAKYAAACE B 500BOM
s , CAVXeHHH POCCHH... (40) - '

The above words belong to the primary first-person narrator

who app‘éarls in &/adbisle v Skuljanar-as a protagonist of the con-
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crete autﬁor, and as the editor of his forebears’ diaries. As we alr_eédy

'know. these diariés are only an artistic device permitting the author to

introduce secondary narrators, personal participants in those historical
events y}hich the primary narrator knows gbout only from books on
nineteenth-century Russian history. But in view of the fact that this
narrator's forebears took part in certain events not included in his

historical Souroes, he not only turns to the diaries of his grandfather

_and great-grandfather for the information he needs, but even trans-

* forms himself into them and pers'orially takes pari in several of the'

historical events he describes. This rg-ihcarnation in £7adbisle v
Skuljanax di_ffers significantly in character‘frc_)m the narrator’s re-
_incarnation in Svjatof #olodec and Kubik. Inthe latter two works
the reader is constantly aware of the distance which divides the
primary narrator from his successive re-incarnations (except for the
moment when the narrator in Awvbik transforms himself into the boy

P&eikin): in fact he even feels a kind of antipathy toward them. This

is especially evident in £wbsk, as the quotation below will show. As -

will be remembered, the narrator in £vbik briefly transforms him-

sell into a dog, who tells in the first person the “sad story” of his

Master. But before long the narrator, not wishing “olelovelival’ étogo

pudetja,” regains "svoju Zivuju bessmertauju Eeloveéeskuju dufu” and

allows the dog to show a brief but unambiguous characteristic trait:

.2 4 [oyAeAs], K HecuacTho, Kak OHA, TAK H OCTAACE
ZOBOABHO I'AYHHM H AYPHO BOCIHTAHHHM DYAeAeM, H MOH
YM OOCTeNeHHO MOMEPK, KAk HCIOPUeHHHE TeAeBHSOP, H
yXe He crocoben GoAblle HH Ha KakHe oGoOjjeHHa H ab-

CTPAKQHE. (41) .

i

~ —_—
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Of quite a different type is the interrelationship between the
primary narrator and his successive re-incarnations in £78d67%e v
Skulfanaxr— who at the same time act as supplementary story-tellers
(in relation to the primary narrator) — not only because the primary

narrator uses their diaries written in the first person, but also because

At th SENCENE

they appear as hero/§tof‘y-iellers outside the diaries. The. primary
narrator and the secélndary story-tellers (as ! shall describe them
hereafter) are not opposed to each other; on the contrary, they co-
-exist in mutually complementary roles. One could eve‘n say that they
form a unique kind of symbiosis, as' suggested by the passageg‘quot_ed '
on page 61 above (note 4), including the pronouncement by the sec-
ondary narrator, the great-grand{ather Elisej Balej: "Ja prevratilsja v
nego, a on v menja, i oba my%tali nekotorym edinym su§<‘festv\6m."“2

' The feeling of unity with his forebears is also felt by the pri-

mary narrator, who explains the reasons f{or this feeling as [ollows:

UHTag B DePeUHTHBAA STH SAMMCKH, f BCe BpeMs He
TOALKO Ol YIaA XKaK OH CBoe IPHCYTCTBRE IIPH ONHCAHHHX
COBHTHAX, HO AaX e MPHYACTHOCTh K HHM, AHUHOC YHacTHe
B HHX. :

HHOr A2 MHe JaXe KaXeTCH, YTO B MEHd BCOAHAACH AY-

Ma MOero Npajesd H YTe BCe 3TO NMPOBCXOAHAO CO MHOM...
(43) = . L

3

In view of this kind of Spiritiqal link be.tv»_reen the narrator and
ﬁis forebears, it is not surprising to note (as | indicated at the begin-
fing of this chapter) that the grandfather's and great-grandfather's
diaries can be considered to be personal “reminiscences” of the pri:

mary narrator about his former life, or rather the life of the soul
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which has implanted itself in him and his memory.v ;ocomaar;ed 6V,
invading fragments of his former experience in the mortal, material
body of his gréat-grghdfather. This “memory of the soul” leaves its
imprint on the way the narrator perceives the world around 'him. Un-
familiar places, people, or names, remind him of sbmething very fa-
miliar and near to him, 'thoughﬁlong forgotten — as, for example, the,

‘name of the historical site “Skuljany:”

HagpaHHe CKYAHHH ~ camasf §OHETHKA ITOTO CAOBA —
Bo3OYAHAO B MOEM COSHAHHH NPEACTABACHHE O UeM-TO He-
KOT' A2 XOPOIIO MHe BHAKOMOM, HO GAGHTOM, KAX MYBHK2Ab-
Had $pasa, KOTOPYK HEOTAA GNBAeT TPYAHO BOCCTAHOBHTD
B NAMATH. § rOTOB SHA NOPYUHTECH, UTO HHEKOTAR He OH-
B CKyAdHaX. Tem He MeHe¢ NPH CAMOM GBYKe 3TOr0
OBa BOGHHKAA HeACHAH, POMAHTHUECKAd KAPTHHA, ¢ TPY-
M PASAHUHMAS B TYMaHe HPOMLACTO. (44) '

- q |
All the places associated with his forebears (for example, SKu-
Ijaﬁy, where his great-grandfather and grandféther lived); all the his-
torical events they witnessed and which were described in documents

’ .
or literary works, seem to be perceived by the narrator from a dguble
viewpoint — from the viewpoint of his present life and from that & his
former life. These two diametrically-opposite points of perception
1N

result from the distance in time between the observations of a given
historical event. As an éxample, we might look at the historical fact of
the battie at SKuljany between the\G{eek rebels and the Turks < an
event Pudkin describes in his story of ‘the Bulgarian brigand Kirdzha-
li. Note how this event (or rather Pugkin's description of it) is per-
ceived from the point of view of the grandson-narrator (the primary

narrator) and the secondary story-teller, the great-grandfather Balej:
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_ ByAyur NpaBHYKOM C¢BOEI'0 IIpajeda, OUeBHAJA S3THX
COONTHR, g ¢ 0COOHM YAOBOALCTBHEM UHTAA «KHDAXRAAHN»,
Gepd Ha Bepy BCe, UTO HANKCAA [IYIKHE. (45)

i3

This suggests that while from the standpoint of the present,
contem porary world, the grandson-narrator is not in a position to ver-
ify the accuracy of Pu¥kin's description, the fact that he has “dwelling"
within him the soul of an eye-witness to this historical event means
that he is able to see, through the "eyes” of this soul, everything that
happened at this historic time. It is on this basis he points out several

discrepancies between \he scene described by the poet and the scene

" of the actual events:

- OAHAKO B XauecTBe INpajesa CBOTO Bnyxa/-’%ecfb
' MeHS, YTO B CYI[HOCTH, IO CPABHEHHK ¢ BEUHOCTHK OXHO H
TO Xe, ~ g He CUHTAA KAapTHHY HaNMHCAaHHYWL [IYHMIKHHHM,
BOOAHe ROCTOBEQHOH: BPAA AK KapTeub MOIA3 MepeAe-
TeThb uYepes o4YeHb IMHPOKYIO MOAMY IPpyTa H BpdA AH Ha-
UaABHHK KapaHTHHA MOT CANINATH €6 XYXXaHHe. ComHe-
BAXCh TaKXe, UTOOH CTAPHYOK, COPOK AET CAYXHBIHA B
APMHH, OTPOAY HE CANXHBAA CBHCTA NMYAB, — ZaXe €CAH
NPeATIOAOXHTD, YTO OHH GAACTAAH Ha Ham Geper. Bpems
HAO BOSHHOC, POCCHE BeAd HECKOABKO BOMH; BCe €€ OfHILIe-,
PH OHAH Al0ZH 0OCTpeAdHHHE... :
B ocTaAnHOM [IyNIKHH OHA BepeH HCTOPHH. (46)

But the problem here goes beyonld 1he di'screpancie§ in the per-
ception of a few detdils which are éssentially insignificant in view of
the fact }hal Puskin’s story is a literary masterpiece. Here, almost un-
notiéed{'by the reader, Kataev is touching on a much more substantive
question, namely an author’s right to lilerary invention and Tahlasy —
the right to portray a phenomenon or event from his individual point

of view, to enrich it with his literary imagination and let it pass

s
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~through the prism of his. personal feelings and experiences. Kataev

considers imaginatjon and reality to be inseparable “elements.” In
Svyatof Kolodec, arguing with the French writer André Maurois, he

- writes:

" Mopya yTBepXAaeT, UTO HEABS XHThb CPasy B ABYX
MHEpPAX — AeHCTBHTEABHOM H BOODpaKaeMoM. KTO XoueT H .
TOI'0 ® APYTOTO — TePHET $HacKo. {I yBepeH, uTe Mopya
omEfaeTCd: §HACKO TOPNHT TOT, KTO XHBET B KaKOM-

. ~HuByZb OZHOM HS 3THX ABYX MHPOB; OH ce0g obxpasusa-
@T, TAK KaK AHMIAETCA POBHO MOAOBHHH KPaCOTH H MYADO-
CTH XHOHH. : - ’

51 BCOTAA MpeX Je XHA B ABYX H3MEPOHHAX., OAHO Oes
APYTOro GHAO AAS MeHS HeBHIMECAHMO. HX pasAeAeHue
%%aay IPeBPATEAC O HCRYCCTBO AHDO B abCTPAKIHI, AH-

B TIAOCKHHA TPOTOKOA. TOABKO CAHSHEE 3THX ABYX CTH-
XHH MOX T cC34aTh HCKYCCTBO NORCTHHE IPEK pacHoe. (47)

L 3

The role of imagination is also emphasized in £7adb/sle v
Skulfanar. The grandson-narrator often begins his story .with. the
words "vogbraiaiju,‘"' "vifu," "predstavljaju sebe.” This of course re-
minds us of the device already used by- the author in Malen ;('ajﬂ Ze- _
leznaja dver’ v stepe, oaly with the difference that in the latter.
-work, after such an introduction, the narrative continués in the third
person, from the poi,nt‘of view of a story-teller who does not take part
in the events descr'ibe'd, even though he remains inside the intimate
circle of the book's hero (Lenin). He is simply an objective reporter of
afl the events of the past world; the only commentaries are given’
froml‘ihe-point of view of the first-pérson narrator. In £/adbisde v
ﬂ'u//}fnﬂr, on the other hand, the form of the narrative does not
change fo}lowing the introductory words noted above. The subject

~ continues narrating in the fltl‘Sl person and simultaneously acts as bath

N
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a participant in and oom-c'nemalor on the events described. Here there

" is no separation of time between the narrator and the events he por-

trays, as there is in the case of the "lyrical diary” about Lenin. The
very fact that in Lenin's “ﬁiary" all the verbs following the Qord's
"vifu,” “voobraZeju,” “predstavljaju,” are in the past tense; indicates
that the events themselves precede the story about them, whereas in
the "family chronicle” of Skuljany these words are followed by verbs
in the present’tense, thereby underscoring the simuitageity of the

situation and the story. Here is an illustrative example from each of

the books: '
at

\__/..BHXY, KaK /\ACHHH HeC TYrO GaTAHYTHH ROMHAMH JO-
POXHHE TIOPTIAeZ C IOAVIIKOH, KOTOPHH ITHTAaAHCE BH-
XBATHTEL H3 €I'0 KOPOTKOM, K PO PYKH MEeCTHHE §aKHHO
— HOCHABIIHKH, @ OH He AaBaA. (48)

.BEXY AeBATHAETHEr0 MaAbyHKa B KypTouke, BaHwo,
MOero AeAyIKY, KOTOPOro Be3yT H3 CKYASH B OZeccy Io-
CTYNIAaTh B TEMHASHIO.

BaHg BHepBHe paccTAETCH ¢ OTUHM AOMOM, ¢ MATePBK H
OTHOM B ApMERCROM KAITHTAHCKOM MYHAHPO, KOTOPHE CTO-
AT HAa KPHADBLE, TASAA HA A0POXHYI MOBOSKY ¢ BYAROH —
Tax HagNBaeMoR Xaaabyaol, — YBOSSW YK B KAYGaX XOAO-
AHOH YTPEHHeH TIHAHK HX MAJAIIEro CHHA B HOBYK XHSHD.
{49) S ‘

s

A

In the [atter example taken from £/adb e v Skuljanar, the
story-teller {or pr-imary narrator} is not talking so much aboui his
grandfather, [van Balej —, the secondary narrator of this *family
chronicle” — as he is about himself ré‘—ing:arnalec.i in his nine-year-old
ancestor. This explains the p;'esent tense of the verbs, the lack of a

temporal distance between the events and the narralor, and finally

“the continuation of the narrative in the first person.
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And again, just as with his great—gréndf ather Elisej Badej, so too
with his grandfather Ivan, he perceives the world from two different
positions, although in the latter case the difference in peroeptipn of
the world around the main character is principally a factor of the age
of the perceiving subject. The countr_yside along the frontier river
Prut wﬁich seemed to the adult grandson—narrator‘ "a boring flat plain”
is seen through the eyes of the boy-grandfather as "a romadntic locale,
full of beauty and mystery.">0

The world that Kataev portrays through the eyes of children is
always a veritable fairy-tale kingdom, full of beauty, aromas, vitality
and mystery. It {s quite differentlf that the world is percéived by the
narrator as.an adult and as a child in Mafen kaja Zeleznaja dver’
Vv slene (remember_' the description of the French doctor Duboucher};
it is quite differently that the narrator of E’laa'bf.s"c"e v Skuljanarx
(as was noted above) sees reality around him; the way in which the -
world is portrayéd through the eyes of the:boy'PGelkin and the girl
San'ka is quite different l‘rpm the world seen by Monsieur the Former
Boy and Madame the' Former Girl in £wbik, as is evident from the

4
quotation below:

..YBHAEB CO CHAPAGRA TYPHCTCKOTO TEILAOXOAA SAOH-
THA Geper cBoeft OHBIeR POXHHH, OUY€Hb BSBOAHOBAAHCE,
rA28a HX HANMOAHEAHCH CAGSAMH — MOXeT OHTDL, BOPOUEM,
AHIIb II0TOMY, YTO B HX BOCIOMHHAHHAX 3TO MOPS... H 3TOT .
Geper DHAH COBCGM APYTHMH: HEHGMEPHMO ee Ipe-
KPACHHME, TIOUTH CKASOYHHME, MOAHHMH IPeASCTHHX 10~
APOOHOCTER H IMOPASHTOABHO MPOSPAUHEIX, IOYTH CBETH-
Eenxca EPACOK, HA CAMOM Xe AeAe BCe OKAZAAOCH I'OpasAo

AHee H HOKPACHBSE: HOBOPOCCHHCKAH CTeMb, KOTOPYWO
OEH BHAGAH B CBOHX CHaX KOFAA-TO APArofeHHOTO, aMe-
THCTOBOIO [JBOTA, B AYUAX SAROAMIEr0 COAH[, H PEIKO
OYepPUeHHNE BHCOKHEe TAHHAHHe OOPHBEH, COTHH BepCT

//—}
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MOeCYAHNX DASXOR H OTMOAEH, NPOCBOUHBAD[IHY CXBOSh j
MaAAXHTOBYX BOAY, BooOpaXaeMue BHHOr PAXHHKH, HX aH-
THYHHE AHCTH ¢ OHPXSOBHMH MATHAMH XYIOpOCa, — BCe |
3TO NPEBPATHACCH B HEOKYIH NMOAXCY UGDHOR SEMAR, 1£o-
TAHYBIIeHCH HAX HOBHPASHTOALHOR MOPCKOR BOAOR, B bea-
HHH COAHOYHNN SAKaT HeXpPACHBOro, BeGoraToro, KaKoro-
~TO BETPOHO-EPACHOTO, CTEITHOIO [JBeTa 10X GeC[BeTHHM
HeGoM... M He CAHIIKOM AAHHHHR CHAYST Iopoja, HeKOr A
KaGaBIIeToC AYWIIEM B MHEpe.... (S1)

/
1

In this example from £vbsik - the discrepancy between the
scene remembered from youth and the one seen through adult eyes is
even more e‘xaggerated by the longing of the emigrant hefoes for their
native fand. Throughout the years of emigrant life 1h¢ images of the
sea, the seacoast, the cities where they had spent their childhood wefe
preserved in the herces' memory just as their chiid-eyes had seen
them. In fwhik this concept of memory which k:zject 10 neither
time nor space is symbolized by the mysterious let OV, which, as
we _haife seen, are 1o lead the young heroes — the boy Pelkin and the
girl S;m'ka —10the treasures. Having discovered neither the treasure-

-]

-u'ové n@Pathe mystery of the letters they are transformed into weal-
thy Frengl‘l‘ people. % |

As it turns out, however, memory is stronger than wealth. The
mysterious letters OV, which simply stand for “Odesskij. vodoprovod”
{as Monsieur and Madame find out during their tourist trip to the land
of their childhood), haunt ,the herces throughout their wealthy emi-
grant life, “vremja 01-'- vremeni vdrug voznikaja v voobraZenii, inogda
bez vsjakoj pr'iéfiny."52 “Monsieur sees them in his “inner sight” as he
ascends an old Paris staircase leadiﬁg to the apartment of his “secret

girlfriend” Nicole, as well as in the basement of his weal%hy house,
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reached by an “interminably long back staircase_:."5_3 behind the bottles

of mineral water and*fine red wine:

.JH BAPYI OH NOUYBCTBOBAaA ceff CTPaHHO, KaKk OYATO

BH Ha HeTo BHESANHO oGPYIIHAACh CTPaIHAK TAXECTE €Ts.
roJoB, H OH YBHZeA OYKBH OB, KaK O HallHCAHHEE aAMA3-"

HOM NHABI Ha KaMeHHOH cTeHe morpeba, ¥ 3TH OYXBH
33BEPTEAMCE BOKPYT HETO... (54)

As a symbo!l of memory, the letters OV whi.ch Monsieur sees
with his “inner sight” (his soul), correspond to the concept of the
"memory of the soul” in Aladbrsce v Skulfanar. In this interpreta-
lion memory Is not subject to time, and, unlike the material world, is
not affected by bhanges of any Kind. | ‘

Valentina Zegi;s once asked Kalaevrduring a conversation what
his principal creative "device” was. Kataev replied: "Memofy! [ trust
il more than all else — documents, archival statistics, testimonies of

eye-witnesses, even books..." >

But memory preserves everything —
the bad as well as the good in man's life — what he wants to remem-
ber and what he wants to forget. Even death itself does not save
Kataev's heroes from memox"y, since it 15 oﬁly the body that dies
(changes its material form), while the soul continues to “live" its
~etlernal life. Thus we are not surprised by the opening sentence of
Kladbisle v Skuljanar voiced by the secondary narrator, great-

-grandfather Balej:

3

51 ymep OT XoAepH Ha Oepery pexH [IpyT, B CKYAAHAX ...

Ho TAaX KaK CMePTh OKA3aAack BCero AHIL OJHOK H3 $OpM

- XHGHH, TO MO¢ CYIeCTBOBAHHE NPOZOAXRAACCH H JaAblle,

. TOABKO B APYTOM BHJZe.. BpeMs OKOHUATEABHO MOTEPAAO
.+ Halo MHOM CBOX BAACTh. OHO NOTEKAO B PAsHHE CTOPOHH,

~
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HHOrZa JaXe B NPOTHBONOAOXHOM HANPABAGHHH, B MpPO-

mAOe B OYAYIero, OTKYAa OFHAXAH HOSBHACH POZHORN
BHYK MOSTO CHHA Eiaml,?ro 6CTh MOR COBCTBORHNA mpa-

BHYK, IOPasAo BOAee CTAPMHN MEHS 110 AGTaM. (56)

In this same strange way the tale of £72db/8¢ v Skuljanax
is begun by another secondary narrator, the grandfather of the prima-

ry narrator on his father's side — Vasilij Kataev, a priest from Vijatka:

.51 ckoH4aAcd 6 MapTa 1871 roma B 10 acon BeUepa B
. ropoae BATEA NoCAe TAXeAOH DOAESHH, OKPYXEHHNH CBO-
e ceMBe. (57)

and he further continues:

Moe ueAOBeMECKOe COSHANME AABHO YXe IOracAo, HO
B3AMEH ero HAYAAOCh HOBO®, BeUHOe, HeOOBACHHMOE H
HEKOT A3 yX¢ He yracaomgee CosHaHHe, Kak OH HENOJABHX -
HOe, HO BMeCTé ¢ TeM OXBATHBHIGe BeCh CYIeCTBYIOIIHA
mn% BCe ero GeCKOHeUHOe ABHXeHHe. .

HeM, B 3TOM CTPAHHOM HEYeAOBSUECKOM COSHAHHH, 5a-
KAOYAAOCH HeCKOHUaeMOe IPOLACE, HACTOANee H HeCKOH-
gaeMoe OyAymee. B 3Tom MHEpe A IPOAOAXAA CBOG HH C
UeM He CPABHHMO®, BeUHOS CYIeCTBOBAHHe.... (58)

The differences in the narrative situation that can be found in
the three works under discussion ((_Jne first-person narrator in Svya-
tay kolodec, two [irst-person narrators in £vbHs7& — ie. Lhe primary
narrator and for a short time the dog Kubik =, four first-person narra-
tors in £7adbr¥le v Skuljanar) do not affect the way in which the
elements of the presented worlds in,these books are depicted. In
Svyatoy kolodec, however, description prevails over narrative, while
in £uvbik and K/agbisée v Skuljanar the narrative is the dominant

form of presentation, This leads to the conclusion that in Svjaros .
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kolodec space oonsututes the basic 1001 in creating the presented
world, whereas in tubn( and A’!ﬂdbx.s'c"e v S‘A ulfanar it is time.
That, however does not preclude the \presenoe of both these catego-
ries at once in either of the works. All that is meant here is the fact of
the predommance of orI; category over the other.

Keeping in.mind the pomts establishéd at the openmg of the
present chapter, namely, that in all three books the reader is confront-
ed by a subjective presentation of reality, and that the presented
world is depicted in the same way, let us take a closer look at the
function of space and time in ;ﬁ‘vﬂztof kolodec with reference, where
appropriate, to £ubrk and £/adbi¥de v Skuljanar.

The subjective nature of the presented world in Svyaros £ofo-

dec is emphasized by the situation in which the narrator-hero finds

himself:

- — 3amefTe BOAMYKOR. BOT Tak. A Temephb CIHTE CIO-
xoﬁno 51 Bam ofemaw pafcKHe CHH.
THHO? -
aKHe YTOAHO, — CKagaAa OHA H BMIILAA H3 NAAATH.
IIoc:uan 3TOT0 HAYAAHCH CHH. (59)

So it is the dream-state that forms the basic situ.at.ioq making
up the presented world in the book where, in spite of the absence of a
definite plot, it is possible to 'distinguish several spatio-temporal
planes. The first plane is the one which provides the compositional
framework for theibook, that is, the narrator-hero's étay in hospiial —
. or the plane of objectively existing time and space. The second plane

is represented by a vision of life beyond the grave, triggered off by
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the narcotic ingredient in the drug (in'.‘»‘V/}etof Lolodec Kataev stiil
needed a kind of excuse for his “jourriey" into the subconscious, whilé
in Kubik and K7adbisde v Skuljanar he demonstrates absolute
creative freedom). Here, time and space acquire some qualities t_hat‘
are peculiar to fantasy fiction or even to fairy tales. The next or third

plane (the one most extensively developed) consists of memories f rom

the past as ce-lived in the dream-state. The fourth plane might be
"dg@ed asa drea.ms—within-a-dream plane included in the third plane

" (for examplz: Osip Mandel'Stam, the southern city covered: in SNOW,

}.ne woodpe ' er-man, the talking cat). W

There. is yet another, fifth plane — unrelated, however, 'Lo the
presented world. [ will call it thé subject’s (first-person narrator's)
cultural-awareness plane. This comprises the direct’ allusions zi?d‘
Eopes pfoviding information about prose-writing technique, as's};elll-as
the quotations — set out in separate paragraphs and bearing no obvi-
ous relation,. 1o thf; events of the work — quotations [rom poems by .

Blok and Poe, as well as Pufkin's poem-credo Prorok. (Similar

quotations and allusions are found in all Kataev's works of this later

_ -per_iod,fincluding of course Kuvbik and £7adbi8le v Skuljanar )

By immersing the narrator in a dream-state, Kataev creates
unlimited possibilities for taking full advantage of the categories of

time and space. There is no need for the narrator to justify any of the ‘

" changes of place or time in the narrative. (This aiso applies to Lubik

and £7adbisce v Skulfanar where, as one remembers, the notion of
the immortal human soul plays an important role in respect to both

time and space.) These changes occur as a result of association — the

% !

2 , L
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current mood of the narrator plunged deep in his dreams. Withiﬁ the «
‘dream-awar'eness, the two worlds of reality and dream interpene-
trate each other to form (quite outside the dreamer’s will) yet another,
thicd\world, where the waking reality and the dream exist side by
si e(/ﬁi\whe_re things that had a real existence appear to him as

dredms, while the dream-stuff acquires a semblance of reality:

.'//

CoBCTBEHHO I'0OBOPH, BCe STO MHE BOBCE He CHHAOCH, a

" OHAO Ha CAMOM JeAe, HO TaK MYUYHTEALHO AABHO, UTO Te-
Iephb MPeACTAAC NIEPEA0 MHOM B §0pMe JABHOTO, BPOMS OT
BPEMEHH NOBTOPAIeroca CHOBHAGHHA.... U To, uTo panb-
me He OHAO BIOAHE CHOM; & CKOPee BOCHIOMHHAHHOM, Te-

nephb yXe NPeBPaTHACCH B TIOAAHHHEN COH, YAHBHTEABHNA
CBOHM CXOACTBOM ¢ A€HCTBHTEABHOCTEI. (60) .

In this way the reader receives pictures which are detached
from real space and time. Everything is reduced (as it was in Ma-
Jenkaja Xeleznajzs dver' v stene) to the sere and pow of the
dreaming narrator-hero. Whereas space ‘is presented according 1o
the plane in which the narrator happens to find himself, z7zi¢, on ‘the
other hvand, loses its fundamental qualities and again, as in the “lyrical
diary” aboui Lenin, has no present past.or future in the usua;
sense of the words. There is only the “actual now"¢! (10 borrow a term
from the phenomenologist Kocke{mans), irrespective of when the par-
ticular episodes happen 1o be taking place in objective reality. That
could equally weil be the 1920s as the 1960s. The hero seems to be
present at dififérent points simultaneously in the siream of time. That
accounts for the restricted role played by the category of time in

Svjatof kolodec. 1t is closely bound with the category of space,
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without constituting an independent plane. The passage of time may
be observed only as it accompanies the hero's passing from one space
-—— {0 another, or when time itself becomes the focus of his attention:
Bpemd - crp&%as cyB6cTaHgHA, ROTOpad AaXe B §HAC-
COICKHX CAOBAPAX HE HMEOT CAMOCTOSTOABEON PyOpPHKH, 2
XOZHT B OAHOM YIPAXKe ¢ MPOCTPAHCTBOM.... (62)
‘HeBOSMOXHO OHPEAGAHTD, CKOABKO BPOMEHH MPOMIAC,

@CAH HORBBOCTHO, YTO H8 ¢e0a NPeACTABASET CAMO BPeMA.
(63) :

One finds a similar contemplation of the calegory of time in ali
Kataev's books of the 1960s and 1970s. By eliminating time, or rather
b)’z depriving it of its fundamental qualities {continuity and irrevérsi-
bility) and thereby of f unctional independence, Kataev focusses atten-
tion on the eiement of sbace. Space in Svyjato/ kofodec is—not only
the arena where the'evenls — whether of reality, dreams, or memories
— také&™place, bul also a specii: ic mode of expressing the hero's outlook
on life, his beliefs, and his interests; in other words; space reflects the
intended message of the work.

The narrator-hero in Svjarof kolodec is afraid of space that is
cramped, closed-in. Closed places are always associated with immi-
nent danger or 1r0ub$1/e. For example, on the first, or real plane, the
narrator finds himself in an isolation ward, within the four walls of a
ciosed hospital room, waiting for an operation {life-threatening). This
association of closed space with the sense of imminent danger is
transferred from the real plane to other planes where it assumes

various forms.
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Thus, on the plane of dreams withi;l-a—d:eam, where .most of
the action takes place in a closed room (the drawing-room), the nar-
rafor is haunted by the nightmare of the woodpecker-man, who — in
the hero's own words — is but a prelude tq the still more frightful
dream of the talking cat. Similarly, a troubled feeling steals over him
as he approaches_ the goal of his wanderings (the plane of dream

memories}, a vast but closed-in area with a maze of streets leading to

atrap:

[IpH 3TOM BO MHE TIPOACAXKAAO ReTIPePHBHO YCHAKBATS-
¢H.H HAPACTATh NPeAUYBCTBHE KOAAOCAALHON HENIPHATHO-
CTH, K KOTOPOR 4 MPHOARKAICH. (64)

.§ WeA BIepeA H3 YAHLH B YAULY, Mepecekas yoKHe
CKBePH, IPAMO B MHIIEAOBKY, IIOCTABACHEYIO AAS MEHA B
OAHOM H3 SAKOYAKOB 3TOT0, B OCHOBHOM KHPIHYHOrO, A0-
BOABHO CTaporo ropoja. 3Zech MeHA HA KaxJA0M Iary
MOACTePETAAH ABASHHA M KAPTHEH, KOTOPHe H OWYILAA
XaK CHTHaAH DeACTBHA. (65) ‘

Only on the plane of eternity (a vision of the world beyond the
grave) is the hero 'liberated from every kind of threat, danger, and
trouble. This plane is marked by péace, serene spirituality, and a
deep sense of unioq with nature. Descriptions of n;nure in this plane
(open space) are distinguished by a wealth of metaphor and a graphic
~quality of preséntation, a rich variety of colours, all combining to form
pictures\of a univocally positive tone and pitch. Everything here has
its shape, smell, and colour:

4

\j // Boaae ZOMa, Kak H [0A002eT B BeTHHX CHOBHAGHHAX,

0 TAKX¢e HeCKOABKO XYCTOB IODOAUCTOR CHPEHH, [jBe-
TYIIPH NOPAsHTEABHO IfeApo, KPYIHO K KPAacHBO. MH He
¥ BOCXHIJAAHCE OTTeHKAMH e¢ KHCTeR: I'yCTo-



, 92
_§HOAGTOBHMY, IOUTH CHHEMH, AHAOBO-DOGOBHIMH, BOG-

H BM@CTe ¢ TOM TAKHME I'py 00 MaTepHAALHEME,
0CHBAeMHME, TAOTHHMH, UTO HX XOTeAOCh BSATH B PYKY H
NOAGPXATH, K&K TrposAb BHHOrPAZa HAH XaXe, MOXeT

BHTDH, KAk KYCOX XAKOr0-TO YAHBHTEALHOIO CTPOHTEAB-
HOT'O MAT¢PHRAA. (66)

What draws the reader's particulaf attention in this description
is not only the vividness of the p‘.resgntation but aiso the rich mutti-
-dimensionality, achieved by such devices as likening a spray of lilac
to a cluster of grapes, or to the “clay” out of which the artist moulds

his sculptures. Here multi-dimensionality is a characteristic not onfy

of the raceme of the lilac but also of a very beautiful sunset which, be-

sides colour, also has shape, volume, and weight, as though it had been
cast in plaster. On this plane the narrator-hero perceives everything

as having definite shape and volume — “teto dorogi, telo kleﬁovogo

lista, mnogotislennye tel’ca peska (ibo ka¥daja peslinka est' telo), daZe

telo tumana..."57 .
Colours, too, ha\}e an extraordinary quality here — they are con-
densed, bright, very sharp and distinct. One remembers, for example.
the"description of lilac in bloom. The author uses various shades of
the one violet colour: it is never just violet, but almost dark que. or a
purple pink. The hero is also charmed by the hue of the foliage of
distant groves which are mist-blue, with large clusters of rippling
trees, softly rounded like painted clouds, with the beauty of fields
covered with bright yellow strips of charlock, and with the sight of.
ripe barley, each ear of which is heavy, faceted, and well-painted.
k Descriptions of this kind are imbued with the joy of life, reflect-

ing the narrator-hero's own inner need of life full of peace and beauty
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\/) and free of the hdrdships typical of earthly life. Liberated from those
_ passions the her feels his long-lost days have now returned to him,
letting him re-live the same moments once again — this time, however,

more calmly, W? hout the earthly rush:

H ONSTH AKOHAH APYT APYra, HO Teneph 3Ta AKGOBL
OHAQ XKaK OH OTPaXeHHeM B S€PKAAC HAIEH SOMHOR AK-
6BH. OHA OHAA MOAYAAKB2 H BeCCTPACTHA. (68)

¥ MeHS yXe He OoAeA0 ITAeYo. HHROrAA He KPYXHAACH
TOAOB, Hé AOMHAO BATHAOK. ‘
KeHy TOXe HHUETO He TepsaAo. MH NOUTH HHKOTAA He
;: aAH, HH ZHEM HH HOUBX... (69)

Within the vast expanse of that mythically 'ulopian space, time
appears to have stopped.- The narrator-hero hardly even notices the
sun-dial standing in the middle of the lawn. Everythiﬁg is still, ling-
ering in a permanent state of being. The weather is always good and
bracing, always sunny, warm antli mild; ‘likewise, the horse-chestnut
growing by the small "gingerbread” cottage is always in bloom.

' The passage of tirﬁé is régiétered by themhei*o only while moving
through space. But even then time does not function in its usual way
— it does not measure the passage of physical moments in accordance
with its normal direction, from past to future, but just the reverse:
-from the future back toward the present, that present which is early .
on defined as the “actual nqw."

Since time as the “strange substance” is not materialistic, palpa-
ble substance and hence not perceptible to man, it sends out warning

‘signals from the future by means of road signs, i.e., spatial figures. To

ilustrate the phenomenon, here is a concrete example from the text:



94

[OUTH KaXAHR A6HL MH CAZMAHCE B HOBGOABUYIO Ma-
H MUYAAHCH IO MOCCé MAMO CTPAHHOR XHBONHCH H
CPajUrH ZOPOXHHNR SHAKOB, KOTOPHE, NoA0GHO paboTa
abCTPAaXJHOHHCTOB, XOTH H He EM@AH HHYEr0 obyjero ¢
' XHBOITHCED, HO TéM He MeHee PYKOBOXHAH HAallHM XBHXE-
HHeM, IPeAVHPOX A3 K AaBAd NMOHATH YCACBHHM SSHKOM
CBOHX AOMAHKX AHHHH, GATSArOB, KPOUYKOB, TPEYTOALHH-
KOB, PasHOYBOTHHX KPYXRKOB H HOAOCCK 000 BCeM, UTO
DOACTEPEraeT HAC BHEPeJH, TO 6CTh B CAMOM HEXANGROM
OyaypeM.. CHIHAaAN Hs OyAyijero HeCAHCH HaM HaBCTpe-
qy, IpeAocTeperas H NPeAoTBPAMad OlMACHOCTH, MOACTEPe -
TaBliHe Hac 84 KaX HOBOPOTOM BPEMEHH. {70)

The concept of time flowing backward is a characteristic feature
of all of Kataey's later prose. Perhaps it can be better comprehended

from the following diagram:
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This circular structure of time clearly noticeable in Kataev's
works of the 1960s and 1970s {in this case, Svyaso/ kolodec) once
again shows that the cz‘i‘{egory of time is reduced to the ever-present
now, for time flowing in opposite directions (from past to future and
from future to past) “collidgs” at the temporal point of Lhe_ present
which, in the case of Svjato-j kolodec, is a real situation in a hospi-
tal. But at this point the question arises: just what is “the present’? —

is it a second, 2 minute, an hour, a day, or an unmeasured moment?
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_ It is to the indivisible moment that Stanistaw Porgba’!ceduces

the concept of time in Sv/q70/ kolodec. He bases his opinion on the

fact that the story begins and ends with one particular scene at a little
water-spring, where the slory-teller'first thought of the book ar;d re-
minisced about his life. In my opinién the setting which frames the
story is not the scene at the well, which relates only to the dream-
-world, but rather the real situation tn the ﬁospital. Thus time in the
narrative is not a “moment;” it is equivalent to the objective time the
hero spends under the influence of the narcotic.

It should be added here that the time of the real situation in‘the
hospital is to be considered simultaneously as the plane of narrative
time — the plane which exists outside the consciousness of the
“sleeping” hero/story-teller. Thus time here is subject to calendar
measurement; it is physical time flowing in the usual direction, from .
the past to the future. At the moment of awakening {rom his nacrcotic
.sléep the hero quite consciously feels the passage of time which his
life depends on. Realizing the danger threatening him, he impatiently
awaits the end of the operation — “Xot' by étu opuxol’ skoree vyreza-
1i"72 — and even complains that the operation necessary (o save his
life compels him to spend time in the world of dreams, wherein time
“bezysxodno dlitsja.. celllju ve&nost’." 3

In real earthly life, time, in its inexorable forward flight, con-
stitutes a form of a threat to man, a threat to his existence. Here in
the plane beyond the grave, on the other hand, it serves as a kind of
protective shield, protecting him from impending surprises'of a more

or less unpieasant nature. What still remains inexorable, even in this

-]
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"paradise” beyond the grave, is human memory (one recalls the letters

.0V, symbol of memory, in £wbi4 and the “memory of ‘the sou!” in

Kladbisde v ﬂ'u/jma&). Memories triggered off by the sight of his
children (daughter Giena and son Sakal) and granddaughter translate
the narrator into a different plane, that of dreams-within-a-dream, to
the legendary city of carpéts where the nicé militiamen stand at the
crossroads directing the disorderly fall of snowflakes resembling huge
wads of cotton-wool — in other words, to a closed space wherein the
narrator, deprived of the shield of protective signals from the future,

is being pushed mercilessly forward by his importunate companion,

the woodpecker-man:

..MH OHAHR Kax ABa KATOPXHHKA, IPHKOBAHHKE K OAHO-
My AApY. S YMHpPAA, 9 DaZaA, 2 OH — MOR TATOCTHHI CITY -
THHE — §e8XAAOCTHO TOARAA MeHA KYA2-TO BCe JaAblIe H
AdAbHE. (74)

Even movement through space is not associated here with the
passage of time but with continual imminent danger — a struggle

. against death:

.MH A@TOAH B CTOAHIY HaméW POAMHH HA COZAPOrai-
IemMca OoT oOAeJeHeHHS MACCAXHPCKOM CaMOAOTe, H
CMEePTH AGTEAA PAAOM C HAMH, KaX ANH MHT roToBag pac-
CTPOHTD BCe HAll IAAHH... B TeUeHHe yaca MH HabexaAH
THCAUY CMepTeRt.... (75)

Under the impact of the narrator's memories and dream haljuci-
nations, the peaceful serenity of the world around h}'m on the plane of

eternity is lost. Everything has drastically changed. There is no more
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fairy-tale garden with its “free” pine, lonely and beautiful in its inde-

. pendence, with its blossoming lilacs. There is only the dark garden,

the broken fence beyond which “sprava nalevo tjanulsja kanal, po ko-
toromu besfumno, na urovne ploskoj zem!i, s poga¥ennymi signalami.
kak by tekli nizkie motornye bari, napolnennye oen' va¥nym i oden'
tjiaZelym gruzom;"7® there is also a square which is engulfed "moroz-
nym tumanom, tak &to nel’zja bylo ponjat’' — &to éto za plo¥éad' "7’

The world becomes increasingly more aatural, earthly, dull.
The natural hues grow pale. Ihcidentally. this ts very similar to the
way in which the narrator perceives the world around him during his
tourist trip to the United States in search of “the real America” The
few descriptions of nature in this latter account are devoid of any

bright colours and form. Everything is presented in dark, cold tones.

" The sky is of a nondescript colour (“odnoobrazno goluboe nebo”),”®

polished by the Mexican wind “ostrym, kak naZdak, xolodnym, bespo- |
$¢adnym™”? which drives the long, flat Pacific waves onto the Califor-
nia beaches. These waves are just as wild and hostile "vsemu Zivomu,
kak i te zlye &ajki, kotorye na raskinutyx kryl'jax nosiatsja nad nimi,
ogladaja okrestnosti ubijstvenno mexanideski kofat'imi krikami."®

A similac hostility and unapproachability characterizes the
landscape of Aﬁlér,i_can cities with their empty, brick-built streets and
their black stone staircases leading straight from the street to separate
front doors on the first floor.” |

That sense of alienation, coldness, and unapproachability typi-
fies all of America — the land of “novyx cezarej v demokrati¥eskix

pid¥akax,"8! a land where a man's worth is determined by things,



- 98

When comparing the presented world as .delineated in its re-
spective planes, one cannot fail to conclude that Kataev's objective was
to present a set of extreme opposites. This is-particularly true of the
setting of those worlds within which the narrator is living and- which
determines the scope of his activity. Especially striking are the differ-
ences between the two planes presented —.the plane of eternity and
the plane of dream-memories of the trip to the United States. While
) in the former case the narrator did not regisB'r,my presence of earth-
ly civilization, in the latter case he begins to notice proble ms associa-
_ted with that civilization — problemSs. resulting from human passions
and wrongly set goals. This world of earthly civilization is presented
as a closed world, not only because most of the various episodes take
place within a city setting, but more significantly because after his
fruitless search for the “real America,” all America appears to him as
a closed world, a beautiful artificial country — like Disneyland — a

country that seems to have lost its soul:

Tenmepr AMEPHKA INOUTH COBCEM HOTEPAAA AAS MEHS
HHETepec, OHA KAk OH AMNIMAACh AYINH, HAIOMHHAA NpeAe-
CTHY® HCKYCCTBOHHYK CTPaHy Bpofe AHCHeHAaHZa. 3a-
YeM d CI0AA TAK CTPACTEO CTPeMHACA? (82)

For all her vastness, America with her swelling problems has
become too cramped a place to livg for all her inhabitants; though

vast, it is still a closed space:

.. YBEAeA EZBYX MOAUYAAHBHY NMONYTUYHKOB B HPOTHBO-
NOAOKHHX KOHJaxX :]r!ycroro CaAOH2 MePBOro KAacca., OAHH
- BELA WepHHM, AQYIOH BOANH... STH ABa rpaxjaHuHa Coe-
AMHOHHHX [ITATOB, CTOAb UyXAHe APYT APYTY IO BCEMY
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CBOGMY U6AOBOUGCKOMY OOAHUBIO H BMECT® ¢ TOM CKOBAH-
 HHE MOXAY CoGOR HePACTOPRHMKME YSAMH ADSBHOT0 Ipe-
CTYIAGHHS, B KOTOPOM HH OAEH HS HHX He OHA NOBHEH,
BHAH COGAHHOHN BCOM MOIILI AMEPHEAHCKOR ToOCYAap-

. CTBeHHOCTE e[ie¢ OSOoA¢e IIPOUHO, WOM $a8H SeMHHEX CYTOK,
.KOTAa Ha Hamled MNAaHeTe OXHOBPEMEHHO CYJJeCTBYMT,
NPECAGAYH APYT APYra Io NATAM, GeAHNR AeHb B 4epHAA
HOUB CO BCOMH o€ YMHNMY CHORHAGHHAMH H NOJAABAGH-
HHMH XeAQHHAMH. (83) ‘

But despite the swelling race problem which has its roots in the
pasi (*drevnee prestuplenie”), there is a hope that America will solve
this problem in the future, and this hope lies in the young generation
of Americans, the young school-boys and -girls, who waltching a love-
-story movie are not ashamed to weep ovc:rj'ne broken love of the
whitle Romeo and the black Juliet.

The same may be said about all Kataev's works under discﬁs-
sion in this study. -While they indeed seem to be pessimistic about the
world of adults, they are saturated with the younger generation's
optimism for the worltd of tomorrow. The passages dedicated to chil-
dren and young people are the brightest spots not only in Kataev's
later prose but in his writings of the previous decades as well. Three
of his fater works in particular — Jrava zabvenja . Razbitaja
Zizn, ii vol$ebny/ rog Oberona; and A /mazn_ Vi Mmof venec —
deal mainly with the worid of the young; and these will be discussed

in the following chapter.
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NOTES
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'Kataev, £/adbisce v Skuljanax, Novyj. mir. 10 (1975), p.
164. All further references 1o £/adbisce v Skvfjanar are io this
source, :

2 /bid, p. 34.

3/bid., p. 148!

1765d, p.33.

5_R.'Russell, “Oberon’s Magic Horn: The Later Work's of Valentin
Kataev,” in Russian Lilerature and Criticism. Selected Papers
from the Second World Congress for Soviel and fast Furope-
an Studies. Ed. Evelyn BriStol. (Berkeley: Berkeley Slavic Specialties,
1982), p. 182. s -

& Trava zabvenja, p.341.

7Svjatof kofodec, p. 163.

A .
8 /bid, p.212. . - g

Kataev, £ubik, in his Sobrapie solinenif v devjali tomax

{Moscow: Xudoiestvennaja Literatura, 1968), vol. 9, p. 450. Alf fur-
-ther references to Avhs£ are to this edition.

10 /pid, p. 454. - \
U kladbisée v Skvljanar, p. 60. ‘ : \/
12 /pid, p. 41.
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13Terms used by Melvin Friedman in his-book Stream of €on-
sciousness: A Study in Literary Method (New Haven: Yale
University Press, 1955). See also Robert Hupphrey, Stresam of
Consciousness in the Modern Novel (Berkeley: University of Cali-
fornia Press, 1955).

- " !48ee for example R. Russell, "Oberon’s Magic Horn.., " op. cit.,
p. 183 also B. Sarnov, “Ugl' pylajuddij i kimval brlaca]us‘én Vopro-
sy literatury, 1 {1968), p. 21.

I3R. Daglish, "Kataev and his Critics,” in Kataev, Jhe Grass of
Ob/ivion (London: Macmillan, 1969), Introduction, p. iv.

16A Drawicz, “Walentyn Kataev, pisarz najmiodszy” in his
 Zaproszenie do podroZy. Szkice o [iteraturze rosy/skiej XX
wiek v (Krakow: Wydawnictwo Literackie, 1974), p. 223. (My trans-
fation.)

17 fpid.

8 £ubik, p. 469.

19 swamj kofodec, p. 218,

20[[710’ pp. 219, 220.

2l 7pid, p. 227.

22 P. Reilly, America in Contemporary Soviel Litera-
ture {New York: New York University Press, 1971), p. 137.

M Svjatof kolodec, p.201.
24 1pid, p.235.

250n this subject one remembers the words of Sinjavskij and
SolZenicyn guoted in the Introduction {notes 16 and 17).

26 syjatof kolodec, p.241.
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21k /adbisle v Skuljanar, p.170.

Zsfbmxf, p. 449. -

29 /bid., p. 451.

30764,

M Trava zabvenja, p. 344.

328ubik, pp. 468, 469.

33/&1’0’.. p. 484. -

M /bid.

35Maﬂy eminent represe'ntativc;s of . Russian lite'rature. énd
culture found their place in communist Russia only afier passing
through a stage of agonizing doubts and harrowing soul-searching —
Valerij Brjusov, Osip Mandei'$tam, Andrej Belyj). Anna Axmatova, to
name only a few.

36 fubik, -p. S06.

3 1b14d, p.‘507.

38 /bid. |

3%9R. Russell, Valentin Kataev (Boston: Twayne, 1981), p. 147.

W /adpi¥le v Skuljanar, p.91.

W gubik, pp. 507-—508.: \

R L adbisde v SJ(’U/J‘;}?HJI, p. 33.

_ B rbid, p. 157.
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47 Syjarof kolodec, p. 204.

8 Malen kaja Yeleznaja dver'v stepe, p. 13.
49/&730’[)1’.&‘8 v Skuvljanar, p. 43.-

N /bid.

SULubik, p. 469.

32 /pid. p.473.

53 /pid., p. 535,

S /bid,

55V Jegis, “Goluboj fonar’ ve&noj vesny,” Soverskaja kultura,
4 August (1978), p. 4 ’

56 f/adbise v Skuljanar, pp.30,32-33. 7
57 [bid., p. 139.

B /brd.

5 ;S‘V/}?toj Lolodec, p. 145,

\Nf

80 /pid., p. 161.

61], Kockelmans, Phenomenology: The Philosophy of £d-
mund Husser! and [Its [nterpretation (Garden City: Anchor
Books/Doubleday, 1967), p. 132.
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CHAPTER 111

THE AUTOBIOGRAPHICAL NARRATOR-HERO IN 7RA ¥4 ZABVEN'/A,
RAZBITAJAZIZN' [LT VOLSEBNT/ ROG OBERONA, ALMAZNY/
MOJ VENEC

—

In Kataev's next three books, which will be examined in this
chapter — namely /rava zabvenja Razbitaja Zizn’, and Almaz-
nys mof venec — as in his previous works, a significant role in their
internal structure is played by a type of narrative, which (in losif’
Grinberg's words) is “emphatically autobiographical and in ‘Trava
zabven'ja’ ?ven partly historical”! The Soviet critic's observation is
true, but evén in these “autobiographical" works one cannot complete-
ly identify the hero/story-teller with the “concrete author” of these
books, since the hero, in my view, is’ merely close to the author and
can be considered his double 6nly to a certain degree.

While many events, facts, and details of Kataev's own biography
'co-incide with thoge described in his novels (especially in Ma/en ka-
ja Zeleznafa ’dver’ v stene, Svialof Lolodec, Kubik, and £7adbi-
§ce v Skuffanar}, the three works now under consideration are far
less biographical than they ma}} seem at first glance. It may seem
that the writer is creating “novels” from his own life and putting him-
self in the place of his lyric heroes, but it is not the writer himself

(even though in each of his lyric heroes there is a “part of the author's )

A



heart and soul.”)? And this is much more significant than t

-incidence of the naovels’ events, facts and biogr'aphical details wi
those of the concrete author's own.-life. While the lyric heroes wh
simultaneously act as narrators in /rave zabvenjya, Razbitasa j
Zizn’, and A/zzz:eznyj aof venec, appear under the name of V

lehlin Kat,aev‘, the "biographical” aspect of these books is more ar@j:ic
and fiterary than it is factual. InIA/mzzny/’ mof venec Kataev

writes; -

YMOAfII0 UHTATeACH HE BOCIIPHHHMATL MOK pPaboTy
'KaK MeMyapH. TepumeTh Hé MOTYy MeMyapoB. [oBTopdawn.
3TO CBODOAHNHA MOAET MOEH $2HTASHH, OCHOBAHHMH HA HC-
THHHHX IPOKCIIECTBRAX, OHTL MOXET, H He COBCEM TOUHO
COXPAHHBIIHXCH B MOSH MAMATH. (3)

This applies, moreover, to the .01her works examined in this
chapter. wherein the writer does not so much re—cohslruct his biogra-
phy aé much as 'h_e shares with us his compléx feelings and reflections,
which inevitably awaken certain personal recollections in one's soul.
Kataev in his reminiscences forges a u\ity of two radicaily different
fictional worids — the subjective wdrld}of the lyrical ego agﬁ the ’ob-
jective world of surrdunding phgnomena wh”ich blend into an org'anic
\izhole; complementing each other in a single structural pattern. De-
scription goes hand in hand with refleclion, evenls with the feelings
they evoke.

Kataev writes down his reminiscences, following Lev. Tolstoj,

"bez porjadka, a kak pridetsja™ (“with no [particular} order, but as

they come [to mind]") disregarding not only chronology. but even
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'physical time. Kataev had already noted in £whHs£ that chronology
“only harms true art,” and that time is “the artist’s chief enemy.”> In
Razbrraja Zizn' the writer once again points to this characteristic

quality of his later works:

. -

Monpo6yio BaHATECH BOCIIOMHHEAHHAMH HMEHHO TaK, Kax
copeTyeT ToAcTod. 0Ges NMopAxKa, a KaK NPHAETCH, Xax
BCIIOMHKTCA, H 8a0HBAS IIPH 3TOM, UTO HCKYCCTBO HO Tep-
TIIHT COBHATEABHOCTH.

Mlyckaft MHOK PYKOBOAHT OTHHHE BoOOpaxeHHe H UYB-
CTBO. (6) '

Kataev returns to this concern in A/mazny/ may venec and
calls his book a “composition” (“solinenie”) and even a "lecture” hav-
ing "neither definite form nor chronological structure.” In this way
Lhe writer also touches on the problem of the genre of his new works.
However, just as in Malen kaja Zeleznaja dver’' v stene, here 100
he is unable to find the precise term-to describe the genre character-
istics of Razbrtaja Zizn, frava zabvenya, and Almazny; mos
venec Discussing ﬁis work on a new book in an interview with L.
Antopol'skij, Kataev refers to Kazbstasa Fizn' as a “series of child-

hood stories,”® and further notes:

B Moeft KHUTe 1 XOTeA 6H 06beJHHETD NPHOAHSHTEAD-
HO ABECTH NATBAECAT TakuX HcTopul. Hamucano moka
MeCThASCAT. JAKOHUY CMepBa BUepHe, a MOTOM oA, HaBep-
Hoe, OYAY HepeNucHBaTh HabeAo, H; HaBepHOe, IOAYUHTCH
HOYTO BpoJe POMAHA B PaccKasax. (9)

Note that it is not 2 “novel,” but “something like a novel.” Such a

rough description of the genre of Razbitaja Zizn' is not surprising if
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one takes into account the writer's later remark on this point in A4/-
maznyf mof veneq where he notes, among other things, his refusal
to recognize the “diviston of prose.ipto gemjes.“'o In the same book

the author offers a simple acknow‘ledgement that A/ma.zn}'f/' mof

venec is

He poMaH, He paccKas, He MOBeCTR, He N03Ma, He BOCIO-
MHHAHHSA, H¢ MEMYAPH, He AHPHUSCKHA JHEBHHK ...
Ho uto xe? He ggawoo! (11)

This acknowledgement in A/mazny; mof venec reminds one

of a similar passage in Jrava zabvenjja:

.ECAH He MeMYapH, He POMaH, TO YTO Xe f ceHyac M-
wy? OTPHBKH, BOCIOMHHAHHSA, KYCKH, MEICAH, CIOXETH,
OYepKH, 3aMeTKH, UHTATH... .(12)

By not lending themselves to claésification by genre, Kataev's
..x/ books demonstrate that artistic freedom of the writer he was strivi'ng
for in his articles of the 1950s (see Introduction) — the {reedom char-
acterizing the genre of “lyric prose” to \vr}ich Kataev's later works may
be said to belong. This genre has its owﬁ kind of life. Not only does it
reflect surrounding reality, but one of the objects it directly portrays
is the inner, spiritual world of the narrator himself, his consciousness.
The artistic iﬁterpretation of this world _requires a different structural
pattern, in which plot, chronology, and objective causal relationships
become an obstacle for the creative freedom of the artist. Here the
foreground is taken over by association, mood, feelings, lack of contin-

uity in the development of thought, fantasy, and imagination,



_ . 1o

The aboye—méntioned characteristics (as we already know {rom
the two preceding chapters) also belong to Kataev's new style of writ-
ing, which the writer himself called "mauvism” (:mov.r'zm ).— from the
French word mauvass (bad) — in order to distinguish it from his
“good” prose of socialist realism. [ will not dwell at length on this
problem for two reasons: first, [ do not -believe this term is vyorth
treating seriously (as some 'critics have done in discussing Kataev's
“new" prose),!3 and second, the characteristics of this new ‘literary
school” which the writer “invented” become self-explanatory as one
analyses Kataev's works of the 1960s and {970s.

As was mentioned above, Jrava zabven fa, Razbrraja Xizn’
and A/mazny/ mof venec may bear a resemblance at first glance to
autobiographical reminiscences. The writer takes the reader back to
the time.of his childhood (Kazbrtaja Zizn' il volSebnyy rog Obero-
na) and youth (7rava zabven ja, Almaznyf mof venec), focus-
sing on himself, his inner wor(d, his feelings and moods, as his major
theme. As the writer emphasi;és,- however, he is not writing memairs
but rather artistic prose, in whiéh specific facts recede into the back-
ground as they are passed through the prism of personal experiences.

All three books are characterized by a masterful description of

‘heroes and facts, both fictitious and real. As he moves from reminis-
cences to fantasy and invention (for which‘ the reminiscences provide

only the initial impetus) the reader barely notices the transition and is

ready to accept not only fictién ag fact~ but also, by the same token,
the lyric hero as the concyete authdr. The first-person narration is es-

pecially deceiviﬁg,‘ as i§"the profession of the subject-narrator — in all
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three books he appears as a poet or writer (thereby co-inciding with
the profession of the concrete author). |

The three books discussed in this chapier may be considered a
kind of trilogy, although the individual works were not written in
chronological order. As was noted in the Introduction, 7rava zabve-
nya was written in- 1967, Razbiraja ¥zn’ in 1972 and A/maznyy
moy venec in 1978, But from the point of view of the events por-
trayed in these books Razbirasa Zizn' should be considered the first
"novel” in the trilogy. Here the narrator talks about his childhood and
early youth (in this case to a specific listener — his granddaughter).

Almost as a direct continuation of this story, the events de-
scribed in 7rava zabven ja concern the first literary ventures of the
not-yet-established young poet in Odessa both before and after the
revolution, along with his friendship with Bunin and his acquaintance-
ship with Majakovskij in Moscow during the NEP period. .4/1113217}//
moy venec carries on the narrative of 7rava zabven ya especially
the part devoted to the Moscow period in the narrator’s literary life.

The focal point of the story — a story rather disorganized, and
written "bez porjadka, a kak pridetsja” — is none other than the
reader-listener, the direct addressee of the narrator's story. As
indicated, in Razbitaja 2izn’ the narrator shares his reminiscences

with his granddaughter:

HUTaK, zoporag BHYYKA, XOUellb, 4 PACcCKAXY Tebe Bes
NOPAAKA, A KaK IPHAETCH NP0 OFHOI0 MAAEHLKOI'O MAAb-
YHKA ¢ KPYTARM [IPOCTOAVIHNM AHIOM, YSKHEMH TA3GKA-
MH, 0ZETOTO, KaK ZeBOYKA, B IIAAThHIEe ¢ IHHPOKO Haria-
X CHHEMH NACOHHMHE CKAAAKAMH. .
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Camoe YAHBHTEABHOE, WTO 3TOT MAABYHK OHA He KTO
HHOR, KaKX 8 CaM, TBOA CTApHA-NIPECTAPHA AeAYIIKA C CY-

XHMH PYKaMH, NOKQPHTHMH KODHYHEBHMH MHTHAMH, TaK
HASHBAEMOH FPEUKOH. .. (14)

Such an immediate listener is absent in 7rava zab._unﬁ Ja, but
the narrator addresses the reader in his lyrical'digressions. as was the
case with the books analysed in the preceding chapters. The listener

., appears again in Almazny mof venec, and this timé it is not just
one listener, but a whole classroom of student@dyi.ng Russian lan-
guage and literatuye‘ These students constantly change: they are stu- |

dents at English,-French, and ltalian universities — countries where the

narrator travels to lecture on Russian literature. Thus, for example, in - -

ltaly:
Cel9ac § BaM, CHHLEPH, PAacCKaXy, KakHM obpasoM Ic-
ABHACH Ha CBET 3TOT POMAH. (i5)
In England:
PomaH «ZBeHaANATL CTYAREB», HAZEKCh BCe H8 BacC WH-
TaAH, H 1 He OyAY, AeAH H FaMHABTOHH, (16) ero HoApobHO
pasfHpaTh. (17) i !
. |
- & ’\
In France: ’

BH XOTHTe 'elge yTo-HEOYAL Y3HATH O MyAaTe?
yCeTaA. Jla H BpeMd ACKIHH HCYeplaHo. BIpodeM, eCAH
YrOAHO, HECKOABKO CAOB. (18) -

The presence of [isteners in the writer's “novels,” especiaily ac-

tive listeners like those in A/maznyy ézoj venec who ask questidns
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‘and demand clarifications from the narrator, or supplementary -i-nfor-
mation, or simpiy a continuation of the topic, help pave the way for a
freer structure of these warks, a freer transition from one topic 1o
another, and even for frequent repetitions of the same topic or succes-
sive descriptions of the same character from different angles, in dif-
ferent lights.

The listener appears in only two of Kataev’s three books under
discussion, but this only re-inforces a particular trait of Kataev as a
writer: while maintaining a sense of continuity in once-establisﬁed
topics, characters, and patterns, he simultaneously makes constant
variations in his means of expressions, trying new ones, experiment-
ing. Like the artist who returns many times to the same persoh. land-
scape, or still-life, and paints them at different times of the day or
year, under different lights, chooses different perspectives, and each
time in péople‘s faces, flowers, trees, and other objects discovers for
himself something' new, something he has not seen before, Kﬁtaev
returns to people and events which have caught his attention before,
s0 as to look upon them from the distance of time, to imbue his picture
or portrait with néw meaning, a new significance, a new authenticity.

' A good example of these constant returnings for such a pur-

pose is his story Zolotoe pero (The Gold Nib) written in 1920, in

which Kataev draws a satiric portait of the academician Sevelev — a
character representing Bunin. Bunin is seen altogether differently by
the lyrical hero of 7rava zabven ja abook writlen some f 1f ty years
fater. A similar example may be found in the character of Péelkin, the

implied author's hero-protagonist who appears in £vbik, Trava za-
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bvenya, and in the 1980s work Junoseskif roman'® Examples are
endle;s.

[Cis interesting to note that it is not only the concrete author o
Trava zabvenjya, Kubik, Sviatos kolodec etc. who keeps re-
turning to old topics, characters, motifs, and situations. This returning
is also a characteristic trait of his lyric heroes appearing on the pages
of these novels. |

This is especially true of the three books examihed in the pres-
ent chapter. The world they portray is inconsistent, in a state of flux.
Everything floats in an unsteady equilibrium. Every object, every
person, every situation, can disappear, vanish, or be transformed at
any moment. The dynamism and instability of images is fully defined
by the lyric hero's tréin of thought: in resurrecting the days of his
yoﬁth, he unceremoniously mixes together events, years, places,\and
experiences.2? As in the books discussed earlier, plot lines yield to
“associative” relationships and specific information abdut the novels’
heroes tends to be scattered throughout the whole narrative. Every-
thing becomes subordinate to the subjective perception of the narra-
tor. The reader (or list'ener) recognizes people and periods not on the §
basis of chronological order but by virtue of his participati—dn in the
narrator's own experiences (on the role of the reader-listener see pp.
112-113 above).

The world portrayed in 7rava zabven'ja, Razbitaja Zizn’
and A/maznys moj venec -is a world re-constructed in the memory
of the implied author. This re-construction of events of the past as

well as of the participants in these events is brought about largely
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through.the device of retrospection. A particular period in the narra-
tor’s life is illuminated twice, as it were — both at the moment the
event actually occurs and from the perspective of years gone by.
Writing from the Qoint of view of the "present,” the narrator reflects -
on his experience &f the past and gazes intently into the future. [t is
as if he is subjecting himself to a peculiar kind of “split personality:"
on the pages of these three books (as earlier in Ma/fen kaja Xelezna-
ja dver' v stene) he appears as both hero and an ordinary charac-
ter as well as in the role of implied author. |

Along with this “split personality” of the narrator, it is possible
to distinguish in these works two different planes of narration — the
plane of the described world and the plane of the narrative situatizm.
The first of these belongs to the narrator-hero. The second includes
the numerous digressions of the implied author which are a direct
manifestation of both his attitude to the described \;vorld and his re-
marks to the reader, the fatter indicating the "genre” of the work and 4

the transitions from one theme to another. These two themes together

make up a rather fragmented picture of the described world and its

inhabitants. {

The\/mb t vivid example of this-dichotomy is the
the three bodks under consideration (or rather the/fir:
title), namely Kazbitaja Zizn' ilf ‘i;alféb};j//' rog Oberona?!
not o the title. In two of the stories which make up this rat
unigue “novel in stories” the implied author returns to this problem in
his lyrical digressions, emphasizing the interrelatedness of man, time,

and their role in artistic creation:
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BpeMa pasbHAO MOH BOCIOMHHAHHS, KaK MPaMOPHYI
MOTHABHYX [IAHTY, ABIIHAC HX CBASE H ITOCAEAOBATEABHO-

CTH, HO BMECTe ¢ TeM COXPAHHAO HX NOAPOBHOCTH, HEHC-

TPeOREMEE HHKAKHEMH CHAAME... (22F

5

-

Compai"'mg his life with a'ByzanLine mozaic, which he describes
as a “collection of skilfully laid out fragmeﬁts of smalt” (nabog rskus-

no vylofennyx kubikov, nakolotyx iz smal 1y),23 he nofes:

~Moxer_ , H3 TOAODHA HAKOAOTHX KyOHKOB KaKoM-
“TO CBOTHOHCH CMAABTH ONAA BHAOKEHa TAXEGAAR Das-
ggae'rm AOCKA MOER XHEBHH CO BCeMH €€ XHBOIIHC H
IZPOOHOCTAME, CHAWAaAd KeM-TO INPeBPalleéHHA® B:0T-
AeALHHe PasHOJBETHHE CTeKAOBHAHEE KYOHKH, IOTOM CO-
OpaEHas B OAHY KApTHHY H B KOH¢ KOHIOB pasApobAeH-
Had Tgpeuenem — HOTePABIAS §OPMY, HO He NOTepABINas
g;m — ¢ TeM UTOOHN CHOBA OHTB HPOBPANEHHOH B OJHO-
s 0e, IIPEKPACHOS L[eAOE... (24)

%

-
But in order to gather again this “lost form” qr time-fragmented

“mosaic of life” into one unified whole, a “magnificent whole,” one
must possess the magic power of the legendary Oberon’s horn, which

appears here'(as it did in Malen kaja 2eleznaja dver’' v stene) as

a symbol] of art; >, L

ECAHM 3TO AMIIL KYCKH pasOHTOH BpeMeHeM Ha WacTH
KAPTHHH MOeH XHSHH, TO, MOXeT OHTE, por OfepoHA
obAaZaeT BOAMEOHOH CHAOH He TOALKO BHSHBATEH 3ABIOB,
TO TaKXe COCAHHATH pasbeiuHeHHEe H PasOpocaHHHe B
DeCcOPAAKE OCKOAKH B eAHHOe JeAce, NPeKpacHoe, Kak
BHBAHTHHCKAA MOBAHRA? (25) '

As was already mentioned above, the fragmentation or mosaic-

.

-like quality of the described world is also characteristic of thz ot'ﬁer

two books of the “trilogy” — 7rava zabven ja and Almazny; moy

/
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venec. These books present a unique kind of challenge to the reader”,
- the challenge to re-co.nslruct the narrator's “shattered life” (razm't.?réfé'-
Jja Zizn ’).,Jto gather it together into a unified whole — like the mulli--w':'-'
-coloured mosaic, in which the indfvidual “fragments” (osko/f7) may |
be laid out in various combinations without detriment to the final
over-all picture, Tf;is is What.permits the multiplicity of pictures,
whose final effect will depend on the partiéular approach ol individual
readers, on their power of imagination and their skill in using that
imagination — an imagination which (as is shown by the works under
consideration) can réplace the mdgic power of Oberon's horn.2®
%Malﬁ'ﬁg about the fragmentation of the nacrator's life, hqw—jﬁ:
'ever, we must c\pnsider not only the physical and spatial dimensioﬁﬂ
but also the temporal. Each individual “fragment” (os&o/fof ) of this
life..has a different position in the flow of time. Like the whole de-
scribed world-in these three books, time is obedient to memory, to the
imagination of the narrator. It does not flow by hours and days; ra-
ther it is an interlacing of various points of time brought together by
the personality of the narrator, telling his story from the point of view
of the present. Points of time in the past and future are all joined to
and interwoven with the present. What is important to the narrator
of these bool‘cs. is the "moment at hand” ( danny/ mig) —:he moment
at which he finds himself and from which he directs his story to his
readers and listeners. Note the narrator's own words in the form of a’
lyrical digression following his presentation.in front of“the English

students’ class in Almazny; moys venec:
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{1 roBop ACBOABHO CBABHO, IOBTOPSA yXe MHOIC pas

FOBOPEHHO®, A B 3TO Xe CAMoe BpeMs, Rak Ol mepecexas

'  EPYT APYyra OO PASHNM HAINPABASHHAM H B PASHHX IACC-

KOCTAX, IepeA0 MEOA NOSBAAKNTCA BOTHHE HooOpaXeHHS,

TAaBEHCTBEHHHM O0PasoM BOSHHKAWIIHE HS IIPCIHIAOrO, HS

HacTodQero, Aaxe s OyAylgero, — NOpoXAeHHE ejje He

pasraZaHHoR pabOTH MHOXECTBA MEXaHHSMOB MOEro
COSHAHHA...

[oBOPK OAHO, BHXY Apyroe, NPeACTABALK TPETEHe,
UYBCTEYO UeTBEPTO®, He MOTY BCIOMHHTD NIATOE, B BCe 3TO
COBMeII[a6TCH ¢ TeM MATepHAALHHM MHPOM, B Cfepe KOTO-
poro 4 HaXOXych B JaHHHH MHT.. (27)

And here is vet another interesting observation by this same
narrator from A/mazny; mao; venec which touches not only the
question of time but also another point we have been examining in

this chapter — the problem of the hero:

1

..B XOpOIeM poMate (XOTH H He IPHAHAK AeAeHHe Ipo-
8H Ha XaHPH) repok AoAXeH ONTbL HeNoOZBHXeH, a oGpa-
WAaThCH BOKPYT HETO JOAXEH BeCh JHSHUECKHE MHP, UTO K
COCTABHT €CAH Heé TaAAKTHKY, TO, BO BCAKOM CAYUAE, COA-
HEUHYI CHCTEMY XYAOXECTBEHHOIO IIPOABBe ACHHA. (28)

The centre of this “galaxy” in the works under consideration is
none élher than the narrator himself, situated in the fixed present,
around which revolve the 'novels' other heroes — father, mother, bro-
ther Zenia in Razbsiafa Zizn’, Bunin and Majakovskij in 7rava za-
bven ja, and a whole gallery of cﬁaraclers in Almazny; mof Véﬂec
— characters who appear not under their own names but rather nick-
names: A’)/'ud?}(;L(Ole:?a), Konarmec (Babel'), piticefov (Bagrickij),

KAomandor (Majakovskij — note the capitalization of the nickname

),
Stelk undik (Mandel$tam), soratnik (Aseev), Aorolevié (Esenin),

mular (Pasternak), foflemogi/ (Narbui), simeglazy/ (Bulgakov),
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drug (IIT), brar (Petrov), budetijanin (Xlebnikgv), arlekin
(Gumilev), §tabs-Lapitan (Zo¥enko).
Inasmuch as the narrator is situated at the f ixed’centre of the
“solar system,” he is in fact the main hero, subordinating to himself
(ie., to his subjective perception} everything else: time, space, charac-
ters (including the narrator's other ego — see pp. 113—114 above).
From this central vantage;point in the fixed present, thé nar-
rator looks into the past, recollects his childhood, his youth, the peaple
and paths which crossed his own life-route. He uses the present to ex-
plain unclear situations or unfamiliar words used by the young hero
(in Razbitaja 2izn '), or to expound with commentaries or philosophi-
cal digressions. This technique was introduced earlier in Malen kasa
 Feleznafa dver’ v stene, where the same situation was described
from twao different points of view — the adult narrator and the child.
These ‘descriptions are completely antithetical. In 7rava za-
bvenjyja, Razbrraja Fizn’, and Almazn v/ maof venec, the aciult
narrator (the implied aut_hor] puts himsell as it were in the place of
the child or teen-age hero; he filters their acts, thoughts, and feehngs
through his own soul, (thereby achieving a greater degree of authenti-
city in portraying the young hero's inner quality), and-introduces his
own voice only at the moment when additional explanation is required
from the point of view of the more experienced aduit. Thus two lime-
;flows — the past and the present — are superimposed on each other.
An example of this kind of superimposition or interweaving of
different temporal planes may be observed right in the first story of

Razbrtaja Zizn', entitled Skvoz’ son. Reminiscences from little
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" three- or four-year-old Valjuda's trip to Ekaterinoslav are interwoven
with the implied author's commentary. What was not understood by
the child becomes clear for the adult: "Togda- ja ne ponimal, &to éto
takoe, a teper’ ponimaju.”2?

The word tagé’a means the past, the narrator’'s childhood,
when little Valjusa was frightened and repU!_sed by, something.
Teper’ ﬁleans the present, when it has become clearer that "éto
pugajullee byl dedudka — mamin papa, mu¥ babudki, — otstavnoj
general-major.."30

The interweaving of the past and present is {leeting and elusive,
since the narrative is told from the point of view of the adult recalling
his childhood; for the adult the two temporal planes have meréed into
a single present. The blanes can be distinguished only by the use of
the adverbs rogda and teper’.., and by the ténse of the verbs
(ponimal and ponimaju ). |

A clear manifestation of the past may be observed in the

descriptions from the child’'s viewpoint:

Teneph Xxe, B ERATePHHOCAARS, HOMHHYTHO SacHIad, 4 ~
CHZeA B CabyWIKHHOH H AeAYMKHHOH XBapTHPE, B CTOAO-
BOH, i eAe ZepXaAcd Ha HOYAOOHOM BHCOKOM CTYAE, ¢ pes-~
HOHR CIHHKOR, YKPAMeHHON ABYMS TOUEHHMH IHIICYKAMH,
UTO NPeACTABAZAOCE MHE BEPXOM POCKOIH H BOraTCTEA.
Nepenao MHOH N parcd GOABMON oBeAeHHNH CTOA MO-

BOro AyGa. BTOT HpAMOYTOALHEE CTOA 0e3 CKaTepTH
HA KaKOT0-TO BAOBEIIero [[BeTa, BACTOABKO TeMHOTO, UTO
ero HHKAK He MOrAA XOPOIO OCBETHTH AAMIA ¢ GOARM '
abaxypoM, BHCAWAR Ha OPOHGOBHX [eNAX, TOXe ovYeHb
MPAYHKX. (31)

and also in dialogues such as the following:
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- —Yero MH XJA0M? — CIIPOCHA £, CODRPAACH GAXHNKATE.
— He TOPOTMHCE, cefivac gnaemb, CRacaAd BeCeAdsd TETH
Mapmgm, TAHHCTBOHHO OASCHYB FA4SAME.
— A 4T0?
— CopopHs. (32)

In these examples it may be noted that time is deliberately
siowed down. It is broken down through the prism of feelings of a

\ three- or four-year-old boy, waiting for the moment of the train's

departure for Odessa at ten o'clock at night. In the first example the

- fittle hero through sleepy eyes sees all sorts of ominous objects around
_ﬁi_m; they frighten him and slow down the passage of time. This
stowing reaches the point where it seems unbearable to the hero and
he altempts to break through this condition with the question “Cego
my Zdem?" (in the ;econd example), whereupon the action suddenly

picks up spesd:

TYT XKe PasfeAcd GBOHOK M BOWAQ elje OAHA TeTA —
AKZIA — a BCAeX 82 HeW ABOPHHK BHEC HEUTO AOBOABLHO
BoABILCe, YIIAXOBaHHOe B MarasHHHyl Oymary. U cpasy
BCe BRIACHHAOCH: (33)

’*e,\)

The little hero was presented with a toy fiorse, which he right

away dubbed “Limondik™

He Tepsd BpeMeHH £ HauaA HrpaTh ¢ /AMMOHUMKOM H
BOSGHTE €0 33 KACSHUATYH yaay [0 KOMAHATaM, HO HMeH-
HO TYT-TO H HaCTYIIHAO BpeMs eXaTb Ha BOK3AA. (34)

e

*." It may be seen that everything is permeated with a shbjecti\iity'

of time-perception, To the. hero's sense time is either drawn out,

slowiﬁg down, or rushing along. [t manifests itself at different paces

\
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depending .on the child’s psycﬁological state. A sleepy, static stale
makes time slow down, while action (dynamiism), on the qther hand,
speeds it u-p. This latter phenomenon is indicated by such words and
expressions as “tut Ze," “"srazu,” “ne terjaja vremeni,” “tut-to." The
objective time of the adult narrator, situated in the fixed present, is
interwoven wiih the \subjec'ti';/e time of the chiid. The adult feels the
need of explaining to the readér (or, in this case, 1o his granddaughter-
-listener-l whatever might be, in his opinion, difficult to understand.
Thus, before the departure from Ekaterinoslav to Odessa, the toy-
-horse present must he sewn into the hopsack. But in the child's

understanding the horse had to be fed and waltered along the way:

— Mamouka! Babymkal Kak xe g ero OyAy no Zopore
XOPMHTb OBCOM H C€HOM H HOHTB,KAKUEBOK BOJOH? He
33IMHBANTE €T0 BCeTO. [IYCTL XOTE MOPA3 USPUHT! (35

..-—-/ .
The word "(‘ferE’j{ mispronounced ﬁ)by the child, is explained by

the adult, for whom the incomprehensible has finally become clear
some seven decades later. He interrupts the narrative of the past and

‘introduces his own voice~rom the standpoint of the present;

1 ellfe MACXO FOBOPHA, B BMECTO "TOPUHT” ¥ MeHH 0O-
AVUHAOCH "UeDUHT", UTO BCOX YMHAHAC H HACMRIIHAO. (36)

It is interesting to note thal while the present remains fixed,
the past is movable. It can move forward and backward, all the time
however obeying the narrator's memory, who recalls everything "bez

porjadka, a kak pridetsja.,” The flexibility of the point of time labelled

2
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togda (the pas_t) is occasioned by the memory of the narraior. situa- .
ted at the ‘point in time of Zeper’ (the present), 7ogda may move
backwards as far as the narrator's memory will allow; the story begins
when he is three or four years old. His memory, apparently, is not .
capable of grasping events eérlier than 1his_; The movement of 7ogda
forward is not limiiéd. except by the point of contact with the present
teper’. This peculiar quality of regda permits the narrator o com-
bine and intersperse references to the distant past — t;mes of child-
hood or yoqth - with the present experience of the ~adult. '

A movable third point which may be distingﬁis_hed in Razbria-
Ja Zizn' as lying somewhere between the past and present is desig-
nated porom ("then"), which is aimed in only one direction, toward
the present. This means that a movement from fogda inlo reper’
forms the point porsoar, but not in the other direction. A movement
from teper’ into the past forms only togda. points. The following

graphic iflustration may give us a bette(understanding:

Fousita

AL TR O ety

ot

Fogfa feantz ool Gine
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He gHa0, XOr' A3 HMEHHO, TOT 2 HAH IOTOM, HO £ CO CMY- -
THHM $eCIORORCTBOM WYBCTBOBAA, WTO H ITOT YHCTCHBKHE
DATHCTOBNH [TAATOUEK, H MOKDHE MaMHHE DECHHIH, H €e
CMYTAOBATAA II€Ka, B TPAypHAS BYaAb HMEKT KaK0e-TO
OTHOHIeHHE K AeAYIIKE, KOTOPOTC MK BHACAH B NOCACAHHK
pas. (37) A

In this example we see a combination of the thre2 points of |
time indicated above. The expression "I don't know” (25 znaju) sug-
gests that the narrator, from his position in the present, (s inéapable of
determining the precise time of the events arising in his memory, and
thus uses more general terms such as feper’ logda, .and potom,
which obviate this necessity. |

This indicates that the concept of historical time is completely
lacking in Razbitafa Zizn'. Time here is subjective, nesting in the
depths of the narrator’s inner consciousness. .

Time is structured along similar lines in the other two books of
thé trilogy — Trava zabven 72 and A/m.&znyj’ moy venec, only
with the difference that here the@pints of time rogda and potom
are located in a more specifically defined past — a past we can call,
following Grinberg (see page {06 above), at least partly historical.-

While Grinberg writes only about 7rava zabven ja, his remarks can

‘also apply o A/maznys mos venec. In both these works the “past”

is subjected to a kind of selection process. That not all the possible
facts and events are broken down through the prism of the narrator's
subjectivity is indicated by the narrator’s remark in 7rava zabven'-
ja: "Ne sleduet zabyvat’, &o ja zapisyvaju zdes’ li§' to, {to soxranila
mne pamjat’..38 — as well as by the admission in A/mazny/ moj ve-

nec: “Verojatno, ofen’ mnogo vypzlo iz moej pamjati.”39
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[n other words, not all the points of time in Lhé past (togda
and. porom ) can be illuminated from the point of view of the present,
but this is of little concern to the narrator, for whom the past and
present merge into a single zeper’. Turning to the reader as if in

expectation of a conlirming response, he asks:

-

UAH «aTemZepss —3TO TO K& CAMOe, UTO a7 fda? (40)

This explains why Grinberg considers the 7rava zabven i
narration only “partly historical,” ipasmuch as the events which took
place in 1914, 1918, or l9'30, are shifted forward through the power
of the narrator's imagination 1o the point of 7eper’. 10 the present of
the reminiscing parrator. In this feper’ "now") we come upon the
narrator's conversations and meelings with-his Teacher Bunin iin the
Tirst section of Tragva zabvenya), iLi1s (eper’ that the voung writer
Plelkin falls into various peripeteids tin the second section); reper’

Majakovskij pays a visit to the narrzior (in the third section):

— Hy Tax uTo ke, —CKasan Tegess MagkOBCKHA, yia-
KHUB3ACH HA AUBAH, — BH X034HH. { rOCTb 33HUMAATE i+1)

‘n each of the sections menticned events are structured tas in
all of Kataev's "new” prose) not along lines of cau_se-'ar;ri-el'fect but
rather according o the principle of assocaalion. All of these sections
are unified not just by the narrator’s pe-rsonamy but also by historicat
time specifically mentioned. In the view of the Polish critic Porgba,

recollectiops of Bunin are placed wilhiri the time-frame of 1914—1918;
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the action of the P&lkin story takes place in 1922'. the Majakovskij
section in 1922-193042 ‘

In A/mazny/ moy venec even this primitive sense of chron-
" ology is lackingland historical time is more veiled, since its heroes,
unlike those of /rava zabvenja, do not (as was indicated earlier)
appear under their real names. Also missing are precise dates which
could help pinpoint the time-frame of one or more of the situations
described. Temporal indications here take on a morre general char-

acter:

Pag yX f BaTOBOPHA O IITHLEAOBE, TO He MOT'Y Hé BCHO-
MHHTb TOT AeHb, KOTAa 1 MOSHAKOMHA eT0 ¢ KOPOAESBHUEM.
MockBa, ZBajuaThe ToAN. TBepckad. (43)

>
\.'_);'\‘
-

And here is how time is referred to in connection with the -

events described in frava zabven ja:

‘TeM, ueM ZAs Baoka OHA 1910 roa, TeM ZAf Hac, Mo-
AKX IPOBHHIHAAOB, OHAH 1913 1914 TOAN... (44)

or:f

— Koraa Xe MH ¢ BAMH BHAGAHCH B NIOCASHAHME pasg?
-~ COPOCHA ByHEH.
~B HIOAe YeTHPHAANATOrO,
— HioAL 9eTHPHAAUATOTO, — MUHBO CKasaA OH.
— UYeTHpe rona. Bofima. Pepoatonua. HeAasd BeUHOCTD. (45)

The fragmentary nature of the later works of Kataev, the asso-
ciative quality- of the narration, the significant intervals in time (some-

times quite objective, as is evident from the dialogue quoted above
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between the narrator-hero of 7rava zabvenja and Bunin), their .
premeditated subjectivity — all of these exerted a significant influence
on his techniques of portraying the world around him, both nature
and people, | |

A rich and multi-coloured world view characterized Kataev's
whole career right from the 1920s on; in his later works, however, he
reached a climax of expressiveness and capacity for detail, as well as

op
an exemplary conciseness of description.

Kataev's masterful description of nature was already noted .in
Chapter [ in connection with the analysis of Svyaros Lolodec (see

pages 91-92 above). Here is another example, this time from 7rava
zabvenjya. F)

Pexye aBe3AH, OCAAOACHHEES XEeATOBATHM CBETOM AY-
EH. TenAHA CTelIHOA BeTepok. CHAYST axapuh. Orpazm
Zay. 3BYKH IHepemeroB. THiuHa. JaxeKHH Aal cofak.
BpéMs OT BpeMeHHM XPHK OCAHKa. CepeOpHCTO-TIHABHAA
TIOAHHE, €€ HENOBTOPHMHN HOUHOM sSafMax. DBAeck Tpam-
BAMHHX PeABCOB, XaK OH CKOALSHIfHH BAAAD H TaM IOBO-
PAUHBAXILHA ¥ TACHYIHA CPeAHN YTOALHOR TeMHOTH. Illo-
POX XOWKH, a MOXeT OHTb, ¥ eXHKa B INABHHX KyCTax
IMHIOBHUKA, [IoTAMeHHEA MAAK. (46) K/

This description includes everything: colours, aromas, sounds,
the feeling of warmtih and night-time silence. And all these are ex-
pressed at one siroke, in one word. Here a series of verbal brush-
-strokes {instead of la multitude of external accesories) give the over-
-all impression of the atmosphere of that qighl. Here the writer's
litera;'y miserliness is accepted not as poverty or limitation, but as a

treasure. A particularly innovative feature is the author's avoidance
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of metaphors and analogies in favour of simple descriptive phrases

\

alone. .
This is or{Iy one example ilﬁfstrziting the consistently high de-
gree of versatility in Kataev's art. The reader may find such brevity
and preciseness of description on page after page of /rava zabven -
ja, Razbitafa Fizn’, and A/maza y/ moy venec. But this example
reminds us of Bunin’s verse, [rom which the'_ young Kataev learned to
disce.rn' in '{he material world that which i‘s‘ magnificent, blossoming,
and radiant. [t is lessons [ike these that the young J,lero learns from

Bunin in 7rava zabvenja.

[IpHCAYIIHBAATECh K CBOHM qg'ecmam HabAZaRTe
o

oxpyxalognﬂ Bac H IHIET IHITHTE TaK, XKak BH
QyBCTBY6Te H TAK Kaf BH Bnm’re a Hé T3K KaK BHACAH
APYTHE IOSTH, NYCTh ¢ CAMHe TeHHaABHHE, ByzpTe B
HCKYCCTRG HOSABHCHMAL (47)

/

And the hero-narrator of 7rava zab VGI].:/'E obeys his Teach-
er's mstrucuon and throughout the book — as indeed in the other two
paris of this unique trilogy — the reader notices a tendency toward the
creation of a holistic subjective impression of people and objects. This
tendency arises from the basic literary premise of the works — to pass
all objects, people, and evenis, through the prism of the ceniral hero's
experiences. In everything described in these books we may see tran--
sitions from the objective 1o the subjective, from the thing or person
to the impression of it: Thus the way the outer world is described, the
hero's relationship 1o it, depends (as was also shown i_n the example of

Svjatof kolodec) on what is being described or written about at the

-
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moment in question. The descriptions reflect the emotional relation-
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" ship of the hero to what is being portrayed. .
Again I should like to cite an example from?}am zabvenya,

inasmuch as it containg the key to the. other works” The hero is de-

scribing the winter/h‘ndscape of Magnitogorsk — a city of "dreams
fulfilled,” a city of h_collections. This description unfolds a pilture of

Russian nature beforé\the reader’s gaze:

. HAPpAAHNY SHBAPCKHR JAeHb FOpeA BOKPYT, H HA §OHe
TYCTON AQIHC-A28YPH He0a, HAA HHSKHMH YS0pYATHMH
OFpaZaMd, QTAHTHMH H3 MATHHTOrOPCKOI'O UYI'yHA, OT-
YETAHBO AAH CaiN H aAAEH, 00pocilné TOACTHM
CACeM HHE. KaxAoe AepeBO H KaX AR KYCT — KapKrad,
GWPSHE, TOTIOAD, AHIIA, — KOTOPHE f BHAGA elje caXeH[a-
MH, TelleQhb TPeACTABASAH UYAO SHMHEH KPACOTH: HHHe
B3 HUX H%OMHH&AH BOAmEOHHS H3ASARS PYCCKHX KpyXe-
B ¢ CTOSAH BAOAb IAAEBHX H POSOBHX MHOTO-
3TaXHHX AKHANX KOPIYCOB, KaK HEKHe OeAOKaMeHHHe
cxy.&bn):yfm, HENe OHAH PISHTEABRO CROXH ¢ XPYIKHMH
XYCTAMH HOBECTKOBHX KOPAAAOB CHHEBATOTO NOABOAHOT

§apcTea.. (48) :

In this light, fleeting sketch of the winter landscape there is no
outwardly broken-down, objectively rich picture of nature, no sharp
or distinct 'comours, no actual drawing of any kind. But tl@re is a kind
of impetus which ar%uges the reader’s imagination to see this "marvel

of winter beauty.”

The charm of this description among other things lli.es in the
magical power of the wriler to create the entire scene in just a stroke
or two of his pen. The ermine-like decoration of the city, 1he compar-
ison of the trees with “artifacts of Russian lace” or “fragile clumps of

lime corals” — these are sources of exceplional ®sthetic effect. There
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must be a certain magical feeling in this description to hold the read-,

er's attention so [ ofcef ully. It is not s@mply an objective description of
what is there to be seen, or, for that matter, an “imagined™? landscape
(to use the hero's own wof‘d). but.a poetic description, filtered through
the brism of his own ‘per,.slonal fee-lings and experiences. In descrip-
tions like these which maj/ be .encountered t‘hi"oughoul all of Kataev's

“new” prose, there is evident, according to Vladimir Gusev, “Zivopis-

naja sila, smak + vkus Kk Ziznennym sokam, k-askam,” as well as “nrav- .

stvennost’ xudoZnika, nesmotrja ni na &o prbslavljaju§6ego pAVANEL

It may be remembered from Svyato/ ka/odéc that everything
the hegp didn't like he deprived of form and colour (cf. his description
of the Texas landscape quoted on pa.ge 67 above). | Here in 7rava za-
bvenja even a winter landscape is imbued with colour and vitality.
And'all because the landscape described (Magnitogorsk) was associa-
ted with-a beloved person a'mn:l.his memory — the poet-ruturist Maja—
kovskij — from whom, as from; Bunin, the hero of 7rava zabvenya

learns conciseness and brevity of description:

' Ym?oﬁormymcg {1 BHAETH MHD — ¥ BYHUHA H ¥
MasxoBcxoro... Ho MEp-To OHA pasHHH. (51)

On the pages of 7rava zabven ja the names of the hero's lit-
erary mentors constantly meet, collide, and criss-cross each other.
They are like two poles, two extremes of a single historical period.
?wo different artists so unlike each other in their lives, their careers,
- their destinies. But whiie Bunin and Majakovskij perceived and de-

scribed two different worlds (each of them had his own distinctly
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expressed artistic and political individuality), they both helped Kata- |
ev's hero formulate his own unique pattern of thinking.

Buhin was always interested in'the ‘question of the meaning of
life, the meaning of fiuman existence. He sought the answer (o this
question (as David J. Richards notes) “in Tolstoyanism,.in Orthodox
" Christianity, in Eastern religions and philosophy, in love -and in art."32
Bunin also pdid considerable attention to past niemories: as Richards

telis us:

...he was fascinated dby.Russian history, the remains of an-
cient civilizations, the lives of his ancestors, and his own eariier
years - and never doubted the wvalue of attempting to overcome

some of the raveges of time by preserving records of the past, in
- artistic or non-artistic form. (53)

In contrast m-Bunin, Majakovskij was always looking ahead,

gazing {nto the future, As Professor R.D.B. Thompson aptly points out;

-he almost always distinguishes sharply between time past and
time future: he makes a moral distinction between the two: time
past is invariably bad, while time future is almost always good. (54}

" "Majakovskij's world oujtlook was closer than Bunin's to that of
the young narrator-hero of 7rava zabvenyja — a herd infected with
revolutionary romanticism, drawn toward a new and uncertain future.
Bunin, by contrast, hatéd revolution and all the new changes that
came witi it,

It was Majakovskij that suggested-to the hero the topic and title
of the latter's forthcoming book Fremja, vpered/ — a book about .

industrial construction in Magnitogorsk:
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— — BoT BH €r0 H HANMIIHTE, 3TOT poMaE. XoTd O o-
MarmeeTocTpoe. HaseaHbe «Bpems, BuepeAh Zaplo, —

BeAHKOAYIMHO CKasaA MagKOBCKHN, NOCMOTPEB HA MEHA
CTPOIHMH, O[JeHHBAIOIHMHE I'AQSAMH. (55)

Bunin in turn taught the young poet-hero (Valentin Kataev) to
describe the material world around him, to notice its minutest details

and to define them with a single stroke:

o " OH H MeHS YUHA 3TOMY. «OMHIHTE BOPOBLA. OMHIINTE

AeBOUKY». HO UTO X¢ MOAYUYHAOCH? f OIHCAA A¢BOUKY, @
OHA 0KABaAaCh «AEGBYIIKOH H8 COBNAPTHIKOAK», M'ePOHHEH
PeBOAIEH. A PeBOAIOIIHH MeHA YUHA MaAKOBCKHH. (56)

~ The story of the girl from the “sovpart§kola” who'bétrays‘a
loved one — a White officer involved in the counter-revolutionary
conspiracy — into the hands of revolutiona}y justice, serves to join
together not only the three constituent sections of 7rava zabven ja |
noted above, but also the peéoné of Bunin a-nd Majakovskij — despite
their antithetical real-life personalities portrayed so vividly in the
book. ) | _' |
The story is recorded not in ull.del'ail. but sporadically, in‘f rag-
menis. ¥ Js like an unrealized plan for a separate novel which the
hero of T'DF zabvenfa dreams of writing, follow_'ing the instruc-
tions given him by Bunin and Majakovskij. In this'way'the book also
serves as a literary-laboratory, a story of how artistic designs are
created, how artistic images come into being.
Just as with his descriptions of nature, Kataev fleshes out his
human portraits with neat and precise details. Again he presents a

/o - ’ . - . - - !
subjective evaluation, a subjective attitude to the character,\s)le de-
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scribes. Benedikt Sarnov, writing about Svjatos kofodec and Tra-

va zabven ya, offers the following comment:

~AKDGoe ONMHCaHHe, AKBOK CAOBOCHHEA MOPTPOT CTAHO-
BHTCS XYAOXECTBeHHNM B TOT MOMEHT, KorAa oBbeKTHB-
HO® CAMBAETCH ¢ CYOBEeKTHBHHM, KOUZ3, COMPHKACAACH C
TIPeAMETOM, XY AOKHHK He TOALKO DHCYOT IIPeAMeT, HO H..
HBBOXHT H3 CBOEH BHYTPOHHEN MAYOUHL BCe Te Ol YILeHHS,

KOTOpHE IIpOﬁYJIHJ\O B HéM CTOAKHOBeHHE C IIPeAMETOM.
(57)

Sarnov's comment is significant and can also be applied to the
described world in Razbrtaja 2izn’ and Almazny/ moj venec,
since in all three books the reader finds descriptions in which the nar-
ratcbi‘idoes not restrict himself %o the description of ou;Lward personal-
ity traits but tries 1o grasp the substance of his inner experiences, his
character. ‘ .

This kind of subjectivity is appareat not only m the portrayal of
the characters of ihese’bonaks (see list on pp. 118~119 above) but also
in the description of the narrator himself. This is especially evident in
Trava zabvenja, where — as was already notediin Chapter Il in
connection with the various transformations of the narrator in .S‘V/'J?_-
toj kolodec, Kubik, and Kladbrsde v Skuljanar (see page 71 |
above) — the hero/story-teller is ;'e—incarnated in the character of
Rjuril; Pcelkin and tells é.bout h.im in the third person. Even 1hough-
* the form of narration changes from the first 1o the third person, Plel-
kin is stilt identical with the narrator, the narrator's lyrical self. Pdel-

kin is an Odessa high-school student, a poet young and industrious (as

is suggested by his last name), who travels for days on end through
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the renllote'cor'ners of the Odessa district recruiting rural correspon-
dents for the revolutionary committee; not only does he lose track of
time, but also finds himself changed by time. His life is not a simple
one. Nor is his world view a simple or unambiguous construction, for-
mulated as it is under the influence of two such mutually exclusive
poets as gunin and Majakovskij.

The portraits of the characters of /rava zabven ja, Razbira-
fa Fizn ' and A/maznyj moj venec are not unfolded all of a~sudden
or even in all their pbtential detail. Their gradual.. bii—by-bit appear-
ance is related th the fragmentary conceptien of these books, their
mosaic quality. Their {ack of full development is explained by the fact

. that the main focus of interest here is nofthe characters themselves
K so much as the ﬁarrator's relationship to them ~ how they are reflec-
ted in the soul of this narrator from the perspective of passing years —
and, most.importantly, the narrator himself 38
“Kataev comes back again and again to the portrayals of his
characters, each time superimposing one portrait on another. In 7rz-
va zabven ya all sorts of personaées (excepting Bunin and Majakov-
skij) simply flaéh by, appear and disappear — Ole¥a, Bulgakov and
Mandel'Stam, for example. To the degree that Bunin and Majkovskij
occupy the centre of the narrator’s attention, to that degree do the
other characters recede into the background, oniy to re-appear, this
time as central figures, _ig Almazn y{' moj venec.

Only Majakovskij remains on equal footing in both books. In

Irava rabvenja Majakovskij is portrayed on the eve of the poet's

suicide (14 April 1930). In A/mazny/ moj venec new details be-
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come apparent —,or, as. N. Krymov:;l notes,‘“dobagqé'nye akcenty™9
from an earlier 'period of Majakovskij's acquaintance’g'hip with the sto-
ry’s hero80 But these "additional accents” (I again wish to emphasize)
pertain not so much to Maiakovskii himsell as to the relationship of .
the hero to Majakovskij-Komandor.. And nowhere could this relagion-
ship be more strikingly expressed (even with the most vivid verbal

portrait) than by the simple spelling of the poet's alias with a capital
letter:

He MOT'Y BSATh I'peX HA AYIY H HASBATH HX MOAAHHEH-
MH MMeHaM¥. Ayullle BCero Jam HM BCeM TIPOGBHILR, KOTO-
puie Oyay MHCATH ¢ MAACGHLKON OYKBH, KaX OBHKHOBOHH
CACBA... MCKAOUCHHE caeAar AAA OAHOI'C AHIL Koma
Aopa. Ero 6yay mHCATh ¢ BOALIOR GYKBH, MOTOMY UTO ¢H
YXe NaMATHHK H BO3BHIIACTCA HaJ [lapuxeM I033HH SHge-
AeBoRt DamHedt, mpeAcTaBAIRIE cOBOM 'Kak O HeKoe(3a-

TAQBHO¢ IleUaTHOe A. Brcoxkad GYI{Ba HaA MeAKHM LIpPi$-
TOM BEUHOI'C TOpola. (61)

Here is told all: the recognition of Majakovskij as the greatest
poet of ihe;201h century {"vozvySaetsja nad PariZem poézii Ejfelevoj
ba¥nej"), his unmistakable tendency toward the future (the Eiffel
1oweP’was_1hen considered a lechnologi@ achievement in advance of
its time), and the immortality of his name and his poetry which had
already become monuments on a par with Paris, the "eternal city,”
Paris the monument of human achievements in art and 1egpnology
and at the same time the city of the future.$?

Note how Majakovskij is described in 7rava zabven ja:

Ha MasgroBckoM OHAO TeMHOe-cepoe, BHMHee, KOPOT-
K0e, JO KOACH, NMOAYNAALTO ¢ UepPHHM K3PAaKYAeBHM BO-
POTHHKOM E Takag Xe UepHag — HO He IIANK3, A CKOpee
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KPyrAad HeTAyOoKag WAMCUKA.. HeCKOABKO CABHHYTA Ha

SATHAOK, OTKPHBAd BeCh A0D H WacTh OCTPHXEHHOH IOA
MAIMHHEY MOAOCBH. (63) - -

This is one of the fragments in Kataev's work which bears re-
-reading a number of times — which can be looked at like one of‘
Serov's portraits. Here Kataev, like Serov, shuns bright colours — his
colour is restrained, composed of combinaiions of black and grey — but
the conciseness and precision of‘the description gives 1hé picture ful-
ness and vitality. _ v

And here is 4 more detailed description of Ma}akovskij'.s exter-

nal appearance:

B YTAY €ro KpymHOTo, Xopolio paspaCoTaHHOrO pPTa
OMEITHOI'O. OPATOPa, 3CTPAXHOrG UTeUa ¢ IPEeKPacHOR ap-
THKYAALHeH B JOXOAUHBON ARKHEH, KaK BCeTJa, TOPYAA
OKYPOK TOACTOR MANHPOCH BHCIIETO COPTA, H OH XeBaA
ero, TOYHEee CKa3aTh, IePpeTHPAA CHHEBATHMH HCKYCCTBEH- .
HHMH 3y0aMi, IpHUeM MEXaHHUeCKH ABHTAAHCH TyZad H
C10Za PHeprHuHHe ryOH H MOIHHA MOADOPOZOK Doxcepa.
B ero TeMHHX DpOBAX, B Mepy I'yCTHX... ODBAO HEUTO KeH-
CKOe, a A0G, MOI[HO COOpAaHHHMA Haj MHPOK O NePeHOCHIIeH,
BHA Kak GH pacceueH KOPOTKOH BePTHKAABHOR MOPIIHHOM,
TAYBOKO YepHEeBIIeR TPeYTOALHON 3apyOKOH. (64)

Kataev's extraordinary capacity for detail in human portraiture
is very evident in this description; The reader is immediately remind-
ed of Majakovskij's eyes — “po-ukrainski temno-karie.. Yenskie,"8>
his “energetic lips” and “"strong boxer’s chin.” But all of these are
merely the poet's outward features, without any reference to his inner
world. Kataev himself asks the question: what is the essence of Maja-

kovskij? His response:
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OH BCETJa OCTABAACH TOABKO UGACBEKOM — BOAHKHM
XYAOXHAKOM CAOBR, HOBATOPQM -PEBOARPIROREPOM ¢ OYeHb
CAOXHHM, NPOTHBOPEUHBEIM XAPAK TEPOM B HOXHON, AeTKO
PAHAMON AVIION... (66)

This whole "complex and contradictory” character is revealed in
Majakovskij's works (since “stixi poeta est’ nekotoroe podobie ego

dudi”),b? as quoted in the pages of Jrava zabven ja:

«BOT HAY 4, 3aMOPCKHA ¢Tpayc.. 1 He TBOH, CHEroBasg
ypoauHa. I'AyDXe B nepbs, Ayla, YAOXHAack! U HHadA
OKaXeTCAd pPOAHHA, BHXY — BHXXeHA IOXHAf XHSHEB.
OcTpoB 3HOA. B MaAbMH OBAasHACH.. PXYT 3TaXHA, YAH-
I DAATCH. 00Aa10T BOAOH XOA0Ad. Bech HCTHKAHHHE B
AHMH H B ITAABLH, [IepeBAAHBAK T'OAd» (68)

Thus are presented all the other characters of 7rava zabven'-
Ja, Razbrtaja 2izn’, 'and Almazpyy mos vepec. Naturally, from the
point of view of ihe iraditional novel with its full-scale plot and
chronological sequence of events, Kal!aev's characters may seem
“flat."6? Looking at his final works, however — works which do not
lend themselves 1o a specific genre c.la'ssificali — where the fore-
ground is taken up not by characters but only by\the narrator, one
may conciude that Kataev stands(.before' the reade not only as a
painter of outward forms, but aiso a§ a psychologist who\ha reached
into the very depths of his own sou!} and dréwn out of it everythm]g he
holds most dear — reflections on those close 1o him,'reflections filgéred
through the prism of the experiences of the narrator-hero, thg/proi,a-

gonist of the concrete author.
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NOTES

. arinberg. “Nabljudatel'nost' ili licezrenie?,”" Voprosy lite-
ratury, 1 (1968), p.62.

2Boris Galanov, Falentin Kataev. Ocerk tvordesiva (Mos-
cow: Detskaja literatura, 1982), p. 12. :

3Kataev, A/mazny/ mof venec (Moscow: Sovetskij Pisatel,
1979), p. 67. Alifuriher references to 4/mazny/ maof venec are to
this edition.

Kataev, Razbitaja Fizn’ ili volfebny; rog Oberona (Mos-
cow: Detskaja literatura, 1967), p.15. All further references to Raz-
bitaja Zizn, ili vofSebnyy rog ()bE(ona are 10 this edition.

SEubik, p. 481,

S Razbitaja Fizn! ili volfebnyj rog Oberona, p. 15.

T Almaznys moj venec, p. 145.

8L.. Antopo!’ skij, “Obnovlenie prozy,” Foprosy literaiury , 2
(1971) p. 131 '

| 9fzud_.
18 g/mazny/ moj venec, p. 159,
W 7pid, p.68.

12 Trava zabven ja, p. 379.
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135¢e, for example, V. Iverni, “Socrealizm s felovedeskim licom.”
Kontinent,7 (1976), pp. 410—412; R. Russell, Valenlin Kataev
(Boston: Twayne, 1981), pp. 113—117; R. Daglish, "Kataev and His
Critics” in 7/he Grass of Oblivion (London: Macmilian, 1979), Fore-
word, p. iii. : '

4 pazbitaja Frzn. ili volSebnyi rog Oberona, p. 15.
‘\ -~

15 4/mazny; moj venec, p. 158.

164 page earlier Kataev explains his use of the word "gamih\
ny” instead of “dZentl'meny” {7674, p. 164):

— AeZH H FaMUALTOHH, — TOPKECTBEHHO CKagaA g CAO-
BaMH HGBECTHOIO Halliero BPaTapd, KOTOPHN 6yaAyud Ha
TpHeMe B AHTAHH, 0SPATHACA K CODPABMIMMCA CO CIIHYOM H
BMECTO TPAZHUHOHHOI'O «AeZH H XKEHTALMOHH» HAUAA
ero BOCKAHIJAHHEM «AeAH ¥ TaMHALTOHN», OYAyUH BBeeH
B 3abAYXA6HHe HAWYMEBINEK KAPTHHOR «/AeZH IaMHAB-
TOH»...

This is a clear example of Kataev's characteristic sense of humour.
V7 76id., p. 165.
18 7bid., p.206.

9The full title of this book, published for the first time in Vo-
v/ Mir, 10 (1982), pp. 9-105, and 11 (1982} pp. 162~227, was
Juno¥eski/ roman moego starogo druga Sa¥y Plelfina, ras-
shkazannyy im samim. The title has been shortened in the book
edition to /unoseskii roman (Moscow: Sovetskij Pisatel’, 1983).

201 Grinberg, “Nabljudatel'nost’ ili licezrenie?," op. c/t., p.70.
2lSee P. Johnson, Struggle with Death: The Theme of
Death in the Major Prose Works of fu. Olesha and of V. Ka-

taev. PhD. dissgrtation (Cornell University, 1977).

| 22 Razbitaja 2izn ' iff volffebnyy rog Oberona, p. 295.
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24 /pid. .

25 /bid, p. 477‘

260n this problem see also Chapter I of this study (page 435.‘
2 AJmazny/ mof venec, p. 152.

28 /bid., p.159. | o
29 pazbitasa Xizn' ili vol¥ebnyy }og Oberona, p.6.
30 /b7a.

3 7bid.

‘321171'0’.. p. 7.

B spid, p. 8.

Mrbid

3 /bid.

36 767d.

37 7b7d., p.9.

38 rava zabvenyja, p. 313,

3¥ A/maznyj moj venec, p. 42.

| 0 7rava zabven ja, p. 393. In the text the words “teper” and
"togda” are in italics.

1 7pjd. “Teper™ in italics.
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125, Potgba, "Wspolczesna proza liryczna Walentyna Katajewa.
(Wokot problematyki czasu),” S/avia Orientalis, 1 (1974), p.70.

B 4/mazny/ moy venec, pp.28-29.
¥ Trava zabvenya, p.273.

5 /pid., p. 279

6 7prd, p.296.

97 /bid, p 270.

B /pid, p. 441.

9 /pjd, . 440.

50y Gusev, “Dve storony medali” Foprosv /iteraturv , |
(1968), p.58.

S\ Trava zabven ja, p. 433.

7 5?-D.j. Richards, " "Bunin's Conception of the Meaning of Life”
The S/avonic and Fast Furopean Review, 119 {1972), p. 153.

53 /bid, p. 166, ]
"‘:

54R.D.B. Thomson, “Mayakovsky and His Time Imagery.” 7#e
Slavonic and East Luropean Review, 111 (1970), p. 182,

55 Trava zabvenyja, p. 412, ~
58 fpid, p. 432.

~ 57B. Sarnov, “Ug!' pylajuddij i kimval briacajudij” Voprosy
frireratury, 1 (1968), p. 47. : '

38Compare R. Russell, Vafentin Kataev, p. 127.
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59N. Krymova, “Ne svjatoj kolodec,” AruZba nmarodov , 9
(1979), p. 237.

" 80As was noted earlier, historical time in A/maznys moj ve-
nec is disguised and therefore it is difficult to determine the exact
time of these meetings. It may be said roughly that they took place
in the mid-{920s.

St 4 /maznys moj venec, p. 18.

2R DB. Thomson in his article "Mayakovsky and His Time Im-
agery” {op. crt. p. 198) wrote that Majakovskij "had always‘hoped
for miracles from technology (not just an acceleration of the coming of
Utopia, but aiso a sojution to the problem of immortality).”

63 rava zabven Ja. p. 401,
f"‘;lbjd.. pp. 384-385.

85 /p/d., p. 384.

66 m}'d.. p. 398.

87 /pid., p. 287. - ‘These words were .written about Bunin but
they are equally applicable to every “podlinnyj” poet — in this case 1o
Majakovski;.

88 /pid., p.387. |

69R. Russell comes to such a conclusion in his monograph Fa-
lfentin Kataev, p. 146. '
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CHAPTER IV

KATAEV'S “"NEW" PROSE AND THE SHORT STORY F/4L£4

In the books of Kataev-hitherto examined, a characteristic trait
has been the éyident tendency of the narrator, in telling his story in
the first person,! to look back into Lhe past and see it through the
prism of personal reflections and experiences from the standpoint of
the present. But this present, it must be emphasized, has not been
directly ‘described. In general terms one can say that in most cases
the narrator-hero returns in his dreams (or even in his reminiscences)
to the early part of this century, focussing mainly on the.1920s. In
those cases wﬁere an ea_rlier or more mpde‘;rn period is referred to, the
events are set, as a rule, either in Tsarist Russia (as in £72db/8ce v
Skuljanar ) or abroad (America in S viato/ kolodec . France and
Roumania in Kubik). '

It appears as though Kataev deliberately avoided contemporary

Soviet themes and problems connected with modern Soviet life2 For’

him the modern world was, as it were, simply a reflection in the mir-
ror of the past and was the direct result of past experience. Withou} a
deep historical and personal knowledée of the past, the writer seems
to be saying, man cannot truly evaluate the present, let alone avcid
mistakes in the future. It is only in a roundabout way that he speaks

about contemporary reality, the world around him.

s
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A good example of this is £1Qgbisce v Skuljanar, a book

*\'which basically talks about the past but at the same time contains

many thts of th?oonte_mporary world and the‘logica} éharacter of
situations and destinies. '

' Thus, sympathizing with the suffering of the moun_tain-dwellers

which had revolted undel; the leadership of Samil' (during the 19th-

-century Caucasian wars), the grandsan-narrator exclaims:

NoAAHHHAA YXacHad BoHHA, IpabHTeALCKasd, KOAOHH-
aAbHafg BOMEA. YAHBHTEABHO, KaK XAAAHOKPOBHO IIHINET
- 06 3TOM AeAyIKa....
¥YXacHo, yXacHo! {3)

»

And on the same page he offers his next commentary, this time
r‘eférring to the present day, which he sees as the resuft of that “pred-

atory” and “colonial” war:

Ho XTo 3HAeT, KakoBa OmAa OH ¢yAL0a POCCHH, KaKOBH
OrA OH rpaHHIH CoBeTCKoro CoKaa, ecAH OH TOT ZauHAS
Poccrd He mobeZHAA B 3TOH|BOHHE ¢ BOCCTABIIHMH ILAEME-
HaMH, PYKOBOAHMHKMH 3HaMeHHTHM HlaMuAeM. (4)

‘The reference to the present-day borders of the Soviet Union
here cannot by any means be considered acdidental, especially in view
of the epithets “predatory” and “colonial” introduced just a few lines
earlier to describe the war in the Caucasus. This is a clear hint at the
conlempér'a?y policy of the Soviet Union. Equally deliberate was the
reference in £7adbrsce v Skulfanar to the 1863 Polish uprising,
particularly as the narrator himself relates it to the revolt of the Caty

casian mountain-dwellers:
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..BOCCTaHHe MOASKOB OHAO HOUTO BpoAe BOCCTAHHS
HaMBAZ... : .
UTOOH NOKOHUHTL ¢ BOCCTAHHEM, NOHAZOBHAACL apMHS
B 200 THCAY YeAOBeK H BOGHHAA AHXTATYpa. [eHePaAM
Bepr B Bapmase H MypasbeB B BHABHO, 0ODACUEHHNE BCol
HOAHOTOH BAACTH, PACIPABASAHCH ¢ ZHKHM IIPOHSBOAOM,

NOAZePRAHHHE KOHCEPBATHBHHM PYCCKHM OBU[€CTBOHHNM
MHEHHeM. {5)

In Speakiﬁg about both-the “colonial” war in the Caucasus and
the cruel oppression of the Polish insurrectionists (u}hich ﬁaturaily
se_e;ved “colonial” purposes), Kataev was likely thinking of the present
day, in which “colonialism” had given way to ‘"neo—colonialisrﬁ‘." This
latter word was not entirely new in Kataev's prose of the 1960s and
1970s. In Svyaros kolodec it cﬁuses the deaih of the talking cat,
which could say the word "mama” in perfect Russian as well as "ma-
man” in perfect Frencii, bl_.lt was unable to pronounce the word "neo-
-colonialism."®

Thus the past serves as a means of depicting the present in '
Kataev's prose .of ﬁthe later period. Hehce_: the writer's time shifts — his
glandes into the past and tendencies toward the future — all for the
purpose of grasping and investigating the parameters of the world
around him. To this enf:l he turn-s his "malen’kie zvukouloviteli v mi-
rovoe prostranstvo,”” and transforms himself, as he notes in 7rava
zabvenya , "ne tol'’ko v samyx raznyx -ljudej, no takZe v fivotnyx,
rastenija, kamni, predmety donia§rfego obixoda, daZe v abstraktnye
ponjatija."® In this way the writer emphasizes the subjectiveness of
his perception of reality, as wellcas the subjectiveness with which he
describes the world in the books_i)'f fiis later period. |

This deliberate subjectivity, this probing into the depths of the
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human soul, disappearé in the story entitled Fra/#a.? in which Kataev
unexpectedly returns to a more traditional writing style, as well as to
an objective description of reality — a reality perceptible to the human
eye as well as the ear without resorting to the “little sound-sensors” ~
(“malen'kie zvukouloviteli®) or ransformations so 'indispensable in his
subjécfive prose.
Fralka is characterized not only ‘by a traditional style but also
" by a traditional plot and positive hero (Ekaterina Gerasimovna Novo-
selova), as well as an bpp_osin,g “negative” (“black”) counter-hero {Ivan
Nikolaevid Novoselbv, her husband). The history of marital love, dis-
ai‘fectién and hatred is told by a third-person narrator whose identity
remains a secret throughout the stery. He not only narrates, but of-
fers evaluatioh and judgement. In Kardin's words, “"zdes' sobljudena
llradicija, predpisyvajustaja nehmolimn_karat‘ zlo i vosslaﬂjat" dobro- |
detel'.""“ Such a quality is completely lacking in Kataev's works de-~_.
scribed in the preceding three chapters. In 7rava zabven '/}7', for ex-
ample, the narrating “I” utters the following words about Bunin, who
had refuses o fecogniZe the Revolution and had emigrated to France: .
1 NOHAA: BYHHH DPOMEHAA ABO CAMHe APATOLOHHEE
BeJIH — POAMRY H PeBOAKJHIO — HA YeUSBHUHEYI NOXASORY
. TaK HASHBAOMOR (BOGOAN H Tak HAGKBAOMOM HeBABHCH-
MOCTH, KOTOPHX OH BCK XHSHL ACCHBAACH, B UeM 42
yOeAHACH, MOAYUHB OT HOTO YXe NOCAe BORHM, B 1946

TOAy, OANY H8 A eTe KHHT — «AHKY», TA6 IpodeA
~ CAeAYIgHe, FAYO0KO MOHS MOTPSCIIES MeCTa: (f1)

N

These words are far from “condemning”!? the Bunin who fied

the Motheriand, even though they are imbued with bitterness and
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disapproval ér the writer's action. Tﬁe_f refiect in large measure the
inner feelings of the narrator-hero - feelings called forth by the
words of Bunin himself which th'e narrator had read in Z/£a (the fifth
section of Zizn ' Arsen'eva)'3 This was a bitterness expressed by a
pupil over the loss of his first literary mentor — a pupil who did not
.understand {or did not want to understand) the objective factors be-

~hind the writer's “exchangiﬁg" of the Motherland for “so-called free-
dom and independence” It is in fact this “lack of undersianding’
which explains his subjective perception 6[ events and phenomena, hi§
subjective evaluation of everyday situations.

The subjective nature of Kataev's warks is seen in his résorting
to memory for the description of individual scenes and a whole host
of different characters. Memory was a mechanism operating on prin-
ciples not fully studied,!* and gave the w_riter. the opportunity to mave
about more freely in lime without regard to chronological considera-
tions, without the obligation to dot every "i" or bring every scene or
thought to a Beat conclusion. .

The situation is quite diffgrgnt, however, in Frafka, where the

swriter not only’obser*&gs the chrbnology of events, but dots his "I's”
and oonderhns 'Novéselov who' dies poor and alone, ot even having
received f.orgivehessfrom his former wife for his betrayal of‘ her, for
making a false report on her in order to release himself [rom her and
marry a prettier and youngersgirl. |

By the “chronology of events” | mean the events occurring from
the moment Novoselov arrives at the retirement home to ask his

wife's forgiveness befare hi's death up to the day of his funeral, which
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his insulteq and betrayed wife refuses to atiend. Interspersed with
these events (described by the narrator in the third person} are the
heroes' (Novoselov's and his wife's) reminiscences about their pasi
which help the reader understand the reksons for the disaffection be-
tween them. [t is in these reminiscences interwoven with the main
plot that we perceive the interdependence of the past and present
which we have already noted as a characteristic feature of Kataev's
subjective prose, 3

We cannot however say that this problem is handled in the
same way in the objective story /fra/ka as in the more subjective
works we looked at earlier. In the latter the reminiscences were
those of the narrator or imglied author, whereas in f7a/fa they come
from the story's heroes. Another significant difference: the reminis-
cences in fraffa are presented in chronological orcier, only on a dif-
ferent temporal plane — the past. The chronology of events on bath
the present (the main plot) and past plane (the reminiscences} is ex-
plained by the narrator’'s omniscience _and his movable position. He is
always present in the heroes’ situation and action. Just as chronology
per se was insignificant in the earlier works and “was only damaging
to true art"!3 (as Kataev had written in Aufhsd ), so in Frafka itis a
comribufirfg factor in the unfolding of the heroes’ character.

This is particularly true of Novoselov, whose conduct and atti-
tude 1o his environment keeps shifting in accord with his changing
position in society. The character of his wife Ekaterina, by contrast,
remains constant throughout the story: she is steadfast and proud,

passionate and strong — embodying, in a word, all the qualities of the
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positive hero so typical of the prose of sacialist realism. She sees only
the positive side of people, and upon discovering something out of line
with her ideas and her view of the world, she declines to condemn, at-
trihulting the anomaly instead to "the inheritance of the cursed past."!®

Such was her attitude to her future husband, described as a
"prosteckij derevenskij paren’,"!” who turned up one dav at the group
sessions she was conducting to prepare young people entering the
rabfak. While noting that academics did not come to tum easity, she
finallv managed to drag him through to graduation. Explaining Novao-
selov's dim-wittedness as an “"inheritance of the cursed past” (he had
bv this time become her husband], she helped establish him in a party
career as the director of the same institute he had graduated from

with so much difficulty:

B CYWHOCTH, oHA OblA2 MO-AETCKH MPOCTOAVILHA H, He-
CMOTPHA Ha CYPOBYIO WKOAY PEBOAKIHOHEDKH-TIOATOABIH -
L[}, 3 MOXET OHTE BA2roZaps e, MPHUBHKAA BHAETD B AK-
18X Topasio CoAbille XOPOMETO, UeM NMAOXOTo. llepen Hen
Beer'Za CTOAA 0Bpad MPOCTOro YeAoBeKa H3 HAPOJA, TPY-
KEHHKa B repod. (19) : :

Ekaterina Novoselova's dramatic interest lies in her initial fail-
ure to discern her husband's true nature: he uses her position in the
parly, her naivete and trust in him, to move quickly and resofutely up
the party hierarchy step by step and gain a position which does not
rightfully belong to him. Not right at the top of the partgj ladder, per-
haps, but fairly high up, he looks only to his own benefil and nat o
that of society at large, thus severely damaging the cause for which

Ekaterina has struggled all her life. Finally she sees her mistake and
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realizes that she herself was a party to the rise of this “country lad,”
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that she was the one who helped him reach his lofty position and sat-
isfy his lower impulses. Ekaterina Gerasimovna is now {orced 1o pay |
for her past mistakes, her temporary character weakness. Even after
the break with her husband she is unable to release herself from.the
thought of her own role in promoting the career of the man who de-

ceived her, slandered her, and betrayed their marriage:

BHAO DN HeBepHO AYMATH, UTO OHA COBCeM 8alHAA O
er'o CYJeCcTBOBaHHN, HHorzZa so Bpema GeCCONHHYH, NepeA
PaccBOTOM, KOTAA UepPHHE MECAH OAOAEBAKT CTapPHKOB,
OHa BCTIOMHEHAAQA CBOI0 X HBHE ¢ HOBOC@AOBAM, BCIO HCTOPHIO
HX OTHOWEHHN.. OHA HCIINTAAA BCe MYKH OCKOPOAeHHOHN,
oOMaHYTON H OKAeBeTAHHON XeHIJHHH. Ho ejfe SoAnie
IPHYHHAAC CTPANAHHNA COSHAHME, UTO OHA He CYMeAR CBoe-
Bgemeuno noHAT, HoBOCeAOBa, pasrazaTh B HEM Camoro
OUHKHOBSHHOI'¢ MPORAOXY, NPHMAGABIIEroC, CAeAABINETO -
Kapbepy INPH INOMOWH NOAKOHBIIER ero XeHIHHH, He
-TI0ZO3PEBABINeH, KAKYI0 POAD OHA [IPH 3TOM HIpaeT. (19)

The description of Ekaterina reminds us somewhat of that of
Klavdija Zaremba in 7irava zabven ja. Both: heroines are "devu3ki iz
sovpart¥koly,” both are committed to the cause of the Revolution, and
both aré faced with a choice between personal love and devotion 1o
the cause of society. But in spite of these surface similarities, the
reader familiar with both stories will have no trouble spotting the dif -
ferences between the two heroines. While (as was mentioned) both
are committed 1o the Revolution and both are in love, the choice is re-
sofved quite differently in each case.

Klavdija puts her service to society’s cause ahead of her persén—
al happiness: she is an active and conscious party to the arrest and
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execution of her lover, Petja Solov'ev, by the Cekal as a White Guard

and counter-revolutionary. In this case her personal feelings give
| way to her duty to her country. Her in_ner torments notwithstandiné.
her conscience remains clean before the Revolution and before hefself
— as she acknowledges in a letter she writes to the narrator hero of

Trava zabven ja:

OaHOMY Tebe MPHSHAKCL Mepel CMepThIo: . 4 AKBHAA
ero H He 6aOHBAAd HH Ha MHHYTY BCK CBOIO XHOHbL. TH
BHaeWs KOro. Ho Mod COBeCTh Mepex HaeH PeBOALHeN H
nepex cobofl UHCTA, He f eFO NpenaAa, a oH NMpesaA Poau-
Hy. U MH ero KasEMAH. STO TOABKO CnpapeZAHBO. H He
Kaaelo. OH BaCAYXKHA ¢CMepTh. Ho 4 ero Bce-TaxH AlGH-

A2, Xoyellb S8HATH MPABAY ~ H Cefiuac AKGAK, NHIY 3TO
nepes CMEPTEI. (20)

~

In Ekaterina's case, on the other hand, it is her personal {eelings
that win out. The social cause — the Revolution — virtually fades into a
shadow. She consciously aids 2 man who in the final analysie Lurns
out to be just another opportunist and to whom concepls such as rev-
‘olution, the common good, and the sacred cause, are not only foreigh
erly incomprehensible. And how could he underst;ind, when

Ekaterina'sqwn theoretical doctrines of her study sessions were at

such variance with their practical realization? Not only did he need

her help to graduate Iyom the institu_te, but even the speeches he

made were written by her.) He only had to hold out his hand and take
everything that mded to him in order to benefit from all the
opportunities that government service brought his way. And, clever
administrator that he was, he knew how to use these opportunities for

his personal ends. Not satisfied with the directorship of the institute,
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he knew how io0 “pridat’ sebe takZe nekotoryj {isto akademileskij

blesk,"?! even without the necessary qualifications:

OH CHAHT PAZOM ¢ HGBOCTHHMH YUOHNMH KaK
CpeAH PABHHX, B HHKOTO 3TO He VAHBASET, H HEXTO NOHS-
THS HO HMeeT O TOM, YTO A0 CHX Nop HOBOCOAOB ZaXe He
COBCeM I'PAMOTHO IHIET H HOAABHO MANMHHCTEE, Nepelie-
YaTHBABIIeR ero CTATHK, NPHILACCH HCIPABATE ABE 0P§O-
rpagHyeckHe OMHOKH, TAK KaK BMECTO CAOBA «Mafiop» OH
HAMHCAA «M3€0P», & BMECTO «CMETAHAy — «CMHTAHA», (22)

And alf this takes place. not only under the very eyes of Ekate-
rina Gerasimovna but with her active partfcipation (she is the one who
writes hiis reports). Even after many years she still cannot forgive her
husband and refuses to take the hand he extends 1o her jusi before his
death. She cannot forgive him, but why? The story is not clear on this.
point, although in one place jusl__near the end the narrator describes

Ekaterina's thoughts in 'the following way:

Ho-yeAoBeuecKH efl, KOHOUHO, CHAO ero XaAXo, HO
fHAA XAAOCTH K3KAA-TO He HACTOAIWAg, [OBep :
B rayCHHe AYIIH OHA OCTAaBaXNach XOAOAHOR H OAYM -
HOH K CMOPTH 3TOI'0 YeAOBeKa, HeKOrAa efl GAHBROrO, a
Tellepb TAKOI'o YyXoro, Aaxe GoAbIIe YeM UyXOoro: Bpara.
Ja, Bpara. Ho He AHUHOTO, @ BpAra Toro ¢cBATOro AeAa, Ko-

/rop'ouy OTAaAA OHa BCIO CBOK XHBHD. (23) :

r

From this$ quotatﬂion it seems as if the cause of the disa.ffectioh
and hatred — indeed, enmity -; between the husband and wife is ideo-
logical disagreement. Such an intefpretation, however, would contra-
dict everything said earlier; indeed, it is not supported by a reading of
the earlier part of the text, which suggests rather that the direct cause

of Ekaterina's disaffection is her husband's maritaf betrayal and not the

\
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ideological argument, the damage he doe_s to the “sacred cause.” The
damage is done by the heroine herself ~ she is the one personally res-
ponsible for her husband’s "successes." Her éyes are opened only
when she recognizes that another woman, much younger and preuier.
than she, has stepped into her husband’s life. Whgn she decided to

break with her husband, she knew nothing of his false report on her:

OH NPOCTO AIOGHMH CPEACTBAMH XOTeA TOTAA YCTpa-
HHTb CO CBOET'0 IIYTH XEHI[HHY, XOTopad, Kak eMy Kasa-
AOCh, MOXET NOMEIIAThb XEHUThCH Ha APYToH. Brpouem,

OH HalPacHo MOWEA Ha NOAAOCTh. OHA YCTPAKHAACH CaMa.
(24) ,

And heke the reader is confronted by a “psy‘chological para- i
dox"> in that Ekaterina accuses her husband of the very thing she
herself is a party 1o, but the accusations come only after she is beset
by a personal misfortune {her husband's betrayal). Up to this point
she either did not notice or quietly tolerated all her husband's short-
comings. Furthermdre, it is difficult to find any consistency in Ekate-
rina’'s reasonings_ about her marilal l;fe, On the one hand she sees {as
she saw earlier) how Novoselov behaved himself, the means he used
lo achieve his ends, how he treated both fljs subordinates and the au-
thorities. In a word she sees, as Kardin writes in his article; “nazojlivo
bivsie v giaza simptomy xamstva, grubogo podxalimaZa, kar'erizma."26

On the other hand, as if to justify herself before hérself, she says:

OH OHA XHTep. PacCKYCHTE ero OCHAO He TaK-TO A€TKO.
Ho Beab /\GHHH ellf¢ B CAMOM HAYaAe PEBOAKUHH HOOZHO-
KPAaTHO NpeAyNpeXJaA, UTO NAPTHH, CTABeH ¥ BAACTH,
APTHH TOCYAAPCTBEHHOH, HYXHO BCAUEOCKH ONACATBCA
IPHMAGABIAXCA. (27)
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This sort of justification or e;plahation does not convince the

" reader. On the contrary, it simply casts doubt on Ekaterina Gerasimo-
-vna's sincerity. Why call Novoselov a “hanger-on“. ( “pr‘imazav?,ijsja")'if
he is simply the result of her own creation? It was she who cfeated
out of this "country lad” (“derevenskij paren™ — in other words, out of
one of the people m whose name the révolution was staged)-a
“monster of the latest style” (“monstr nqvej§ej formacii"), to use Vio-

letta Iverni's term:28 5 ‘

YBHJAEB, K6M 0KagaACA HOBHM U@AOBeK, OHA YXacHY-
AaCh H-OCKOPOASHHO OTBEPHYAACH OT HETO, €r0 He XeAas

np 534, TO, UTO OH — MOHCTP. HemOoCTHXHMAA AOTH-
Kal/— He cebq OOBHHATL B KaAeUEHHH YeAOBOYECKON IICH-
- XHKH, B ofMaHe, B CO3JAHHH H NPHMeHeHHH BapBapCKOH

TeOPHH, 10 KOTODOK HPABCTBOHHNE KAUeCTEA ABASKTCH
CAeZCTBHEM COLHAABHOTO Ar;g(oncxoxzxennﬁ, a obMagyToro
BHHHTS, OACIHTHOIO KPOAHKA... (29)

Ivan Novoselov may be thought of as his wife's cons.cience,
tormenting her not only during sleepless nights, but also during her
walks around the grounds of the retirement home. Ekaterina Gera-
simovna Novoselova cannot say of herself what Klévdija Zaremba said
in Jrava zabvenjya (“moja sovest’ pered Revoljuciej i pered soboj
Eistﬁ“ - see page' 151 above, note 20), since she has not fulfilled her
duty to the Revolution, has not observed its leader's command to
‘beware of all sorts of hangers-on” (“vsjafeski opasat'sja primazav- -
Sixsja"). A |
[t is interesting to note that the narrator, who condemns Ndvo-

selov, takes a more positive attitude toward the “monster’s” creatar,

Ekaterina Gerasimovna. He even sympathizes with her and seems to
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un¥erstand the discrepancy between her reasonings and her deeds.
Her shortcomings (a new and unusual character trait for a positive
hero) seem to fade by comparison with the abundant vices of her hus-
band. But this does not mean that the-storyr—leller‘is justifying his
heroine, ahsolving her of past sins. The concept of a positive hero
with shortcomings in F/7a/fa is a unique artistic device whereby to
portray both Soviet reality during the Stalin era (this was roughly the
ti‘q;e referred lo in the reminiscences) and present-day Soviet reality |
(the events of the main plot' take place during the 1970s). But even as
in Kataev's earlier books (as was mentioned above) the past was the
focal point for the representation of the present, in zg}}?/}("a it is the
other way round: ‘the present serves as a basis for' portraying the
past. | -

The past is associéted 1o a significant extent with the person of
Ivan Novoselov. One can even say that he is a symbol of the negative
aspects of the past. The pres'em. associated with Ekaterina Gerasi-
movna Novoselova, is characterized by the interweaving of both pos-
itive and negative traits (which may help explain the narrator's.
am\biguous and confused attitude 10W§1rd her), but with a distinct
emphasis on the positive. Hence one may draw the simple conclusion:
the personality cult, a phenomenon of the past, is seen by the narra-
tor as a nightmare, a disease or tumour which must be eradicated (the.
unsuccessful operation performed on Ivan Novoselov rilay even be
considered an attempt to restore the laws of the Stalin period), while
the present in turn is portrayed as a dynamic, changing, and devel-

oping world.
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And this changing world is seen through _the eves of Ekaterina
Gerasimovna, who unites, as it were, two different worlds in fia/éa—
the old and the new — but greets the new life unfolding aroimd her
with ecstasy and does naot regret the passinglof the old. Her walk
' about the grounds of the retirement home on the day of her former
husband's funeral is significant in this regard. On her walk she notices
nature springing into new life after the long winter; she sees new
apartment blocks apparently growiﬁg right out of the ground, she
watches new gas pipelines being laid, and before her very evyes
“{zmenjaetsja forma obifestvennoj Zizni."3? But along with this she

beholds of the image of her late husband (a symbol of the past):

—

OHA BCIOMHHAA, UTO Byepa yMmep HOBOCEAOB, H Npex-
CTABHAQ €T B I'poCy, 5 ¥0ACHOM YT'OAKE AOMOYIIPABACHHS:
AHCAf FOAOB2 HAa NOAYIIKe, HAOHTOH CTPYXRKaMH, obecrpe-
YeHHHe XyAHe PYKH, BHIYKAME BéKH HABCErJa 8aK PHTHX
rAas. (3) \

The narrator uses this strikiﬁg juxtaposing of two opposite im-
ages — life (nature’s awakening out of its winter sieep) and death {her
husband's eyes closed forever) — to expldin and justify Ekaterina'é
decision not to go to her former husband's funeral. Her thoughts and
actions are always directed toward the future. Even Novaoselov was in
her eyes “a man of the future,” a representative of the new age ap-

proaching: _ .

OHa BHAEAQ B HeM NPEACTABHTEAS TOr'C HOBOTO HOKO-
ACHHS, KOTOPOC CO CAABOH 32BepIHAT AEAO, HAUATOE €TI0
OTIAMH H AeAaMH. OHa NOAKOHAA B HeM YeAoBeka 6yAy-
mero. (32)
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But in the case of [van Novoselov she suffere\d a defeat, becat'lse ' )
of her inability to look deeper not only into the future, but aiso into
her own soul and that of her husband. Now, under the influence of
eternally living nature, she categc;rically breaks with the past (¢f. her
unwillingness to go to. Novoselov's funeral} and looks with eager eyes
at the new life seething all around her — present-day life, in which the
old continually gives place to the new. The description of her view of
the brook is interesting in this regard — the brook winding its way
among the collective-farm fields and the thickets of cherry trees and
pussy-willows. The picture first described is the one appearing in the
heroine's imagination — a pi‘cture {from the distant, indeterminate past.

This ir}determinacy is underscored by the adverb nedaogda:

HeKorza oHa OnAa COABIION CYAOXOZHON PEKOM, O Hel
YOOMHHAAOCH B ACTONMCHX, IO HEH IAHAM TOPrOBHE
KOPAOAH HA BeCAaX HMAH IMOX KPYTOTPYAHMMHE NAPYCaMH,
OYpAAKH TAlJHAH TAYOOKO OCeBlIHe BapXH ¢ POXbI,.
MeHEKOH, CHPHMH KOXaMH; ¢ TeYeHHeM BpEeMeH peKa
obmeAeAa, oceaa... (33)

. Y
Then the mentally drawn picture gives way 10 a picture of the

4 |
objective present — reper”: g

)

Yepes 3TY pedry Telleph NPOKAAAHBAACH TasoNPOBOA, H
rpoMazHue TPYOH, 0OMOTAHHHE HPOCMOACHHHMH A€HTa-
MH OYMAXHON HBOAALHH, BO MHOXeCTBe OHAH HAaXHAAHH
BAOAD Depera, CpeaH KeAeSHHX GoueX ¢ SHTYMOM, ITOX KO-
TOPHMH TACAH U ZHMHAHCH KOCTPH. (34)

Both these quotations clearly . emphasize the incessant flow of
FJ

time, bringing with it changes not only in man's life, but in that of
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nature (“s tedeniem vremeni reka obmelela, osela”). The image of the
river is not accideptal in fra/ka. Rivers in general symbolize human
life, and in this instance the river which has “grown shallow” (“obme-
lela") symbolizes the life of Ivan Novoselov. Time has overcome bath
the river and Novoselov. The once broad and turbulent river has now
“subsided” (“osela”), its flow is‘ “béxrély“noticeable"‘(;“ele zamemaja“)?)S
, Thé;;picturé immédiateﬁ/ reminds us.of Iyan Novosélov, once a high
official living in prosperity; now f inaing himself in a wretched position
‘on the borderline of poverty. Note how Novoseloy_‘s outward appear-
ance is described right at the beginning of the story; In this descrip-
tion special attent&on should be paid to the two adverbs nekogda and
teper’, which alsq appear at the fend of the story‘ in connection with

the description of the river mentioned above:

TaABTO ¢ K Eynnmmn KOCTHHHMH IIYTOBHUAME, fTePellH -
TFO@ H8 BOGHHOR WMIHHEAH, CAHUIKOM HHPOKHE OPIOKH, BOA-
TAIHeCHd BOKPYT XYAHX HOI XEATHE He pPas UHHEHHHE
OOTHEKH Ha WHYPKAX ¢ Y8eAKAMH, a T'AaBHOE, BCe €T0
ROZOrfa MacCHBHO, 4 TeJeps 33METHO YMeHBITHBIIee-
¢ B o0beMe TeAO H NIoXyAeBliiee, BHCOXIIEe ARIO ¢ XpHlle-
BATHM HOCHROM, KOTOPHE OHA JOBOABHO KPACHBEHIM,
MACHCTHM HOCOM, H CepoH HeSA0POBOK KOXeM BHCAmeER

. CKAAQJKAMH BOKPYT OPHTOr0, IOYTH Besgyboro pra. (36)

As is evident in F/a/ka, Kataev often resorts Lo the devices of
contrast and symbolism, which enable him to give a fuller expression
1o the basic idea of this brief, twenly-page work — the idea of the
constant struggle of the old with the new, the good with the bad, the
personal with the social — as has already been detailed in the current

chapter.h
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One more {mportant im;ge-symbol must be mentioned, one
closely connected with the underlying motif of the story and one that
contributes to-the full fevelation of [van Novoselov's character, which
until now has been discussed only in connection with the destiny of
his wife Ekaterina. The image-symbol [ have.in mind is the the re-
placement of the old wooden railway ties by new concrete ones. This
1s intraduced right at the begin}xing of the story - significarilly so, for
the 1mage sums. up the motuf of the who.le story. it is further associa-
ted with the character of [van Novoselov described earlier as a symbol
of the past. The wooden ties, like ‘Novoselov, are shown here as a

symbol of the old and [leeting, vielding to the new and more solid (the

concrete ties):

ZepuaTa B OOALIIHX, KaK AOMNATH, OpeseHTOBHX
BapeXKax noA HabAawZeHHeM Tmpopaba ¢ XeATHM
CHTHAABHHM $AAXKOM IO MHIIKOH TCABKO YTO IPH-

CTYNHAH K 3aMeHe CTAapHX, JepeBAHHHX WNAaA HOBHMH,
DeTOHHLIMHU... (37)

1 have introduced this citation not only as an illustration of
w.hal I said above, but also to draw attention to the colour yellow,
which plays a siéniﬁcanl role in the development of Ivan Novoselov's
character. The coiour vellow accompanies [van Novoselov al almost
every slep, 'from the momeﬁt of his first appearance on the station
platform {note here again the reference 10 "novaja Vysbkaia betonnaja
platforma™3® 1o his last scene in the main plot at the same station,

where “jarko Zelteli signal'nye specovki devéat, ukladyvaju¥¢ix novye

betonnye ¥paly."3%
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When the {uminous overalls were first mentioned in the text,
they were not yellow, just orange, but nov} they have “yellowed
bbrightly." Thus all the hues of ye!loﬁv, or rather, all the colouré in the
yellow family,0 are given the same ss}mbolic significance — along with
the yellow signal flag, the Yellow abécia bushes, yellow boots, a yellow
building, v}e find the bright orange colour of the luminous vests, the
oranges Novoselovlbring's as a gift to his wife, the gilt of the bronze
candlesticks, the copper door handles. Such an accumulatjon 61” refer-
ence to yellow and its various hues on just two pages cannot be acci-
dental, especially since it is here Associated with Athe description of
Novoselov's appearance and the circumstances he currently finds
himself in. ~ | | |

In view of Novoselov's betrayal and his false report on his wife,
the simple conclusion is evident that Kataev is using the colour yellow
as an artistic device for the presentation of those aspects of his hero's
character that will later be manifest in his action and behaviour.
When the hero first aiﬁpears, the reader knows literall? nothing about
him — who he is, whence and why he has. appeared on the small sta-.
tion platform' ih a Moscow suburb. This aisc explains the narrator's
hesitation in 'd‘i'rectly describirig the charaéter of this “thin old man" in
the "worn-out deerskin cap."! But he manages to express his nega-
tive feelings toward him through the symbolic significancé of the col- -
our yellow, which (according to the Polish writer on ®sthetics Maria
Rzepifiska), has -bé'e_n considered from roughly the twelfth century as
the colour of betrayal, treachery, fofgery and falsehood 42 |

Earlier in this chapter it was brought out that Ivan Novoselov
' ~ .
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represents — yea, symbolizes — the negative aspects of the past, the
Stalin era (see page 155 above). This association is supported by the
fact that the events on the plane of reminiscences are described as
taking plﬁce during the period of the p_ersona}iti C’Ull as.well as by
subtle hints at suchmssqgﬂion in the text itself.

At first glance it is difl}i_cult to perceive the writer's thinly veiled
hints at Novoselov's association with Stalin's éccomplices and even
with Stalin himself. But one may m;te the direct connection of Novo-
selov's name with that of {van the Terrible. In talking with his wife,

Novoselov speaks approvingly about Ivan the Terrible's methods of

rule, which he accepts as something quile progressive:

OZHAX AH, ePEUHTHBAA A0KAAJ, [IPHTOTOBASHHHRA AAL
HEr'o XeHOH, OH CKasaA efl ¢ MATKHM ynopoM: — BoT TH
133581101163 rg'r, KaTa: «ONPHUHHKH CaMOJACPKABHAn. A £ ¢
3TOH TBOGHR POPMYAHPOBKOH He COBCeM COTAAcCeH, TaK Kak
OHa He COOTBETCTBYET HCTOPHUECKOMY GHAUCHHIO ABACHHA -
ONPHYHHHH. BeAr XTO TakHe ORAHM ONPHYHHKHK? OHH
BHAH ONOPOH LEHTPAAHZOBAHHOH TOCYARPCTBEHHOM BAA-
CTH B J\%& Japa MsaHa I'posHoro, Bopopllierocd ¢ peakyu-
OHHHM 00APCTBOM. CTaro OHTE ONPHUHHMHA OHA2 SBAe-
HHEM ZAAA CBOETO BPEeMeHH MPOTPeCcCHBHHEM H HaM HeT
HUKAKOH HeOBXOAHMOCTH AHCKPeAHTHPOBATH €€ B FAasax

HAWero Hapoza. AHMYHO AAH MeHH, HalpPHMep, OH He
TPOSHEIH. (43) '

Bearing in mind certain facts — that by the 1930s Ivan the Ter-
rible was being re-habilitaled as a precursor of Stalin;' that official
. pfopaganda ranked Stalin with the tsar Ivan (note that Novoselov's
“first name is also Ivan), and that even after the.denunciation of the
personality cuft Stalinism was still regarded by some as a brutal but

necessary phase of Soviet socialist development — one must inevitably
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conclude that the passage quoted above indeed refers to Stalin, who
like his precursor Ivan the Terrible left a bloody imprint on his

“reign.” Note also the telling phrase in the story set off by triple-dots:

.. HHKOT'0 He WAAHA JJaph MBaH... (44)

which plays a not insignificant role in developing the connection be-
tween Novoselov and Stalin, along with his Stalin-era "opridniki.” It is.
as it were, a continuation of Ekaterina Gerasimovna's thought about
the sixteen Kolylev boyars executed by Ivan the .Terrible. This sen-
tence takes on added significance in connection with Ekaterina and her
destiny. Tsar Ivan (read Stalin) spared. no-one, just as Ekaterina No-
voselova spared ndt her own husband, Ivan, who resorted to a false
report to get her out of the way — a not uncommon and effective de-
vice of the period of the Stalin era.

In his later-period prose Kataev often resorts to image-symbols
to express his attitude toward the Stalin era. In A/a/fa he uses the
symbol of [van Novoselov whose conduct and character bring to mind
one of the herces of Sv/aras kolodec — namely, the woodpecker-
-man with the strange "vaudevillian"®> name of Proxindejkin. The
woodpecker-man, like Novoselov, dreams of a scholarly career,
dreams of ‘becoming a “doktorom nauk gonoris kljauze,”4® but not
through honest labour or his own academic achievements. He intends
to reach this goal' using others' achievements, through grovelling, re-
porting, treachery ~in other words by the same means Novoselov

uses to achieve his own selfish ends.
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Just as Novoselov is the embodiment-of all the negative aspects
of the period of the personality cult, so Proxindejkin (as R. Russell
points out) niay ‘represent a writer turned informer for the secret po-
licé” or even “conformism of terrified writers during the Stalin era.™4?
The suggestion is quite legitimate, since in the words of the narrator-
-hero of Sv/aros kolodec, his “tjagostnyj sputnik” is none other than
a "modifikacija Faddeja Bulgarina, "8 (the latter being a well-known
informer and traitor in Pudkin's time).

These kinds of image-symbols turn up in two other Kataev
works of the later period — Lwbrk and K7adbidle v Sgutjanar ~
but in a less obvious form. In Lwé/k, for example, the [irst-person
narrator describes his fight with a wasp whose stubborn maliciousness
brings to mind the woodpecker-man Proxindejkin travelling together
with the hero through the dimensions o{ his dream-visions, wiich
transport him to the Georgian capital of Tiflis (Tbilisi). Unable to free
himself from the wasp, exhausted by his hopeless efforts to kill it with

an “open book,"9 the hero falls asleep and beholds

CBOH MOCTOSAHHHY, e IMHCTBHHHNA, HUKOrZa He [IpeK pa-
A UACA COH: UeACBeKa ¢ YSKHMH I'AasaMu YOHALH. (50)

The narrator’s dream is interrupted by the sound of the wasp
trying to get into his ear. He attacks the wasp and kills it. He hears

“the crunch of its wretched body,”>!

Henos'rc&xmmﬁ 8BYK, B KOTOPOM Kax BH GARANYAAOCH
BCe: TNOZ0BOPOAOK, KpalleEHe YCH, Barpopas HHAXEYbA
KOXa ero HeH, NPHUeMACHHAR CTOSYHM BODOTHHKOM
HMIIEPATPPCKOTO MYRAHPA... (52) '
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f should like to draw attention here to one almost imperceptible
detail. Earlier the wasp was described using the feminine pronoun
“ee” (as the Russian word "0sa” is feminine). But in this particular
quotation the masculine pronoun "ego” 1s used by the nar.'rator in de-
scribing the image evoked by the sound of the wasp being crushed.
He also describes the "ﬁainted mdustache" and the “imperial uhiform"
= which are not normally associated with the female sex. Thus one is
led directly to the symbolric meaning of the wasp-imagg as repre-
senting Stalin: as Ruéseli notes, “the struggle with the waﬁp represents
yet another attempt by Kataev'(fouowing those in 7he Holy Well)
to exorcise the spirit of Stalinism."53’/ﬁ |

© As was mem‘iloned earlier, the i‘mage—symb-ol_agociated with
- Stalin's personality also abpears in £7adbrsée v Skuljanar, a work
related not to the contemporary world but to the distant past-— to the
life and destinies of the primary narrator’s grandfathétand great-
-grandfather. Just as in Kataev's previous works (except fok Fra/ka

where Novoselov .is most definitely a real person), here too tHis image

Badej, Suffer-

appears in the dream of the grandfa;her—narrator, I
ing from malaria, he finds hl/msélf in a state of unconsciousness in
which “smedivalos’ proloe, nastoja¥éee i bududdee.” ’

It is interesting to note that it is the primary narrator who re-
counts his grandfather’s strange visions, the chaotic scenes from the
'past and the “distant future,” as if he himself were present in his
grandfather's dreams, acting as an intermediary between the reader
and the events “taking place” in the dreams.

At one point the grandfather is tormented by thirst. He spies a
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narrow-ﬁecked Georgian pitcher on‘the shqulder of one of the moun-
tain girls. Suddenly the pitcher of 'watt;r ébpears on the table m the
middie of the “saklja” (hut), next to a glass mug. Butl he has not even
the strength to get up anbch himself a cool drink. Then alf at oﬁce

he hears the squeak of a wooden board under someone's heavy foot-

step and

B CaKAK BXOJHA KaKk OH M8 HeNOMepHO AAAEKOro
OyAyWero YeAOBeX B CTPaHHOM oJeXZe, ¢ TOAOBOH,
MOBASAHHON 3AXKAPCKHM DAILANKOM.. €T0 BSTAfJs OCTA-
HAaBAHBAACA HA KYBUIMHE ¢ XOAOAHOM BOJAOH. Ero raasa
CBeTHAMCH HEIMOAEHM CBETOM, KaK YI[epOHHR, yMHpal-
WHA MecAl., OH HAAHBaA HO XYBIKHA BOAY B CTeKAAHHYIO
KPYXKY, H CTPYA BOAH SAOBellje KPACHEAR, NMpeBpalAACh
B BHHC. Kax OH coBepliafd HEKHA TAHHCTBEHHNH YXacHHA
00pAZ TPOWAHUSA CO CBOHM IPOIIANM, YEAOBEK He TOpPO-
IACh IDMA H8 KPYXKa, H I0Ka OH ITHA, BHHO NPEeBPaliaAoch
B KpPOBb, H UEAOBEK BHTHPaA CEpPIOBHAHHE, MOKPHE OT
KPOBH YCH PYKABOM CBOH CTPAHHOH TYXYPKH. (55)

Here, as with the wasp incident in £wbsk , there is an indirect
reference to Stalin. [t is for this reason that the grandfather’s dreams
are recounted by the grandson-narrator whose base is in the present.
In relation to the past, the present is, of course, the future, and it is
from this future that the man appears who changes the water into
blood, with eyes like a "dying moon"e:l\l)a) moustache wet with blood.

It was mentioned during the discussion of the autobiographical
narrator-hero in the preceding chapter that Kataev often returns in
his works to old topics, characters, and motifs. The same is true here.
With an almost maniacal stubbornness Kataev turns again and again to
the motif of the Stalin personality cult in works which do not seem to

be thematically connected with this particular problem concerning
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him (suéh as Kvbik or K1adlisce v Skuffanar ). This deliberate
insistence on the personality motif not only helps Kata’ev' more fully
exﬁress his hatred of Stalin but also serves as a warning against any
possible resurrection of the ideas or spirit of Stalinism. The latter
purpose is particularly eyident in fralfa, where the main focus is on
the present day, the ne\v. reality — but a reality over which still hovers
the shadow of the past, embodied in the person of Ivan Novoselov,

In concluding this chapter we may say that while Fra/ka is

quite different in many respects_from Kataev's other works of the
same period (especially in its highly {raditional ii‘orm), in many re-
spects it is also similar. The similaritie n in the common
motifs it shares with the qtther works discussed in this thesis. Along
with Malen ﬁ/}? Zefeznaja dver' v stene it serves as a bridge

between the earlier and {ater periods of Kataev's literary career.



167

NOTES

t.

[With the partial exception of Malenkaja Zeleznaja dver' v
stene and Trava zabvenja, where, it will be remembered, a third
narrator also appeared; cf. also Avbi4, where the first-person narra-
tor recounted his successive transformations in third-person form.

21 phave in mind here the period of the 1960s and 1970s when
Kataev's later works were written.

3k/adbisle v Skuljanax, p. 6.
s 1bid

57bid, p. 121,

6See Svjarof kolodec, p. 171

? Trava zabvenja, p. 243.

8 /bid.

9 Fia/ka was turned into a play and successfully produced on
Soviet tedevision. See V. Jegis, “Goluboj fonar' vednoj vesny,” Sovelr-

sA'aj.a‘ Auftura, 4 August 1978, p. 4.

0y Kardin, “SjuZet dija nebol3oj stat'i,” Voprosy literatury,
5(1974), p.73. '

U Trava zabven ja, p. 431

——

lzKardin’st in “SjuZet dlja nebol'Soj stat'i," op. sz, p.73.
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13Bunin took more than a decade to write Zizz’ Arsen eva
which contains five books. The first four books were written from
1927 to 1929.and the fifth (*Lika") in 1938. The first four books were
- published in English in a volume entitled 74e Well of Days — trans-
lated by G. Struve and H. Miles (New York: Alfred A. Knopf, 1934))
USee Sviatos kolodec, p. 225.
15See Chapter 111, note 5.

8K ataev, Fialka, Novy/ Mir, 8 (1973), p.83. All further
references to /ra/ka are to this source. .

7 7bid, pp.81-82. :

18 7pid, p.82.

97pid

W 7rava zabvensa, p. 441.
. 2l Fiatka, p. 83.

227b/d, p. 85.

23 fb.fd., p. 94.

24 7bid, p.78.

Kardin's words, “SjuZet dija nebol'Soj stat'i” op. ¢/, p. 89.

2% 7bid, p.90. s

27 Fialka, p. 94.

- 28V, Iverni, "Socrealizm s Celovedeskim licom,”_£ontinent, 7
(1976), p. 405. Q -

23 /bid.

7 | r
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30 fiatka, p. 92.

3U7pid, p. 93.

327pid, p. 82.

3B /bid, p.93.

37bid.

3 /bid,

30 767d., p.75. (My italics.)

37 /bid, p.74.

38 1bid.

39 7pid, p. 88.

400n this subject see Maria Rzepifiska, Arstoria kolorv w
dzrejach malarsiwa evropesskiego (Krakow: Wydawnictwo Lite-
rackie, 1973), pp. 101-160.

U Falka, p.74.

92M. Rzepifiska, AHistoria foforu, p. 121. The author itlus-
trates her point by giving several examples from the medizval and
later periods in painting. One of them and the most striking 5 GioTlo’s
fresco in the Arena Chapel in Padua. In the centre of the fresco there
appears,the figure of judas, covering Jesus with his yellow eoat.

13 Fialka, p. 83.

“rpid, p. 90, S
{

B Sviatos kolodec, p. 169,
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46 7/5/d, p. 168. Note the play on words: In the Russian render--
ing of the phrase Aonoris causz, jhe-word kijavze (a form of the
Russian word for “stander”) is substituted for Latin cavsz.

47R. Russell, Valentin £ataev (Boston: Twayne, 1981), p. 121.

8 Syrarof kolodec, p. 169.

WEubik, p. 497.

3N /bid.

2L 7bid, p. 498,
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53R, Russell, op. ¢s1, p. 139.
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CONCLUSION

-

. M .- A

AS hd< been‘shown. the prose of Valentin Kataev's later period
shows a :dislinctiye stvle which contrasts sharply nollonly with tra-’
diticnat socialist-realist prose but 250 with Kataev's own writing of
previous decades. Some readers and critics are tempted to dJismiss
Niyatoy kolodee, Kubik., Kladbi¥de v Skulranar el al as "boring
writing,” looking back nostalgically t¢ the Kataev of well-spun chron-
ological plots. The author's own awareness of such d potential reaction
is evidenl in A7a2db6/8% v Skulyanay | where, following a duolulicm

from Pudkin, he notes:

The more tedious a book, the more it is 1o be preferred. An
entertaining book you swallow at a gulp and it etches-ft2elf on your
memory and imagination so that you need never re-read it. A dull -
boak, on the contrary, makes for slow and thoughtful resding; you
pause and et your imagination roam freely: then you take up the
baok again and re-read places that you have passed without
noticing ... Boredom is a very relative notion. (11

\

It is true that one can re-read Kataev's later prose endlessly,
finding new things every time which make one wonder why one. did
not notice it before. And what seem to be defliciencies of the associa-
tive method lose this a;ppearance upon closer inspection.

It is apparent from this later prose that for Kataev himself
nothing could be more boring than a strict adherence to chronology.

He deliberately ignored the bounds of time and space to give freer
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rein Lo his fantasy and s; attain a greater qeplh of thought and inner
penetration of his subject: This meant he wbuld simply start telling
about himself inl any possible wéy — S0 léuﬁcﬁing a new chapter, story, -
paragraph, or sentence. | it also meaﬁt starling a story of himself at
any moment in time — today, yesterday or hund;ed years 4go — and

% : the story of himsell would be the story of his hero, for the writer-
" made na real distinction between the two, - |

. . . . £. .
\ . In organizing the events and characters of his later prose, Kata-

ev's tlwo most tmportant principles were assoc/arron and:memaory.

R

" Human mMemory is a curious thing. [t quite easily takes in the events
of cne's own life and those of hundreds of other people, familiar and

unfamiliar, near and distant.

For Kataev at’ this period lthe most retentive %;_nd {aithful

. memory was the memory of the soul, which easily contrc;ls time and

e space, rather than bein'g controlled ¥y them. Such a concept enabled
- the writer to as‘s‘ume the iderﬁily of the obiects he desccibed, both
human and non-human — a facility accessible onlv (o writers endowed

. . With an extremely precise perception of the worlld around them. And

- Valentin Kataev is such a writer. That is why he was ahle 1o "become”
Toa .

. , - not only an old American car (‘\n Svjarof Lalodec) or the little boy

Pleikin (Kubik |. bL'Il:eV.én his own great-grandfather (£72ab/5% v

o=

Skvlanar . Th.is important feature of Kataev's later works is not
only a literary+device, it is a l'undanzﬁntgl‘ artistic position. For Kataev
ihe only possible reality is a work of art — not a mere reproduction-of
‘the objective world—rtmt—ﬁ}: er -the artistic realilxlof a work screened

through the “soul” of the (\fvr ter.
e
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“I am the founder of a new literary school of Aauvrstes, from
the French word mawuvass (bad),” Kataev writes in Si/aros Lolodec,
“the essence of which is that since evervone today writes very well, it
is necéssary to do it badly, as badly as possible, ‘iind then people will
sit up- and take notice of you."? This surprisiﬁg statement of Kataev.'s
is not, of course, without purpose. His works discussed in Lhisgiudy
leven the abjective F7u/ka ¥ have in many wa’y;'s vidlated accustomed.

canonical .conceptions of socialist-realist writing, proving “that the

. author was persistently seeking new artistic forms capable of convey-

ing'more [ully both the world of an increasingly complex reahitv and

the inner world of the artist.

The form emploved by Kataev enables him to veil certain 1deas

and on accasion léave them open o more than one interpretation. His
works are rather compléx nzu only tn what they sav.but alse in how
thev say it. Theyv are most definitelv intended {or a small group of
readers, as is suggested By one al the titles the narrator n Niyaiay

Lolodec jots down for a book he is writing — "kniga dlja nemnogix.”

They are by no means didactic 1y nature, and.thev point to a personal

and philcsophical\truth catfier than historical or social truth - While
Kataev does indeed fouch on social problems. thev are ones of a more
general or umveréal nature, not those raised by the Party.

Another distinctive feature of Kataev's later works is what
:nigh; he termed-their “lofty independenée." as seen in.therr subjective

treatment of time and space — a far cry indeed from typical socialist-

-realist prose with its linear plot progression. For Kataev, indepen-

’ . . - . .
dence — (2. personal and creative freedom — was one of the most {un-

S
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amental aspects of creativity; hence his pre-occupation with wide
open spaces and his rejection of those which are cra:ln‘ped or closed-in.
This feeling was inheri_ted, no doubt, from Rus;sian cuftural traditions )
{manifest in folklore, chronicles, paintings, etc.) which reéarded f rée-
dom of mo(zement and open spaces as one of the greatest aesthgtic and

ethical endowments of mankind. The greatest form of oppression for

~ his heroes was to be deprived of space.

It would be difficult, almost impossible perhaps. 1o exhaust the
"wealth of devices Kataev employed in his later prose, but on the basis
of what has been brought to light in this study it is clear that Kataev
could never be accused of conservatism of form. On the contrary, he

write as he pleased, to reveal (o the reader the immense — indeed,

was seeking a form of artistic expression which would a;l/oy him to
infinite — inner‘ world of the individual, and in as' broad a way as
possible. He rejected historical panor.énia — mere history - in favour
of a {uller picture of the /nner world of his characters. Whereas the
composition of his earlier writings was largely dictated by history, in
the writings we have discussed here this role has been taken over by
the individual. A

We may conciude, then, that these ,‘mauvistic”’work_'s eénabled
Kataev' lo conquer new inner s‘ub jects and master new methodological
means. Indeed; his literary “laboratory” has oontributeq a great deal
to the advancement of Soviet prose-wfiting, for “mauvism” itself

stands for freedom, imagination, and private art.

.
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VA7adbisée v Skulanar, p.S0. (My'translation.)
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ABSTRACT
v
. . . »
Valentin hataev's literarv career spunned some eighiyv vears
. ‘ »
Writing 1n many genres — poetry, drama. prose — for decades he con-
lined his output to the usual types of Soviet Literature. including chuld -

ren ¢ books [n the muddle of the 1960s, however his works took on a

\ridl)c'llly new stvle a stvle which he himsell called mavvism
Nl -y N
The purpose of this dissertation i (0 examine katdev & mauv .

L4 . .
tstic writing of the 1960s and 1970¢ {ffom the point of \.'ie:;'\xf at their
poelics rnarrator Lme. space : | o

Literary devices 1which were suhsequently (o appcfzu' in more
develaped form: were lirst introduced in a “vecal diary” u;hnul Lenm
entitled alen iara Felernama dver v stene 119641 — a turming
pont (n Kataev ¢ career as a wriler discussed 1n the Lirst chapter of
the thesis [t was indeed a novel approach to the Lenin theme mixing
historical facts with puré fiction challenging both traditional Saviet
Leniniana and lossilized principles of socialist realsem.

The latter challenge 1s even more evident in three f Lataev's

works wgcussed in the second chapler — SNiygroy boladec 119661

Aubik

// main feat

imagination, ahd fack of chronology. Here the reader finds a madel of

19671, and A/adbifle v Siulranar 119751 — where the

g¢ are the narrator ¢ sell -exploration, associations, fantasy,

the world only indirectlv related to objective realitv, one expressing



>
. <
-

the author’s specii*ic‘v_iewpoint on life, death, and the place of an indi-
Vidual in the world (a warld which controls time and not vice-versal. -

A COm..GLQanénleJinking_alLLhe works of this period is a bio-
graphical leitmotif, which is especially prominent in' /rava zabve-
73 V1967 Razbriara Frzn o 19721, and .Hm.az_n_l_'j) may venec
L1978 — warks which form a kindlof autobiographical trilogy The
Ivric narrator-heroes appear under the name of Valentin Kataev, vet
it must be said that the biographical aspect of these books is more
arlistic_aﬁﬁﬁé‘rary than 1t 1s factual. The main l‘ocu.s al~interest -here
i not s0 much on the characters themselves (which-appear 1n a wide
variety) as gn the narrator's relatonship to them — his ré!‘lections on
those close (o him rom the perspective ol passing vears '

[n aft his lunger prose works, Kataev deliberatelv avarded con-
lemporarv Sovie.l themes and problems  Even in the short story dis;
cussed (n the fourth chapter — £ra/4a 119731 — where the focus is on
the present-dav fe'alilyf. the present 1s sull haunted by the shadow of
the past. W’Jhile in this case the soul-probing subjecuvity of Kataev's
(1Lher later warks snelds to a more conventional approach, it mav be
seen ¢ share a number of common moufs with them. Like Afa/en -
kara Feleznaia dver v stépe . it Lo serves as a bridge hetweeﬁ_

the eariier and later periods of Kataev ¢ literarv career.



