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Abstract

This study seeks to show how the literary legacy of Mikhail Zoshchenko (1894-1958)
can productively be understood as a sustained textual engagement with the writer’s
own melancholia. Drawing equally on present-day critical approaches which
increasingly emphasize the unity of life and art in the works of Zoshchenko, and on a
psychoanalytically-influenced model of textual melancholia, this study posits and
analyzes a melancholy component of the broader comic aesthetic that typified
Zoshchenko’s early work and on which, to a large degree, Zoshchenko’s reputation
still rests today. The study then proceeds to trace the development of this textual
melancholia beyond its aesthetic representation in earlier works to show an
increasingly direct discursive elaboration of the condition in works written after 1927.
This evolution in the textual refraction of the writer’s melancholia is shown to extend
into the writer’s later ‘medical’” works where they acquire a more or less explicit
therapeutic function and become a kind of culturally nuanced Soviet language of
melancholia. This development is contextualised by reference to Soviet conceptions
of mental illness and a Soviet medical establishment characterized by an unusually
dominant physiological understanding of the mind. Throughout, the study aims to
demonstrate how a reading of the Zoshchenko oeuvre in terms of melancholia can

deepen and broaden critical understandings of this enigmatic writer, opening up a

hitherto neglected ideational component of Zoshchenko’s art.



For those who are racked by melancholia, writing about
it would have meaning only if writing sprang out of that

very melancholia.

Julia Kristeva, Black Sun (1987)

1 write of melancholy, by being busie to avoid
melancholy.

Robert Burton, The Anatomy of Melancholy (1621)
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Note on Transliteration

All transliterations from Cyrillic are performed in accordance to the Library of
Congress system with the following exceptions. Where the names of Russian writers
have become established in general English usage under different transliterations, I
have tended to use those established transliterations in the general discussion: thus
Dostoevsky, not Dostoevskii; Tolstoy, not Tolstoi; Gogol, not Gogol'. A further
exception is made for the names of scholars where the discussion references work
published both in English and in Russian; in this instance, for the sake of consistency,
I have opted to use the established English version in the discussion, but observe the
proper transliteration for source citation. This is particularly an issue with the émigré

scholar Alexander Zholkovsky whose work on Zoshchenko is published across the

two languages.
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Introduction

Mikhail Zoshchenko is a writer still best known for his comic short stories, works
which have become both literary classics in their own right as well as touchstones for
generations of subsequent Russian humorists. However, behind the laughter and the
literary stardom, throughout his life Zoshchenko was locked in a relentless struggle
with a debilitating melancholy which was to torment him periodically to the end of his
days. This personal struggle forms the motivation and subject matter for his ill-fated
part-autobiographical work Before Sunrise (Pered voskhodom solntsa, 1943). Part
memoir, part treatise, part auto-therapeutic testimonial, this deeply complex and
unconventional' work does not in itself constitute the whole melancholic aspect of
Zoshchenko’s works; rather it opens a view onto, and stands at the pinnacle of, a
melancholic aesthetic which stretches across the varied gamut of Zoshchenko’s
substantial creative output. As the present study will endeavour to demonstrate, the
roots of this melancholic aesthetic run deep in Zoshchenko’s writings and their textual
significance goes far beyond the rather vague notion of the ‘melancholic comic’; in
fact, the melancholy Zoshchenko turns out to be a writer of rare skill crafting
innovative linguistic expressions of a condition and affect whose miseries defy the
consoling grasp of language.

Lying at the apex of his melancholic aesthetic, Before Sunrise forms the
foundation of all critical readings of melancholia in Zoshchenko. Kornei Chukovskii,
Zoshchenko’s one time literary mentor and long-standing friend, wrote an important
memoir of the writer which appeared as part of his collection Contemporaries
(Sovremenniki) in 1965. His reminiscence, which relies heavily on, and quotes

liberally from, Before Sunrise at a time when the book was still officially unavailable,



made much of the comic writer’s “savage” (“svirepaia”) melancholy.' He noted that:
“Depression stifled him [Zoshchenko] from earliest childhood, and laughter was the
sole antidote for his hypochondria, his sole salvation from it.”? By suggesting that
Zoshchenko’s debilitating depression found relief in laughter, the second part of
Chukovsii’s assertion clearly implicates Zoshchenko’s melancholy in the formation of

his distinctive humorous style. This interesting approach is developed further to the

point where Chukovskii asserts:

He constantly careered like this between these two extremes:
between ‘gloominess’ and laughter. He tossed and turned both in
life and in art. And, of course, laughter did not always prevail.
Gloominess frequently did not want to yield, and then stories arose
for Zoshchenko where laughter co-existed with anguish.
Cheerfulness in combination with sadness — the best of
Zoshchenko’s works were coloured by this complex sensation,
which is also, in essence, called humour.”?

This perceptive reading of Zoshchenko’s comic fiction fuses life and art in a creative
embrace that casts the writer’s melancholy as intrinsic to his art. Yet later on this bold
fusion of life and art is blunted somewhat when Chukovskii moves on to the thirties.

Depression was indeed the curse of his whole life. By now, the

middle of the thirties, he finally became firmly convinced of the fact

that it also disrupted him, the writer, from depicting life in all its

splendour and that, by strength of will, he must overcome this
disease. Only then he would have the right to artistic creation.*

! K 1 Chukovskii, Sovremenniki in Sobranie sochinenii v shesti tomakh (Moscow: Khudozhestvennaia
literatura, 1964-1969), vol. 2, p. 539.

«XaHapa HyLIKNa ero ¢ CaMoro paHHero NEeTCTBa, H CMeX Obln €AMHCTBEHHLIM NPOTHBOALHEM €ro
MIIOXOHAPHH, ENIUHCTBEHHBIM €r0 CraceHneM oT Hee.» Ibid, p. 494.

«Tak Mexmy 3THMH JBYMS KpalHOCTAMH OH NOCTOAHHO METAICA MEXIy ‘YIPIOMCTBOM' H CMEXOM.
Merancs W B )XM3HH H B TBOpuecTBe. Y, KoHeuyHO, cMex noGexaan He Bcerna. YTpIOMCTBO 3a4acTyio
HE XOTENO CNABAaTHCA, H TOTAA y 30LIEHKO BO3HMKANM PAcCKasbl, I€ CMeX COCYIIECTBYET ¢ TOCKOH.
BeceocTe B COYETAHHK C TPYCTBIO — 3THM CJIOXKHBIM YYBCTBOM, KOTOPOE, B CYLIHOCTH, H Ha3bIBacTCA
mmopou OKpaileHsl JTy4lHe npousseaeHus 3omenko.» Ibid, p.495.

* «Xanmpa peficTBuTENLHO Gbina npoxnsTHeM Beeli ero su3HK. Teneps, k CepeIWHE TPHALATLIX TOLOB,
OH OKOHYATENbHO YTBEPIMIICA B TOM MBIC/IH, 9TO OHA-TO M MeliaeT eMy, NUcaTemo, W3obpaxaTh XKHIHb

BO BCeM ee Onecke H 4TO YCWIMEM BOAM OH JOJDKEH IPEOAoNeTh ITY XBOpb. TOJNBKO TOrAa y HEro
6yneT mpaso Ha TBopaecTBO.» Ibid, p.539.



What is interesting here is that Chukovskii stresses the way in which Zoshchenko’s
melancholy had now become an obstacle to his literary endeavours, whereas earlier it
seemed to be part of the very wellspring of creative outpouring that had determined
Zoshchenko’s early literary success. This line of argument is reinforced later in

Chukovskii’s reminiscence when he insists that Zoshchenko’s unrelenting attempts in

the thirties to conquer his depression arose:

[...] not only because it [depression] caused him so much torment,

but because for the most part he considered it dangerous and

harmful to his literary creativity, to his future books.?
Here Zoshchenko’s melancholic sufferings appear to be something very definitely
opposed to literary creation. That it disrupts literary endeavours carries the
implication that it is something separate from literature, something that should be
without textual trace or effect in a literary work proper.

Thus, by the close of Chukovskii’s reminiscences of Zoshchenko, there is a
lingering tension as to the literary relevance of the writer’s melancholy; on the one
hand it points intriguingly to a melancholic aspect in Zoshchenko’s aesthetic that
would demand closer study, while on the other hand limiting that melancholy to a
purely biographical significance, which, if anything, obscures his literary
achievement. Although this tension remains ultimately unresolved, it is interesting to
note that the last two citations above, in opposition to the preceding one which
affirmed the inseparability of life and art, are cast in reported speech, as if recounting
Zoshchenko’s opinion from memory. They are thus distanced from Chukovskii’s own

voice, leaving the reader with the impression that the denial of any textual relevance

to Zoshchenko’s melancholy was an opinion held by the now dead author, while the

s
«He TONbKO NOTOMY, STO OHa NPHYMHANA €My CTONBLKO MyYeHHH, a IOTOMY TMaBHBIM 00pa3oM, YTO
CUMTAJI €e ONACHOM M BPEZHOM [NA CBOETO TBOPUECTBA, IS CROMX Gymymux kuur.» Ibid, p.543.



opinions of Chukovskii would seem to lean, albeit guardedly, in the direction of a
unity of life and art.

This frustrating ambiguity is in part a refection of the high value Chukovskii
placed on Zoshchenko’s talents as an ironist: he had a marked preference for the
comic Zoshchenko and in the same memoir admits his sad dissatisfaction with the
more serious turn Zoshchenko’s work took after the thirties.® However, it perhaps also
needs to be considered in the wake of Zoshchenko’s official disgrace following the
critical opprobrium heaped on Before Sunrise in 1943, and his later savage treatment
at the hands of a phalange of hostile critics led by Stalin’s cultural commissar Andrej
Zhdanov in 1946. These attacks were marked by their intense focus on Zoshchenko as
a person. Their most stinging admonitions were directed at Zoshchenko’s alleged
personal failings, such as the erroneous accusation that he had sought refuge from the
war in Alma Ata while his comrades fought and starved in Leningrad. The tenor of
this campaign and its focus on the writer’s person is obvious in the following
statement from the time which has been attributed to Stalin: “It’s not for society to
reform itself according to Zoshchenko, but for him to reform, and if he doesn’t, then
he can go to hell.”” Against the background of this very personal campaign of
vilification, Chukovskii and other Soviet critics trying to posthumously rehabilitate
the Zoshchenko oeuvre would have been understandably anxious about allowing the
ideologically-defamed person of the writer to intrude too much into their
consideration of the work.

This pre-glasnost, specifically Soviet, reticence about bringing the texts too

close to the person of the writer was further compounded by a more general dearth of

® Ibid, pp. 538-551. o . . .
7 Statement attributed to Stalin at a meeting with the Presidium of the Writers’ Union in B Samov and

E Chukovskaia, ‘Sluchai Zoshchenko’, Junost’, 8 (1988), p.70. Quoted in G Carleton, The Politics of
Reception: Cultural Constructions of Mikhail Zoshchenko (Evanston IL: Northwestern University

Press, 1998), p.4. Translation is Carleton’s.



extra-textual, biographical information then available. Until the appearance of a
wealth of memoir material from the early 1980s onwards and Iurii Tomashevskii’s
diligent work of biographical synthesis which appeared in 1994, critics were mostly
forced to rely for insight into the life of the writer on the sparse, playful and
frequently contradictory autobiographical statements that Zoshchenko himself left
behind.® To this must be added Zoshchenko’s frequent preference for narrative forms
which complicated and distanced the authorial function, such as skaz and other types
of authorial mask. In the history of Zoshchenko criticism, much more effort has been
expended in understanding the formal nature and meaning of these fascinating
narrative obfuscations in the context of Zoshchenko’s political and cultural place in a
developing Soviet reality than in re-inscribing the writer back into his works. Thus,
much of the substantial field of Zoshchenko criticism to date, by largely leaving the
person of the writer out of its frame of reference, has made practically no direct
comment on the place of melancholia in the Zoshchenko oeuvre. As a result of this,
until quite recently, ther‘e has existed something of a divide between a critical
literature that shied away from extra-textual approaches to the works, and a wealth of
biographical detail contained in a substantial memoir literature. This memoir literature
is full of references to Zoshchenko’s mental ill-health, but, in line with the form of the
literary reminiscence, his melancholia is noted primarily as biographical fact and
seldom, if ever, traced into concrete textual refraction.’ This latter feat is dependent
on re-inscribing the author back into his works and more properly understanding the

relationship between the writer’s life and art; only on this basis can Zoshchenko’s

' Iu Tomasl'l.evskii, 'Khronologicheskaia kanva zhizni i tvorchestva Mikhaila Zoshchenko’ in Iu
9Tomasheyskn (ed) Litso i maska Mikhaila Zoshchenko (Moscow: Olimp, 1994), pp. 340-365.

. See for instance the reminiscences of Georgii Munblit, Leonid Utesov and Vladimir Poliakov. All are
in A Smolian and N lurgeneva (eds), Mikhail Zoshchenko v vospominaniiakh sovermennikov (Moscow:

Sovetskii, pisatel’, 1981): G Munblit, ‘Slezy skvoz' smekh’, pp. 181-199; L Utesov, ‘Bol'shoi
chelovek’, pp.228-231; V Poliakov, ‘Zoshchenko zamenit’ nel'zia’, pp. 145-152.



melancholic aesthetic and the development of his Soviet language of melancholy
become visible and open to proper interpretation.

More recent scholarship has begun re-inscribing the writer into his textual
corpus; unsurprisingly, this has tended to concentrate on the later, more explicitly
autobiographical works. Some of the earliest attempts to re-introduce the writer into
the texts can be found amongst critics concerning themselves with Zoshchenko’s
psychological interests. In a 1967 article, Vera von Wiren-Garczynski pioneered
psychological approaches to Zoshchenko’s work by discussing the influence of Stefan
Zweig’s Die Heilung durch den Geist (Healing Through the Mind) on Zoshchenko’s
psychological interests.'® She traces the development of this psychological orientation
from the 1933 story ‘Healing and the Psyche’ (‘Vrachevanie i psikhika’), whose title
is borrowed from the Russian translation of Zweig’s book, through the 1934 novella
Youth Restored (Vozvrashchennaia molodost’) to Before Sunrise. She explicitly
linked this interest to Zoshchenko’s struggle with his neurasthenia and suggested
Zoshchenko’s debt to Freud. Irene Masing-Delic, also stresses the importance of the
fact that the narrator of Before Sunrise “suffers from melancholy”.!! Yet she sees this
as an aspect of a broader fear of death and casts Zoshchenko’s struggle with
melancholy in terms of a “conflict between the ‘old’ and ‘new’ men in Soviet
literature™, with “the pronounced biological flavour of the old” contrasted with “the
ascetism, purity and self-control of the new Soviet man”."? In discussing the fears
which Zoshchenko analyses in Before Sunrise, Masing-Delic perceptively notes their

intertextual connections with works by Pushkin and Belyi, yet she does not accord the

1 v von Wiren-Garczynski, ‘Zoshchenko’s Psychological Interests’, Slavic and East European
Journal, 11 (1967), 1, pp.3-22.

' I Masing-Delic, ‘Biology, Reason and Literature in ZoS¢enko’s Pered voschodom solnca’ in Russian
Literature, 1980, 8, pp.77-101.

2 Ibid, p.77.



concept of melancholia sufficient prominence to justify a critical reading on its own
terms.

Thomas Hodge continues the psychological approach to Zoshchenko in his
article exploring the Freudian elements in Before Sunrise. He sets the psychological
discussions in this work against the background of Zoshchenko’s long personal
struggle with depression, observing that: “Zoshchenko was no dilettante: his
psychological interests were, quite literally, a matter of life and death.”'®> However, in
exploring the Freudian aspects of the book he ignores the important Freudian concept
of melancholia, a term Zoshchenko uses frequently in Before Sunrise and which has a
direct and definite theoretical purchase in Freudian psychoanalysis. In the process
Hodge ends up according too little significance to the meaning and nature of
melancholia in Before Sunrise and under-appreciating the degree to which
Zoshchenko’s use of the term indicates both a Freudian influence and a rejection of
psychoanalysis. The Freudian theme in Zoshchenko is also touched on in a brief but
insightful discussion of the writer in Alexander Etkind’s history of Russian
psychoanalysis. Noting that Zoshchenko’s artistic outlook “reflected a peculiar blend
of psychoanalytic vision and common sense”, Etkind plainly finds this reflected in the
stories, the heroes of which “entertained simple worries about things the Bolsheviks
had nearly forgotten: health and well-being most of all.”'* Unlike Hodge, he also
notes the importance of melancholia in Before Sunrise.'> However, most importantly,
he bases these insights in the context of a study of the history of Zoshchenko’s mental

illness through medical reports and papers contained in the writer’s archive.'®

Btp Hodge, ‘Freudian Elements in Zoshchenko’s Pered voskhodom solntsa (1943)°, Slavonic and
East European Review, 67 (1989), 1: 1-28.

' A Etkind, Eros of the Impossible: The History of Psychoanalysis in Russia, trans. N and M Rubins
(Boulder CO: Westview, 1997), p.341.
¥ Ibid, p.344.

' bid. pp. 342-344.



However, because of the wide scope of Etkind’s historical survey, his productive
insights into the connection between Zoshchenko’s history of mental illness and his
work can, by necessity, only receive the most cursory textual analysis.

Krista Hanson’s autobiographical approach also furthers the re-introduction of
the writer into the texts, again with a dominant focus on the more overtly
autobiographical later texts, particularly Before Sunrise.)” Moreover, she also
emphasizes the auto therapeutic intentions of Before Sunrise in terms of the writer’s
own sufferings. However, there is perhaps a danger in her approach of reducing the
texts to only their autobiographical content. This is something that shows particularly
in the rather orthodox oedipal reading she performs on Before Sunrise, again ignoring
the term melancholia in the work and downplaying that work’s sincere polemic with
psychoanalysis. Linda Scatton also makes much of Zoshchenko’s autobiographical
concerns and confronts the notion of melancholia in the later work.!®* However, she
maintains an ambiguous stance in relation to the melancholic aspect of Zoshchenko’s
works and is unable, in the final count, to envisage melancholia as much more than a
biographical fact or textual start point. In a biographical survey she discusses the
“neurasthenia which gripped him [Zoshchenko] in the twenties”'® and mentions how
“he also suffered from acute depression and anxiety”.?° Moreover, when noting that
“there is more than a casual connection between the art and lives” of Gogol and

Zoshchenko she cites “similar pathologies, depressive tendencies and untimely and

" See her ‘Kto vinovat? Guilt and Rebellion in Zoshchenko’s Accounts of Childhood” in D Rancour-
Lafqn'iere (ed) Russian Literature and Psychoanalysis (Amsterdam and Philadelphia PA: John
Benjamin_s, 1989), pp. 285-302. See also her ‘Autobiography and Conversion: Zoshchenko’s Before
Surfrise’ in J G Harris (ed) Autobiographical Statements in Twentieth-Century Russian Literature
(Princeton NJ: Princeton University Press, 1991), pp- 133-153.

'® L Scatton, Mikhail Zoshchenko: Evolution of a Writer (Cambridge: Cambridge University Press,
1993), pp. 107-127.
" Ibid, p.51.

2 Ibid, p.50.



unnatural deaths” as factors linking them.?! However, when it comes to her readings
of Zoshchenko’s works there is little attempt to identify or critically appraise
Zoshchenko’s melancholic aesthetic, even in works such as the 1924 tale ‘Wisdom’
(‘Mudrost”) where the theme of melancholy is remarkably explicit and, in fact,
intrinsic to the plot. Scatton also notes that Zoshchenko’s struggle to cure his
melancholy “found its reflection in the new, more positive hero of Youth Restored.”?
However, again there is no deeper analysis of the implications of this assertion. With
Before Sunrise the theme of melancholy is impossible to ignore, for as Scatton notes,
it is the “raison d’étre” of the work.?® Yet even here, there is little analysis of exactly
how this motivating factor of the work is realised textually or any attempt to read the
work on what are, by her admission, the book’s own terms. Scatton no doubt sees the
melancholic in Zoshchenko as peripheral to her principal project of analysing the
formal and thematic continuities that link the Zoshchenko oeuvre. However, as the
present work will try to show, this laudable project can only be amplified and
extended by a more detailed reading of Zoshchenko’s melancholic aesthetic, which
could be held to function as a unifying theme spanning his whole literary career.

An extremely productive turn in Zoshchenko scholarship was marked by the
appearance of Andrei Siniavskii’s article ‘The Myths of Mikhail Zoshchenko’ in

1989.%* Siniavskii emphasized the connection between the work and the melancholia

clearer than ever before:

2! Ibid, p.52.
2 Ibid, p.255.
% Ibid, p.51.

2 <. o age . .
A Sm.lavs'ku. Mify Mikhaila Zoshchenko’, Voprosy literatury, 1989, 5. Repinted in lu Tomashevskii
(ed.), Litso i maska, pp- 238-253. All references will be to this edition.



For his whole life, Mikhail Zoshchenko attempted to free himself

from a melancholic yearning that had consumed hlS soul. His

creative work is particularly devoted to these attempts.”
Significantly, he also suggested that this auto-therapeutic engagement with
melancholia extended beyond the obvious mature texts like Before Sunrise and Youth
Restored (Vozvrashchennaia molodost', 1933); he implicitly extends this same auto-
therapeutic intention into the comic fiction, suggesting that “like Gogol, Zoshchenko
tried to cure himself through laughter.”?® The unifying auto-therapeutic intention that
Siniavskii sees embracing the whole oeuvre leads him to his greatest insight: the
neurotic complex that Zoshchenko analysed in Before Sunrise in fact contains “many
keys to [Zoshchenko’s] subjects and the secrets of his literary work”.?’

The major drawback to Siniavskii’s analysis is its brevity, which means that it
cannot adequately demonstrate the extent of its claims: it concentrates almost
exclusively on Before Sunrise and some of the stories from Sentimental Tales
(Sentimental'nye povesti, 1927-1930). The critically rigorous development of
Siniavskii’s idea comes with the ground-breaking work of Alexander Zholkovsky.
Like Siniavskii, Zholkovsky finds in Before Sunrise a guide to the authorial vision
underpinning the earlier comic fiction; whereas Siniavskii spoke of Before Sunrise as
offering “many keys” to the earlier fiction, Zholkovsky takes this claim even further
to characterize the work as an authorial “coda” which “offers explicit critical insights

that are usually the scholar’s business to uncover”.?® Zholkovsky sees Before Sunrise

as offering an accessible introduction to basic psychological and existential concerns

% «(Bcio %u3Hb Mux. 30ILEHKO CTapancs 0cBOBOANTLCS OT CHeAaBlIel ero MyLry TOCKH. DTHM
crapamum B YaCTHOCTH, OTAAHO €ro TBOp4EcTBO.» Ibid, p.246.

«I'lono6no Toromo, 3owenko npoGosan JeunTthed cMexoM.» Ibid, p.246.

«?z ;l;;m CONEPKHT MHOTHE KIIOYH K €TI0 CIOXETaM M TaliHAM JIMTEpaTypHOro TBOpyecTBay; Ibid,

A K Zh?lkovsky, ‘““What is the Author Trying to Say with his Artistic Work?” Rereading
Zoshchenko’s Oeuvre’, Slavic and East European Journal, 40 (1996), 3, p.459.

10



which Zoshchenko rehearsed equally, if more obliquely, in his earlier comic works.
He thus points to a unifying vision that stretches across all Zoshchenko’s works.
Even in his most funny pieces Zoshchenko appears as a gloomy
philosopher of life, and his ‘philistine’ masks as defensive, comic
variations on the theme of those very phobias, with which the
narrator-hero of Before Sunrise seriously torments himself, and
which are also found in memoirs of the real author.”
It is important to note that this underlying unity of authorial vision correlates with
extra-textual, biographical resources: it is thus a confessional vision, a vision of
psychological expressionism. In fact it is a variant of Zholkovsky’s own structuralist
critical model of authorial expressionism which he termed “a Poetics of
Expressiveness”.30 Thus, Zholkovsky offers precisely that breadth of critical vision,
capable of uniting writer and text, which is needed to reveal the extent of
Zoshchenko’s textual engagement with melancholia.

It is noteworthy that the unifying authorial presence that Zholkovsky finds
beneath the textual surface of the oeuvre turns out to be “a gloomy philosopher of
life”. Although he does not specifically refer to the notion of melancholia, there is a
strikingly melancholic aspect to the unchanging authorial vision of perpetual
instability that Zholkovsky finds in Zoshchenko. For Zholkovsky, the writer’s
worldview “is characterized by ‘fear of the instability of life’, ‘a thirst for peace and
order’ and ‘distrustful searches for protection from danger’.”®' Zholkovsky also finds

in Zoshchenko a consistent yearning for order, often represented by the paraphernalia

of Soviet power, frequently married to dissatisfaction with the troubling disorder that

«Jlaxe B CaMbIX CMELUHBIX CBOMX BeliaX 30WIEHKO MPeACTaeT MPavHOBATHIM GHUIOCOPOM KHU3HH, &
€ro «MEMIAHCKHE» MAaCK¥ — 3alMTHBIMH KOMHYECKMMM BapHaUMSMH Ha TeMbl TeX e (obui,
KOTOpBIMH BCEpbe3 Myd4aeTcs repoli-noBectroBatens [IBC, y3HaBaeMbllf Takxe B MeMyapax o
peanbHoM aBtope.» A K Zholkovskii, Mikhail Zoshchenko: Poetika nedoveriia (Moscow: Shkola
;‘(}azykl russkoi kul'tury”, 1999), p.308.

See A K Zholkovsky, Themes and Texts: Towards a Poetics of Expressiveness (Ithaca NY: Comnell
University Press, 1984).

1
«... XapaKTCPH3YeTCs ‘CTPAaXOM MNepel HeMpOYHOCTHIO KH3HM', ‘XAKIOW NOKOS M mopsaka’ W

¢
HEIOBEpYHBBLIMH NOHCKAMH 33LUHTLI OT onacHocTel’ . » Poetika nedoveriia, p.60.

11



this brings;*? this sense of self-destructive desire repeated ad infinitum has a
profoundly melancholic ring. More particularly, Zholkovsky notes how in
Zoshchenko blame is always located in the subject; the site of guilt is never to be
found in the public realm.>® In the theoretical discussion in the next chapter, the
significance and centrality of subjective guilt within the Freudian notion of
melancholia is discussed at some length. Zholkovsky also points to food being a
particularly potent and recurrent phobia for all of Zoshchenko’s heroes, serving
ultimately as a symbol of life and death.>* The pathological relation to food and the
ultimate refusal to eat are relatively common depressive symptoms, ones which
Zoshchenko experienced personally.

By exposing the deep thematic unities that stretch across the Zoshchenko
oeuvre and showing what can be gained from re-reading the stories in the light of
Before Sunrise Zholkovsky opens up wide, new avenues for Zoshchenko scholarship.
However, there are limitations to Zholkovsky’s approach. His concentration on the
structural consistency of authorial vision occasionally runs the risk of flattening the
very real differences across the oeuvre. While both are participants in a recognizably
similar worldview, there is a great deal of formal, stylistic and discursive difference
between the comic stories of the twenties and Before Sunrise. In particular, using the
latter work only as an authorial “coda” for revealing a vision already articulated in the
twenties does not do adequate justice to the substantial evolution in both form and
content represented by Before Sunrise. Moreover, this view also leaves unexplored
precisely what is gained by revealing the substantial autobiographical content of the
earlier stories, what Zoshchenko thus seems to be implying about the literary process

and what he may have gained personally from the kind of reading of himself implied

32 Ibid, pp. 164-170.
* Ibid, p.33.
* Ibid, pp. 234-238.
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in this process. The melancholy reading of Zoshchenko in the Soviet context proposed
in the current study will address all of these areas and in the process will serve to
advance Zholkovsky’s three-fold interpretative project of: firstly, “uncovering the
deep unity of the usually opposed aspects of his work™:** secondly, “liberating the
writer to a certain extent from the deterministic embraces of the epoch” to stand
among the classics of world literature;*® and finally, “the eétablishment of the deep
points of convergence of Zoshchenko [...] with Russian (and particularly official
Soviet) cultural tradition.”’

In her 2003 monograph, Lesley Milne began to extend the discussion of
melancholia beyond the previous critical focus on works of the thirties and forties
such as Before Sunrise and Youth Restored. Milne emphasised the fact that
Zoshchenko’s melancholic sufferings “had reached a peak in 1926” and that they
coincided with the author’s struggle against vituperative attacks by critics from the
Russian Association of Proletarian Writers (RAPP).*® Indeed, she suggests that “the
RAPP critics may have appeared to him [Zoshchenko] less terrifying than his own
attacks of psycho-neurosis”, and suggests that Zoshchenko’s creation of the
melancholic narrator figure of Kolenkorov in Sentimental Tales served as “a comic
defensive shield” allowing him to simultaneously mock his critics and his
melancholy.39 The importance of the year 1926 for Zoshchenko’s struggle with
melancholia, the melancholic aspects of Kolenkorov and the way that the writer’s

struggle with melancholia became increasingly entwined with broader issues of

35

«BolsiBneHne FJIyGHHHOFO €IMHCTBa OOLIUHO MPOTHBOMNOCTABJIAEMbIX JPYTr APYry acnekToB €ro

;':;opqecrna»; Ibid, p.308.

«Ha OTIPE/IENIEHHYIO CTeNeHb OCBOGOXIEHNS NHUCATENA W3 NETEPMHHHCTCKUX o6bATHH 3noxuy; Ibid,
?.308.

4
«Koucrarauuu(a] rmyOuHHbIX Towex cxoxnenus 3omeHko [...] ¢ pycckoH (B 4acTHOCTH,

odHuHanbHOM COBETCKOM) KynbTYpHOH Tpaauumei.» Ibid, p.308.

** L Milne, Zoshchenko and the Iif-Petrov Partnership: How They Laughed (Birmingham: Birmingham
Slavonic Monographs, 2003), p.44.

% Ibid, pp. 43-44.
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ideological conformity and conviction are all themes that will be developed further in
the present study. Milne also makes the perceptive observation that Youth Restored
can be read, at least in part, as a kind of self-help book. Seeing Youth Restored as a
work exhibiting a strong kinship with Zoshchenko’s earlier documentary work Letters
lo the Writer (Pis'ma k pisateliu, 1929), Milne suggests that both works cast the writer
in the role of “‘agony uncle’”, a position that he was “elected” to by his sizeable
readership.*” Milne stresses the fact that Zoshchenko was constantly bémbarded with
requests for advice from readers and she sees Youth Restored as a book “which would
make his advice generally available and also track the thought-process by which he
himself had arrived at these conclusions.™' This understanding of Zoshchenko’s
intentions in these works as therapeutic in a broad sense represents an important
insight over and above the more usual interpretation of Zoshchenko’s medical
writings as auto-therapy. Moreover, the positing of Zoshchenko’s loyal readership as
a sort of therapeutic community is extremely important; as shall be argued later in this
study, communities of readers and acts of reading assume an enormous importance in
Zoshchenko’s writings after 1926.

The confluence of melancholia and ideological demand also appears in Keith
Liver’s understanding of Zoshchenko’s mature works in the second chapter of his
exploration of cultural representations of the Stalinist body. His study is concerned
only with the ‘Stalin-era’ fiction of the thirties and forties, and adopts an approach
heavily influenced by Zholkovsky; however, he seeks to correct a perceived deficit of
cultural contextualisation in Zholkovsky’s reading of the later Zoshchenko by
situating the writer’s mature fiction in a broader Stalinist narrative of re-forging.

Echoing Masing-Delic to a certain degree, Livers convincingly depicts this cultural

“ Ibid, p. 70.
“I Ibid, p.70.
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dynamic as a rejection of the feminine, fleshy reality of embodied existence in favour
of a rationalized, masculinised and discursive model of selfhood, in short: “the violent
separation of the self from its biological point of origin.”42 Noting that many of
Zoshchenko’s works from this period “are nothing if not allegories of the progressive
rationalization of the author’s body and soul”, he reads Zoshchenko’s auto-therapeutic
theme as, before all else, a desperate personal quest for ideological conformity.*
Thus, in reference to Zholkovsky’s suggestion of Zoshchenko’s deep-rooted search
for order, as represented in the author’s neurotic mythology by the punishing hand,
Livers observes “the almost uncanny merging of the author’s private myths with the
ideology of Stalinism — which is to say, in the fusing of the authoritarian and the
authorial hands.”* This is an important contribution, for it is one of the tragic
peculiarities of Stalinist civilisation that the very melancholic struggle to inscribe a
pre-linguistic selfhood into the discursive realm can be politicized to such a degree.
However, Livers goes beyond this insight to argue that Zoshchenko’s auto-
therapy ultimately comes to constitute an act of such “brutal self-censorship” that it
becomes a piece of “Stalinist myth-making” and tantamount personally for
Zoshchenko to an “artistic lobotomy”.* This conclusion is based on a reading of
Before Sunrise as simple confessionalism and outright didacticism. Livers admits
ambiguities in other works of the thirties (particularly Youth Restored), and even that
“almost no rehabilitation in Zoshchenko’s oeuvre is ever complete.”™® For Livers,
however, the one that is complete is Before Sunrise, where, by the end, the author’s

hand is “guided by none other than Stalinist ideology” and “chaos is definitively

“2K Livers, Constructing the Stalinist Body: Fictional Representations of Corporeality in the Stalinist
1930s (Lanham MD: Lexington Books, 2004), p- 100.

* Ibid, p. 100.

“ Ibid, p.108.

* Ibid, p.136.

* Ibid, p.126 and p.128.
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exorcised from Zoshchenko’s world.”*” The problem with this reading is that it rests
on an exaggeration of the degree of resolution in Before Sunrise. This exaggeration
results from reading the work primarily through a political lens rather than as the
personal struggle with melancholia that it declares itself to be. To be sure there is
politics in Before Sunrise and Livers is entirely correct to argue for its consideration
in ideological context, but that consideration should never distract the reader from the
work’s primary melancholic argument. If the theme of melancholia is given sufficient
prominence in the reading, as this study proposes to do, then Before Sunrise loses that
appearance of unambiguous, surgical conformity with Stalinist utopianism and
acquires a more pragmatic character in which those redemptive ambiguities from
earlier in the thirties remain stubbornly present and create a more temperate urge
towards considered personal accommodation to the regime. Moreover, as will be
suggested later, by ignoring the melancholia in the work one misses a necessarily
oblique note of genuine resistance at the close of the work.

The tendency to read Before Sunrise as closed, didactic and conformist is
actually quite widespread among contemporary critics. An extreme example of this is
Jeremy Hicks, for whom all the later works are characterised by “the use of a
standardised, reliable form of narration instead of skaz”: a development he describes
as a “pernicious tendency”.*® Before Sunrise represents the apogee of this tendency:
Hicks sees it as characterized by “a rigidly determinist vision”; it is “economic,
authoritative and monolithic”; and it stands out primarily for its artistic “mediocrity”
and “humourless piety”.* In order to support a critical approach which finds the
greatest literary value in Zoshchenko’s ambivalent skaz narratives, Jeremy Hicks

rejects most of Zoshchenko’s works of the thirties and forties. He argues that these

7 Ibid, p.131.

48 7 _
49 J l:llcks, Mikhail Zoshchenko and the Poetics of Skaz, (Nottingham: Astra Press, 2000), p. 167.
Ibid, pp. 167-168.
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works represent the abandonment of the ambivalent world-view which he values in
the comic fiction of the twenties in favour of fixed, didactic narratives free from
irony.

The enduring quality of Zoshchenko [...] does not lie in his

neuroses, or some world-view separable from his narrative manner.

Rather, it consists in the ambivalent humour created through his

very use of the skaz form.>
He similarly rejects any attempt, Zoshchenko’s or otherwise, which seeks “to reduce
the formal discrepancies of the stories to a purported psychological content”.’! This
hostility to psychological readings and the rejection of those works where
Zoshchenko’s concern with his melancholia is most obvious would seem, then, to
exclude any consideration of Zoshchenko’s melancholy. One might object that Hicks
overestimates the supposed straight-forwardness of Zoshchenko’s works of the
thirties and forties: these are daring works which display as much formal
inventiveness and narrative complexity as anything he wrote in the twenties. While
Hicks values the “epistemological uncertainty that lies at the heart of the Zoshchenko
short story”, he ignores evidence of that same metaphysical reticence in later works.*
Hicks also overestimates the extent to which a psychological reading of the text closes
off its meaning. It can be argued that the epistemological uncertainty and ambivalent
world-view that Hicks fears losing in a psychological reading derive precisely from
the melancholic aesthetic that the present study seeks to understand. Hicks seems to

suggest this himself when he argues in his conclusion that:

The t_endency towards the fragment and the unstable status of
narrative authority in skaz were extended to their utmost [...] by an
ideal exponent, a man racked by self-doubt.*

0 Ibid, p.17.
3! Ibid, p.7.

3 Ibid, p.163.
% Ibid, p.169.
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The implication here is clear: the distinctiveness of Zoshchenko’s skaz form finds a
fascinating correlate in the wﬁter’s mental torments. Yet Hicks, no doubt due to his
stated aversion to psychological readings, does not probe this correlation any further.
This is a pity, for a clearer understanding of the melancholic theme in Zoshchenko’s
work would amplify existing readings, open potential new ones and close off none.

Gregory Carleton, while more temperate in his criticism of the later works,
nonetheless sees them as a flawed and lamentable attempt by the writer to impose
hermeneutic closure on the radical indeterminacy of his earlier work.” Carleton,
although acknowledging the originé of Youth Restored in the writer’s own history of
mental ill-health, similarly tends to downplay the melancholic theme in Zoshchenko’s
work as a whole.”® In a perceptive reading of the Zoshchenko oeuvre which is heavily
influenced by post-structuralist theory, Carleton’s primary concern is tracing the fate
of a style of writing characterized by an ambiguous textuality that defies any
definitive meaning; Carleton finds this style in abundance in the early work, but
suggests that it is increasingly curtailed by the author throughout the thirties and
forties. He thus sees Zoshchenko as a writer primarily engaged in a struggle to assert
meaning over his own writing rather than as one engaged in a struggle to assert
meaning over his melancholia. In this regard, he claims of Before Sunrise:

Its subject is not Zoshchenko’s neuroses or his past but, ultimately,
Zoshchenko himself. It demonstrates his anxiety over and attempted

resolution of the polyvalency inherent in all discourse. Just as there

is only one answer to his psychological trauma, a text must have
only one authoritative reading.*

However, what Carleton fails to countenance is that perhaps the two struggles are

mutually implicated, that the struggle against the radical polyvalency of textual

3 G Carleton, The Politics of Reception, pp. 111-160.
5 Ibid, p.85.
% Ibid, p.159.
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meaning might have its roots in melancholia, a condition in which the sufferer
confronts, among other things, a catastrophic inability to articulate and believe in
fixed meanings. When Carleton does address Zoshchenko’s melancholic sufferings it
is always relegated to the biographical background. For instance, when forced to
confront the explicitly melancholic inflection of the narrator of Sentimental Tales,
Carleton notes in passing how this “neurasthenia speaks to Zoshchenko’s own
troubled disposition (his depressions and melancholy were already in full swing)”; to
a certain degree, the parentheses are particularly revealing in this line and evidence a
broader sense in which the writer’s life is kept at definite remove from the texts
themselves.>’ This remove is particularly evident when Carleton broaches the serious

depressive relapse that struck Zoshchenko in the wake of his critical pillorying in

1946:

It seems that nearly all the psychological and physical ills that he
had explored, mocked and feared in his writing — self-doubt,
depression, the debilitating effects of age, chronic fatigue, frail

nerves, a weak heart and hypochondria — converged after 1946 to
incapacitate him.> 8

Although seemingly struck by the irony of this fact, Carleton seems reluctant to
pursue this to its logical conclusion. The connection between Zoshchenko’s writing
and his melancholic sufferings in this instance seems at least clear enough to demand
further analysis. By ignoring the melancholic aspects of Zoshchenko’s writings,
Carleton has perhaps missed a deeper dimension to his own understanding of
Zoshchenko’s work.

Another scholar who has adopted a critical approach that consciously

downplays, or even denies, the melancholic theme in Zoshchenko’s writing is Rachel

% Ibid, pp.71-72.
% Ibid, pp. 6-7.
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May, who relegates it to a parenthetical, purely biographical significance. In a
provocative and original reading of Before Sunrise, she argues against the scholarly
consensus which sees the work as serious in intent. Rather, she argues that the work
constitutes an elaborate, ironic play on themes of consciousness and censorship. In

this reading, considerations of melancholy are downgraded in the work to the point

where she claims that:

Upon an alternative, contextualised reading, Before Sunrise appears
not to be about melancholy or even about self-understanding, but

about consciousness and repression on many levels: personal, social,
artistic and political.>®

May is one of the few critics to challenge the simple confessionalism of Before
Sunrise and in this performs a valuable service. As shall become clear later on, this
study will propose a reading in which the acknowledgement of a degree of narrative
distance is indispensible to a proper understanding of the work. However, May goes
too far in this direction: a degree of narrative distance is not the same as ironic
parody. Thus, in spite of the daring of her analysis, her claim does not ultimately
convince as it is dependent on the acceptance of her ironic reading of Before Sunrise
and her rejection of the work’s melancholic concerns. The work is really too long and
ponderous to be convincingly read as playful irony. No matter how much cultural
contextualisation one indulges in, at the final count Before Sunrise just is not funny.
Zoshchenko, as a consummate master of well-paced comic prose, knew how to craft
playful irony, and it is hard to believe, if irony was his intent, that he could have got it
so drastically wrong. Such a reading is also belied by an abundance of extra-textual

evidence to support the seriousness of intent that informed Zoshchenko’s work on the

59 . . N L
R May, ‘Superego as literary Subtext: Story and Structure in Mikhail Zoshchenko’s Before Sunrise’,
Slavic Review, 55 (1996), 1, p.106.
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book, not least his explicit rejection of irony in the 1930s.%” As for the rejection of the
melancholic theme, this study will try to show that it is a consistent concern across
Zoshchenko’s oeuvre; this consistency surely subverts the attempt to depict it as an
ironic stand-in employed in a free standing polemic against censorship.

The present study, in opposition to the approaches of Hicks, Carleton and
May, proceeds from the supposition that the theme of melancholia in Zoshchenko
would reward serious critical attention in its own right. Previous scholarship has
furnished many suggestive insights into the nature of Zoshchenko’s textual
engagement with melancholy, yet this has always been incidental to their primary
critical focus, with the result that the melancholy theme in Zoshchenko has never
received the systematic and theoretically informed critical treatment it deserves.
Moreover, in its growing tendency to stress the mutual implication of life and art in
Zoshchenko’s work, current criticism (especially in the approaches pioneered by
Zholkovsky and Siniavskii) also furnishes many of the appropriate critical tools for
just such a study. It is this gap in the current scholarship that the present study aims to
address by reading and analysing the textual contours of Zoshchenko’s melancholy in
historical context; in this way it will reveal a melancholy that is both an aesthetic
phenomenon and an innovative attempt to forge a language adequate to the
disjuncture between self and discursive meaning which lies at the heart of the
melancholic condition.

In the first instance, the study will seek to establish some of the terminological
and theoretical parameters of the discussion that follows. It will describe a
psychoanalytic understanding of melancholia (referencing Freud, Klein and Kristeva)

for purposes of comparative theoretical elucidation of Zoshchenko’s emerging

* See for example K Chukovskii, Sovremenniki, pp. 538-539.
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understanding of the condition. The choice of theoretical paradigm is a reflection of
Zoshchenko’s own sustained engagement with psychoanalytic thought and the
particular suitability of psychoanalytic thought to textual analysis. It is important to
note that what is proposed here is not a straightforward psychoanalytic reading of the
Zoshchenko oeuvre. Rather, the aim is to articulate a more or less free-standing
theoretical paradigm which will be kept substantially separate from the exposition of
Zoshchenko’s textual melancholia. The intention is to establish a parallelism with
sufficient ideational proximity for the theory and the textual exegesis to resonate
productively, allowing the often oblique melancholia in Zoshchenko’s works to come
to the surface un-coerced. The reason for this approach is to facilitate, as far as
possible, the emergence of Zoshchenko’s textual melancholia on its own terms, and
thus to remain alert to the subtleties and developmental dynamic of Zoshchenko’s
thinking about melancholia.

This, of course, in no way detracts from the validity of more orthodox
psychoanalytic readings of the Zoshchenko oeuvre in terms of Freudian clinical
categories; indeed, as the foregoing discussion made clear, several important studies
have adopted precisely this approach.®’ Neither does this suggest that the critical
potential of more orthodox approaches has been exhausted; there remains much of
value to be learned from reading the Zoshchenko oeuvre in this way. Indeed, an
attempt to understand the typical Zoshchenko hero in terms of the classic obsessive-
compulsive mechanism would make for an illuminating study of the role of anxiety,
and especially depressive anxiety, in a totalitarian society which would have a definite

relevance to the theme of melancholia proposed here.52 However, in the context of the

:; See the discussion of the work of Hodge and Hanson above.

The obsessive-compulsive mechanism is described in the case study better known as the ‘Rat Man’.
See S Freud, ‘Notes upon a Case of Obsessional Neurosis’ in The Standard Edition of the Complete
Psychological Works of Sigmund Freud, ed. J Strachey (London: Vintage, 2001), Vol. 10, pp. 151-249.
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present study’s primary aim of reading Zoshchenko’s melancholia on its own terms,
this kind of approach would run the distinct risk of reading Freud through
Zoshchenko. Moreover, as will be argued later, it is precisely the clinical vagueness of
the term ‘melancholia’ that Zoshchenko values in his use of it. It is for these reasons
that this study will avoid trying to understand Zoshchenko or his work in terms of
Freudian diagnostic categories.

Having established the comparative theoretical framework against which the
exposition of Zoshchenko’s textual melancholia can be performed, the first chapter
will then conclude by providing a necessarily brief indication of the intertextual
resources in Russian literature and culture that will come to inform Zoshchenko’s
textual engagement with his own melancholia. This engagement will then be read,
more or less in chronological order, in the following chapters.

Chapters two and three will concentrate on elucidating an oblique melancholic
aesthetic underlying much of Zoshchenko’s famous comic fiction from the twenties.
Chapter two will seek to locate a melancholia residing in the textual absences and
occlusions that fill Zoshchenko’s stories. Chapter three will, using Zholkovsky’s
understanding of a canon unified by a poetics of authorial expression, attempt to
locate a melancholia in a model of thwarted authorial effacement readily identifiable
in much of the early fiction. The discussion in chapter two will be based on close
readings alone as it endeavours to argue for the existence of a melancholia that can be
read on its own basis. Chapter three, however, will embellish this textual exegesis
with appeal to a variety of extra-textual resources; as will become clear, it is in the
nature of the melancholia discussed in this chapter that it requires extra-textual

elucidation. Together, these two chapters will depict a melancholia that is
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appropriately hidden from discursive view, but whose textual presence remains
central to the particularities of the Zoshchenko style.

The next four chapters will posit a definite change in this textual engagement
with melancholia which coincides with the important depressive relapse that shook
Zoshchenko’s health in 1926 and 1927; they will posit the progression from an
aesthetic representation of melancholia to an increasingly direct discursive elaboration
of it. This period of course coincides with a widely observed change in the style, form
and narrative voice of Zoshchenko’s work in general and these chapters will argue for
the primarily melancholic basis of these obvious textual developments. Chapters four
and five will concentrate on explaining this textual evolution in terms of the
emergence of a parodically inflected, but increasingly non-comedic, authorial
presence, and the emergence of this new authorial model out of sustained acts of
authorial reading and re-reading. Chapters six and seven will map these textual
developments into the explicitly therapeutic works Youth Restored and Before
Sunrise; they will further try to locate the therapeutic discussion conducted in these
works within the context of Soviet understandings of mental illness and a medical
establishment characterized by an oppressive physiological bias.

The value of such a study is threefold. Firstly, it will enhance critical
understanding of Zoshchenko by revealing extra dimensions to his humour, his
literary language and his perpetual preference for unusual and fragmentary literary
forms. It will also further the post-Soviet rehabilitation of the person of Zoshchenko
back into his works, in the process taking forward the valuable critical project of
unifying Zoshchenko’s comic work of the twenties with his later more serious works
of the thirties and forties. The study of melancholia undertaken here will also reveal

an underappreciated ideational component to Zoshchenko’s art. Secondly, by reading
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an attempt to articulate a language of melancholy in Zoshchenko’s works, the current
study contributes to the scholarly appreciation of an understudied area of Soviet
culture. This work will try to show that melancholia presented very particular
difficulties in a Soviet context which left very little room for inexplicable pathologies
of the self. But more than this, when expanded into an allegorical cultural category, as
Zoshchenko seems to imply in Before Sunrise, then his notion of melancholia can be
argued to cut to the bone of the totalitarian experience in the Soviet Union. Thus it
could be argued to have some relevance from a broader area-studies and historical
perspective. Finally, this study will argue that Zoshchenko’s language of melancholy,
relying as it does on carefully poised parody, represents a genuinely innovative
attempt to grapple with a perennial concern of humanity. His writings on melancholy
deserve to be considered alongside other melancholic reflections in world literature;
like these other meditations on melancholia, his insights have value for all humanity,

whether afflicted by pathological sadness or not.
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Chapter 1

“The Pallor of Words”

In the course of Zoshchenko's tale ‘The Lilacs are Blooming™ (‘Siren’ tsvetet’, 1930)
the narrator tries in vain to compose a suitably lyrical, literary evocation of young

love blossoming under a canopy of lilac bloom. In frustration, he rues his lack of

poetic sensibility, explaining that:

The pallor of words and the uncertainty of thoughts did not allow
the author to become too absorbed in the virgin jungle of Russian
artistic prose.’

Articulated almost as an aside, this strange sentence is as vexing as it is fascinating.
Moreover, its importance in the tale is underscored by the fact that it is part of the
only reference to the eponymous lilac blossom in the whole story. Such prominence
focuses attention on this vexatious sentence, and impels an attempt to ponder its
meaning further. Leaving aside the suggestive “virgin jungle of Russian artistic prose”
for the moment, one is confronted with this troubling notion of “the pallor of words™.
Posited as the subject of the sentence, it suggests, if only by implication, an alienation
not just from the literary language, but also from and in language in a more general
sense. It speaks of a bloodless, devitalized vocabulary whose symbolic meaning
seems distant, somehow unable to convince even the speaker. What is more, it is
presented as something in itself, rather than a symptom or effect. Indeed the
provenance of this abdicated meaning is not even hinted at.

A clue to the meaning of this important sentence is offered by the meta-

literary nature of this intrusion of narrative voice which must therefore belong to the

1

«bneqHOCTL CNOB 1 HEPEIIMTENLHOCTb MBIC/EH HE JO3BONANM aBTOPY CIMLIKOM YraybasTbcs B
DEBCTBEHHbIC l'leﬁp-lr'l PYCCKO# XyNOXKecTBEHHOM 1po3bl.» M M Zoshchenko, Sentimental'nye povesti in
Sobranie sochinenii v trekh tomakh (Leningrad: Khudozhestvennaia literature, 1986-87), vol. 2, p.158.

This collection will furnish the majority of source material for this study; for the purpose of brevity,
future references to it will be indicated by volume and page only.
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author-figure from the tale’s introduction. Here the narrator informed the reader of “a
surfeit of melancholy” (“izlishek melankholir”) which had distorted his outlook in the
past.? This opens the possibility of understanding this “pallor of words” in terms of
melancholia, something which becomes even clearer when it is remembered that
‘Lilacs are Blooming’ was appended to Zoshchenko’s Sentimental Tales
(Sentimental 'nye povesti) in editions of the collection published after 1930.> As such
this and other ‘authorial’ utterances became attributable to I V Kolenkorov, the
fictional author-figure of the collection whose biography and outlook are elucidated in
a series of authorial prefaces which were expanded through subsequent editions of the
cycle. These prefaces, amongst other things, reveal Kolenkorov to be someone given
to bouts of “neurasthenia, ideological wavering, serious contradictions and
melancholia”.* In this context, by bemoaning “the pallor of words”, the narrator
appears to be alluding, at least in part, to the atrophied subjective investment in
language that characterises the melancholic condition, in which, as Julia Kristeva has
argued in her meditation on depression and melancholia, sufferers are marked by “the
dead language they speak”.’

A particularly noteworthy aspect of the citations from Zoshchenko’s
Sentimental Tales above, is the recurrent use of the archaic sounding word
‘melancholia’ (melankholiia). Although Zoshchenko describes depressive suffering in
his works in a variety of ways, the recurrence of the fusty, poetic melankholiia with

its foreign-sounding etymology is striking nonetheless, not least because it appears

2

2:145,
) .V Tomashevskii, ‘Primechaniia’ in M M Zoshchenko, Sobranie sochinenii v trekh tomakh
SLenmgrad: Khudozhestvennaia literatura, 1986-87), 2:468.

«Hgnpacnﬂwl, HIEONIOTHYECKOe 1NaTaHWe, KpyNHbie MpOTHBOpeuMs M Menanxonus»; 2:10. The
genesis and contents of tl?e Sentimental Tales, and the development and function of the fictional
narrator of these tales are discussed in more detail in Chapter 4 of the present study.

5 J5 ;(risteva, Black Sun: Depression and Melancholia (New York: Columbia University Press, 1989),
p.53.
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with varying frequency across both the comic and serious parts of the oeuvre.®
Needless to say, the melancholia in Zoshchenko is not restricted to his use of the term;
however, in view of the writer’s consistent recourse to the word melankholiia this
study proposes to articulate this aspect of Zoshchenko’s work under the term
melancholia, as the closest English equivalent. It should be noted, however, that the
terms are not perfectly synonymous: Russian does not seem to observe as strictly that
tendency that Jennifer Radden observes in post-renaissance English to use
‘melancholia® in more clinical contexts and ‘melancholy’ in more affective ones.’
While melankholiia frequently occurs in connection with abnormal psychology, it is
by no means restricted to that usage and can just as easily be translated as
‘melancholy’. This aspect of usage is important to note, for Zoshchenko often plays
heavily on the way that the term can cut across both medical and literary discourse.

In fact, Zoshchenko’s use of the word melancholia is much more than a simple
matter of semantics; appropriately enough in a condition marked by alienation in
language, terminology is often a vexed issue in writing about depressive suffering.
William Styron, in his memoir of depression, gives an insight into the personal stakes
involved in putting a name to one’s private demon. While rebelling against the
imposition of the bloodless, technocratic term ‘depression’, which he sees as unequal
to the task of making sense of his condition, he suggests that:

‘Melancholia’ would still appear to be a far more apt and evocative

word for the blacker forms of the disorder, but it was usurped by a
noun with a bland tonality and lacking any magisterial presence,

¢ The fg].]owix}g examples of this usage are merely illustrative of this tendency and do not purport to be
a deﬁmtxve list: see ‘Damskoe gore’, 1: 335-336; ‘Kuznitsa zdorov'ia’, 1:349-350; Sentimental 'nye
pcs);esn, 2:10, 125, 142, 145; Vozvrashennaia molodost’, 3:6, 10, 26; Pered voskhodom solntsa, 3:454,
455, 460.

7 J Radden (ed), The Nature of Melancholy: from Aristotle to Kristeva (New York: Oxford University

Press, 2900), pp. 47-49. See also her Moody Minds Distempered: Essays on Melancholy and
Depression (Oxford: Oxford University Press, 2009), pp. 58-72.
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used indifferently to describe an economic decline or a rut in the
ground, a true wimp of a word for such a major illness.®

Styron here yearns for the evocative, poetic potential of the term melancholia, as if its
more “magisterial presence” might better equate to the magnitude of his grief, or
perhaps even rescue his sufferings from the levelling embrace of a dispassionate
medical typology.

Zoshchenko’s preference for the term, however, is of a significantly different
order to Styron’s. A clue to what he might have valued in the term can be gleaned by
reference to the Encyclopaedic Dictionary of F A Brokgauz and I A Efron
(Entsiklopedicheskii slovar’ F' A Brokgauza i I A Efrona). This late flowering of
Imperial-era scholarship is a source with which Zoshchenko would almost certainly
have been familiar. However, even if he never consulted the relevant article, it is at
least indicative of early twentieth-century Russian understandings of melancholy. The
entry for ‘Melankholiia’ begins by stressing the Greek etymology of the term, which
originally referred to the black bile (uéhag - black, and xolog - bile), which was
believed to cause the condition.” This Greek provenance is important, for it
underscores both the archaic nature of the term as well as its foreignness. As Ilya
Vinitsky has argued, the word ‘melankholiia> was an eighteenth-century import into
Russia; before this period “there was no melancholy in Russia” in the sense that
“there was no cultural tradition of rationalization and representation of man’s mental,
bodily, or emotional life that stood behind the word”.!° But more than this, the term is
etymologically inseparable from Greek humoristic medicine. The black bile, from

which the word melancholia derives, was one of the four bodily humours, the relative

8 W Styron, Darkness Visible: A Memoir of Madness (London: Vintage, 2004), p.36.
9 . » .
1 E Andreevskii et al (eds), Entsiklopedicheskii slovar' F A Brokgauza i I A Efrona (Saint Petersburg:
Erokg.aqz-Efron, 1890-1907), sv “Melankholiia”.
I Vinitsky, ‘A Cheerful Empress and her Gloomy Critics: Catherine the Great and the Eighteenth-

Centgry Melancholy Controversy’ in A Brintlinger and 1 Vinitsky (eds), Madness and the Mad in
Russian Culture (Toronto: University of Toronto Press, 2007), p26.
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balance or preponderance of which Greek thought generally, and Hippocrates in
particular, believed to determine either sickness or health. Each of the humours was
believed to derive from and correspond to one of the four elements and was equated
with one of the four seasons: “cold and dry melancholy, which had affinities with
earth, was especially prevalent in autumn or winter.”'' Later humouristic thought saw
the four humours as constituent elements of blood which were ingested into the body
with food. Black bile was seen as “the incompletely digested portion of the blood, the
sediment and the dregs” and, being cold and dry, was held to have “affinities with old
age and death”.'? It was believed that the spleen kept black bile within manageable
limits. This was important for, in addition to depressive suffering, the melancholy
humour was held to cause numerous other diseases from epilepsy to tumours. Over
time this humouristic basis became overlaid with other symbolic associations; the
melancholy humour coming to be seen as “sympathetic to the nighttime, to the colour
black and to the slowest of the planets, Saturn.”"3

Humoristic medicine, however, is a long defunct medical paradigm whose
explanatory power, from a scientific point of view, was unable to survive the
discovery of the circulation of the blood and the rigors of modern anatomy. This
means that by Zoshchenko’s time, released from its monologic, scientific meaning,
the term was, to a large degree, left semantically adrift, and is thus endowed with a
tantalizing metaphorical resonance and poetic suggestiveness. As Bridget Lyons has
noted in the course of her work on melancholy in the English renaissance, this

suggestive ambiguity makes for great literary potential.'* But, more than this, it

"''B G Lyons, Voices of Melancholy: Studies in Literary Treatments of Melancholy in Renaissance
England (London: Routledge and Kegan Paul, 1971), p.2.
2 Iid, p.2.

" M Ferber, 4 Dictionary of Literary Symbols (Cambridge: Cambridge University Press, 2007), sv
“Melancholy”.

" B G Lyons, Voices of Melancholy, p. xv and p.1.
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allows the term an elasticity capable of capturing the surplus of subjective meaning,
which, although important to the individual melancholic, must, by necessity, always
remain beyond the ken of the scientific method. It would thus seem to offer a
promising linguistic vehicle for making subjective sense out of apparently senseless
suffering.

Moving beyond etymology to discuss the condition itself, the Brokgauz-Efron

entry for ‘Melankholiia® characterises the condition as “gloomy madness”

(“mrachnoe pomeshatel'stvo”), arguing that:

The essence of the mental changes during m[elancholia] consist in
the fact that the subject finds himself in a sad, depressed mood,
unjustified, or inadequately justified, by external circumstances, and

that his mental activity is generally accompanied by unpleasant,
morbid torments."’

This sense of grief in excess of ostensible cause, axiomatic to most definitions of
melancholy and depression, is extended to convey the sense in which melancholia
functions to belie external reality when “absurd, delirious ideas and tricks of the
senses arise on the soil of this oppressed condition of the psyche.”16 The
understanding of melancholia adumbrated in the Brokgauz-Efron embraces all the
varied symptomatology that is often associated with melancholic suffering (such as
all-encompassing, oppressive sadness, pessimism, guilt, self-loathing, insomnia,
lethargy and refusal of food), but it consistently and forcefully stresses these in the
context of “fantasy” (“fantaziia™), “delirious ideas” (“bredovye idei’") or “delusions”

(“obmany chuvstva”).!” Thus, in its portrayal of the condition, the Brokgauz-Efron

15
((CyIIIHOCTb NCUXHYECKHX H3MEHEHHU TIpH M. sakmodaeTcs B TOM, 4YTO C)’G’bCKT HaxXOIOMUTCs B

NeYalbHOM, NOJABNEHHOM HAaCTPOCHHH, HEMOTHBHPOBAHHOM HWIH HEAOCTATOYHO MOTHBHPOBAHHOM
BHEIWIHUMH OGCTOATENLCTBAMH, W YTO NCHXMUYECKaA AEATENLHOCTh €ro BooGulE COMPOBOXKAACTCA
HEMPUATHBLIMH, 60Ne3HEHHbIMH MyueHuAMn.» Slovar' F A Brokgauza i I A Efrona, sv “Melankholiia”.

16
«Ha NOYBE 3TOTO YTHETAEMOFO COCTOSHHA NyXa BOIHMKAIOT Henemkie Openosuie unen U obMaHb!
q?'scma.» Ibid, sv “Melankholiia”.

17 Ibid, sv “Melankholiia”.
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underlines the extent to which melancholia is a self-imposed abstraction from reality
which encloses the sufferer in a stifling solipsism.

All this perhaps offers some clue as to Zoshchenko’s preference for the term
“melankholiia’. As this study progresses, this sense of something originating in the
past, best approached by suggestion and metaphor, and ultimately characterised by
obsessive private delusions which distance the sufferer from reality, will appear
increasingly germane to Zoshchenko’s understanding of melancholy. But more than
this, the entry reveals the limits, alluded to earlier, of a strictly objective scientific
understanding of the condition. For all its scholarly rigour, the encyclopaedic
approach of the Brokgauz-Efron is unable to provide any indication of the
psychological or biological mechanics that underlie the symptoms it lists. Despite a
detailed dissection of melancholia in purely symptomatic terms, no insight,
physiological or psychological, scientific or speculative, is offered into the aetiology
of the condition. This means that, despite a reasonably lengthy entry, the work offers
remarkably little guidance to sufferers in making sense of their condition. The
definition of melancholia offered here seems to be poised between a form of innate
“feeble-mindedness” (“slaboumie™), and a kind of obsessive delusion that would not
look out of place in one of Gogol’s Petersburg tales.'® Moreover the vague insistence
that “a cure is best of all attained in specialised institutions™ seems both unsatisfactory

and evasive, especially as the encyclopaedic curiosity of the author of the entry does

not extend to relating what these specialised cures might entail."®

Sigmund Freud (1859-1939)

‘: Tbid, sv “Melankholiia”.
1
«JleueHHe JyHile BCEro MPOH3BOAMTCA B CNELMANBHLIX 3aBeeHmuAX.» Ibid, sv “Melankholiia”.
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In addition to the above, Zoshchenko’s understanding of melancholia could not fail to
have been influenced by a body of thought which, in the early twentieth century,
made the term its own: namely Freudian psychoanalysis. The widespread interest in,
and prevalence of, Freudian ideas in Russia in the twenties is attested to and examined
in detail by Alexander Etkind, who also shows how far the influence of
psychoanalysis extended beyond academic and clinical circles, noting in particular
how “concepts borrowed from psychoanalysis began appearing in literary
discourse.”*° Moreover, Zoshchenko’s own interest in Freud has been documented by
Thomas Hodge in an article which, in the process of analysing the Freudian aspects of
Before Sunrise, offers detailed evidence of Zoshchenko’s interest in, and access to,
Freudian works in Russian translation, both in editions published before and after the
revolution.?! In view of this it will now be gainful to examine Freudian melancholia in
some depth.

Although the term ‘melancholia’ has a long history in psycho-analytic thought
that stretches back to the fin-de-siécle origins of the movement, its first systematic
treatment came in an important essay entitled ‘Mourning and Melancholia’ (‘Trauer
und Melancholie’), written by Freud in 1915 but not published until two years later.?
This delay was due to the fact that the essay was originally conceived as part of a
planned volume entitled Preliminaries to a Metapsychology (Zur Vorbereitung einer
Metapsychologie) which was intended “to provide a stable theoretical foundation for
psycho-analysis.”?® That the planned metapsychological volume was never completed

is less significant for the interests of this study than the fact that it reveals Freudian

:‘: A Etkind, Eros of the Impossible, p.180.
TP Hodge, ‘Freudian Elements’, pp. 9-10.

2 g . . .
See Edltpr s Note to ‘Mourning and Melancholia’ in S Freud, The Standard Edition of the Complete
Psychological Works of Sigmund Freud (London: Vintage, 2001), Vol. 14, pp. 239-240.

pi) s ‘ :
See Ed:tf)r s Note to ‘Papers on Metapsychology’ in S Freud, The Standard Edition of the Complete
Psychological Works of Sigmund Freud (London: Vintage, 2001), Vol. 14, p. 105.
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melancholia to be less of a clinical category per se, than a means to a theoretical end.
For, to a large degree, Freud used the very semantic ambiguity and scientific
inexactitude of the term, suggested earlier in this discussion, as a background against
which to articulate his own subject-centered theory of the psyche. Thus, at the outset
of his paper, Freud acknowledges the terminological inexactitude and varying
symtomatology entailed by use of the term melancholia, “whose definition fluctuates
even in descriptive psychiatry”, and which “takes on various clinical forms the

grouping together of which into a single unity does not seem to be established with

. 24
certainty.”

However, he finds a way out of this symptomalogical confusion by comparing
melancholia with the affect of mourning. After listing the typical mental features of
melancholia, he notes the symptomatological similarities between melancholia and
mourning, finding that with the exception of “the disturbance in self-regard”, which is
particular to melancholia, “the same traits are met with in mourning.”®® Thus by
understanding mourning, Freud suggests that sense can be made of melancholia as
well. Mourning is conceived of as the psychological work required in order to
overcome object loss. In psychoanalytic terms, objects (both things and people)
assume importance for the subject as a result of libidinal cathexes, or investments of
psychical energy which are explicitly conceived of as sexual in the Freudian sense.
Once such a libidinal object-relation becomes vitiated as a result of externally-driven

change or loss, Freud suggests that the subject’s libidinal investment in the lost object

is withdrawn:

% S Freud, ‘Mourning and Melancholia’ in The Standard Edition of the Complete Psychological Works
of Sigmund Freud, ed. J Strachey (London: Vintage, 2001), Vol. 14, p. 243.
® Ibid, p. 244.
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Each single one of the memories and expectations in which the

libido is bound to the object is brought up and hypercathected, and

detachment of the libido is accomplished in respect of it.%
Freud sees the magnitude of this task as accounting for the long period of inhibition
that characterizes mourning, during the course of which “the lost object is
psychologically prolonged” in the mind of the subject until the work of mourning is
completed and the subject “becomes free and uninhibited again”, ready to seek new
psychological relations in the world outside.?’” Mourning thus serves as a
psychological mechanism allowing the psyche to maintain some sort of synchronicity
with a dynamic external reality and remain rooted, albeit tenuously, in the world of
the here and now.

Having established its similarity to mourning, Freud then begins to
conceptualize melancholia in terms of object loss as well. However, as it rapidly
becomes clear, melancholia frequently entails a different kind of loss to that
encountered in mourning, for it is not always obvious what has been lost in the case of
melancholia. Freud notes that sometimes it can appear that the loss is “of a more ideal
kind”, or else that the motivating loss is clear “only in the sense that [the sufferer]
knows whom he has lost, but not what he has lost in him.”*® This suggestively-cryptic
phrase becomes a little less opaque when it is remembered that the symptom that
distinguishes melancholia from mourning is the dramatic erosion of self-regard. In
psychoanalytic theory the seat of the conscious self is termed the ego, something more
obvious in the original German - das Ich, literally “the I”. Thus Freud interprets the

diminution in self-regard characteristic of melancholia as pointing as much to a loss in

relation to the self (the ego) as to a direct loss in respect of a loved object: “In

% Ibid, p. 245.
2 Ibid, p. 245.
% Ibid, p. 245.
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mourning it is the world which has become poor and empty; in melancholia it is the
ego itself.”%

In order to understand exactly what is meant by this notion of ego-loss it is
necessary to delve deeper into the Freudian understanding of object relations, and in
particular to turn to Freud’s earlier essay ‘On Narcissism: An Introduction® (‘Zur
Einfiihrung des Narzissmus’, 1914). In trying to understand what motivates and
characterizes object choices, Freud postulated two possible libidinal alternatives: “a
person may love” either “according to the narcissistic type” or “according to the
anaclitic (attachment) type”.3’ In this latter type, the subject seeks libidinal
satisfaction in objects that resemble his carers in infancy, namely “the woman who
feeds him” and “the man who protects him”.3! In the narcissistic scenario the subject
chooses objects motivated by their resemblance to himself; or, more accurately, “what
he himself is (i.e. himself), what he himself was, what he himself would like to be,
[or] someone who was once part of himself.” 32 Importantly, neither the anaclitic not
the narcissistic scenarios represent exclusive options, much less human character
types, but are deployed in combinations in relation to particular objects and libidinal
drives: “we assume [...] that both kinds of object-choice are open to each individual,
though he may s_how a preference for one or the other.”* In a sense, this is a theory of
love which is founded on the two-fold nature of that emotion; a nature which is most
often expressed in everyday wisdom as: ‘in order to love, one must first love oneself’.

Indeed, in Freud’s schema one must first love oneself, for Freud postulates a stage of

% Ibid, p. 246.

'S Freud, ‘On Narcissism: An Introduction’ in S Freud, The Standard Edition of the Complete

gsj;;,c_iéological Works of Sigmund Freud (London: Vintage, 2001), Vol. 14, p. 90.
id, p. 90.

32 Ibid, p. 90.
% bid, p. 88.
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“primary narcissism” in the infant, on which all subsequent object relations,
narcissistic or otherwise, are constructed.**

This infant narcissism, which corresponds to Freud’s oral stage, is a period of
all-embracing solipsism that precedes the proper formation of the ego, a period when
the subject has not yet developed a sense of the self as a distinct entity separable from
the world of objects. In accordance with the infant’s need for oral satisfactions, it is a
period characterized by the desire to introject, to incorporate, the object into itself.
However, this desire to merge with the object is unsustainable and ultimately the
subject must break out into a more complex relation with the world of objects. Just as
in the original myth where Narcissus’s total absorption with his own reflection led to
his withering away, so the infant that wants to survive in a dynamic world that
exceeds itself must break out of this stifling self-absorption. Thus, the subject must
come to seek satisfaction beyond his original libidinal cathexis of the self by
acquiring love objects, on both a narcissistic and anaclytic basis, in the world beyond
the self. Freud illustrates this process with a biological simile, in which he sees the
extension of libido from this primary cathexis of the self onto external objects as
analogous to the temporary protoplasmic protrusions of unicellular organisms:

Thus we form the idea of there being an original libidinal cathexis
of the ego, from which some is later given off to objects, but which

fundamentally persists and is related to the object-cathexes much as

the ;:>50dy of an amoeba is related to the pseudopodia which it puts
out.

What is important here is that even with the onset of object love, self-love cannot be
entirely overcome, because for Freud’s cytological metaphor to hold true, no matter

how much libido is directed towards external objects, there must always remain a

3 Ibid, p. 88.
% Ibid, p. 75.
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reservoir of libido directed towards the ego. Moreover, in accordance with Freud’s
metaphor above, the relation of libido directed outwards towards objects (object-

libido) to that directed at the ego itself (ego-libido) is underpinned by an economic

logic:

We also see, broadly speaking, an antithesis between ego-libido and
object-libido. The more of the one is employed, the more the other
becomes depleted.”®

What is also clear from this metaphor is the provisional nature of object-libido. Just as
pseudopodia are temporary cellular extensions, so libido is extended out into the
world of objects from the ego on a temporary basis and can then be withdrawn when
those objects are lost, to be re-directed either to other objects through the process of
mourning, or to a secondary narcissistic cathexis of the ego.

It is this secondary narcissistic cathexis of the ego that is the pathological
agent in Freudian melancholia. When an “object choice has been effected on a
narcissistic basis” and this object-cathexis becomes vitiated by external change or
loss, it can “regress to narcissism.” 3 In this case, libido is “not displaced on to
another object” as it is in mourning, but serves “to establish an identification of the
ego with the abandoned object.”*® In this way, the loss of a loved object in the

external world is internalized and the object relation is preserved in the ego beyond its

existence in reality.

The narcissistic identification with the object then becomes a
substitute for the erotic cathexis, the result of which is that in spite

of the conflict with the loved person the love-relation need not be
given up.®

% Ibid, p. 76.

%" ‘Mourning and Melancholia’, p. 249.
% Ibid, p. 249; italics in the original.

% Ibid, p. 249.
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In this scenario, a loss in the outside world has thus been transformed, in a very real
sense, into a loss of self, or as Freud described it, with just a touch of gothic
foreboding: “Thus the shadow of the object fell upon the ego.”* This sense of gothic
is perhaps appropriate for, in a significant sense, the dead object, now divorced from
reality, is entombed in the mind, where it is idealized by the process of identification.
Importantly, this regression to narcissism represents a retreat from engagement with
the external world because, in terms of the economic relationship between ego-libido
and object-libido established above, the increased libidinal interest in the self
represented by this secondary narcissistic cathexis of the ego can only be achieved at
the expense of object love. According to Freud, melancholia results when the subject
resorts excessively to this kind of regression to narcissism as a strategy for coping
with object-loss. Thus, he suggests that “melancholia [...] borrows some of its
features from mourning, and the others from the process of regression from
narcissistic object-choice to [a secondary] narcissism.”*!

At this point, the question arises as to exactly what form this secondary
narcissism takes, or more particularly how the ego-libido withdrawn from object-
cathexes is actually deployed. In the case of secondary narcissism, Freud sees the
identificatory mechanisms of primary infant narcissism transferred onto an “ideal
ego” which becomes for the subject “the substitute for the lost narcissism of his
childhood in which he was his own ideal.”** This ego ideal is an ideal self against
which the actual self is relentlessly compared and found wanting. Its origins lie in
“the critical influence” of the subject’s parents and, later on, that of “those who

trained and taught him and the innumerable and unidentifiable host of all the other

* Ibid, p. 249.
* Ibid, p. 250.
* «On Narcissism’, p. 94.
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people in his environment — his fellow men — and public opinion.” ** It is the ego-ideal
which, in Freud’s view, underlies the ethical urge in man and it is experienced by the
subject as the voice of conscience.* Thus, “the institution of conscience” comes to be
conceived as “an embodiment, first of parental criticism, and subsequently of that of
society”.*> For Freud, the ethical imperative in a given individual does not originate in
“a merely intellectual knowledge” of ethical ideals, rather there is a psychological
logic which forces the subject to recognize such ideals “as a standard for himself” and
to submit “to the claims they make on him.””*¢ This voice of conscience is, for Freud,
a narcissistic construct which results when “large amounts of libido [...] are drawn
into the formation of the narcissistic ego ideal and find outlet and satisfaction in
maintaining it.” *’ This provocative equating of conscience with self-love is of great
importance for Freudian melancholia. As has been seen above, in melancholia the
withdrawal of object-libido results in a surfeit of ego-libido which finds an outlet in
the narcissistic identification with the lost object. This identification forms part of the
sedimentary identifications which comprise the ego-ideal. The propensity of the
melancholic to resort to this kind of narcissistic internalization of object-loss leads to
a disproportionately large narcissistic investment in the ego-ideal with the result that
the sufferer also subjects himself to the relentlessly idealistic, and hugely unrealistic,
demands of conscience. It is the inevitable failure before these demands, which are by
definition divorced from reality, that accounts for the acute guilt and diminution in

self-regard which are the distinguishing traits of melancholia for Freud.

“ Ibid, p. 96.

“ The ego-ideal as articu!ateq in ‘Mourning and Melancholia’ would be developed by Freud into his
concept of the super-ego in his 1923 work ‘The Ego and the 1d’. S Freud, The Ego and the 1d in The

Standard Edition of the Complete Psychological Works of Sigmund Freud (London:; Vintage, 2001),
Vol. 19, pp. 28-39.

** “On Narcissism’, p. 96.
“ Ibid, p. 93.
7 Ibid, p. 96.
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Psychological investment in the ego-ideal has to represent a retreat from
external reality because libidinal cathexis of the ego, according to Freud, comes at the
expense of object-libido. Thus Esther Sanchez-Pardo has suggested that Freudian
melancholia represents “the misrecognition by the subject of the boundary between
psychic and external reality.”*® The importance of this aspect of Freudian melancholia
for understanding Zoshchenko’s melancholic aesthetic is something that will become
increasingly apparent as this study progresses. Freudian melancholia thus lies in the
disjuncture between a self which is conceived statically and idealistically and the
transience of the external world. Lying in the disputed liminal space between
subjectivity and the external world, melancholia constitutes an inability to accept the
transience of the world beyond the subject. Melancholic suffering results when the
subject attempts to overcome this transience by internalizing the external world in a
timeless, idealized sense of self. Yet the self is never large enough to absorb the
complexity of the world and the result can only be a splitting of that ideal self along
the fault line formed by its foundational ideal. It is this rooting of melancholic
suffering in the idealization that results from the secondary narcissistic cathexes of the
ego that is particularly interesting in all this. In the Freudian understanding,
melancholia becomes, to a large degree, suffering at the hands of unattainable self-
made ideals which can never be reconciled with reality. That these ideals are self-
made is surely one of the most important insights that Freud offers into melancholic
suffering, for the source of idealism, in its Freudian understanding, turns out to be
neither nature, reason nor God, but a sedimentary, internalized accumulation of
abstracted past realities, prototypically based on parental censure, that are reified out

of their historical context and pitted, almost ridiculously, against the dynamic

®E Sanchez-Pardo, Cultures of the Death Drive: Melanie Klein and Modernist Melancholia (Durham
NC: Duke University Press, 2003), p. 44.
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complexity of material reality. The importance of this for Zoshchenko’s own

developing understanding of melancholia is something that this study will try to

demonstrate throughout.

Melanie Klein (1882-1960)

If Zoshchenko’s understanding of melancholia bears obvious traces of his debt to
Freud, the same cannot be said in regard to subsequent developments in
psychoanalytic understandings of melancholic suffering. Alexander Etkind has noted
the way in which the fortunes of psychoanalysis in the Soviet Union waxed and
waned in close relation to the career of its highest placed enthusiast: Lev Trotsky. The
height of psychoanalytic influence in the Soviet Union during the early twenties
coincided closely with the high-point of Trotsky’s career in government and party.
Likewise, its stagnation and eventual demise date from around 1926 or 1927, by
which time Trotsky’s United Opposition had been defeated and he had lost his place
on the Central Committee of the Party. The final vestiges of psychoanalytic theory
and practice were forced to the margins of Soviet life by the late twenties and early
thirties, just as Trotsky was expelled from the Soviet Union and his supporters were
purged en masse.* In this way, psychoanalysts in the Soviet Union remained largely
isolated from developments in psychoanalytic theory and practice that occurred after
this point. With this in mind, it must be considered highly unlikely that Zoshchenko
ever encountered Melanie Klein’s development of the Freudian concept of
melancholia. However, although Klein’s re-writing of Freudian melancholia offers no
direct insight into Zoshchenko’s use of the term, as a European contemporary of
Zoshchenko her work in this area represents an interesting historical counterpoint.

Furthermore, it can provide a valuable, comparative theoretical perspective from

* A Etkind, Eros of the Impossible, pp. 241-243.
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which to illuminate Zoshchenko’s own psychoanalytically-influenced writings on
melancholia.

Melanie Klein reached a revised and controversial psychoanalytic
understanding of melancholia through a life-long interest in child analysis. Her
elaboration, and substantial re-thinking, of the Freudian concept of melancholia came
to fruition in two papers: ‘A Contribution to the Psychogenesis of Manic-Depressive
States’ from 1934 and ‘Mourning and its Relation to Manic-Depressive States’ from
1938.% It is interesting to note how closely these dates coincide with the period in
which Zoshchenko was undertaking his most systematic and explicit treatment of the
theme of melancholy in the works Youth Restored, published in 1933, and Before
Sunrise, which was worked on from 1934 and published in part in 1943.3! Yet the
similarities between their respective interests in melancholia go beyond simple
chronological correlation. Like Zoshchenko, Klein also wrote against the background
of a personal history of melancholic affliction; she was prey to a great deal of
depressive suffering in the course of a life that was marred by an unhappy marriage
and traumatic bereavement. Her student and biographer Hanna Segal has noted “the
lasting streak of depression which was part of Melanie’s personality.”52 It was during
analysis for her depression, first by Sandor Ferenczi in Budapest and later by Karl
Abraham in Berlin, that Klein first became seriously drawn to the practice of
psychoanalysis. Moreover, her first systematic theoretical contribution to the
psychoanalytic understanding of melancholia, the paper ‘A Contribution to the

Psychogenesis of Manic-Depressive States’, first saw light of day in August 1934, a

** The dates above relate to the first presentation of the papers rather than their first appearance in print.
‘A Contribution to the Psyc'hogenesis of Manic-Depressive States’ was presented to the International
Congress of Psycho-Analysis at Lucerne in August 1934, and was published in 1935. ‘Mourning and

its Relation to Manic-Depressive States was presented to the British Psycho-Analytical Society in
October 1938, before appearing in print in 1940.

i' Iu V Tomashevskii, ‘Khronologicheskaia kanva’, pp. 352-359.
2 H Segal, Klein (London: Karnac, 2002), p. 30.
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mere four months after the early death of her eldest son Hans in a climbing accident.
The depth of her suffering in the wake of this traumatic event and the way in which it
reawakened painful memories of past losses found explicit reflection in the account of
a bereaved mother that she included in her 1938 paper; an account which was hugely
informed by, and largely derived from, her own experience of losing a child.>® But,
perhaps more strikingly, both Zoshchenko’s and Klein’s attempts to systematically
think through their melancholy took place against the background of increasingly
militant totalitarianisms which threatened to destroy the cultural milieux of their
formative years. Although Klein lived in London from 1926, her work on the
depressive position from 1934 to 1940 must be read against the growing tide of Nazi
repression that would ultimately come to obliterate the Central-European, Jewish
intellectual world of her youth and early adulthood. Zoshchenko’s systematic
engagement with melancholia can be seen in similar terms, for at broadly the same
time the Soviet Union was subject to radical social change and feeling the bite of
growing political repression whose ultimate onslaught would irrevocably change, if
not totally destroy, the remnants of the pre-revolutionary intelligentsia of
Zoshchenko’s formative years.

Following Freud, Klein located melancholia in the disputed liminal space
between self and world, seeing melancholic suffering as a result of the psychic
internalization of external object-loss, or, more particularly, “the real loss of a real
object, or some similar situation having the same significance, [which] results in the
object becoming installed within the ego.”54 However, she questioned whether the
simple fact of introjection was sufficient in itself to explain melancholia, and in the

process came to complicate the largely monocausal Freudian account of the condition:

% Ibid, p. 74.

54 s T . .
M Kl‘em, A Contribution to the Psychogenesis of Manic-Depressive States’ in Love, Guilt and
Reparation and Other Works 1921-1945 (New York: The Free Press, 1975), p. 263.
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Now, why is it that the process of introjection is so specific for
melancholia? I believe that the main difference between
incorporation in paranoia and in melancholia is connected with
changes in the relation of the subject to the object, though it is also a
question of a change in the constitution of the introjecting ego.”
What is distinctive here is the significance that Klein places on two aspects of the
melancholic condition: firstly, the nature of the cognitive relation of the subject to the
lost object and secondly, the fact that this relation is determined as a result of changes
in the ego in the course of psychic development. These two linked observations lead
her to develop her notion of the depressive position which she comes to see as a
cognitive stage which, although underlying all melancholic suffering, represents
psychological challenges that must be engaged with and resolved by the developing
ego of any psychological subject. Importantly, this is not another one of the stages
that structure the infantile development of the classic Freudian subject, which are
encountered and overcome in sequence and at specific ages. Rather it represents the
specific psychological challenges that the subject must face as his developing ego
places him in a particular relation to the world of objects. Although Klein places the
onset of this stage during the second quarter of the life of the infant, in an important
sense the specific anxieties that derive from it are never conclusively overcome and it
remains as a potential psychological scenario that can be, and frequently is,

reactivated depending on circumstances and particular object relations throughout the

life of the subject. It is for this reason that Klein prefers the term position to phase.>
In opposition to the Freudian account, Klein does not demand that the infant
pass through a monadic primary narcissism. Rather the infant ego, whose

development is “governed by the mechanisms of introjection and projection”, must

% Ibid, p. 263.
% Ibid, pp. 275-276.

45



define itself through engagement with the world of objects from the moment of
birth.”” Objects are introjected, taken inside and incorporated into the personality of
the subject. There they are deemed to be ‘good’ in so far as they provide satisfaction,
while objects which frustrate are deemed ‘bad’ and are subjected to the “aggression”
and “sadistic impulses” of the infant which are projected out of the self onto these bad
objects making them appear persecutory.”® These mechanisms, which Klein sees as
strategies for managing the violently entropic impulses that Freud termed the death
drive, give rise to both ‘good’ and ‘bad’ objects, “for both of which the mother’s
breast is the prototype”.” The breast is the prototypical internal object because it is
the first object that the infant encounters after birth and thus forms the pattern on
which all subsequent objects are incorporated. These good and bad breasts, and the
other good and bad objects that are later subject to similar mental processing, become
“a phantastically distorted picture of the real objects upon which they are based”.*
Importantly, they are part-objects: whereas the breast is an organic unity, Klein argues
that in the infantile psyche its satisfying and frustrating aspects are kept separate “as
excessively good and excessively bad figures”.*! These primal psychic processes

fashion similar constructions out of other objective unities resulting in idealised

‘good’ and ‘bad’ objects.

57 Ibid, p. 262.
58 Ibid, p. 262.

%% Ibid, p. 262. There is an interesting point of cross-over here with Zoshchenko’s analysis of his own
melancholia. As shall become clear in the last chapter of the present study, the “breast” (rpyas)
assumes great importance in Zoshchenko’s own understanding of his neurotic complex, especially
when it is connected with the “hand” (pyka), leading him to locate his neurosis in a traumatic weaning
(See Pered voskhodom solntsa, 3:608-611). Interestingly, Klein also locates the onset of the depressive
position during weaning (See ‘‘Psychogenesis of Manic-Depressive States’, p. 287). Although Freud
stressed the importance of the breast in anaclytic object choice (see ‘On Narcissism’, p. 88), he places
neither the same emphasis on it as either Zoshchenko and Klein appear to, nor accords it a significant
role in his concept of melancholia, for which, it will be recalled, narcisstic object choice is the
motivating factor.

80 ‘Psychogel.lesis of Manic-Depressive States’, p. 262. Melanie Klein adheres to the common British
psychoanalyt!c convention of spelling fantasy with a ‘ph’ as a means of distancing her intended usage
from the additional connotations of day-dream or harmless reverie which adhere to the usual English

term: phantasy in Klein’s usage is a purely unconscious activity.
¢! Ibid, p. 286.
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All this takes place during the developmental phase that Freud insisted was
dominated by oral satisfactions. Thus the primal processes of introjection and
projection are, not coincidentally, psychological correlates of the alimentary processes
of ingestion and excretion. When objects are introjected they are taken into the body
in the fullest, psychological sense; they are installed in the developing ego, becoming
embedded in the developing personality where they are felt “to be live people” which
constitute a whole “inner world”.% Meanwhile, the developing ego also projects
qualities out onto external objects as a means of venting the inexhaustible reserves of
aggression that Klein sees lurking in the depths of the infant psyche. The effect of
these processes is the creation of two planes of object-relation in the very young child,
whereby “there exist, side by side with its relations to real objects — but on a different
plane, as it were — relations to its unreal imagos”.** Klein holds that these inner and
outer worlds, although largely shrouded from consciousness, persist throughout the
life of the subject, demanding the subject perform a delicate psychological balancing
act in order to maintain a proper alignment between them.

Yet these two planes of object-relation should not be understood as completely
separate either, rather they “intermingle and colour each other to an ever-increasing
degree in the course of development.” * In fact, it is precisely this ego development
which leads to the onset of the depressive position, for with increasing development
of the ego “the internalised imagos will correspond more closely to reality.”® In other
words, the subject begins to perceive “more and more the whole person of the

mother”, a mother that unites both the ‘good’ and ‘bad’ breasts.®® Gradually “this

62 M Klein, ‘Mourning and its Relation to Manic-Depressive States’ in Love, Guilt and Reparation and
Other Works 1921-1945 (New York: The Free Press, 1975), p. 345.

& <psychogenesis of Manic-Depressive States’, p. 286.
* Ibid, p. 286.

% Ibid, p. 264.
% Ibid, p. 285.
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more realistic perception moves to the world beyond the mother” to begin to unite the
other phantastically distorted part-objects which the infant mind has hitherto kept
separate.67 However, this important perceptual step, undoubtedly an advance in
aligning the subject with external reality, also incurs the specific anxiety complex that
Klein terms the depressive position. The bad objects, which have hitherto been the
focus of sadistic aggression and functioned as a seemingly harmless outlet for the
infant’s inexhaustible capacity for blind aggression, now turn out to be inseparable
from the good objects which endow the infant with a sense of security and on which
his growing erotic attachment to the world is based. When these opposite qualities are
united in perception of the whole object, the infant’s loved object suddenly dissolves
in a despairing ambivalence. The collapse of the loved object immediately jeopardises
the infant’s engagement with the external world of objects. It is for this reason that:
The loss of the loved object [and thus the onset of the depressive

position] takes place during that phase of development in which the

ego makes the transition from partial to total incorporation of the
object.®®

In addition to this debilitating ambivalence, with the incorporation of the
whole object comes the infant’s realisation “of the state of disintegration to which it
has reduced and is continuing to reduce its loved object” through sadistic aggression
directed at the bad aspects of it.* More than just threatened by ambivalence, the loved
object has actually been subjected to the sustained sadistic torments of the infant who

believed he was persecuting an ideally bad object, rather than the ‘bad’ aspect of a

loved object.

The ego then finds itself confronted with the psychic reality that its
loved objects are in a state of dissolution - in bits — and the despair,

" Ibid, p. 285.
% Ibid, p. 267.
% Ibid, p. 269.
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remorse and anxiety deriving from this recognition are at the bottom
of numerous anxiety-situations.

This realisation of the broken, tattered nature of the internal loved objects, of the
psychic rubble within, finds reflection, for Klein, in the clinical observation that
depressed patients frequently experience “the dread of harbouring dying or dead
objects” within and are prone to “an identification of the ego with objects in this
condition.””" The psychological importance of this becomes even clearer when it is
remembered that the subject’s inner objects are experienced as living people within.
But more than this, in an important sense, the infant becomes psychically aware of his
own culpability in the dissolution of his good objects. This “remorse” derives from
the infant’s implication, albeit inadvertent, in the destruction of its own good
obje:c:ts;72 the “despair” represents what Klein characterised as a “pining” for the loss
of the ideally-good loved object.” This accounts for the melancholic aspect of the
depressive position, which Klein later characterised as “melancholia in statu
nascendi” in reflection of her belief that melancholic suffering in adults represented a
re-activation of, or prolonged failure to resolve, the depressive position.”*

The unresolved depressive position represents a dangerous state of affairs
from a psychological viewpoint. Klein notes that “the sorrow, feelings of guilt and the
despair which underlie grief” in the depressive position also signify “the ego’s
unconscious knowledge that the hate is indeed there, as well as the love”; for there is

a persecuting hatred at the heart of the individual psyche that is always threatening “to

™ Ibid, p. 269.
" Ibid, p. 266.

72 This sense of guilt before an internal object of identification has obvious similarities with Freud’s
notion of the ego-ideal related above, except that, in a major revision of Freud, Klein introduces this
infant super-ego before the onset of the Oedipus conflict.

™ ‘Mourning and Manic-Depressive States’, p. 348.

™ Ibid, p. 345.
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get the upper hand”.”> The full importance of this fact is only apparent when it is
remembered that “the hate” derives from the inexhaustible destructive resources of
the death drive. Thus, melancholia forces the sufferer to confront the fact of their own
death drive. Meanwhile the destruction and loss of the good, loved objects deprives
the infant of his most important defence against the onslaughts of this same death
drive, leaving him exposed to the uninhibited destructive force of his own aggression,

which, through the primal processes of introjection and projection, creates a terrifying

pantheon of external and internal persecutors:
The dread of persecution which was at first felt on the ego’s

account, now relates to the good object as well and from now on

preservation of the good object is regarded as synonymous with the
survival of the ego.”

Helpless before his own merciless death drive, the infant is now faced with the
terrifying prospect of the dissolution of his ego, the unravelling of his very sense of
self.

In order to move beyond the depressive position and thus to re-stabilise the
psyche, the maturing ego has to rebuild the lost loved objects inside, it has to
somehow overcome the ambivalence and fear which characterise the depressive
position and, by an enormous effort of libidinal investment, come “to secure his good
internalized object, i.e. to possess himself of it”.”” In this undertaking, Klein stresses
the way in which the subject works through the remorse that accompanies the
depressive position through acts of reparation to the damaged loved object:

The pining for the lost loved object also implies dependence on it,

but dependence of a kind which becomes an incentive to reparation
and preservation of the object.”®

7 ‘psychogenesis of Manic-Depressive States’, pp. 270-271.
¢ Ibid, p. 264.

7 Ibid, p. 267; italics as per the original.

™ ‘Mourning and Manic-Depressive States’, p. 360.

50



By reparation, Klein means the sublimation of psychological repair into creative acts
in the external world. This important Kleinian notion predates her work on the
depressive position, deriving from her reading of an article by Karin Michaelis
contained in the 1929 paper ‘Infantile Anxiety-Situations Reflected in a Work of Art
and in the Collective Impulse’.” This work sought to explain the story of a woman
who relieved her depressive symptoms by painting pictures of her relatives, without
any prior knowledge of the art of portraiture. Klein interpreted the spontaneous urge
to paint as growing out of “the desire to make reparation, to make good the injury
psychologically done to the mother”.*® With her delineation of the depressive position
this insight took on greater meaning, as Klein came to suggest that, in the words of
her biographer Julia Kristeva, “the work of art” as a means of reparation “provides a
way to re-create the harmony of the inner world and to maintain tolerable relations
with the outside”.®' Noting that for the subject in the depressive position “it is a
‘perfect’ [internalized] object which is in pieces”, Klein suggests that “perfection”

pursued through artistic endeavour is a sublimation of the desire to restore internal

order:

It appears that the desire for perfection is rooted in the depressive

anxiety of disintegration, which is thus of great importance in all
sublimations.*?

As Kristeva has noted, this notion of the reparative nature of “artistic creation”
elevates it to being “more than just a diagnostic tool”, and something which “can also

serve as an initial — and perhaps even an optimal — way of caring for other people”,

” M Klein, ‘Infantile Anxiety-Situations Reflected in a Work of Art and in the Creative Impulse’ in

Love, Guilt and Reparation and Other Works 1921-1945 (New York: The Free Press, 1975), pp. 213-
218,

% ‘Infantile Anxiety-Situations’, p. 218.

¥ J Kristeva, Melanie Klein, trans. R Guberman (New York: Columbia University Press,

22 . . . 2001), p. 188.
‘Psychogenesis of Manic-Depressive States’, p. 270.
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arguing that Klein’s notion of the “the work of art™ as reparation allows it to function
“as an autoanalytic activity”.®® This insight, which Kristeva was to develop further in
her own writings on melancholia, is of great importance in understanding the
autoanalytic claims that Zoshchenko made of his own works.

The sense in which reparative phantasies implicitly link actions in the external
world with inner realities finds reflection in the other strategy that Klein proposes for
overcoming the depressive position: the process of mourning. Following Freud, Klein
emphasises mourning as a process characterised by “the testing of reality” which
strives to synchronise the subject with the external world.** Yet Klein’s notion of
mourning is not concerned solely with the displacement of erotic cathexis in response
to object-loss and does not exist in opposition to internalised inner objects as it does
in the Freudian schema. Rather its workings are intimately connected with
synchronizing and integrating the two planes of perception analyzed above: the inner

and outer worlds of the subject.

As has been shown above, Klein sees the inner and outer mental worlds as

being interrelated.

In the baby’s mind, the ‘internal’ mother is bound up with the
‘external’ one, of whom she is a ‘double’, though one which at once

undergoes alterations in his mind through the very process of
internalization.

These alterations represent the influence of “phantasies”, “internal stimuli and internal

experiences of all kinds”.*® Being the prototypical object, what holds true for the
mother likewise holds true for all the other objects which are subject to the same

psychological processes. What is important here is the way in which the world of

8 J Kristeva, Melanie Klein, pp. 187-188.

% ‘Mourning and Manic-Depressive States’, p. 344.
% Ibid, p. 346.

% Ibid, p. 346.
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internal objects is derived from the world of external objects. The internalised objects
form a kind of double, shadow world deep in the psyche, a world characterized by
attenuated reflections of external objects that Sanchez-Pardo describes as
“simulacra”.’” However, the world of internal objects is felt beyond the reach of
conscious thought, is “inaccessible to the child’s accurate observation and judgement,
and cannot be verified by the means of perception which are available in connection
with the tangible and palpable object-world”.®® Yet, as they are ultimately derived
from the external world of objects which are amenable to perceptual verification and
rational reflection, the subject is afforded some insight into, and influence over, his
inner phantastic world by turning to the external world of objects. Thus the “doubts,
uncertainties and anxieties” arising from the depressive position:

[..] act as a continuous incentive to the young child to observe and
make sure about the external object-world, from which this inner

world 8sgprings, and by these means to understand the internal one
better.

This “continuous incentive™ to seek insight into and proof of the goodness of

the loved object in the external world should lead to a concerted effort towards the

integration of external and internal objects through engaging with the external world.

In the case of the infant attempting to resolve the depressive position:

All the enjoyments which the baby lives through in relation to his
mother are so many proofs to him that the loved object inside as
well as outside is not injured, is not turned into a vengeful person.
The increase of love and trust, and the diminishing of fears through
happy experiences, help the baby step by step to overcome his
depression and feeling of loss (mourning). They enable him to test
his inner reality by means of outer reality. Through being loved and
through the enjoyment and comfort he has in relation to people his
confidence in his own as well as well as in other people’s goodness
becomes strengthened, his hope that his own ‘good’ objects and his

¥" E Sanchez-Pardo, Cultures of the Death Drive, p. 120.
% ‘Mourning and Manic-Depressive States’, p. 346.
% Ibid, p. 346.
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own ego can be saved and preserved increases, at the same time as
his ambivalence and acute fear of internal destruction diminish.”

Here, the love and attentiveness of the ‘external’ mother provide a means of proving
the goodness of the ‘internal’ mother and thus of saving and re-building the loved
internal object. In this illustration of the Kleinian process of infant mourning, which
forms the basis of mourning throughout the life of the subject, what is important is the
extent of reliance on the observable goodness of others, particularly the mother. For,
just as a ‘good’ mother can disprove the persecutory phantasies of the infant
depressive position, so a ‘bad’ mother can “increase ambivalence, diminish trust and
hope and confirm anxieties about inner annihilation and external persecution”.’’

In all of this, it must be remembered that the depressive position underlies all
melancholic suffering, both in the infant and in the adult. Thus, just as “the child’s
relation to his mother, her actual presence, is of the greatest help” in overcoming the
depressive position through the integrative process of mourning, so if the adult
mourner ‘“has people whom he loves and who share his grief, and if he can accept
their sympathy, the restoration of the harmony in his inner world is promoted, and his
fears and distress are more quickly reduced.”” The insight here is clear: the way out
of melancholic suffering lies not in retreat into the destructive cross-currents of the

self, but in forcing engagement with the world and particularly in the understanding

and kindness of others. Thus Klein asserts that:

The extent to which external reality is able to disprove anxieties and

sorrow relating to the internal reality varies with each individual,
but could be taken as one of the criteria for normality.”

% Ibid, p. 347.
*! Ibid, p. 347.
2 1bid, p. 362.
% Ibid, p. 346.
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It is important to note, however, that the drive for integration that leads the subject
beyond the depressive position is never finally achieved. The kind of integration
achieved through mourning in the Kleinian model is really much more of a bricolage
than the neater Freudian account of the process. In a sense, where Freud emphasises
the outcome of the process of mourning, Klein always emphasises the process itself;
more particularly, she emphasises its ongoing provisional nature. Thus Sanchez-Pardo
has characterised “the Kleinian psychic system” as something “always in flux and
unsettled, always in a precarious, contingent, and transitory unfinished state.”™* As
will become clear later in this study, Klein’s messy, provisional theory of subjectivity
provides one of the most fertile points of comparison with the theory of melancholia
that emerges in the course of reading Zoshchenko’s works, and so it is worth
understanding in some detail.

The gradual overcoming of the idealised part-objects that constitutes the
integration of the ego contradictorily sees each integrative step being followed by a
“renewed splitting of the imagos™ into ‘good’ and ‘bad’, internal and external.””
However, this apparently retrograde step is coupled with integrative advance:

As the adaptation to the external world increases, this splitting is

carried out on planes which gradually become increasingly nearer

and nearer to reality. This goes on until love for the real and the
internalized objects and trust in them are well established.®®

This ‘two steps forward, one step back’ process really constitutes a dialectical
relationship between inner and outer realities. Outer reality is refracted through the
cognitive lens of inner psychic patterns, whilst simultaneously pushing that inner

psychic reality into greater integration with external reality. Thus:

> E Sanchez-Pardo, Cultures of the Death Drive, p. 131.
% «Psychogenesis of Manic-Depressive States’, p. 288.
% Ibid, p. 288.
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In the process of acquiring knowledge, every new piece of
experience has to be fitted into the patterns provided by the psychic
reality which prevails at the time; whilst the psychic reality of the
child is gradually influenced by every step in his progressive
knowledge of external reality.”’

The synthetic outcome of this dialectical interaction is the production of
meaning, a meaning rooted in both external and internal realities. Thus the aim of
mourning and integration are not simply the effacement of the internalized objects by
external ones, but rather the attainment of a deeper and reinvigorated attachment to
primal inner realities through the external world of the here and now.

It seems that every advance in the process of mourning results in a

deepening in the individual’s relation to his inner objects, in the

happiness of regaining them after they were felt to be lost [...}, in an

increased trust in them and love for them because they proved to be

good and helpful after all.””*
The important thing here is that integration and engagement in external reality must,
in effect, carry the internal, psychic reality of the perceiver with it. In other words,
meaning must possess purchase in both the external world and in the inner world of
the subject. When the subject fails to find sufficient support in external reality for his
inner psychic world, or when this support is lost, then the depressive position is
reactivated. Beyond this objectively identifiable object-loss, “the poignancy of the
actual loss of a loved person [...] is greatly increased by the mourner’s unconscious
phantasies of having lost his internal ‘good’ objects as well.” % Thus there is a kind of
shadow mourning behind the mourning for an identifiable loss of a loved object
which, being rooted in the unconscious is somehow beyond reasoned causality.

Kleinian melancholia lies in this shadow mourning, in this reactivation of the infantile

depressive position. Importantly, this makes melancholia into an aspect of human

°7 ‘Mourning and Manic-Depressive States’, p. 347.
* Ibid, p. 360.
% Ibid, p. 353.
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subjectivity in the broadest sense; it becomes something that all endure as infants and
which periodically re-visits each of us as the supplementary suffering beyond that
attributable to loss in the here and now: “in mourning the subject goes through a
modified and transitory manic-depressive state”.'® The pathological aspect to it
consists in the prolonged failure to secure the internalized good objects through
integration of the self in the external world.

Just as with the Freudian account, melancholia in the Kleinian model comes to
reside in the gulf between the psychic world and external reality. However, whereas
the Freudian account of the condition stresses a kind of innateness, Klein re-casts the
condition in terms of subject and world. Freud’s lonely melancholic driven into
submission to his ego-ideal as a result of an apparently innate proclivity for
narcissistic love seems cursed by fate into an irrevocable alienation from external
reality. Klein’s depressive position, however, stresses the immanence of the condition,
casting it as a universal aspect of the endless saga of human subjectivity. Moreover,
she always leaves open the potential of becoming, for “the Kleinian depressive
position” in many ways reveals human subjectivity to be “open and provisional”, in
reality “a system that avoids fixity and closure.” '*! The Kleinian subject is always
locked in a relentless struggle to ground his inner world in the shifting sands of a
dynamic, external reality, and thus to shore it up against the destructive pull of the
depressive position which promises only an unending melancholia. In an important

sense the psychological crisis of the depressive position is never completely resolved.

Thus Sanchez-Pardo suggests:

Reparation anfl integration are only partial outcomes, never fully
achieved, which bring about various ways of living with the

1% Ibid, p. 354.
1 £ Sanchez-Pardo, Cultures of the Death Drive, p. 133.
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damage. The subject is founded upon the reproduction of a failure
and the repetition of defensive strategies involving many kinds of
splitting and idealization, countered by efforts toward integration
and reparation under the stimulus of what is yet to come.'”
As this study progresses the notions of “living with the damage” and a “subject

founded on the reproduction of a failure” whose struggle for existence is framed by

“the stimulus of what is yet to come” will find repeated reflection in Zoshchenko’s

writings from across the whole of his literary career.

Julia Kristeva (1941-)

Its Lacanian foundation notwithstanding, the work of Julia Kristeva, the Bulgarian-
born, French psychoanalyst and academic linguistician, betrays the marked influence
of Melanie Klein. The Kleinian influence is acknowledged to some extent in
Kristeva’s writing of the intellectual biography of Klein which was cited earlier in this
chapter; the extent of the acknowledgement is implied by the fact that this work forms
part of a biographical trilogy explicitly devoted to the exploration of “feminine
genius”.]03 Given the importance of the theme for Klein, it is perhaps unsurprising
that the Kleinian influence is particularly obvious in Kristeva’s theoretical meditations
on melancholia and depression in the work Black Sun: Depression and Melancholia
(Soleil Noir: Dépression et mélancolie, 1987). In particular, the Kleinian
understanding of mourning, reparation, the place of melancholia in the psychological
genesis of the subject and the figure of the mother in the psychological dynamics of
melancholia hugely inform Kristeva’s theorization of the condition. Thus, the place of
Kristeva’s work on melancholia in the present study is as an extension of the
comparative theoretical perspective on Zoshchenko’s melancholia that was started by

the preceding discussion of Melanie Klein. The particular importance of Kristeva in

12 tbid, p. 133.

1 In addition to Klein, these biographical subjects included the philosopher Hannah Arendt and the
writer Collette.
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this respect is the fact that, in line with the Lacanian marriage of psychoanalysis and
linguistics, she is able to translate the psychological dynamics of melancholia into
concrete textual terms. In view of the current study’s ambition to read the textual
contours of melancholia in Zoshchenko’s literary oeuvre, Kristeva’s work on
melancholia acquires a special relevance.

For Kristeva, melancholia is a phenomenon negatively, but deeply, inscribed
in language; it is primarily “a noncommunicable grief”, one which causes the sufferer
to “lose all interest in words, actions and even life itself.”'® Time and again she

draws attention to the contours of melancholic speech:

Let us keep in mind the speech of the depressed — repetitive and
monotonous. Faced with the impossibility of concatenating, they
utter sentences that are interrupted, exhausted, come to a standstill.
Even phrases they cannot formulate. A repetitive rhythm, a
monotonous melody emerge and dominate the broken logical
sequences, changing them into recurring, obsessive litanies. Finally,
when that frugal musicality becomes exhausted in its turn, or simply
does not succeed in becoming established on account of the pressure
of silence, the melancholy person appears to stop cognizing as well

as uttering, sinking into the blankness of asymbolia or the excess of
an unorderable cognitive chaos.'®

For Kristeva, melancholic speech is devitalized at a fundamental level. Language
loses its grip on the melancholic subject who ceases to either believe in it or identify
with it; speech is deprived of its capacity for “making sense for the subject”.m6 This
linguistic lifelessness is less obvious in the denotative aspects of signification than in
the material, rhythmic and pulsional components of language; it tells in interruption,

logical inconsistency, absence and finally silence. In many ways Kristevan

1%4 Black Sun, p.3.

19 Thid, p.33. Depressive speech is similarly evoked a few pages later (p.43) and the chapter entitled

‘Life and Death of Speech’ is substantiaily devoted to understanding the linguistic modalities of
melancholia.

1% Ibid, p.52.
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melancholia manifests itself as a profound subjective failure in language, ultimately
even a death in language.

The origins of this subjective failure in language lie, Kristeva suggests, at the
point at which the subject attains linguistic competence, in a particular and
foundational moment of mourning. It will be recalled that Klein developed the
concept of mourning beyond Freud’s mechanistic understanding, turning it into an
open-ended process for the integration of psychic and external realties, lying at the
heart of all ego development. Kristeva in turn borrows much from this broader, less
mechanistic Kleinian notion of mourning, but she also changes it in significant ways.
Firstly, while acknowledging the existence of objectival depression in the Kleinian
mould, she posits the simultaneous existence of a more “precocious”, narcissistic, pre-
objectival mourning that has no parallel in Klein.'" Secondly, she infuses the process
of mourning with a particular linguistic significance that is absent in both Klein and
Freud. In fact, for Kristeva, the successful completion of a particular type of mourning
becomes the sine qua non condition of entry into the realm of language and symbol.
Thus, she suggests that “the possibility of concatenating signifiers (words or actions)
appears to depend upon going through mourning for an archaic and indispensable
object”, a protracted and painful “[mJourning for the Thing”.'*®

The Thing, for Kristeva, is “the real that does not lend itself to signification,
the centre of attraction and repulsion, seat of the sexuality from which the object of
desire will become separated.”‘o9 Disinterred from the abstruse Lacanian terminology,
what this passage really suggests is that the Thing has strong affinities with what
Lacan terms the Real: that totality of psychic meaning which, being irreducible to

symbolic language, must ultimately remain meaningless in its totality, but which must

17 Ibid, pp. 11-12.
1 Ibid, p.40.
' 1bid, p.13.
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also appear as the alluring end of language, powering the desire that, in the last count,
anchors the subject in the realm of signs and signification. For Kristeva, it is the
failure to adequately locate desire in the metonymic satisfactions of language which
accounts for that melancholic withdrawal from the wider symbolic order noted earlier.
In Kristeva’s account of the birth of the speaking subject, the discovery of the seat of
desire in language demands the rejection of the pre-linguistic, mother-child
symbiosis: “Matricide is our vital necessity, the sine-qua-non condition of our
individuation™.'"® In order to find the mother in language (literally, to find the word
‘mother’), the child has to accept, or more precisely to mourn the loss of a more
profoundly felt pre-linguistic, maternal immanence. This translates child language
acquisition into something of a necessary, but traumic separation: the “intrepid
wanderer”, by necessity “leaves the crib to meet the mother in the realm of
representations”; but without agreeing “to lose mother”, he can “neither imagine nor
name her.”''! 1t is precisely the failure to mourn the loss of this pre-objectival, pre-
symbolic maternal immanence in exchange for entry into the infinite metonymy of
desire afforded by Being in language that results in the melancholic withdrawal from
a pallid symbolic realm: the melancholic simply cannot accept the symbolic
gratifications of language in exchange for the wordless certainties of biological
immanence with the mother.

The biological basis of this pre-symbolic space is important to note because it
accounts for the pallor and de-vitalization that Kristeva sees as characteristic of
melancholic speech. To understand how this is so, one needs to turn to Kristeva’s
earlier exposition of the birth of the speaking subject contained in her Revolution in

Poetic Language (La révolution du langage poétique, 1974). In this work she

110 bid, pp. 27-28.
" Ibid, p.41.
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suggested that the entry into the realm of language and symbol was preceded by, and
predicated upon, a pre-symbolic infantile space of need prior to desire: a
“nonexpressive totality formed by the drives and their stases in a motility that is as
full of movement as it is regulated.”''? This psychic space, based in the material of
unconscious Freudian drive economy, she terms the semiotic chora. The protracted
entry of the subject into the realm of symbol and language is marked by the gradual
and partial ordering of these drives into symbolic cathexes in line with the demands
and grammar of symbolic discourse; thus they are not overcome by entry into the
symbolic realm but are rather entwined into language, anchoring the psychological
subject into the socio-linguistic system that Lacan termed the Other.'" In this way,
the biological self is effectively inscribed into language and discourse. In the case of
melancholic withdrawal, it is precisely these biological bindings of the embodied self
into discourse that begin to loosen, literally detaching the flesh and blood self from
the cold expanses of a now distant symbolic realm.!'® It is for this reason that
melancholic speech becomes bloodless, “like an alien skin™; this is why “melancholy
persons are foreigners in their maternal tongue.”''*

However, the melancholic satisfactions promised by this withdrawal into
wordless communion with “the Thing” are essentially chimerical: “That total and
unsignifiable Thing is insignificant — it is a mere Nothing, their Nothing, Death.”''
Thus, the only real escape for the melancholic is the psychic re-inscription of their
semiotic selves into the symbolic realm. Kristeva finds the models for such re-

inscription in various aspects of art and religious practice, but particularly in writing:

112 j Kristeva, Revolution in Poetic Language, trans. M Waller (New York: Columbia University Press,
1984), p. 25.

'3 Ibid, pp. 43-51.

114 J Kristeva, Black Sun, p.46.
3 Ibid, p.53.

"8 Ibid, p.51.
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[Alesthetic and particularly literary creation, and also religious
discourse in its imaginary, fictional essence, set forth a device
whose prosodic economy, interaction with characters, and implicit
symbolism constitute a very faithful semiological representation of
the subject’s battle with symbolic collapse.'!’

For Kristeva, this “literary representation”, constituting a mimetic staging of the
symbolic abdication at the heart of the melancholic condition, functions as a sort of

“catharsis”; as such “it is a therapeutic device used in all societies throughout the

18
ages.”

Perhaps understandably for a professional psychoanalyst, Kristeva seeks to
place some limits on the therapeutic potential of art, religion and literature. She argues
that they fall short of what she calls “elaboration™: “the sense of becoming aware of
the inter- and intra-psychic causes of moral suffering.”1 ' This concentration on
“strengthening the subject’s cognitive possibilities” is what Kristeva believes sets the
psychoanalytic approach apart from artistic engagements with melancholia.'*® She
characterizes this elaborative step as an attempt to “endow discourse with a modifying
power over the fluctuations of primary processes and even bioenergetic transmissions,
by favouring a better integration of semiotic agitation within the symbolic fabric.”'!
Yet, this neat distinction between the therapeutic effectiveness of psychoanalysis and
literature, while undoubtedly illustrative of a broad tendency, is ultimately
unpersuasive in the totality of its claim. Kristeva definitely overstates the exclusivity
of the elaborative gesture to psychoanalysis or linked psychotherapeutic discourses. In
fact, her distinction is only maintainable on the basis of upholding a particular,

culturally-ingrained way of conceiving literature that is not necessarily applicable in

"7 Ibid, p.24.
"8 Ibid, p.24.
' Ibid, p.24.
120 hid, p.24.
12! Ibid, p.66.
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all literary contexts. Indeed, it shall be argued in the last two chapters of this study
that in the Soviet context, where psychotherapeutic discourses were extremely
limited, and where literature historically assumed a more generalized civic function,
Soviet literature was not only able to assume this elaborative function, but, in the form
of Zoshchenko’s explicitly therapeutic works, it actually began to do precisely that.
Kristeva herself seems to imply that literature can aspire to more than just

catharsis. In a later discussion of artistic sublimations she links literature with the self-

reinvention of the melancholic sufferer:

[TThe work of art that insures the rebirth of its author and its reader
or viewer is one that succeeds in integrating the artificial language it
puts forward (new style, new composition, surprising imagination)
and the unnamed agitations of an omnipotent self that ordinary
social and linguistic usage always leave somewhat orphaned or
plunged into mourning. Hence such a fiction, if it isn’t an
antidepressant, is at least a survival, a resurrection.'??

This is already a long way from catharsis. Moreover in the mutual implication of artist
and reader it would seem already to be gesturing towards a more transferential space
in literature. This is important to note, for, as shall be argued later in this study, this
sense of fiction as self reinvention is precisely what comes to characterize
Zoshchenko’s later textual engagement with his own melancholia. In fact, with its
reference to formal and stylistic innovation and rebirth of both reader and writer, this
passage could almost stand as an epigraph to that attempt. The reference to survival is
particularly arresting: in a later section where she describes some of her case histories,
one of Kristeva’s patients describes her attempts to escape melancholia as a “poetics

of survival”;'® as this study shall argue, Zoshchenko’s attempts to write the truth of

his own melancholia might well be described in the same way.

12 1bid, p.51.
2 Ibid, p.73.
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Kristeva’s distinction between literary and psychoanalytic therapies is eroded
even further by her urging of clinicians to “enrich their practice by paying greater
attention to these sublimatory [artistic] solutions to our crises, in order to be lucid
counterdepressants rather than neutralizing antidepressants.”124 Among these
therapeutic solutions for re-inscribing the semiotic self back into language she
particularly focuses on three: “prosody”, “polysemy” and “the psychic organization of
forgiveness”. In prosody she finds a “language beyond language” capable of
inscribing “the rhythm and alliterations of semiotic processes” into language. By
“polysemy” she means the way in which literature “unsettles naming and, by building
up a plurality of connotations around the sign” reveals “the non-meaning, or the true
meaning, of the Thing.” With “the psychic organization of forgiveness” she
emphasizes, in Kleinian fashion, art’s potential for reinforcing a “kindly ideal, capable
of removing the guilt” that characterizes the melancholic condition.'?® The example of
this par excellence, must surely be the infinite mercy and redeeming grace found in
Dostoevsky’s ethic of Christian sacrifice.

Returning to the passage from ‘Lilacs are Blooming® that opened this chapter,
the melancholic subtext of that “pallor of words” and “uncertainty of thoughts™ should
seem a great deal clearer. However that still leaves that baffling impenetrability of the
“virgin jungle” of Russian literature. While the melancholic alienation from language
in general is now clear, what of the specific alienation from the great canon of
Russian literature? A clue perhaps lies in Kristeva’s understanding of intertextuality.
While she no doubt subsumes it into her rather expansive notion of “polysemy”, it
might be argued that intertextuality deserves special mention in this regard. Kristeva

in fact coined the term ‘intertextuality’, but in response to a perceived flattening of its

124 1hid, pp. 24-25.
12 Ibid, p.97.
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critical specificity which followed the term’s widespread adoption in critical circles
she later re-branded her term “transposition”.'*® This she defines as “the passage from
one sign system to another”, with the most important aspect of this process being the
fact it “demands a new articulation [...] of enuciative and denotative positionality”: in
other words it demands a new articulation of the subjective positioﬁ of the speaker.'?’
The particular importance of this is that Kristeva also uses the term “transposition” to
refer to that foundational act of mourning which, by “transposing” the loss of semiotic

immanence into linguistic desire, underpins the subject’s entry into the symbolic

128

realm. This foundational transposition then enables that infinite chain of

transpositions within the symbolic realm that might perhaps be better understood in
terms of Kristeva’s original ‘intertextuality’. In view of this, there is surely a
particularly melancholic resonance to the deliberate enactment of this intertextual
gesture in melancholic literature. It re-enacts in text a more primal failure to embed
oneself in the otherness of language; nothing makes that fundamental otherness more
explicit than deliberately invoking the words of others. This is frequently the effect of
Zoshchenko’s complex, and at times contorted, intertextual invocations which often
twist the canon of Russian literature to yield profoundly melancholic subtexts. As

shall be seen below, while it is not always immediately obvious, Russian literature

does have a long and varied history of literary melancholia.

Melancholia in Russian Literature and Culture

The word melancholia itself occurs fairly infrequently outside writing of the
Sentimental era, but when it is conceived, as above, to be mental pain arising in the

imperfect compatibility of self and world, then melancholia is revealed as something

126 § Kristeva, Revolution in Poetic Language, pp. 59-60.
127 bid, p. 60.

128 y Kristeva, Black Sun, pp. 40-42.
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of a perennial concern of Russian literature and a commensurately vast theme. It will
be necessary, in order to illuminate Zoshchenko’s specific melancholic reading of
Russian literature later in this study, to conceive of melancholia in this broader,
conceptual sense; however, by necessity, the following discussion will have to be
brief and highly selective. While still striving to adumbrate the general contours of the
melancholy theme in Russian literature, its primary emphasis will have to fall on
highlighting the melancholic references that find later intertextual reflection in
Zoshchenko’s own work. This will invariably result in an outline that is more
suggestive than systematic, and will have to leave many frustrating lacunae to await
future elucidation by an appropriately rigorous study of this theme on its own terms.
If ‘melancholia’ was an eighteenth-century import from Europe, then it is
perhaps unsurprising that the word itself is most deeply embedded in the literature and
culture of that century, in particular in the age of Catherine II. Vinitsky shows how
during Catherine’s reign melancholia quickly became the politicized obverse of the
self-styled cheerful rationality of the empress’ enlightened despotism; in her own
satires Catherine appropriated the word ‘melancholia’ to deride critics of her regime
and associate them with the paranoia, cruelty and madness of her predecessor on the
throne.'” However, as her reign progressed and opposition steadily grew, especially
among the secular gentry that she herself had freed from state obligations, her charges
of melancholia were “eagerly accepted and reinterpreted by Catherine’s defiant
opponents” such as Nikolai Novikov and Aleksandr Radishchev.!*® It was a short
step for these now self-consciously melancholic critics of Romanov absolutism to
fashion something of a cult of melancholia, “a philosophy of sadness™ “indeed,

melancholy was chosen by Russian moral and social thinkers as a spiritual banner for

291 Vinitsky, ‘A Cheerful Empress and her Gloomy Critics’, pp. 32-39.
13 Ibid, p.40.
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the new ‘philosophy of faith and feeling’ they propagated.”13 ! Thus, by painting her
critics with melancholy hues, Vinitsky notes, “the empress shaped the image of the
Russian intelligent in her writings long before this image appeared in Russian
literature.”">2 Fuelled by verse translations of the English sepulchral melancholy of
Edward Young and Thomas Gray (by the mystical melancholic Aleksei Kutuzov and
the equally atrabilious Vasilii Zhukovskii respectively), melancholia became the mark
of intellectual reflection, moral seriousness and a rejection of worldly vanities."*” This
sense of the intellectual sweetness and moral profundity of melancholy reflection
persisted beyond the Catherinian era and into the nineteenth century where it became
embedded in that pastoral world of gentry sentimentalism which proved to be such a
fertile seed bed for much sentimental and romantic literature, and the elegy of which
was so mournfully sung by Ivan Turgenev.134

This sentimental notion of the sweetness of melancholy is detectable in several
works from this period. In Nikolai Karamzin’s poem ‘Melancholia: an Imitation of
Delille’ (‘Melankholiia: Podrazhanie Deliliu’, 1800) for instance, the melancholic
humour is described as: “The happiness of the unhappy and the sweetness of the
distressed!| O Melancholia! To them you are dearer than all the other| Artificial
amusements and vapid pleasures.”135 A similar humour also pervades the self-
indulgent sadness of love departed in Pushkin’s poem ‘Melancholy’ (‘Unynie’,
1816).136 However, as Vinitsky notes, the melancholic poet par excellence of this

period was Vasilii Zhukovskii, who boasted the strongest contemporary reputation as

! 1bid, p.40.

132 1bid, p.37.

133 Ibid, p.41.

134 A B Wachtel and 1 Vinitsky, Russian Literature (Cambridge: Polity Press, 2009), pp. 61-63.
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136 o S Pushkin, ‘Unynie’ in Sobranie sochinenii v vos'mi tomakh (Moscow: Khudozhestvennaia
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a “singer of melancholy” (“pevets melankholii”) and a purveyor of “a philosophy of
sadness” (“filososiia grustf’).13 7 Much of his melancholic writing took the form of
verse translations of European melancholic poems, such as Gray’s elegy noted earlier,
however, his technique of poetic translation always remained loose enough to allow
the finished works to be infused with his own sense of philosophical sadness.'*®
Indeed, Vinitsky notes that in his verse translation of Milton’s ‘L’Allegro’ in 1833
one can see a new note of bitterness which can be connected to the poet’s own
contemporancous  “struggle with  black melancholia” (“bor'ba s chernoi

melankholiei”). 139

In fact, what Zhukovskii reveals is really a fundamental duality that
characterized the literary treatment of melancholia throughout the sentimental and
romantic eras: on the one hand it could be the enchanting sadness of the thoughtful
man; on the other hand it could very quickly become the pathological gloominess of
clinically depressed.140 This same duality is equally observable across the writings of
other poets of the era. As noted earlier, Pushkin could indulge in dreamy sadness for
his poem ‘Melancholy’; however, he could equally stage the darker aspects of the
humour. For instance, a blacker note of melancholic alienation attaches to the mortal
body of the poet in Pushkin’s famous poem ‘The Prophet’ (‘Prorok’, 1826). Thus,
before being transfigured by a divinely ordained poetic calling, the poet is laid in
bodily prostration: “Tormented by a spiritual thirst] Through a gloomy desert I

dragged my way”.1*! Later the note repeats: “Like a corpse in the desert I lay”.142 The

137 | Vinitskii, Utekhi melankholii in O A Lekmanov (ed), Uchenye :zapiski moskovskogo

kul'turologicheskogo litseia No. 1310 (Moscow: Izdanie moskovskogo kul'turologicheskogo litseia,
1997), p. 109.

38 Ibid, p. 128.
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10 Ibid, p.108.
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poetic contrast between the poet’s deathly flesh and a transfiguring word violently
thrust deep within his chest by a divine other has a powerful melancholic inflection in
terms of the understanding of the condition adumbrated above. The melancholia
inhering in this image is surely further confirmed by the fact that, as Zholkovsky
observes, Zoshchenko drew on it to describe his own melancholic prostration on the
eve of his purported cure in Before Sunrise."*

A comparable sense of melancholy attaching to distance from the poetic voice
is detectable in Pushkin’s early narrative poem ‘Ruslan and Ludmila’ (‘Ruslan i
Ludmila’, 1817-1820); or rather, it is detectable in the later addition of an epilogue,
written in 1820, but not appended to the poem until the second edition of 1828. The
original published poem was in fact something of a demonstration piece for a
precocious poetic talent eager to make his name. It is infused with a youthful
optimism that tells in the lightness and ironic inflection of the narrative voice which
largely cushions the reader from the darker aspects of the folktale on which it is
based. However, the epilogue, written in exile, is of an altogether different nature:
looking back on a poetic self now seemingly distant in time, it voices both a
melancholic yearning for an absent muse, and an equally melancholic despair for the

blinkered naivety of youth. The more chastened voice of the epilogue looks back on

the naive, youthful versifier of the preceding poem and opines:

1 sang, all the while forgetting

The hurts of blind fortune and foes,
Deceit by a vapid Dorida,

And the noisy tattle of fools.'*

2 (Kak Tpyn B mycTeiHe s nexan; Ibid, p. 365.
143 A K Zholkovskii, Poetika nedoveriia, p. 236. See also Pered voskhodom solntsa, 3:626.
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mymHbie rrynuoB.» A S Pushkin, ‘Ruslan i Ludmila’ in Poemy (Moscow: Khudozhestvennaia
literatura, 1964), p. 100.
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While clearly inflected by the bitterness of political exile, this passage combines
amorous, societal and political inconstancy in a peculiarly melancholic unity.
Moreover, because Russian uses the word ‘schast’e’ to mean both happiness and good
fortune, those “hurts of blind fortune” can equally be read as “hurts of blind
happiness™: the first evokes an indifferent fate; the second is a more melancholic
intimation of the delusions of joy. This melancholic chord continues to play as the

poet mourns his absconding lyric against the backdrop of the rugged landscape of his

southern exile:

I’m nourished by feelings unvoiced,

The wonder and charm of landscapes

Untamed and gloomy, still unwrought;

My soul is, each hour, as before

Filled up with the tedium of thought -

But poetry’s flame is no more.'*®
As in ‘The Prophet’, there is a melancholy residing in the extinguishing of poetic
voice which tells particularly in those “feelings unvoiced”, in a soul full of “the
tedium of thought” and in a nature “untamed and gloomy”. However, more interesting
still from the point of view of this study is a melancholy that takes shape in an act of
authorial self-reading. As will become evident later in this study, Zoshchenko’s
textual melancholia acquires much of its shape and voice through comparable acts of
self-reading across time.

Although the word ‘melancholia’ occurs less frequently outside of the

Sentimental era, this same dualistic, melancholic theme thrived in the literature of the

so-called ‘Golden Age’. The later nostalgic adoration of the age notwithstanding,

Vinitsky suggests that “contemporaries themselves not infrequently called the happy

143 ([MuTatoch YyBCTBAMH HeMbIMH | M dynHo# npenecTsio xapruH | Tlpuponsl aukoit U yrpromo#; |
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(as it seems to us now) Golden Age the age of melancholia.”'*® For instance, there is
frequently a profound melancholic alienation in the romantic theme of the
‘superfluous man’ (lishnii chelovek) of Russian literature: the educated man whose
moral seriousness and European values alienate him equally from state service and the
common people. Thus, it is no coincidence that Evgenii Onegin, the hero of Pushkin’s
verse novel of that name (1823-1831), is no stranger to melancholic suffering:

An illness, the search for whose reason

Already should long have been made,

So much like the spleen of the English,

Sadness of a more Russian shade

Took hold of him little by little;

God be thanked, that he never did once

Try to put his gun to his head

But grew instead as cold to life as the dead.'’
A more morbidly melancholic treatment of the ‘superfluous man’ theme is perhaps
found in the character of Pechorin from Lermontov’s novel Hero of Our Time (Geroi
nashego vremeni, 1840). Pechorin finds himself trapped within the confines of his
own self-conscious romanticism and chafes against a romantic psychology that
ironically restricts his own self-realisation. This sense of a self curtailed within a
symbolic other not of one’s making adds a melancholic note to accompany the exotic
tragedy that the novel stages.

Again, while the word itself is seldom, if ever, used, there remains a

substantial melancholic aspect to that other standard of nineteenth-century literature:

the theme of the ‘little man’ (malen'kii chelovek). This is especially apparent in the

work of Gogol, the writer who made this theme his own in the first half of the
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nineteenth-century. The ‘little man’, typically a low-ranking member of the Imperial
civil service, struggles tragicomically to withstand the indifferent demands and harsh
rebuffs of a social order distant and unmoved by his fate. This struggle for identity,
recognition and the pursuit of individual desire within a recalcitrant social Other has a
melancholic relevance that is obvious in the light of the theoretical discussions above.
What is interesting is the way in which Gogol articulates this melancholy in terms of
his own particular comic aesthetic; he famously described this technique in his novel
Dead Souls (Mertvye dushi, 1842) as a means “to survey the whole vastness of life as
it’s carried along, to survey it through laughter visible to the world, and through
hidden tears unknown to it.”'*® This comic aesthetic, marked by a surface laughter
which is tempered by a submerged melancholy, is a feature of a great deal of Russian
comic writing; as shall be suggested in the next chapter it is also a tradition that
Zoshchenko deployed, punctuating his laughter with telling melancholic absences and
occlusions.

What is interesting about Gogol’s melancholic comedy is that he articulates it
alongside a vision of profound authorial isolation. Suggesting that his authorial vision
jars with popular literary expectations and astutely predicting the misunderstanding of
his work, he suggests, in the same third person autobiographical interlude in Dead
Souls, that his authorial path will be arduous: “Harsh is his profession, and bitterly he
will he feel his solitude.”'*® The implication that the melancholy underlying the
laughter in his technique is at least partially his own ‘bitter solitude’ felt amidst the
widespread misapprehension of his artistic vision by his contemporaries finds definite

parallels in Gogol’s life. Throughout the 1840s Gogol was increasingly absorbed by a
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search for the spiritual “perfection” which he believed would translate into a purity of
authorial word that would resist the dilution of his prophetic vision by the
misapprehension of the reading public and the critical establishment.'®® This
unwillingness to accept the way in which words, being fundamentally other, casually
shake off authorial intentions betrays an intensely melancholic alienation from the
profound otherness of the symbolic realm.

This phenomenon is actually treated fictionally, with a degree of knowing
irony largely absent from the later Gogol, in the course of his most famous tale of a
lowly clerk: ‘The Overcoat’ (‘Shinel”, 1842). The hero of this tale, Akakii
Akakievich, is pointedly made a diligent copy-clerk who finds in the exact replication
of written matter “some kind of varied and pleasant world of his own.”"®' That this is
a confusion of self and other is confirmed by his tendency to see in everything his
own handwriting and to frequently not notice whether “he is in the middle of a line, or
rather in the middle of the street.”'>? In this he is contrasted with the tailor he employs
to make his new overcoat: Petrovich delights in the “gulf that separates tailors who
only put in linings and make repairs from those who stitch from scratch.”'®® Thus
Petrovich’s creativity is posited in opposition to Akakievich’s solemn transcription.
Importantly, while the inflexibility of Akakievich’s transcriptive personality cannot
accept the loss of the coat and even chooses death in its place, Petrovich is able to
watch with satisfaction as the coat he has made walks off down the street.'®* If this

opposition between an inflexible transcription of self into the Other and a willingness

150 R Maguire, ‘Introduction’ in Gogol from the Twentieth-Century: Eleven Essays (Princeton NI:
Princeton University Press, 1974), pp. 27-28.

151 ([...] xakoH-TO cBO pasHOOGpa3HbIl U NpuATHLIA Mup.» N V Gogol, *Shinel” in Polnoe sobranie
sochinenii v odnom tome (Moscow: Alfa-Kniga, 2009), p.349.

152 ([...] Ha cepenMHe CTPOKH, & CKOpee Ha cepeliiHe ynuusl.» Ibid, p.350.

153
[...] 6e3nHy, pa3aenMmoOLyIO MOPTHBIX, KOTOPhIE NOACTABMAIOT TONLKO NOAKNAAKH W NEPENPARIAIOT,
OT TeX, KOTOpbl€ IbIOT 3aH0B0.» Ibid, p.356.

% Ibid, p.356.

74



to accept that created objects acquire a life of their own is translated into creativity in
language (as the copy-clerk theme surely invites one to do) then one is left with a
playful meditation on precisely the same dilemma that Gogol faced in his writing
career. As shall become clear in chapter three, the melancholic theory of authorship
staged in this subplot of ‘The Overcoat’ will assume a great importance in
Zoshchenko’s comic fiction of the 1920s.

Dostoevsky’s literary career started as an outgrowth of this same Gogolian
fascination with the ‘little man’, but it was brutally interrupted by his detention and
exile on charges of political subversion. It is primarily in the works that grow out of
his Siberian exile that the melancholy theme resounds most clearly. In fact, describing
the writer’s account of Siberian exile contained in Notes from the House of the Dead
(Zapiski iz mertvogo doma, 1861), Dostoevsky’s biographer Joseph Frank notes “the
melancholy conclusions” that followed this reflection on his past.'>® Kristeva devotes
a chapter of her meditation on melancholia to Dostoevsky, where she concentrates on
reading her conception of a melancholic poetics of forgiveness in his post-Siberian
oeuvre.'>® However, in adopting this focus she perhaps misses another important
aspect of the melancholic theme, one that was certainly more important in
Zoshchenko’s invocation of Dostoevsky’s melancholia in Before Sunrise: that of the
underground man. This exercise in alienated selthood combines ego, desire, guilt,
shame, pride and illness to illustrate the perverting effects of a mind unable to locate
itself in the social Other; in this regard, the private torments of the nameless clerk at
the centre of the story represent the extremity of the ‘little man’ theme. As Richard
Peace notes, the retreat of the hero further and further into his own perverted

rationality is a reflection of a greater human tendency to live in the abstract, at a

155 J Frank, Dostoevsky: A Writer in His Time

(Princeton NJ, Princeton University Press, 2010). p. 203.
136 J Kristeva, Black Sun, pp. 173-217. Y )p. 203

75



distance from the realities of embodied existence.'”’ This desperate plea for the need
to live creatively in the symbolic realm is reflected in the underground man’s
paradoxical melancholic references to “the living life” (“zhivaia zhizn™) and “those

born dead” (“mertvo-rozhdennye”).158

Taken together, Tolstoy’s Anna Karenina (1877) and A Confession (Ispoved',
1882) are similarly amenable to interpretation in terms of the melancholic theme
established above. As Andrew Wachtel argues, the fact the two works are
interconnected is established by Tolstoy’s unostentatious self-citation from the earlier
novel in 4 Confession; Wachtel thus convincingly argues that the two works invite
reading in tandem."®® A Confession relates the details of Tolstoy’s spiritual crisis and
resultant mental breakdown with autobiographical clarity. Although he does not
explicitly conceive of his crisis in terms of melancholia, the relevance of the term to
Tolstoy’s mental prostration and suicidal urges is confirmed by the fact that the
psychologist and pragmatist philosopher William James used precisely this term to
characterize the breakdown Tolstoy describes.'®® If one accepts, as James does, that
Tolstoy’s spiritual crisis as described in 4 Confession can be understood in terms of
melancholia, then one of the effects of reading it in parallel with Anna Karenina, as
Wachtel suggests, is surely to bring out the melancholia in this latter work as well.
Indeed, the sadness is not hard to find; it forms half of one of the most famous

opening lines in world literature: “All happy families resemble one another; each

157 R Peace, Dostoevsky’s “Notes from Underground” (London: Gerald Duckworth, 1993), pp. 64-65.

2 F M Dostoeyskii, Zapiski iz podpol'ia in Sobranie sochinenii v desiati tomakh (Moscow:
Khudozhestvannaia literatura, 1956-58), vol. 4, pp. 243-244.

159 A Wachtel, ‘History and Autobiography in Tolstoy’ in D T Orwin (ed), The Cambridge Companion
to Tolstoy (Cambridge: Cambridge University Press, 2002), pp.182-185.

160 W James, The Varieties of Religious Experience: A Study in Human Nature (London: Routledge,
2008 [1902]), pp. 108-114.

76



unhappy family is unhappy in its own way.”'®! Reading in this way, one is suddenly
struck by the number of mental and spiritual crises one encounters in Anna Karenina.
In fact, most of the major characters go through some form of black mood in the
course of the novel; the causes are all different (infidelity, death of a relative, rejection
of courtship, financial crisis, sense of social superfluity) and they are all ultimately
overcome by re-inscribing individual desire into social realities (marriage, child-
bearing, social activism, military adventure). All that is except one: Anna Karenina
herself, who caught between two socially irreconcilable desires (marriage to Vronskii
and custody of her son), is unable to anchor her desire in social reality and thus finds
nothing between her and madness, and eventually death. In 4 Confession, Tolstoy
finds that society and social activity only offer a delusory and unsatisfactory basis for
subjective happiness, which would mean that, if the parallel reading is to be upheld,
the happiness of all the surviving characters in Anna Karenina is likewise
insubstantial. In the end, Tolstoy finds nothing holding him back from madness and
death except religious faith. While Tolstoy’s faith is conceived of as a religion, in
more general terms it might be argued that it is a broader act of faith that keeps the
subject anchored in the symbolic realm and a failure of this faith that plunges the
subject into melancholia.'®?

The melancholy in Chekhov is of a different nature entirely to Tolstoy’s. It is
intimately connected with his early career as a medical practitioner and a part-time
writer of comic fiction and feuilletons. As Vera Gottlieb makes clear, Chekhov’s

comedy always remained based in his conviction that laughter was more often than

161

«Bce cHacTAMBEIE CeMEH NOXOXH JDYT Ha IPyTa, Kekias HECYACT/IWBAA CeMbfl HECUACTNHBA MO-
cBoemy.» L N Tolstoi, Anna Karenina in Sobranie sochinenii v chetyrnadtsati tomakh (Moscow:
Khudozhestvennaia literatura, 1951-53), vol. 8, p. §.

162 gee J Kristeva, Black Sun, pp. 13-14.
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not the best medicine.'®® Yet, like Gogol before him, there always remained a
melancholic element to his curative laughter, something evident in one of the early
pseudonyms he used when writing for the comic press: ‘The Man without a Spleen’
(‘Chelovek bez selezenki’)."’4 It will be recalled that according to humoristic medicine
the spleen was the organ responsible for controlling the preponderance of black bile,
which would make Chekhov’s comic mask particularly melancholic. This ironic
reference to melancholia perhaps reveals a more general preference for irony when
approaching black moods and pathological sadness: Masha in Chekhov’s play Three
Sisters (Tri sestry, 1900), a character always perched on the edge of hysterical
sadness, insists in Act One that “Today I'm ‘merlancholeric’, 1 don’t feel very
cheerful, don’t listen to me™; this is accompanied by the stage direction “laughing
through tears”.'®® The Gogolian stage direction and the comically knowing
mispronunciation of melancholia suffuse the whole concept with irony. The reason for
this is perhaps that melancholia is the very real suffering that lies beyond the various
vain attempts of Chekhovian characters to search for some definitive epistemological
certainty in life. For Vladimir Kataev, this doomed but vital search for a personal
epistemology adequate to life underlies all Chekhov’s works from the comic fiction to
the longer tales and finally to the plays."’6 The depressive torpor that results when this
search is abandoned is most obviously demonstrated in Ivanov (1887), perhaps
Chekhov’s bleakest work. The eponymous hero is a kind of Levin (from Anna
Karenina) turned sour: a landowner whose idealism has evaporated and whose

marriage for love has turned into bitter resentment; he has given up on rational

163 v Gottlieb, ‘Chekhov’s Comedy’ in V Gottlieb and P Allain (eds) The Cambridge Companion to
Chekhov (Cambridge: Cambridge University Press, 2000), pp. 228-238.

164 R Bartlett, Chekhov: Scenes from a Life (London: The Free Press, 2004), pp. 133-134.

165 «CeroHs 8 B MEPIEXTIOHIHH, HEBECENIO MHE, H Thi He ciyiuall MeHa. (CMesch CKBO3b cnesbl.)» A
P Chekhov, Tri sestry.Act 1. Masha makes this statement in her first speech in the play.

1% v B Kataev, If Only We Could Know! An Interpretation of Chekhov, trans. H Pitcher (Chicago: Ivan
Dee, 2002), passim.
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farming methods and has surrendered himself to an all-engulfing pessimism. Yet it 1s
less his melancholic pessimism per se which fascinates, rather it is the effect of it on
others that matters, or rather it is the way it undermines all the other characters’
attempts to make sense of him. Bradley Lewis, who approaches the play from a
psychiatric perspective, has noted precisely the way in which Ivanov enacts the varied
attempts of other characters to reach narrative conclusions about Ivanov’s
melancholic prostration and uses this to articulate a broader narrative paradigm of
treatment for clinical depression.'®’ Ivanov’s melancholic torpor thus becomes
existence beyond knowing, existence in the absence of the flawed but necessary ideals
which keep humanity orientated towards life. That this position is unsustainable is
demonstrated by Ivanov’s suicide at the end.

By the end of the nineteenth-century, Russian literature witnessed a
spectacular re-birth of the romantic outlook in the form of the so-called Silver Age of
Russian literature. Amongst its varied pantheon of predecessors, writers of the era
consciously looked back to earlier romantic forebears such as Tiutchev and, as
Vinitsky shows, Zhukovskii.'® The recalling of the melancholic poet par excellence
was particularly apposite, for the melancholia of the Silver Age was in many ways the
equal of that of the earlier Golden Age. Reacting against the positivism and scientism
of the last decades of the nineteenth century, Silver Age literature, especially in its

Symbolist incarnation, consciously rejected the rationalism of previous generations

and their belief in progress:

The categorif:al demmd for the impossible, the readiness to
exchange sanity for joy, the conviction that the cause of our sorrow

' B Lewis, ‘Listening to Chekhov: Narrative Approaches to Depression’, The Bulletin of the North
American Chekhov Society, XV:1 (Fall 2007), pp. 7-25.

18 | Vinitskii, Utekhi melankholii, p.109.
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is beyond understanding — all these are the sentiments of a
generation in revolt against causality and common sense.'®

In its place, Symbolists looked to metaphysical verities beyond the bounds of the

everyday world of sensation; they found poetic themes in the “pleasures of death™ and

“the superior wisdom of despair”.'™

Symbolist writing thus aimed to move beyond the bounds of formal language;
as Avril Pyman shows, the Symbolists borrowed a line from Tiutchev which they
elevated into a “slogan” for their poetic tendency: “The thought once spoken is a lie”
(“Mysl’ izrechennaia est' lozh™)."”" Symbolism was “a poetry of suggestion” which
deployed “symbols”, “correspondences” and “associative thinking” which aimed
primarily at the creation of “mood”.'”” Its adherents “sought not so much to illustrate
a thought as to communicate a succession of moods unified by the sentient
subject.”’73 It was thus dependent on an extreme artistic subjectivity in which the
artist becomes “the whole and only source of his own creativity.”'”*

The melancholic resonance of this turning inward towards the extra-linguistic
creativity of the self is quite clear. The associative thinking and creation of mood-
states in particular evoke a cult of melancholy more radically subjective than in any
previous period of Russian literature. The problem, as with the melancholic Golden
Age, was that the symbolist notion of melancholia as a kind of extra-linguistic,
philosophical method coexisted with the more pathological understanding of the
condition, giving rise to the same duality of melancholia characteristic of the age of
Zhukovskii. This duality was something particularly clear in the case of Aleksandr

Blok, a poet who, alongside his melancholy symbolist aesthetic, also exhibited “a

'> A Pyman, 4 History of Russian Symbolism (Cambridge: Cambridge University Press, 1994), p.60.
' Ibid, p.80. ’ '

'"! Ibid, p.10.
' Ibid, p.70.
' Tbid, p.73.
™ Ibid, p.79.
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strong tendency to clinical depression”, something “which he wrote of and probably
actually thought of as premature senility.”'75 As Mark Steinberg has shown, Silver
Age melancholia chimed with a more general mood of despondency and foreboding
as the Romanov regime limped towards its end in the early twentieth century: “the
melancholy malady of the sensitive intellectual, which had not been without its
aesthetic pleasures, was reborn as a dangerous popular epidemic.”176 Steinberg
suggests that melancholia became something of a social phenomenon in these years,
dominating social and journalistic discourses and imbuing them with a vocabulary of
emotional suffering. Increasingly, the fate of the whole Russian empire came to be
seen in the same melancholic hues that characterized Silver Age literature. As will be

seen in the following chapters, it is against this background of melancholic excess that

Zoshchenko’s rejection of inwardness should ultimately be understood.

' Ibid, p.215.

1 M D Steinberg, ‘Melancholy and Modernity: Emotions and Social Life in Russia Between the
Revolutions’, Journal of Social History, 41:4 (2008), p.8§14.
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Chapter 2

Textual Truancies

In approaching Zoshchenko’s comic fiction in terms of melancholia, one would
perhaps not ordinarily expect to find a wealth of obvious material. His famously short,
intricately constructed, comic stories of the twenties not only tend to avoid the word
melancholia itself, but also largely steer clear of explicit depictions of melancholic
suffering. Moreover, these stories, both in their brevity and in the comically-limited
narrator-heroes that tell them, seem to be discursively under-equipped for any kind of
systematic exploration of psychological and existential themes. In fact, the abundant
humour for which these stories are justly renowned seems, at first glance, to owe
much more to the multifaceted play of socio-cultural incongruity so characteristic of
the NEP era in which they were written.' However, the melancholy in these stories
does not really inhere at the level of explicit theme, or even at the level of direct
discourse. Appropriately enough for a misery of wordlessness, the melancholy in the
stories lies beyond the discursive in a realm of suggestive absence. Indeed, for all its
sociological detail and cultural inflection Zoshchenko’s wry and inscrutable laughter
always echoes over a void. There is an underlying desperation in Zoshchenko’s
humour, a dark core which makes the laughter both more brittle and, paradoxically
enough, more human. Importantly, this comic shadow remains both unspoken and
unspeaking, a wordless absence against which the laughter shines, unsettling,
uncertain and defiant. Eluding linguistic and narrative grasp, this asymbolic silence is

an essential aspect of the comic aesthetic that Zoshchenko achieves in these works,

but it is also profoundly melancholic.

f This is tpirrored in the dominance of s<.>c'io-cultural approaches that Alexander Zholkovsky has noted
in twentieth-century Zoshchenko criticism, irrespective of whether from pro- or anti-Soviet
perspectives. A K Zholkovskii, Poetika nedoveriia, p. 307.
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It was precisely this kind of absence lying at the heart of the text which
marked Zoshchenko’s stories out for no less a reader than Osip Mandelstam. In
Fourth Prose (Chetvertaia proza, 1930), his eloquently devastating critique of the
Soviet literary establishment, Mandelstam argued that absence was central to any
genuine literary endeavour: “Genuine work is really Brussels lace; the chief thing in it
is that by which the design is supported: air, perforations, absences.” Mandelstam
thus envisions textuality defined as much by space as by word, as much by silence as
by noise; indeed elsewhere in Fourth Prose he suggests that the only literature worthy
of the name is really a kind of “stolen air” (“vorovannyi vozdukh”).? Accomplishment
in this airy embroidery, this art of absence, was something Mandelstam explicitly
attributed to Zoshchenko, of whom he claimed: “Now there’s a man for whom
absences breathe; now there’s a man in whose work Brussels lace lives!™

Of course, Mandelstam does not refer to Zoshchenko’s textual truancies as
melancholia; his interest in this aspect of Zoshchenko’s work is primarily informed by
his concern with the nature of poetic craft and calling. Indeed, it is with this in mind
that Mandelstam refers to Zoshchenko’s stories as “a bible of work” (“bibliia truda”).5
In terms of the pun which opens this section of Fourth Prose, the word trud here
refers to both work (as in productive labour) and the work (as in the literary work).®

Thus, for Mandelstam, Zoshchenko’s “bible of work™ functions both as an

2 (HactoswmuMi Tpya — 3To OpIOCCENbCKOE KPYXKeBo. B HeM rnaBHoe TO, Ha uem AEpPXHTCH Y30D:
BO3MYyX, Tpokonbl, mporynsl.» O Mandel'shtam, Chetvertaia proza in Sochineniia: Stikhotvoreniia.
Proza. Esse (Moscow: AST, 2008), p. 501. The date given above refers to the completion of the work

rather than its appearance in print; appearing first in the West, Fourth Prose was not published in the
Soviet Union until 1989.

3 Ibid, p. 490.
: «BoT y KOro NMpOoryJibl AbIIAT, BOT Y KOro Gpioccennckoe kpyxeso xkuseT!» Ibid, p. 501.

Ibid, p. 501.
® The pun, which only partially translates into English, is defined in the first two sentences of section
16 of Fourth Prose and opens a continuing play involving cognates of the word trud for the rest of the
section. The opening sentences of the section are as follows: «Cxonbko 661 8 Hu Tpyauncs, ecau 6 5
HOCHJ1 Ha CruHe JowaneH, eci 6 2 KPYTHI MEIbHHYbH JKEPHOBA, - BCE PABHO HMKOTAA fi HE CTaHy

Tpyasuinmca. Mo# Tpya, B ueM 6l OH HHM BbIpaxancs, BOCNPHHUMACETCA KaK 030pPCTBO, Kak
Ge33akoHHe, Kak cydaiHocts.» Ibid, p. 500.
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authoritative source of existential wisdom for survival within the production ethos of
the time, and additionally as a guide to the process of textual production and the craft
of writing.

Nonetheless, there remains something strikingly, if unintentionally,
melancholic about Mandelstam’s vision of the text (and particularly the Zoshchenko
text) as a fabric woven from both meaning and non-meaning, a site where the
presence of absence outweighs the presence of words. It is interesting that he talks of
Zoshchenko’s textual gaps as places where “absences breathe” and where “Brussels
lace lives™. The attribution of biological characteristics to these vacant spaces nudges
them closer to that living absence, that “insistence without presence™ which Kristeva
senses in the pre-symbolic non-object of melancholia.” Tellingly, Mandelstam likens
the absence that structures the literary text to the hole in a bagel, and values it more
than the surrounding dough because “the bagel can be gobbled up, but the hole will
remain.”® This implicit understanding of the word as the fragile and transitory
enclosure of a radical, recalcitrant and infinite wordlessness resonates closely with

that “pallor of words” that defines the linguistic melancholia analysed in the first

chapter of this study.

Textual Melancholy

A more explicit, if not exactly unproblematic, suggestion of melancholia in
Zoshchenko’s fiction of the twenties can be found in a letter sent to the writer in 1928
by an enthusiastic group of Moscow workers eager to share their perceptive
appreciation of his fiction. In this letter, which was subsequently published in

Zoshchenko’s Letters to the Writer (Pis'ma k pisateliu, 1929), the authors begin by

7 J Kristeva, Black Sun, p.13.
¥ «By6aHK MOXHO CNIONIATL, a AbIPKa ocTaHeTca.» Chetvertaia proza, p. 500.
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stressing their own critical seriousness, begging the addressee not to dismiss their
letter as “the usual letter of some admirer or other”.” Instead, they insist that they are:
[...] ordinary working people (not in the sense of ‘We Workers!’),

who are interested in your stories as stories of a quite different type
from the humorous stories of other authors.'

Seeing the particularity of Zoshchenko’s comic technique directly reflected in
his wide appeal, the authors of the letter start with the diversity of his readership in
their ambition to understand what sets Zoshchenko’s stories apart from other writers
of comic fiction. Interestingly, it is in outlining the breadth of Zoshchenko’s literary
appeal through a series of rhetorical questions that they hint strongly at an aspect of
7oshchenko’s humour with explicit appeal to the melancholic character:

Why is your name known to everyone, even at the less cultured

level, not to mention the more advanced workers and intelligentsia?

Why does even a melancholic come alive at the mention of the

name Zoshchenko? Why is someone who hasn’t heard of you

regarded with sympathy?''
Although the passage is coloured by an obvious rhetorical inflection, these amateur
critics nonetheless clearly suggest that Zoshchenko’s stories exercise an appeal that
not only engages the melancholic temperament, but even constitutes something of an
antidote. Indeed, there is an insightful and doubtless unintended felicity in their

phraseology: the implicit opposition of melancholia and life chimes significantly with

the association of melancholia and death identified earlier in this study.'” The word

% «[IT)pocuM He CMOTPETH Ha Hero [MHCHMO] kak Ha OOBIYHOE NHCHMO KAKOro-HHOY b MOKNOHHHKAN.
M M Zoshchenko, Pis'ma k pisateliu in Sobranie sochinenii, ed. 1 Sukhikh, (8 volumes, Moscow:
Vremia, 2008), volume entitled Sentimental 'nye povesti, p. 354.

10 «[..] npoctbie paboune MIOAM (HE B CMBICNIE «Mbl, PaGouMe»), MHTEPECYIOUIMECA BaLIMMH
pacckasaMH, KaK paccKa3aMH COBCEM APYTOro pOJa, Y€M IOMOPHCTHYECKHE PaccKalbi ApYIHX
aBTopoB.» Ibid, p.354.

' «TTouemy Balie HMsA 3HAKOMO BCEM, aXKe B CPEiE C HU3KHM KYJIbTYDHBIM YPOBHEM, HE TOBOPA YKe
npo Gonee pasBUTHIX pabouux W HHTe/HreHwHo? TloyeMy naxe MeNaHXONHUYECKHH 4enoBek, MM

YNOMHHaHHH MMEHH 30MEHKO, OXKUBAAETCH? TIo4eMy Ha uenoBeka, He CbIIABILETO O BAC, CMOTPAT C
coxanenuem?» Ibid, p. 355.

12 See in particular the discussion of Kleinian melancholia in chapter 1.
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choice is, if anything, more telling for being parenthetic in relation to the over-riding
rhetorical concerns of the authors of the letter, but would, in any case, seem t0 suggest
there is something more in this reference than a bland evocation of the upbeat nature
of the stories.

If these lay critics, however rhetorically, however parenthetically, discern a
melancholic resonance in the general appeal of Zoshchenko’s comic fiction then it is
important to understand how they explain this appeal in terms of technique. In striving
to answer the questions posed above, the authors of the letter suggest that:

This is explained by the simple style, the accessibility, and in
general by that which contemporary authors of humorous stories try
in vain to achieve. Indeed, sometimes reading a story of yours, you
Jaugh not at all the story as a whole, but at one well-chosen word or

phrase. And precisely in this lies the strength of your stories,

precisely this makes one read them in the most attentive way,
following every word."?

That their answer offers more by way of suggestion than rigorous critical analysis is
perhaps unsurprising in view of the fact that it was originally made in the form of a
private letter to the writer by readers whose enthusiasm doubtless exceeded their
formal training in literary criticism. Nonetheless, when these lay critics suggest that
the humour in Zoshchenko often does not constitute the sum total of a given work, but
rather resides in certain linguistic or literary devices, they make a hugely significant
observation. By locating the humour in particular devices they implicitly open a non-
comic space within these same comic stories. It might reasonably be assumed that
whatever they find in Zoshchenko’s technique which particularly appeals to the

melancholic temperament would reside alongside the laughter in precisely these non-

13

«OOGBACHAETCA ITO TEM XKe MPOCTHIM CTHIEM, O6MENOHATHOCTLIO K BooGLIE TeM, uero 6e3ycneutHo
n0GHBAIOTCS COBPEMEHHBbIE ABTOPbl IOMOPHCTHYECKHX PaccKa3oB. Belb WHOTAA, uuTas Balll PaccKas,
CMeelllbCcs He BCeMY Pacckasy B 1IeIOM a OJHOMY yAa4Ho noaoGpanHoMy cnoBy unu ¢pase. B atom-To

¥ CHJIa, 3TO-TO W 3aCTaBiAeT BHMMaTeNbHeHIIMM 06pa3oM, clies 33 KaxabiM CJOBOM, YHTaTh BallH
pacckasbl.» Pis'ma k pisateliu, p. 37.
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comic spaces.14 Of course, one might object that their understanding of Zoshchenko’s
humour in purely linguistic terms is too narrow, and, for instance, ignores the not
insubstantial physical aspects of Zoshchenko’s laughter, but in claiming a non-
humorous space in Zoshchenko they surely take a huge step closer to realising their
goal of understanding what is particular about Zoshchenko’s comic aesthetic."”
Unfortunately, the nature of the non-comic space that the authors of the letter
imply is not really described in any detail; the closest that they come to defining it is
by reference to “that which contemporary authors of humorous stories try in vain to
achieve.” In view of this apparent evasion, it is perhaps tempting to dismiss their
insight out of hand as being insufficiently rigorous and far too vague to deserve
serious critical attention. However, the most compelling reason for resisting this
temptation and trying to develop their suggestive insight further is the obvious joy
that Zoshchenko himself took, first in reading, and later in publishing their critical
endeavours in Letters to the Writer. With barely concealed delight, Zoshchenko says
of the letter he received from these enthusiastic readers: “I read it several times and
could only marvel at the appearance of such observant critics.”'® He thus endorses
both their critical ambition and the insights that these amateur critics propose,
describing the letter as “sensible criticism” (“del'naia kritika™); importantly, the

Russian adjective del'nyi carries the implication of rootedness in practice, perhaps the

“‘ Interestingly, this §ugge'sFion that the humour in the stories resides in particular, linguistic devices
dimly foreshadows (in spirit at least) the much more systematic formalist analysis of Zoshchenko’s
Humour unc,i’er‘tfken by }\flkhal] Kreps. Kreps located basic units of humour which he termed the
humoreme ( fumorema ). and c}evnsed a typology of twenty-three such humoremes which he saw at
work in Zfashchen.ko T comic fiction. Importantly, Kreps® analysis, like all attempts to locate humour in
ls:elf-contmneld U:l:: ;Ss tl}:dan Kt:rhe sum of the total text, invariably leave open the space for non-
umorous elements. See eps, Tekhnika komichesko : i
e cations, 1986), p.6. g0 u Zoshchenko (Benson VT: Chalidze
15 i i

tYll:\] gtel!":rls T%ipgimﬂul;l:n?}g n Zoslh9<:henko, one might mention the flapping tickets or the proffered
s ania’

S 1278 and 270 ia’, 1925) to name but two examples from a well-known story. See
16

«51 HECKONBLKO PA3 YHTAN €ro M TOJLKO AMB
. . y DaBancs - OTKy/a B3UIHCH
KpHTHKW.» Pis'ma k pisateliu, . 357, a Takue HabaroJaTesibHbie
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cardinal virtue in Zoshchenko’s artistic credo.!” This authorial imprimatur surely
obliges one to look again at these non-comic spaces and their particular appeal to the
melancholic temperament, and to develop the suggestive vagaries of these “sensible”
critics into more critically rigorous conclusions.

It is helpful at this juncture to recall those textual truancies in Zoshchenko’s
work that so beguiled Mandelstam. It will be remembered that these enclosed textual
absences, by definition non-comic in and of themselves, chimed closely with the
melancholic “pallor of words” that characterises Zoshchenko’s textual melancholia. It
is thus but a small step to combine the intuitive insights of the authorially-endorsed
“del'naia kritika” and the more concretely-textual ones of Mandelstam to suggest that
the absences holding up the design of Zoshchenko’s “Brussels lace” can function as
an appropriately wordless expression of the melancholia underpinning Zoshchenko’s
comic aesthetic. An important advantage of this approach is that it maintains a
melancholic space in the text that can be read on its own basis, without reference to
extra-textual resources. This is something implicit in the example of Zoshchenko’s
“gensible” critics: their insights into the way Zoshchenko’s stories speak to the
melancholic temperament are based on close reading alone. They neither appeal to the
biographical fact of Zoshchenko’s own melancholic sufferings, something which they

may well not have known about; nor do they retrospectively read the stories in the

' Ibid, p.354. The depth of this and the previous compliment only become obvious when it is
remembered that the letter, dated 2™ January 1928, arrived less than a month after the publication of
the second edition of Of What the Nightingale Sang. This edition of the work appeared in the wake of,
and to some extent responded to the storm of criticism that had accompanied the publication of the first
edition in March 1927. These vituperative attacks, founded largely on over-simplistic readings of this
complex cycle of tales, culminated in a lengthy, hostile review by M. Ol'shevets appearing in Izvestiia
on the 14™ August 1927. In this review Zoshchenko was simplistically equated with the sentimental,
but fictional, narrator of the tales, Ol'shevets declaring the author revealed in the cycle to be “the
‘sentimental’ Zoshchenko” [«ceHTumenTanbHbili 3owenko», M Ol'shevets, ‘Obyvatel’skii nabat’,
reprinted in lu Tomashevskii (ed) Litso i maska, p. 148]. This critical episode and the personal and
literary stakes involved for Zoshchenko are described in detail by Lesley Milne [Zoshchenko and the

lif-Petrov Partnership, pp. 41-44]. The publication dates are as they appear in lurii Tomashevskii’s
‘Khronologicheskaia kanva’, p. 347.
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light of Zoshchenko’s more explicit melancholic concerns of the thirties and forties,
something that would have been impossible at the time the letter was written. With
this in mind, the current chapter will, in the first instance, seek to read some of the
melancholic resonances that can be heard in Zoshchenko’s textual truancies on their
own basis, only making recourse to extra-textual resources for the purpose of
amplification or explanation.

The story ‘Lady’s Grief* (‘Damskoe gore’, 1926) offers a useful starting point
for this exercise as melancholia is central to making sense of it. In addition to being
one of the few works from this period that makes direct reference to melancholia as
such, it is also, as shall become clear, almost entirely resistant to interpretation on a
purely socio-cultural basis. It thus offers clear pointers for reading the melancholic
aspects of those works where the reference to melancholia is more oblique and
difficult to discern. The story begins in a boisterous queue at a creamery (slivochnaia)
where the jostled narrator is waiting patiently to buy butter in order to break his
Lenten fast.'® At this juncture a youngish woman in mourning attire enters the shop,
elbows her way to the counter and says something to the assistant which “cannot be
heard above the hubbub™."’ It transpires that the woman is seeking to be excused from
waiting in the queue on account of her husband’s suicide the previous week. Their

curiosity piqued, the queue readily accedes to the request and immediately produces a

'® In fact the story does not explicitly mention the Lenten fast, suggesting only that the narrator is
waiting “to break the fast” («paroBeTbca»; see M M Zoshchenko, ‘Damskoe gore’, 1:335). In Orthodox
belief there are several major periods of fasting, however, the Lenten echoes in this story can be
deduced in the first instance from the original publication date. It first appeared in 1926 in the
seventeenth number of the weekly Leningrad satirical magazine Begemor (see lu Tomashevskii
‘Primechaniia’, 1:547). This would date its publication to the last week of April 1926. Paim Sunday’
the last day of the great Lenten fast, fell on the 25™ April in 1926, according to the secular Gregorim;
calendar, with Easter Sunday falling a week later on the 2™ May (see the ‘Orthodox Paschal
Calculator’ at http://www.noeticspace.com/paschalion/ which was accessed on the 6™ May 2010). This
topicality strongly suggests the reference here is to the Lenten fast. '

1% «3a wymom He ClIbixath.» 1:335.
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barrage of questions.20 Thus while the widow’s eggs and soured cream are being
measured out, she begins to tell her tale: it turns out that the husband’s suicide
resulted from his being “a melancholic” (“melankholik™), that “it was forty days ago
last week” (“na proshloi needle sorok dnei bylo”) and that the shot which killed him
came “from a revolver” (“iz revol’veru™).?! Her dairy products wrapped and her story
told, the widow then begins to leave the shop. However, before she reaches the door a
figure in the queue interjects: “So her husband shot himself, but why such a hurry,
and why eggs without queuing? It’s not right!”22 Bemused, “the lady glanced back
scornfully at the figure and left.”?

The moral of this story is shrouded in ambiguity. At first glance, the timing of
the original publication to coincide with the onset of Holy Week and the story’s
setting in a queue of “housewives” (“domashnie khoziaiki”) who, like the narrator,
have presumably observed the Lenten fast would seem to suggest a satirical focus on
the persistence of religious fervour in the face of enthusiastic official hostility and
repression. This kind of satirical targeting of pre-revolutionary hangovers was very
much stock-in-trade of NEP-era journalistic satire. In this regard it is worth noting
that the narrator is particularly struck by the number of shoppers, describing “heaps of
folks” standing inside the shop.z“ Thus the queue, swelled by the faithful, is described
as sizeable even in a culture in which long queues were very much the norm.
However, this theme is really only a part of the story. In fact, with the appearance of

the widow and the revelation of the suicide it recedes almost completely, making it

20 Y Bce ¢ MOGONBITCTBOM CTAH PACCMAaTPHBATH 3Ty rpakaaHky.» 1:335.
211:335-336.

2 «Hy uxHuil CyTpyT 3aCTPENMBIINC. A noueMy Takas cneiika U aiua 6e3 ouepenn? HenpasuibHo!»
1:336.

B «JlaMa mpe3pHTENbHO OFIAHYNACh Ha GUrypY ¥ Bbiuna.» 1:336.
% «Haponuury yiMan; 1:335.
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seem to be more of a jumping-off point for the consideration of other concerns which
are never very clearly articulated.

In fact the melancholic suicide changes the tone of the story completely, and
from the moment it is introduced it hangs awkwardly over the whole work. To a
degree, it is associated with the theme of the Lenten satire through the reference to the
“forty days” of mourning traditional in Orthodox belief, yet it comes ultimately to
eclipse the original theme. To a certain extent, its importance is underlined visually,
for the reader learns of the suicide’s melancholic suffering at almost the exact
typographical centre of the story.2® The line in question is: ““Melancholic; that’s what
he was® said the citizen.” (“‘Melankholik on u menia byl’ skazala grazhdanka.”)26
What is important here is the way in which the sentence structure adds emphasis by
placing the word “melankholik” at the beginning. Moreover, being cast as direct
speech in which the introductory verb follows the speech, the word will always come
at the start of a line regardless of typographical variation from one edition to another.
Thus the word “melankholik™ has a visual prominence which, while not absolute,
remains in excess of its relative discursive importance. Moreover, in inverse
proportion to the relative visual emphasis afforded this line, it is simultaneously
subjected to several levels of narrative distancing. Firstly, it is attributed to a character
whose death preceded the start of the story. Then, it is made to stand at a kind of
double remove from any putative authorial voice by being cast initially as the direct
speech of the widow, before being made more distant still by the refraction of the

whole tale through the voice of the fictional skaz narrator.

25 The word “melankholik” occurs at line thirty out of fifty-seven in the edition of the text used for this
study making it almost central in typographic terms. In terms of word-count, it appears at word 172 out
of 367. The obviousness of this physical centrality does, of course, vary according to typographical
layout; it is much more obvious when the story occupies a single page as it does in the original

publication in Begemot than when it is spread over two or more as in most collected editions or
anthologies.

% 1:335.
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This paradox of relative visual prominence allied to narrative distance is of the
greatest importance, and indeed is even reflected in the narrative substance of the tale
itself. The widow declares that the aspect of her husband’s suicide that causes her the
most distress is the fact that she had to see the episode herself:

The main thing was that everything happened before my eyes. I was

sitting in the next room. I wanted, I don’t remember, to do

something or other, and I wasn’t thinking anything at all, suddenly

there was a terrible sound: in a word, a shot. I ran there: smoke, a

ringing in my ears ... and everything before my eyes.”’
The repetition of “before my eyes”, which frames the widow’s otherwise disjointed
barrage of sense impressions, quickly becomes something of a tag-line, being
repeated a total of four times by the end of the story. Her husband’s melancholy is, for
her, all too visual a phenomenon: when someone in the queue tries to suggest that
suicides happen, the widow can only reassert the overwhelming visibility of her
experience “with a certain hurt in her voice”.2® Yet tragically, the widow ultimately
fails to translate this visual poignancy into narrative effect. Her trauma remains
personal and the crowd in the queue remain ultimately unconvinced; they let her tell
her tale, but in the final count her difficult situation is deemed insufficient to translate
into social advantage. This is something with which even the most empathetic reader
must surely concur; no matter how sympathetically disposed to her position, one
cannot really see how it translates into “eggs without queuing”.

This disjuncture between the poignancy of the felt experience and the pallor of

narrative possibility is really the nub of the story. In its evocation of the painful

distance between personal, emotional meaning and socially-compelling discourse it

27
«TnaBHOe, BCE Ha MOMX I1a3axX MpOHM30INO. 5| CxXy B cocennell komHaTe. Xouy, He IOMHIO, YTO-TO

rakoe caenaTh W BOOOGIIE HHYETOLICHbKM He Npeanonaralo, BAPYT YXKacHbi 3BYK MPOHUCXOOMT.
BhICTpeN, OAHHM cnoBoM. Bery Tyna — IbIM, B YIIax 3BOH ... M BCE Ha MOMX IMa3ax.» 1:336 (my italics:
ellipsis in the original). ’
B C nekoTopo# 06uIOH B ronoce»; 1:336.
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also constitutes the primary melancholic content of the piece, far more immediate and
affecting than the bland and distanced reference to the concept at the discursive level.
Importantly, the story remains ultimately inaccessible to a purely social reading; it is
only when the melancholic disjuncture between perception and word is taken on
board that the story’s moral opens up before the reader. This disjuncture tells in the
duration of the widow’s mourning: if the suicide took place forty days ago the
previous week, then the traditional Orthodox period of public mourning is over and
the widow’s continuing pain should now become a private penance. Yet this is
something she is clearly unwilling to accept as indicated by her request for
preferential treatment in the queue. However, no matter how arbitrary this mourning
convention may be, and no matter how inadequate to the personal magnitude of her
pain it evidently is, for the faithful that surround her in the shop the period of public
mourning is over and her claim for special treatment do not compel at the level of
social discourse.

Thus the widow is faced with a stark choice between acceptance of a pallid
social discourse which is inadequate to the pain she feels or private cultivation of
personal grief outside of the social realm. That the story urges the former course of
action becomes clearer when observing the narrator’s changing relation to the widow
in the course of the tale. Interestingly, the way the widow is described by the narrator
changes as the story unfolds. At the beginning, when her private woes “cannot be
heard above the hubbub”, she is described as “little lady” (“damochka™).?® However,
as soon as she tells of her grief, first to the shop assistant, and then the queue as a
whole she is described by all as “citizen” (“grazhdanka”).>* This new mode of address

stresses how, for the period in which she is trying to communicate her sorrow she is

¥ 1.335,
% 1.335-336.
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part of the social collective (and part of the post-revolutionary here and now). Thus it
comes as no surprise that once her tale is told and she once again disengages from the
collective, when she “sadly nodded her head and moved towards the exit”, the
narrator describes her once more as a “lady” (“dama”).>! Thus, the moral begins to
emerge: the story urges the necessity of grafting one’s felt experience into available
discursive possibilities as the only alternative to melancholia. Thus, the widow’s
failure to translate the raw impressionistic basis of her experience into words, her
failure to vivify a pallid language, leaves her excluded and marginalised, standing
outside the crowd and glancing back “scornfully” from a space that echoes the
melancholic isolation of her dead husband. In an echo of the Lenten theme that
opened the tale, she is still trapped in her self-imposed desert exile, while all around
her ‘come alive’ in public celebration of the Resurrection.

The melancholia that is so crucial to the interpretation of this story thus resides
not in words, but in the textual gap between the felt experience of selfhood and extant
social discourse. This was something very close to Zoshchenko’s heart at this time,
for the composition of ‘Lady’s Grief” dates from a period in Zoshchenko’s life when
his mental health was at an extremely low ebb.*? The sense in which the impossibility
of naming his pain loomed large in Zoshchenko’s life at this time can be gauged from
a letter he wrote from his sanatorium outside Leningrad to his fellow Serapion
Mikhail Slonimskii. In this letter he formally offers his apologies for not attending a
Serapion reunion in February 1926, blaming his absence from this event, as well as
his cancellation of readings at Kharkov, Odessa and Moscow, on heart trouble.
However, the letter suddenly becomes more intense as Zoshchenko bluntly changes

tack, confessing that: “[...] to tell the truth, my heart is not actually that bad, it’s quite

*! «Jlama neyanbHo KHBHYNa TONOBOM W NOILIA K BRIXOXY». 1:336.
¥ See lu Tomashevskii, ‘Khronologicheskaia kanva’, p. 346.
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well even, but I so terribly didn’t and don’t want to appear. You, I hope, understand
me.”>* We know from the biographical record that Zoshchenko’s stay at Detskoe was
connected with his mental ill health, and the circuitous appeal to Slonimskii relies
upon his fellow Serapion being able to guess this fact. However, what is fascinating
here is that, despite the frank and affecting confession and the aborted excuse,
Zoshchenko still cannot find the words to explain his situation. In fact, rather than re-
writing the letter, he leaves it visibly unsaid, his melancholia inhering in the
discursive gap created by his aborted excuse; he trusts the wordless translation of his
emotional pain to friendship, suggestion and context.

As will be argued in chapter four, this period in the mental life of the writer
led to, and in part occasioned, an increasing directness in Zoshchenko’s approach to
the tﬁeme of melancholia, a change in which his naming of the affliction played a not
insubstantial part. As the foregoing analysis suggested, ‘Lady’s Grief’ combines the
first stirrings of this new directness with a preference for the wordless expression of
melancholic themes through gaps and textual absences. This duality makes ‘Lady’s
Grief® something of a transitional piece; it was written in a style typical of
Zoshchenko’s work of the twenties, but contained the first, tentative indications of a
franker approach to the theme of melancholia. It is precisely this duality that makes
the story so important for the current study: by treating the theme of melancholia with
simultaneous prominence and distance it serves to guide the reader in finding the
more oblique and muted textual sources of melancholia in other works from this

period. It thus serves as a gateway to understanding that melancholic space that

Zoshchenko’s “sensible” critics seemed to find in his works.

3 ([...] ecnu roBOpHTH MpaBAa, TO CEPAUE Y MEHS HE TAK YKe IUIOXOe, JaXe XOpoluee, HO MPOCTO
YXacHO He XOTEJOCh M HE XO4EeTCA BhICTynarth. Thl, HamelOCh, MeHA noHMMaeilb.» Letter from M M
Zoshchenko to M L Slonimskii dated 06.02.1926 in E Lemming (ed) “Serapionovy brat’ia” v
zerkalakh perepiski (Moscow: Agraf, 2004), p.399.
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Intoxicating Words

It will be remembered that in ‘Lady’s Grief* the melancholic theme initially appeared
from behind, before ultimately eclipsing, an apparently unconnected satirical concern
with persisting religious belief. While the thematic predominance of melancholia at
the expense of the ostensible satirical focus makes ‘Lady’s Grief’ highly unusual
among Zoshchenko’s comic works of this period, the thematic intertwining of
melancholia with satirical polemic as such is actually far from unique. In many stories
the theme of melancholia remains, to a greater or lesser extent, an unnamed, shadowy
presence haunting the narrative and frequently disrupting the satirical thrust of the
work with a troubling ambivalence. This is something readily observable in the story
“The Living Corpse (A True Story)’ [‘Zhivoi trup (istinnoe proisshestvie)’, 1924], in
which just such thematic ambivalence is elevated to a position of structural centrality.
This story, purportedly a satire on drunkenness, is remarkably simple in terms of plot
structure: having finished work for the day, a Leningrad worker called Fedia Zhukov
goes on a drinking spree with friends in the course of which he falls into
unconsciousness and is taken to hospital, ultimately coming round to find himself
lying naked in the hospital morgue. The comic potential in this straightforward,
almost anecdotal plot is obvious, but it is complicated by a layered narrative structure
that sounds something of an unsettling counterpoint to the humour.

In narrative terms, the story divides naturally into two parts: it is introduced by
a sort of editorial preface written in a mock-journalistic style before, in the second
part, the narrative voice passes to the hero himself, who is allowed to narrate his own
experiences largely without mediation. Importantly, the editorial introduction

articulates the story’s satirical concern with drunkenness before the reader even

reaches the hero’s own account:
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A strange story took place involving a certain worker. So strange is

this story that, on learning it, no doubt half of our subscribers will

give up drinking. But don’t fret, dear subscriber! Giving up drink is

not so frightening. The author, for example, having drunk

everything except paraffin at one time or another, has also dropped

this harmful habit. It’s nothing; you get by.**
With the commencement of the account narrated by the hero himself a subtle
divergence emerges from the ‘editorially’-imposed temperance moral articulated in
the first part of the story. Indeed, the narrator-hero begins his account with the
declaration: “Now I don’t touch beer”.’* What is immediately noticeable is the
contraction of satirical focus from the condemnation of alcoholism in the widest sense
(the abuse of “everything except paraffin”) to the much more particular repudiation of
beer alone. Moreover, Fedia then justifies his shying away from beer in the very next
sentence with the curious suggestion that: “my soul can’t take it” 3¢ This odd phrasing
creates a comic effect of incongruity, but also introduces a personal note into the
broad-brush satirical purpose proposed in the introduction.

As the story itself unfolds, these cracks in the hermeneutic integration of the
two parts of the story are worked still wider, becoming increasingly obvious in the
description of the obscure mental and physical collapse that looms so large in this
“strange story”. At the onset of the collapse, the hero recalls that “we were drinking
and drinking, then suddenly, after the fifth bottle, I got blind drunk and sat there on

the chair, pale and miserable.”’ Arguably, there is a discrepancy between the amount

of beer drunk and the seriousness of the collapse: five bottles of beer, although a

34

«CTpaHHas HCTOPHSA MPOH30LLIa C OAHMM pabounM. JIo TOro CTpaHHaA 3Ta UCTOPHA, YTO, Y3HABLUM
ee, TIOJIOBMHA HAIIMX NMOJAMHCYMKOB, HaBepHOe, Gpocut nuTh. Ho He pobeit, noporodt noanucumk!
BpOCHTb MUTh — 3TO HE Tak CTPAIIHO. ABTOD, HaNpHMep, NUBLIMHA B CBOE BPEMS BCE, KPOME KEPOCHHA,

TO)I(69 6pocun 3Ty BpeaHylo NpHBLIYKY. M Huyero. XXutb MoxHo.» 'Zhivoi trup (istinnoe proisshestvie)',
1:259.

3% «5 nuBa Tenepsb He Mmblow; 1:259.
36 «Jlyma ne npuHUMaet.» 1:259.

37
«[Mwn, mwin. Tonbko BAPYT, NOCAE NATOH, A YXKACHO OKOCen W CHXKY Ha cTyne Genblif, cKkyuaro.»
1:259.
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considerable quantity, nonetheless seems an insufficient explanation for the sort of
collapse that rendered Fedia “just like a corpse.”® Moreover, beer seems an unlikely
intoxicant in this kind of plot: anecdotal tales of alcoholic oblivion are hardly
uncommon in the annals of Russian humour, but the intoxicating agent is usually
much stronger.

Looking beyond the drink, Fedia’s own description of his experience offers
further grounds for doubting its being simply an instance of drunkenness. It is
interesting that the hero describes his drunken state using the colloquial locution
okoset', only imperfectly rendered here by the English idiom “blind drunk™. This verb
literally means to go cross-eyed or blind in one eye, and is only figuratively used to
mean getting drunk. In the context of the drinking spree (and, importantly, that of the
pre-established moral) the reader naturally assumes a figurative reference to
drunkenness. However, the literal meaning of sensory impairment still lingers at the
edge of the reader’s mind, implying, nonetheless, that the hero’s symptoms might
derive as much from a generalised misperception of reality as from drunkenness in
particular. The semantic inexactitude here derives from a reliance on figurative
description that is more suggestive than definitive. A similar ambiguity results from
the alienated boredom rather thinly translated here as “miserable”. The Russian verb
skuchat' is one of those semantically expansive Russian words which are largely
irreducible to single English equivalents; it can embrace aspects of boredom, pining,
weariness, disinterest, even melancholy. The point here is not that any of these
descriptions necessarily contradicts the predetermined moral of the story, rather that
their semantic imprecision, and the diffuse suggestive potential that results, eludes

simple reduction to alcoholic intoxication as proposed at the outset of the tale.

% «{...] Bce paBHO Kak NOKOHHMK.» 1:259.
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The explanatory potential of the satirical moral proposed in the first part of the
story is further eroded by the conduct of the hero’s friends following the collapse.
Interestingly, as they carry the lifeless Fedia home they do not beg their friend be
excused for public drunkenness, as one might expect if excessive drinking were the
obvious cause of his behaviour, but rather they apologize on Fedia’s behalf for “the
weakness of the organjsm”.39 This unusual phrase with its distinctly physiological
ring seems to suggest a more generalised bodily failure than a simple reaction to
excessive drinking. Once home, and with no more alcoholic consumption, the
condition inexplicably worsens, and the hero declares: “I lost consciousness and lay
like a statue.”*® Fedia’s terrified wife calls the community doctor (kommunal'nyi
vrach), who echoes the friends’ suggestion of physiological dysfunction:

“Something, he said, has got into his organism from the beer. One

intestine, perhaps, has strayed onto another. Cart him off to hospital.
They’ll figure it out there.™!

Despite being a thinly veiled admission of professional bafflement, the doctor’s
comically garbled diagnosis nonetheless points more to non-specific toxicity than
intoxication, more to impaired organ function than alcoholic impairment.

The hero’s description of his friends’ attempts to rouse him casts further doubt
on the alcoholic aetiology of Fedia’s collapse. Faced with his pallid impassivity, his
friends repeatedly call his name, “but their Fedia opened his mouth wide and didn’t
respond.”42 This open mouth, poised for disclosure but only capable of silence, seems
symbolically appropriate to the sense of puzzlement that the hero’s account generates.

What is more confusing still is the way that this line, purportedly narrated by Fedia

¥ «A3BMHWIKCH pe6x'ra nepea HapoaoOM 3a cnabocTb opranusmar; 1:259.
% (Sl comnen ¥ Xy uTO cTaTys.» 1:259.

4
! «YTo-TO, FOBOPHT, Y HEr0 B OPraHM3Me OT NHBa 3aCKOYMIO. KHIlIKa, MOXET, Ha KULIKY 3aluia.
Besute ero B Gonbuuiyy. Tam pazbepyT.» 1:259.

42 (A yxuui ®enn poT Packphil M He OT3BIBAETCA.» 1:259. My italics.
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himself, makes reference to himself in the third person. In a post factum account such
as this, placing the historical narrated self in the third person separates it from the
narrating voice, creating the effect of a past self now alien to the telling self. This is
not just a temporal distance; it is a difference of existential perspective and it bespeaks
a radical fracture in the experienced continuity of selfhood. This broken sense of
subjectivity no doubt owes much to the failure of memory that Fedia later admits to
experiencing once he reaches hospital, something he describes as akin to “an iron
wall” being “lowered before” him.* The effect of this rupture in the coherence of the
narrating self is to posit the narrator as his own spectator in a way that surely owes
less to alcohol abuse than to some undefined malady of the self.

If the temperance moral suggested in the first part of the story seems to grow
increasingly problematic as the tale progresses, then it is important to note that the
reader is offered very little by way of concrete hermeneutic alternative: the
psychological and physiological suggestions above only ever remain muted and
oblique. The reader, thus, takes huge interest in the hero’s own desperate attempts to
make sense of his position once he has regained consciousness in the hospital morgue.
Importantly, Fedia “only woke up from cold and hunger.”* Disorientated by the gap
in his memory and by the fact that “all around it was dark”, the hero tries valiantly to
find his bearings in his starkly biological surroundings.*” Completely naked, the

hero’s desperate attempts to locate himself flash comic against the forbidding

darkness that envelopes him:

:i «A janblle 3 HHYero He NOMHIO. Kak CTeHa xenesHas omycTwiach nepeao MHoi.» 1:260.
«TONBLKO NMPOCHINAlOCh 8 OT X0NO0Aa H ronoaa.» 1:260.
 «Kpyrom Temuo.» 1:260.
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I wanted to light a match, to get my bearings. 1 slapped at my
pocket; there’s no pocket - just a naked leg. I slapped at the tunic —a
naked belly.*®

Denuded of all external help, human or material, the hero has nothing to pit against

this unyielding darkness but his insistent inner voice and its plaintive yearning for any

kind of meaning:

‘Why’, I thought, ‘is it dark? What kind of dark is this? Why’, 1
thought, ‘such nonsense? Where am I exactly?’ I sat up and took a
look: I’'m naked, sitting on boards; on my foot is a ticket with 17 on
it; all around are either heaps of sick people, or heaven knows what,

or corpses. I went faint I was so scared! I thought, “Where am I
exactly?""7

This voice in the darkness tries desperately to insert the hero’s displaced self
into a framework of meaning; it searches wildly for narrative hand-holds to make
sense of a cold, biological reality and the disturbing proximity of death. He gradually
feels his way to the conclusion that: “I fainted from the beer and was taken for a
corpse.”48 Significantly, reaching this conclusion heralds the approach of footsteps
which break his painfully hermetic ruminations. The footsteps turn out to belong to a
janitor who is understandably terrified at noise and movement coming from the
morgue. Fedia calls to him and gives comic chase, running naked through the hospital
with his ticket flapping wildly, all the while plaintively declaring his resurrection to
the fleeing doubter: “It’s me, Fedia Zhukov! Alive ...”* Crucially, it is this point of
social interaction that marks the end of Fedia’s ordeal. He is eventually given a bed,

receives visitors and is even offered a drink. However, he turns the offer of a drink

4 «Xo4y cnM4Ky YMPKaHYTb, OCMOTPETbCA. XJIONC 32 KapMaH. A KapMaHa HeTy — OJiHa Hora ronas.
XJI07IC 33 THMHACTEPKY — XKHUBOT roiblii.» 1:260.

7
47 «Iouemy, myMato, TeMHO? 3a kakoe camoe 310 TeMHO? Yrto, mymalo, 3a mycTaku? I'ne x 3T0 #
takoe? Cesn. CMOTPIO: CHXY Ha JOCKaX rofbil, a Ha Hore HoMepok 17. A xpyrom He To GonbHbIe

CBANEHb!, HE TO HE NOKMENIb YTO, He TO NOKOMHHKH. J10 yero s comnen, 1o 4ero ucmyrancs! I'ne x 370
1, ymato?» 1:260.

8 «[A] ot nuBa B 06GMOPOK CBATKICS, 3 MEHA 32 NOKOHHHKA NPUHANK.» 1:260.
* ([3]ro 5 — ®ens XKykos! XKuso# ...» 1:260.
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down with all the self-conscious zeal of the newly converted: “‘No,’ I said, ‘I won’t. ]
don’t drink, won’t even touch the stuff.”” He even makes his abstinence sound
categorical by insisting: “That’s how I gave up the drink.”*°

Thus by the end of the piece the hero seemingly comes to embrace the
‘editorial’ interpretation of his story as a parable about the dangers of alcohol abuse.
However, those earlier ambivalent notes have not really been adequately suppressed,
and in case the impatient reader tries to ignore them for the sake of hermeneutic
neatness, they are bluntly re-iterated in the very next line. On learning that the janitor
who discovered Fedia in the morgue has taken to visiting him, we are told: “We’ve
even become friends and shared a couple of bottles of stout.”' Thus the hero
effectively contradicts his own moral almost as soon as it is articulated and leaves the
reader faced not only with the unresolved narrative ambiguities suggested above, but
also with a comic display of bad faith on the part of the hero.

Leaving aside the hero’s apparent bad faith for the moment and concentrating
on the unresolved ambiguities, it is clear from the foregoing analysis that they derive
in the first instance from the cumulative effect of all the hermeneutic discordances
that emerge during the telling of Fedia’s tale. However, it is also important to note
how they find their place in the story through the comic hyperbole that colours the
whole piece. Despite the assertion of the story’s veracity in the subtitle, the central
conceit is clearly a comic device, for even in the most debilitating alcoholic stupor
one would not expect complete cessation of vital signs. The real truth of this comic
exaggeration is the allegorical account it offers of an experience of apathy and
prostration akin to a living death, one that may just as much be conceived of as

melancholic as alcoholic. Certainly there would be plenty of grounds for

% « - Hery, roeopio, 6ynet. He Mbio H B POT XMENbHOTO He Gepy. Tak u 6pocun nute.» 1:261.
3! «Jlaxe Mbl C HIM NOAPYXWIHCh U BRITIHIIH NO OyThinouke noprepa.» 1:261.
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understanding Fedia’s prostration in terms of melancholia: the disruption in the
experience of coherent selfhood, the retreat from reality, the associations with death
and the failure to find words adequate to the experience all chime readily with the
narcissism and linguistic alienation described earlier in this study as “the pallor of
words”. Yet, crucially, it is not categorically expressed as such; melancholia remains
only one hermeneutic possibility among others. This is of the greatest importance for
understanding Zoshchenko’s artistic practice of this period: whereas a later
Zoshchenko might use the word melancholia, this is emphatically not what the story
invites the reader to do. What the Zoshchenko of this story challenges the reader to do
is to accept the hermeneutic disjuncture between the twice-articulated moral of the
story and the ambivalent nature of the story itself, and to live with the ambiguity
created by this textual truancy.

The reasons for embracing this ambiguity are implied in the very fact of the
companionship and care that Fedia finds at the close of the story. Fedia’s case can be
helpfully compared here with that of the widow in ‘Lady’s Grief. It will be
remembered that the widow in this story was effectively given the floor and an
attentive audience from the moment she entered the shop, but then, by stubbornly
insisting on the particularity of her experience, failed to translate it into a shareable
discourse and thus alienated herself from the collective. The trajectory of her story
thus leads from unimpeded social and linguistic interaction at the beginning to
wordless alienation at the close. Fedia’s tale is the perfect inverse of this.
Interestingly, there are no words directly attributed to him prior to his waking up in
the morgue: his collapse and admission to hospital are narrated by him ex pos facro,
with his reported speech only appearing after he regained consciousness. In fact the

abiding impression of him before this is the open-mouthed wordlessness with which
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he greeted his friends’ anxious entreaties. By the close, however, Fedia, is born again
in speech and, by inscribing himself into an extant social discourse in the form of the
Soviet anti-alcohol campaign, he ends the story re-integrated into the body social.
Thus, explaining subjective experience by adopting a readily available discourse with
substantial cultural purchase seems infinitely preferable to the uncertain project of
forging new words adequate to this experience but almost certainly without any
cultural currency.

In view of all this, the reader might even be inclined to find some good in
Fedia’s comic bad faith. In fact there is a particular sense in which his repudiation of
intoxication is perfectly authentic: the grafting of a personal experience onto an extant
social discourse and the acceptance of the hermeneutic discordances that result is, in
some sense, eschewing the intoxicating power of words. Fedia’s experience, in
contradistinction to that of the widow in ‘Lady’s Grief®, does not depend on the word
being perfectly adequate to every register of selfhood. There remains an absence at
the heart of his account which, while it renders the words pallid, distanced and
provisional, nonetheless makes them both practical and non-intoxicating. His tale is,
therefore, not just a denigration of alcoholic intoxication as a social evil, but also a
repudiation of the disruptive effect of intoxication in the widest sense on the sobriety
of the soul. It is thus, without contradicting the satirical moral advanced by the
‘editor’, nevertheless of a substantially different order. By re-integrating him into
cultural and symbolic participation, Fedia’s appropriation of the anti-alcohol
campaign to make sense of his experience has yielded a profound truth, but,
importantly, it is fundamentally a subjective truth. It is this that accounts for the

disjuncture that remains between the two parts of the story: the ‘editorial’ introduction
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with its satirical moral and the account of the narrator-hero with its adumbration of a

personal truth.

The disjuncture between the two parts of the story perhaps becomes clearer
when it is realised that the bifurcated nature of the story is an inventive structural
parody of the Soviet feuilleton. The feuilleton, a standard form of Soviet satirical
journalism in the twenties, involved the journalistic re-working of letters from readers
or reports from rural and urban correspondents so that the reported incidents were
located in the context of “larger social and political questions.”52 This process of
generalisation, as described by Leonid Ershov, sought to coax out the social and
political significance inhering in particular real-life events:

In the journalistic feuilleton the essence of the real-life phenomenon
is revealed not through the form inherent in this phenomenon as it is
in a story, but through analogy, comparison, by means of allegory.
By being worked into a feuilleton, the real-life fact is directly
elevated to the typical, by-passing the stage of its embodiment in
artistic forms. As a result of its being opened up by the feuilleton,
the minor concern of the individual incident becomes major; the
private fact acquires a social resonance.’

This forging of a connection between “the individual incident” and its “social
resonance” is clearly reflected in the two parts of ‘The Living Corpse’. However,
where the feuilleton strives to reveal the general in the particular and the objective in
the subjective, Zoshchenko’s story provocatively does the reverse. It takes an extant,
‘floating” social moral and reveals its private resonance for a particular Soviet citizen;

this is reflected in the fact that the social moral comes first, before Fedia’s account.

52 § Hicks, Mikhail Zoshchenko and the Poetics of Skaz (Nottingham: Astra Press, 2000), p. 117. See
? . 116-117 for an analysis of the Soviet feuilleton and its ambivalent place in Zoshchenko’s fiction.
«B my6nuuMCTAYECKOM (BeNbETOHE CYIHOCTD KH3HEHHOTO ABJNEHNS PacKphiBaeTcs He uepes hopMy,
MPUCYILYIO 3TOMY ABJIEHHIO, KaK B Pacckase, a Yepe3 aHaNormio, CpaBHEHHE, NOCPEACTBOM aNeropHy.
Xu3HeHHbI (akT Npu noMols enbeToHHONW 06paboTKH HENOCPEACTBEHHO, MHHYA CTalHIO
BOTUIOUIEHHA €r0 B XynO)KCCTBCHHHC 06pa3u, BO3BOIAHTCH K THNHYECKOMY. Manas tema OTACABHOTIO
Clydad NEPEXONMT B Pe3yJbTaTe pasBepTbiBaHus denbeToHa B Gonbloylo, 4acTHbi hakT npuobperaeT
counanbHoe 3ydanne.» L F Ershov, Sovetskaia satiricheskaia proza 20kh godov (Moscow-Leningrad:

Akademiia nauk SSSR, 1960), p.146. The same source contains a comprehensive history of the Soviet
feuilleton in the twenties, see pp. 98-156.
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Interestingly, in accordance with its epistemological inversion of the feuilleton
technique Zoshchenko’s story also deploys the same “analogy, comparison™ and
“allegory” that Ershov sees as instrumental in the art the feuilleton. As has been
suggested above, the drunkenness that the hero repudiates offers a description of an
experience that could alternatively be called melancholia. Thus, the theme of
drunkenness in the story can be thought of as metaphorically analogous to
melancholia. It should be emphasised at this juncture that at no point in any of the
reminiscences of Zoshchenko by his contemporaries is there any suggestion that he
had an alcohol problem; moreover, in the autobiographical section of Before Sunrise
the author-figure notes his need for abstinence to control a heart problem.* These
biographical facts surely reinforce the proposition that drunkenness functions as a
metaphor in his works. In fact as a metaphor for melancholia, alcoholism has much to
recommend itself, not least of which is a suitably august classical lineage: Aristotle’s
musings on melancholia in his Problemata invoked the comparison with drinking
wine and thus set a classical precedent for just such comparative suggestion.>® There
are, of course, more immediate reasons for the appropriateness of alcohol as an
allegorical means of describing melancholia: alcohol is a depressant; it skews the
perception of reality; it weakens conscious control; in excess it often leads to a retreat
into the self; frequent indulgence of it becomes a habit that is hard to shake. It is
therefore unsurprising that alcoholism in Zoshchenko can often facilitate a parallel,
metaphoric discussion of melancholia. Of course, this is not to say that every
alcoholic in Zoshchenko is a melancholic; nor is it to say that the metaphoric
reference to melancholia is either predominant, or even obligatory; but, to varying

degrees of obliqueness it is there to be read. It is present, for instance, in the story

34 Pered voskhodom solntsa, 3:486.

5 Aristotle, Problemata, XXX, in J Radden (ed), The Nature of Melancholy: from Aristotle to Kristeva
(New York: Oxford University Press, 2000), p. 59.
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‘The Earthquake’ (‘Zemletriasenie’, 1929) which is analysed in some depth in chapter
four of this study. It is also to be observed in a more oblique manifestation in the well-
known story ‘Lemonade’ (‘Limonad’, 1926).

This latter story, although written in a much lighter comic key, is thematically
connected with ‘The Living Corpse’ through the common depiction of failed attempts
to give up alcohol. The narrator of the tale is also prone to the same comic self-
contradiction as Fedia Zhukov from ‘The Living Corpse’, something that becomes
obvious from the opening lines of the story:

I, of course, am a non-drinker. If 1 do ever drink, then it’s just a

snifter, for the sake good manners or to keep pleasant company. ]

don’t consume more than two bottles at once no matter what. My

health won’t allow it. Once, I remember, on my former Saint’s day |

knocked back a good few quarts. But that was in my young, strong

years, when my heart beat desperately in my chest and varied

thoughts flitted through my head. But now I’'m getting old.*®
As the hero stumbles into confessing a greater and greater alcohol intake, the
progressive contradiction of his opening pretence to abstinence literally builds
sentence by sentence to evoke the hero’s failing willpower with a lightly comic touch.
This cheerfully unknowing self-contradiction is reminiscent of Fedia Zhukov from
‘The Living Corpse’, a comparison that is deepened by the way both heroes’
ambivalent resolution to give up alcohol originates in failing health and ridiculous
medical intervention. For the hero of ‘Lemonade’, it is the drastic suggestion of

multiple missing organs and a comic diagnosis of “complete devaluation™ (“polnaia

deval'vatsiia”) from a “veterinary assistant” (“vetinarnyi fel'dsher”) of his

% (51, KOHeHO, 4eNIOBeK HEMbIOWHMA. Exenn Apyrofi pas u BHIILIO, TO MANO — TaK, MPUIHYHKS PaaX WIH
CNIaBHYIO KOMNAHWIO NOMIepXaTh. Bonbmie kax 1Be OyTHUIKH MHE Bpa3 HHMNOYEM He YNoTpeOGuTh.
3p0poBbe He f03BoNseT. ONKH pas, MOMHIO, B ACHL CBOETO ObIBILErO aHTeNa, sl YeTBepTh Bhikywan. Ho

5T0 GbUIO B MOJIOZIEIE, KPENKHE rolbl, KOTAa CEPALE OTHAAHHO B IpyaH GUNOCH K B rosiOBE MeJbKalH
pasHie MbICTH. A Teneps cTapeto.» 'Limonad’, 1:362.
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acquaintance which prompts the hero to take his health more seriously.”’ Later a
proper doctor, presumably more versed in specifically human anatomy, provides a
more satisfactory appraisal of the hero’s generally rude health, suggesting only that he
might give up alcohol, “otherwise death might occur.”*®

Thus, as in ‘The Living Corpse’, death makes an appearance, albeit a far less
threatening and far more bathetic one. Nonetheless, it has an appropriately powerful

effect on the hero:

And, of course, I’'m not keen on dying. I love living. I'm still a

young man. I only just hit forty-three at the start of NEP. You could

say I'm in the full bloom of strength and health.*”
The extent to which the intimation of proximate death acts on the hero is implicit in
his comic assertion of youth so soon after his earlier assertion of senescence.
Moreover, his risible “only just hit forty-three at the start of NEP” (which would
make him forty-eight at the time the story was published) bespeaks a tragicomic
willed rejuvenation.® This perhaps resonates with the sense of rebirth that
accompanied Fedia’s waking-up in the morgue in ‘The Living Corpse’, and provides
a fascinating foreshadowing of the more sustained interrogation of aging and

rejuvenation in the later work Youth Restored. Either way, the fear of death, no matter

how comically refracted, steels the hero’s determination to give up alcohol: “So 1

gave up just like that.”®!

57 1:362.

58 «[M]naue oueHb MPOCTO CMEPTb MOXKET NPHKIMOYHTLCA.» 1:362.

%9 «A MOMHpaTb, KOHEYHO, MHE HEOXOTa. 51 XHTb mobmo. 5 uenosek ewle MONONOH. MHe ToNbKO-
TONLKO B Hayalie H3Ma COPOK TPH TON@ CTYKHYNO. MOXHO CKa3aTh, B TNOJTHOM paclBeTe CWI H
310poBba.» 1:362.

% The New Economic Policy was inaugurated after the X Party Congress in March 1921; ‘Lemonade’
was published in 1926 in the forty-seventh number of the weekly satirical journal Begemor (see lu
Tomashevskii, ‘Primechaniia’, 1:548), dating its publication to the last week in November 1926. Thus

it is over five years since NEP was conceived and the narrator must therefore be forty-eight
6] . .
«B3sn 1 6pocun.» 1:362.
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This resolution immediately sets the comic clock ticking on the hero’s
crumbling resolve: “I’m not drinking; still not drinking; not drinking for an hour; not
drinking for two.”%? As the tension builds, the reader waits for it all to go wrong. It is
not a long wait for temptation strikes unexpectedly when the hero goes to the canteen
for his meal and orders a drink. It all begins promisingly enough with the hero
virtuously eschewing alcohol and opting for something “a bit softer” (“pomiagche’)
like lemonade. This duly arrives “in a decanter” perched comically “on a cultured
tray”.%3 However, pouring himself some, the hero senses something strange:

I felt something: seems to be vodka. I poured some more; good God,

vodka! What the devil! I poured the rest: absolutely genuine vodka.
‘Bring some more!’ | cried.®

It is interesting that he ‘feels’ the alcohol first, before then comically iterating the
sensation to an apparently doubting conscious self. This repetition, of course, affords
the reader ample chance to laugh at the way the hero’s mental confirmation of his first
impressions quickly degenerates into alcoholic craving. However, it simultaneously, if
more subtly, distances feeling from thought, and sensation from word, thereby
locating the hero’s weakness for alcohol in an unconscious realm separate from
language.

Having completely satisfied himself as to the alcoholic nature of the drink
(and having thus satisfied his alcoholic craving) the hero pays the bill and mentions
the fortuitous substitution to the staff of the canteen.®® To this he receives the candid

reply:

62 «He mbio W He Mbl0. Yac He Nblo, IBa He Mbio.» 1:362.
63 (TIPHHOCAT, KOHEHO, MHE THMOHATY Ha HHTE/UTHIeHTHOM Tionxoce. B rpadune.» 1:363.

64 .
«[Y]ysctBy1o: xaxuch, Bonka. Hanmun eme. Efi-Gory, Boaka. Yro 3a wept! Hanun ocratku — camas
HACTOAILAA BOJKA.

- Hecu, kpuuy, eme!» 1:363.
6 «[3]ameuanne Bee-Taky caenan.» 1:363.
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That’s what we’ve always called lemonade: an entirely legitimate
word, even in times gone by... As for real lemonade, I'm sorry, we
don’t stock it — there’s no demand.®®

What is interesting here is the implied opposition between the “legitimate word”
(“zakonnoe slovo”) and the “real” (“natural’nyi”) object. The former seems defined by
convention: “what we’ve always called” it; the latter is defined more by nature: the
literal meaning of natural’nyi is ‘natural’. Importantly, this is also ‘natural’ in the
sense of unmediated sensation; the word natural'nyi is repeated here after previously
being used a few lines earlier to express the hero’s felt confirmation that the lemonade
was actually vodka: “the real thing” (“samaia natural 'naia”).67 This disjuncture
between the social word and experienced reality builds on that subtle distancing of
word from sensation noted in the previous paragraph; moreover, it will be recalled
that this theme is also echoed in both the ‘The Living Corpse’ and ‘Lady’s Grief’
which, in their different ways, played on the melancholic aporia lying between
subjective experience and objective discourse. However, the hero accepts with
cheerfully comic indifference the gap between ‘natural’ object and ‘legitimate’ word,
instantly abandoning his attempt at temperance: ‘Bring me,” 1 said, ‘one for the
road.”®

This is an extremely funny story, and it is also a very clever social satire. The
satirical rationale becomes clearer when it is realised that the elusive lemonade which
the hero seeks is partly a cultural reference to the Bolshevik experiment with
prohibition which finally came to an end in 1925, the year before the story was
written. Stephen White has noted that in practice this official ban was porous at best,

and that throughout the period in which the sale of alcohol was outlawed it was

6 «-Tak 4TO 3TO y Hac 3aBCEria JHMOHAAOM 30BETCH. Bnonue 3akoHuoe cnoBo. Eine ¢ mpexxHux
?Fmeu.., A HaTypaJlbHOI'O JIIMOHANY, H3BHHSIOCH, HE IEPKHM — noTpebuTens Hery.» 1:363
1:363.

6 «Hecu, roBopio, ellie nocnenHon.» 1:363.
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usually attainable by asking for “lemonade” with a knowing “wink”.% This explains
why the canteen staff insisted on calling vodka ‘lemonade’, and thus provides the
cultural context for the comic substitution that the story relies on. Importantly, by
1926 the state vodka monopoly had been restored and, although alcohol consumption
continued to be officially discouraged, alcoholic drinks could be legally purchased.
Thus the prohibition-era subterfuge that the story depends on is also a comic
anachronism; this is implied in the waiter’s suggestion that the “legitimate” use of the
word lemonade for vodka happened “even in times gone by”. Thus the satire
functions to show that however the legal framework may change, social conventions
and individual behaviours remain completely unreformed. The satirical point, then, is
that the fight against alcoholism is won or lost at the level of culture, and not at the
level of policy-making.

This satirical interpretation, rooted in contemporary social concerns, is
completely self-sufficient in the sense that the story can be read and enjoyed on this
basis alone. However, the lemonade of the title also opens up another, supplementary
interpretation of the story which is important for understanding melancholia in
Zoshchenko’s works of the twenties. The hero’s failure to find lemonade in an
environment that offers only alcohol is a perfect inversion of Chekhov’s metaphoric
suggestion of the absence of alcohol in the ‘lemonade’ literature of his time. This
famous metaphor appears in a letter written to Alexei Suvorin on 25" November 1892
and the stimulus for it seems to have been Suvorin’s reaction to Chekhov’s
melancholy tale ‘Ward No.6’ (‘Palata No.6’, 1892). The missing literary intoxicant

which Chekhov notes, that “certain something™ whose absence he senses all around

® S White, Russia Goes Dry: Alcohol, State and Society (Cambridge: Cambridge University Press,
1995), p.17. The same source contains a useful historical overview of the various Soviet anti-alcohol
campaigns and the culture of alcohol consumption in this period (see pp.15-25).

1



him, is neither talent nor technique, but belief.”’ In reading works by writers of
‘alcoholic’ literature, Chekhov suggests that “you feel not with your mind, but with
your whole being, that they have some kind of purpose.”’! It is this sense of
conviction that he sees as missing in his literary generation: “We have neither
immediate nor distant goals, our souls are empty spaces.”’? Finding something akin to
pathology in this dearth of belief, Chekhov argues that it is calamitous for art:

He who wants nothing, hopes for nothing and is afraid of nothing

cannot be an artist. Whether an illness or not - the point is not in the

name - one must admit that our situation is extremely difficult.”
Chekhov’s metaphoric coupling of alcohol with belief, and conversely lemonade with
lack of it, is essentially discursive; it is about faith and unbelief in art, and particularly
in literature. Thus, the intertextual effect of Zoshchenko’s allusion to Chekhov’s
metaphor is precisely to mandate reflection on the alcoholic surfeit in ‘Lemonade’ in
discursive, as well as in purely literal terms. Thus, Zoshchenko’s hero not only fails in
his struggle to free himself from dependence on intoxicating liquor, he also fails to
break free from intoxicating words. Once this connection has been made, certain
details of the story suddenly flash in a new, more melancholy way. The comic gap
between the “real” (“natural’'nyi’) object and the “legitimate” (“zakonnoe™) word
suddenly acquires a more melancholic cast when its existential breadth is widened by
the Chekhovian allusion. A cheerful alcoholic stoically failing to give up the drink

when unable to find a non-alcoholic alternative on sale is funny because the reader

" (Y Hac HeT "uero-To"»; A P Chekhov, Letter to A S Suvorin of 25.11.1892 in A P Chekhov, Polnoe
sobranie sochinenii i pisem v tridtsati tomakh: pis'ma v dvenadtsati tomakh (Moscow: Nauka, 1974-
1983), Pis’ma, vol. 5, p. 132.

71 «Bbl 4yBCTBYETE HE YMOM, @ BCEM CBOMM CYLIECTBOM, YTO y HHX €CThb kakas-To uesb». Ibid, pp. 132-
133.

™ «Y wac HeT HH OMmKaHIIMX, HY OTAANEHHBIX LeNel, U B Hawel xywe XoTh Wwapom nokatn.» Ibid,
pp- 132-133.

«KTO HMYEro He XOYE€T, HM Ha YTO HE HajeeTcs M HUYero He GOMTCA, TOT He MOKeT ObiTb

XyZLOXKHHKOM. BoNIe3HB 3TO MM HET -~ IENI0 HE B HA3BAHWH, HO CO3HATBCA HANO, YTO NOJIOKEHHUE Halle
xyxe ry6epuaropckoro.» Ibid, p. 133.
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knows he was ultimately defeated by his own lack of willpower; however, there is at
once something much less funny about someone unable to find a non-intoxicating,
agnostic space in language, because language is central to the human condition: it is
thus not a case of willpower, for the only alternative to language is the wordlessness
of melancholia.

It is important to note that ‘Lemonade’ is not an obviously melancholy story:
laughter predominates and the narrator’s indefatigable optimism and robust passion
for life keep sadness at bay, at least at the first reading. If there is a latent melancholy
note, it is in the hero’s summing up of the experience at the close of the story:

So I didn’t give up. The desire was strong; only circumstances

prevent%d me. As they say: life dictates its own rules; you have to
submit.

This stoical acceptance of thwarted desire in the face of life’s “rules” (“zakony”)
partakes in the aporetic play between the socially “legitimate word” (“zakonnoe
slovo™) and the experience of the “real” (“natural’nyi”) object already noted above.
However, it only really crystallizes into a simulacrum of melancholic prostration
when read in terms of the appropriated Chekhovian metaphor. The melancholia in this
story is thus akin to a noonday shadow: it is invisible until you lift your feet, and
although it disappears when your foot is replaced, you now know it is there. This is

perhaps more typical of the melancholia in Zoshchenko’s comic fiction of the

twenties.

The Spectacle of Selfhood

The appropriation of Chekhov’s lemonade metaphor in the last story suggested a

dimension of melancholic alienation comprehendible in terms of faith and unbelief.

74
«Tak ¥ He 6pocun. A xenauue Obno ropsuee. Tonsko BOT ofcrosATenncTsa nomewand. Kak
FOBOPHTCS — XH3Hb IHKTYeT CBOH 3akoHbl. Hano noxanuatbes.» 1:363.
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Belief, in the widest (not simply religious) sense, is perhaps the hardest faculty for the
melancholic to master, something implicit in Kristeva’s depiction of the melancholic
as “a radical, sullen atheist™.” Yet, as the story ‘Lemonade’ seems to imply, the early
Soviet-era was an age in which belief was an increasingly pervasive phenomenon; it
was also a time in which agnostic discourses, increasingly laced with the alcohol of
conviction, were becoming as elusive as the eponymous soft drink in Zoshchenko’s
story. With this in mind, it is hardly surprising that themes of faith and unbelief are
addressed in other Zoshchenko works from this period. The story ‘A Confession’
(‘Ispoved’, 1924) is a case in point. It explores this theme in the form of an anti-
religious satire which interrogates notions of faith and reason with a breadth of
philosophical ambition that exceeds its immediate satirical focus and in the process
posits a melancholia residing in exclusion from a community founded on belief. The
story opens with an intense, if not exactly solemn, scene of personal devotion in

which the heroine Fekla carefully places her twenty-kopek votive candle in front of

the image of a saint, before making Easter confession:

For a long time, Fekla painstakingly manoeuvred the candle closer
to the image. When her adjustments were complete, she took several
steps away, and, admiring her handiwork, began to pray and beg for
all the concessions and mercies her twenty kopeks could buy. Fekla
prayed a long time, mumbling all her small requests to herself; then,
having pressed her forehead against the dirty stone floor, she went
to confession sighing and groaning.”®

75 Black Sun, p.5. In common with much poststructuralist theory, Kristeva uses theological terms such
as “atheist” to refer more broadly to any metaphysical conviction, sacred or profane. This is of course
in part a polemical strategy to distance her thought from what is perceived as a bankrupt Western
metaphysical tradition., but it also usgfully emphasizes the often unacknowledged faith that underpins
%articipation in all social and ideological discourses, not the least of which is language itself.

«®dexna [OJNro M CTapaTelibHO NMpHiaXHBana ceeuky nobmwke k obpasy. A koria npunaauna,
OTOLLIA HECKOMNbKO MOOAANb H, MOOYSCh Ha JENO CBOMX PYK, NPUHANACH MOJIMTBCA M NMPOCHTL cebe
BCSKMX JIbrOT M MHIOCTEH B3aMEH HCTPadeHHOro NBYTPHBEHHOro. ®exsia A0Ar0 Momunack, 6opmoua

ceBe NoJ HOC BCAKYME CBOM MeNKHe MPOChOHILKM, NOTOM, CTYKHYB JGOM O rpA3HbIN KaMeHHbIA non
2]
p3IbIXas M KpAXTS, TOLLIA K ucnosenu.» ‘Ispoved”, 1:237-238.
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Fekla’s devotions continue as she waits in the queue outside the confessional where
“again she began to hurriedly cross herself and mumble.”’” Despite her pious fervour,
however, Fekla cannot help but notice the speed with which people are passing
through the confessional: “The confessors were going in there and after a minute they
would come out sighing, quietly clearing their throats and bowing to the saints.”’®

The reasons for this brisk penitential turn-around soon become obvious as
Fekla herself enters the confessional. Asking the nature of her sin, the priest, without
waiting for Fekla’s answer, prompts her by suggesting some likely sins, chief among
which are doubt and unbelief. Fekla anxiously affirms her own belief but lets slip an
admission of her son’s atheism. The priest roundly turns on this, challenging the
notion of a godless world with all the anger of the righteous:

And where does all this around us come from; whence the planets,

stars and moon if there is no God? Your son said nothing of this;
where does all this come from? Chemistry I suppose?”

The priest’s defence is robust enough to reduce Fekla to a desperately blinking
affirmation, but it is in fact quite telling in itself. It rehearses the age-old theological
argument for the existence of God as an un-caused cause and yet it also contains in
itself the seeds of scientific doubt, a doubt that is very quickly confirmed:

“But maybe it is just chemistry,” the priest said pensively. “Of
course mother, maybe there is no God and it is all chemistry L%

Thus in a sparkling comic reversal, the priest finds himself confessing to his

shocked parishioner in his own confessional; the sins he tried to prompt in the formal

7 ([...] cHOBa MPHHANACH MEJIKO KPECTHTLCS M GopmMoTaTh.» 1:238.

«McnoBeHUKY BXOLWIM TyAa H 49EpE3 MHUHYTY, B3LIXa% H THXOHbKO OTKAULIMUBAACH, BBIXOAWIH,
KNaHAfCh YroXHHKaM.» 1:238.
”

«A OTKyZa Bee cue okpyxatolee? OTKyna MIaHeTel, 3B€34bl H NyHa, €cM 6ora-To HeT? ChiH-TO
HHYEro TAKOro He FOBOPMJI — OTKY A8, 1eCKaTh, BCe CHe okpyxatomee? He xumus in 31o?» 1:238.

80 - A MOXET, M XHMHS, - 3alyM4YHBO CKa3al nomn. — MoxeT, MaTKa, KOHEYHO, U Gora HETY — XMMHS
Bce ...» 1:238.
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penitent turn out to be his precisely his own. This role reversal. which is reinforced by
the erstwhile spiritual father referring to his erstwhile penitent as “mother”, plays on
the fact that, like the English ‘confessor’, the Russian’ ‘ispovednik’ can refer to both
priest and penitent. Crucially though, the reversed roles and the priest’s desperate

absence of faith have minimal effect on the unfolding ritual. As she leaves the

confessional:

Fekla glanced in fear once more at the priest and left, sighing and
coughing meekly. Then she went up to the image of her saint,

looked at the candle, straightened the burnt-out wick and left the
church.®

Fekla tends the symbol of her faith unshaken by the recent revelation of priestly
unbelief. Moreover, in her “sighing and coughing” (pokashlivaia) she echoes the
“sighing” and “clearing of throats™ (otkashlivaias') of the confessors ahead of her in
the queue. When the similarity of the penitents’ behaviour on leaving the confessional
is taken together with Fekla’s earlier observation of the fast-moving queue, the reader
begins to realize that the priest was probably stumbling into confessions of personal
doubt with every previous penitent, and is no doubt set do the same with subsequent
ones as well. Furthermore, those other penitents, who continue “bowing to the saints”
as they leave the confessional, presumably find their faith no more shaken by clerical
doubt than Fekla does.

The abiding impression created by this is of a bankrupt, habit-bound ritual
founded on the most grotesque bad faith. This is of course the kernel of the anti-
religious polemic that the story stages. However, ‘A Confession’ simultaneously
points beyond this immediate satirical purpose, or, more accurately, uses the

officially-discredited belief system that is its satirical subject as a means of

81
«®eKkna elie pa3s UCIYTaHHO OrJaHyJach Ha NONa M BbIILUIA, B3AMIXAS W CMHPEHHO NOKALLIHBAS.

MoToM NOJOLLIA K CBOEMY YFOIHHKY, MOCMOTPENa Ha CBe4Ky, monpaBuina oGropeswinit GUTHIL H
BBILILNA M3 LEPKBH.» 1:239.
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interrogating themes of faith and reason in far broader terms. What is fascinating in
this regard is the way that Fekla’s (and the other penitents’) faith seems impervious to
reasoned doubt, even when that doubt is backed by the ecclesiastical authority
invested in the figure of the priest. Their faith is something definitively not based in
the realm of reason and words; it is important to note here all the raw physicality by
which faith is depicted in the story: Fekla’s coughing and groaning; sighing and
mumbling; shuffling and absent-mindedly (almost involuntarily) crossing herself.
Thus in the story, faith is depicted as something subconscious and bodily, even
elemental. This blind, bodily conviction makes the voiced doubts of the priest seem
thin, bloodless, and uncertain, something confirmed by the failure of his pallid words
to dent the convictions of the faithful.

In terms of the primary satirical purpose of the piece, the depiction of faith as
bodily, wordless and beyond the reach of conscious thought locates the final redoubt
of religious belief in the subconscious habits of the faithful and not in ecclesiastical
power structures; in an echo of the satirical moral of ‘Lemonade’, the story thus
suggests that official campaigns are to be won or lost at the level of culture and
individual behaviour rather than of political (or ecclesiastical) superstructure.
However, as suggested earlier, the conception of faith in the story as wordless, bodily
and beyond the reach of reason has philosophical implications which simultaneously
point beyond the immediate satirical focus. In this regard it is important to reflect on
the title of the story; in addition to the ambivalence it evokes between priest and
penitent, it is also recalls Tolstoy’s famous reflection on faith, reason, meaning and
death in A Confession (Ispoved’, 1879). One of the central philosophical concerns of
this work of Tolstoy’s is the aporetic relation of faith and reason: reason being unable

to ground itself without a moment of faith, and faith being untestable without recourse
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to reason.®* Thus the allusion to this work serves both to emphasize the philosophical
seriousness of Zoshchenko’s story as well as to reinforce the aporetic distinction
between felt faith and articulate reason that lies at the heart of the piece.

However, the Tolstoyan intertext is also important in bringing the melancholia
in Zoshchenko’s story to the surface. Whatever else it is, 4 Confession is an earnest
spiritual autobiography characterised by the most unsparing psychological
introspection; as suggested earlier in this study, its description of a suicidal, spiritual
prostration originating in a crisis of faith in reason, society, and even life itself is
readily conceivable in terms of melancholia. This melancholic aspect of Tolstoy’s
work functions intertextually to reinforce an interpretation of Zoshchenko’s story in
similarly melancholic terms. In Zoshchenko’s story, the melancholia can be located in
the disturbing image of the faithless priest going through the motions of faith, his lack
of personal belief alienating him from the community of the faithful around him and
from the entire symbolic system that defines his role in the story. Importantly, this
symbolic exclusion is such that the priest is as unable to influence (even negatively)
the blind ritual that continues to unfold around him as he is unable to articulate his
own alienation within it. This sense of symbolic prostration is only deepened by the
iteration of his humiliating confession implied in the story; this humiliation without
end translates into a profoundly melancholic image whose resonance is far more
general than the narrow confines of the immediate satirical purpose it serves. This
melancholic alienation is perhaps best expressed by the priest’s resigned defeat at the
end of Fekla’s confession: “‘Well go, go,” the priest said mournfully. ‘Don’t hold up

the faithful.””* In addition to its obvious comic value as satire, it is at the same time,

* See for example J Love, Tolstoy: A Guide for the Perplexed (London: Continuum, 2008), pp. 119-
126. T

8« Hy uam, waw, - yHbUIO cKasan non. — He 3anepxkuBait Bepyromux.» 1:239.
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touchingly sad and shot through with an inchoate sense of knowing defeat and utter
helplessness.

It is perhaps not too fanciful to sense in the melancholic figure of the priest a
faint echo of Zoshchenko’s own position as a Soviet satirist whose personal doubts
are swamped by the swell of unquestioning public belief. If ‘A Confession’ is read as,
in part at least, Zoshchenko’s own oblique confession of his incapacity for blind,
bodily faith, then the priest’s mournful acceptance of the need not to detain the
faithful becomes the artistic rationale for the satirist trapped in melancholic alienation
from his own socially-sanctioned role, and indeed from the whole new Soviet way of
life. The association of the alienated satirist with the faithless cleric is made much
more sustainable by the fact that the melancholy priest comes to constitute the real
centre of gravity in the story; despite his remaining nameless throughout and not
appearing until almost half-way through the story, it is the priest’s confession that
arrests the reader’s interest, completely eclipsing that of Fekla, the ostensible
pcnitent.84 This is largely because the priest is the principal source of comedy in the
story; but it is important to note how the performance of personal doubt before an
audience of the faithful makes this a very theatrical comedy. The priest’s faithlessness
seals him in a subjective perspective distinct from that of the believing community
that surrounds him, casting him in an impromptu performance of a kind of theatrical
spectacle of the alienated self.

The place of theatricality in Zoshchenko’s fictional world has been widely

acknowledged by Zoshchenko scholars.® Many of these approaches stress the breadth

% The priest does not appear until line 23 out of 59 in the edition of the story used for this study. 1:238.

* See for example Iu K Shcheglov, ‘Entsiklopediia nekul'turnosti (Zoshchenko: rasskazy dvadtsatykh
godov i “Golubaia kniga”)’ in A K Zholkovskii and Iu K Shcheglov (eds), Mir avtora i struktura
teksta: Stat'i o russkoi literature (Tenafly NJ: Ermitazh, 1986), pp. 59-60; C Popkin, The Pragmatics of
Insignificance: Chekhov, Zoshchenko, Gogol (Stanford CA: Stanford University Press, 1993), pp 76-
81; A K Zholkovskii, Poetika nedoveriia, passim but especially pp. 132-44 and 271-303 and ‘Mikhail
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of this theatricality, the way that it exceeds the limits of theatrical settings. Cathy
Popkin notes how in Zoshchenko “‘theatrical space’ extends beyond the proscenium
and the footlights” and that “even the events that occur outside the theatre proper
reflect the theatricality of Soviet life”.8 Zholkovsky’s analysis of Zoshchenko’s
“theatrical topos” (“teatral’nyi topos™) finds a similar theatre of life, emphasizing “the
existential removal of the distinctions between art and reality, between stage and life,
between aesthetic and practical pretence.”87 This means that “for Zoshchenko’s
heroes the world is theatre and the theatre is the world.”®® What is less commented on,
however, is the way in which this extra-theatrical theatricality is dependent on an
alienating selfhood. Jenny Kaminer comes close to identifying this basic determinant
of Zoshchenko’s theatre of life when she observes how in Zoshchenko’s stories:

[...] the performers remain unaware of the performance value of

their actions, and they frequently attempt to prevent the intrusion of

the audience into their private sphere. In other words the audience

and the performer frequently disagree about the nature of the events
in question.89

Although Kaminer does not develop this important insight further, it is precisely on
the recalcitrant subjectivity which she identifies that the widespread theatricality in
Zoshchenko’s stories ultimately depends.9° In its detachment from the collective
perspective, this alienating selfhood provides the basic dichotomy of viewpoint

separating the spectacle from the spectator and the performer from the audience.

Zoshchenko's Shadow Operas’ in C Kelly and S Lovell (eds) Russian Literature, Modernism and the
Visual Arts (Cambridge: Cambridge University Press, 2000), pp. 119-146; J Kaminer, ‘Theatrical

Motifs and the Drama of Everyday Life in the 1920s Stories of Mikhail Zoshchenko’, The Russian
Review, 65, July 2006, pp. 470-490.

% C Popkin, Pragmatics of Insignificance, p. 79.
8 [...] FK3UCTEHLMANLHOE CHATHE PA3IMIMA MEKIY HCKYCCTBOM H PEallbHOCTBIO, CLIEHOM M AH3HBIO,
::pmopcmou scTeTHueckuM H nipaxTHaeckuM.» A K Zholkovskii, Poetika nedoveriia, p. 281.

«JIns 30IEHKOBCKMX TEPOEB MHD — TeaTp H Tearp — Mup.» Ibid, p281.
® J Kaminer, ‘Theatrical Motifs’, p. 482.
% Kaminer’s study adopts a primary focus on “audience reception rather than the intentions of the
performer.” This tends to preclude further interrogation of the subjective position of the “performer”

and, by extension, to preclude a more existential understanding of the theatricality in the stories. Ibid
p. 482. )
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This theatrical dichotomy of subjective and social perspectives is an important
aspect of Zoshchenko’s art of textual truancys; it is readily identifiable across a huge
number of stories as a key element of the writer’s trademark comic skandal. In story
after story the personal perspective of the hero is brought into embarrassing and
mutually-uncomprehending collision with the anonymous figure of the social other.
This frequently takes the form of the faceless voice of authority: one thinks of the
indifference of all those anonymous cashiers, shopkeepers, conductors and cloakroom
attendants, or indeed of all those stories which, as Lesley Milne notes, end up in the
police station or courthouse.”’ The theatricality of such clashes is affirmed with comic
irony in the famous tale ‘The Bathhouse’ when both the hero and the nameless
attendant repeatedly insist that: “This isn’t a theatre.”®> However, it can just as often
take the form of an actual ‘audience’ such as the crowd of curious housewives in
‘Lady’s Grief’, the queue of penitents in ‘A Confession’, or the comic chorus of
“experts” (“eksperty”) whose anonymous adjudication provides theatrical
amplification of the hero’s embarrassing argument with the manager of the buffet in
the well-known story ‘The Aristocrat’ (‘Aristokratka’, 1923).93 This disjuncture
between subjective and social perspectives is of course primarily a comic device and
as such elicits laughter; however, as has been seen in ‘Lady’s Grief and ‘A
Confession’, its evocation of alienated selfhood can simultaneously resonate with a
profound melancholy.

The melancholia in this disjuncture becomes much more visible from behind
the laughter in those stories where the protagonists begin to recognize, even if only
vaguely, the gap between their social role and their experience of selfhood. When the

faithless priest in ‘A Confession’ continues to act out his spiritual role so as to “not

%' L Milne, Zoshchenko and the Iif-Petrov Partnership, p.28.
92 «He B Teatpe.» ‘Bania’, 1:279.
% « Aristokratka’, 1:172.
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hold up the faithful”, it implies some awareness of the gulf of meaning that separates
self from other. This sense of knowing prostration makes the priest a more
sympathetic character, and at once more tragic. In ‘The Actor’ (‘Akter’, 1925) the
protagonists also have an understanding of their theatrical disempowerment; although
in this story this knowledge derives from their being actual protagonists in a theatrical
production. The story’s basic comic conceit is that of an actor playing the victim of a
robbery who, under the cover of the script, is actually robbed during the performance
by the actors playing the robbers. It is a story of tragicomic desperation in which the
helpless actor-victim cannot escape the bounds of his theatrical role in order to
prevent his being robbed. The hero’s desperate attempts to dissuade the actor-robbers,
both verbally and physically, are repeatedly thwarted by the script, which keeps
bringing the assailants back for further attempts: “The course of the play makes them
keep on piling in.”®* The bleeding wound of one of the actor-robbers becomes part of
the theatrical effect; even the hero’s direct appeals to the audience become subsumed
in the spectacle and are greeted with rapturous applause from the auditorium and
eager encouragement from the director backstage.95 The hero gradually realises that:
“shouting doesn’t help; whatever you shout all fits in with the course of the play.”g6 It
is only when the hero falls to his knees and addresses the director by name that the
“theatrical specialists” (“teatral'nye spetsy”), noting only his departure from the
script, begin to realise what has happened and lower the curtain.”’

The story is simultaneously comic and sinister; the theatrical mechanism robs
the hero of his actual experience of robbery and transmutes this into its own dramatic

spectacle. Theatre is depicted in the story as a clumsy mediation of real life which

% «A Te No X0y MbeChl 3TO HaCeAl0T K HacenaloT.» 'Akter', 1:270.
95
1:270

9%
” «[K]pHxu He nomoraior. [10TOMY, 4ero HY KpHKHeIlb ~ BCe MPAMO N0 XOMIy MbeChl OXHUTCA.» 1:270.
1:270. '
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actually denatures the experience of reality for the audience rather than making it
more vivid. This has fuelled readings of the story as an anti-theatrical satire mocking
the Stanislavsky method in particular and the political significance accorded to theatre
in the early Soviet era in general.98 It is interesting to note in this regard that the play
staged in the story is called Who is to Blame? (Kto vinovat?). This is presumably a
stage adaptation of Herzen’s 1846 novel of that name; however, as Zholkovsky notes,
the robbery scene in the play has absolutely no basis in Herzen’s novel.” Thus, in
addition to appropriating and denaturing the personal experience of the actors, the
theatre is also shown in the story appropriating and denaturing its very literary origins.
The play in the story exhibits a glorious theatrical unprofessionalism that is
attributable to its amateur production and staging deep in the southern provinces. As
Turii Shcheglov points out, the “performance™ of the play “is ruined because all of its
participants break theatrical convention”.'® In fact, the production is pure comic
chaos with drunken actors, last minute understudies, laughably inadequate costumes
and a rowdy audience; in this regard Shcheglov particularly emphasizes both the
extra-theatrical dialogue between the hero on stage and his friends in the audience, as
well as the actor-robbers’ personal pursuit of criminal gain during the performance.101
As pure theatrical satire, the story works very well, with its account of the chaos that
reigns both on stage and in the audience, and the comically shoddy stagecraft.
However, the flawed theatricality of the play, in addition to its intrinsic comic
value, functions to focus attention simultaneously on a more profound theatricality of
subjective perspective which is not limited to the details of the story’s theatrical

setting. This extra-theatrical theatricality becomes clearer when the hero of ‘The

% 1u Shcheglov, ‘Entsiklopediia nekul'turnosti’, p.60; J Kaminer, ‘‘ Theatrical Motifs, p. 478.
% A K Zholkovsky, Poetika nedoveriia, p.330.

10 «CnexTakib CPbIBAETCA, IOTOMY 4TO BCE €r0 YHaCTHHKH HapyIIalOT TEaTPalbHYIO YCHOBHOCTLY; lu
Shcheglov, ‘Entsiklopediia nekul'turnosti’, p.60.

1% Ibid, p.60.
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Actor’ is compared with the priest from ‘A Confession’. Although the latter is
alienated from the collective, ‘audience’, perspective by unbelief and the former by
theatrical convention, the two protagonists find themselves in positions of symbolic
disempowerment that are to some extent similar. What is common in both these cases
is the way that the characters’ roles in a larger public performance neutralize their
capacity for self-expression and vitiate their ability to influence the symbolic reality
around them. Despite committing the gravest ecclesiastical faux pas in the
confessional, the priest in ‘A Confession’ has no meaningful effect on the ritualised
faith that surrounds him and which continues to define his role. In the case of the hero
of ‘The Actor’, his words become pallid and ineffectual (“shouting doesn’t help”) as
he finds himself unable to inscribe his personal reality into a social script which, for
the duration of the performance, defines him utterly and refracts his subjective
experience through the prism of its own perspective, fundamentally altering its
meaning in the process. In other words, both protagonists find themselves caught in
the theatre of the alienated self.

There are of course limits to the comparison: most notably, where the
symbolic alienation resulted in something akin to melancholia in the case of the priest,
this is definitively not the case with the hero of ‘The Actor’. For all his desperation
and even physical injury during the performance, he evinces nothing of the prostration
and defeat of the priest in ‘A Confession’. It is important to note in this regard that
while the priest’s story is told for him by an anonymous narrator, the hero of ‘The
Actor’ retains narrative voice for himself; that the priest is narrated rather than being
allowed to narrate bespeaks a greater sense of symbolic disempowerment than is
suggested by the actor-victim’s lively skaz narration. His experience makes the hero

of “The Actor’ very wary of the stage; thus, at the end of the story he sums up his
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view of the theatre: “You say it’s an art? Tell me about it! I've done it!”'®? This
suggests that the hero will avoid treading the boards again. which is already less than
the helpless defeat of the priest; in fact it is something more like ‘once bitten, twice
shy’. Given this acquired mistrust of theatricals, the terrifying powerlessness of hero’s
situation also remains limited to the duration of the performance described in the
story. It will be recalled that a key element of the melancholic situation of the priest
was its open-endedness.

In fact the sense of symbolic disempowerment in ‘The Actor’ is only
lengthened into the shadow of melancholia in the person of the hero’s predecessor in

the role of victim. In the story, the hero is actually a last minute understudy for an
actor who was too drunk to perform. As the hero describes it:

Just before the performance itself this one amateur, who was

playing the role of the merchant, got drunk. He was in such a state,

the bum, that we could see he couldn’t carry off the role of the

merchant. When he went up to the footlights he was purposely
crushing the bulbs with his foot.'”

There is an implicit melancholy in this image: the broken actor, perhaps recalling
Zoshchenko’s own cancellation of readings because he ‘so terribly didn’t want to
appear’, retreats into himself, trying to efface his public role by extinguishing the
lights. Importantly, the reader is given no indication at this point in the story as to the
reason for the original actor’s eccentric and destructive behaviour; it is only when his
understudy, the hero, has related his experience of violent, ‘theatrical’ loss that the
reader is left to link the experience of the two protagonists and infer the reasons for
the original actor’s melancholic withdrawal. Once these connections are made then

the story’s melancholia becomes much more visible and other details acquire a more

192 Bt roBOpHTE — HCKyccTBO? 3naem! Urpanu!» 1:270.
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13 (A mepen caMbiM CNEKTaK/eM OJIHH JOGHTENb, KOTOPHIA Kynua urpan, swnui. U B xape a0 Toro
ero, 6ponAry, pacTpScno, YTo, BUIKM, HE MOXKET ponb Kynua BeCcTH. W, kak BuifineT k pamne, Tak
HapOYHO 3/IEKTPUYECKHUE NAMIIOUKH HOTOM JaBHT.» 1:269.
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melancholy cast. That the original actor is too drunk to perform is thus particularly
interesting in view of the allegorical similarities identified between melancholia and
alcoholism earlier in this chapter. 104 Moreover, in contradistinction to the hero who
understudies him, the original actor presumably has to endure the desperate ordeal
that the hero describes for every night of the run. He thus faces a similarly iterative
prostration to that of the priest in ‘A Confession’: a depressing cycle of defeat and

powerlessness which reinforces the melancholy hopelessness of the situation.

Melancholy Laughter

The melancholia that emerges from within the texture of all the stories analyzed in
this chapter resides ultimately in the clash of social and subjective perception; it is
manifested in the disparity between the intoxicating promise of linguistic self-
realisation and the actual distance of language from the experience of embodied
selfhood. The realisation of this pallor of words constitutes a kind of loss of faith in
the possibility of genuine self-identification in language and is thus a profound form
of social alienation. It is a melancholia that is by necessity wordless, revealing itself in
the gaps created by a wide variety of textual disjuncture: hermeneutic discordance,
intertextual interstice, allegorical parallel, and the collision of subjective and
collective points of view. It can be felt as a hidden presence behind a variety of overt

satirical themes: alcoholism, persisting religious belief and theatrical satire. Of course,

14 I, fact the coupling of alcohol and theatre is not uncommon in Zoshchenko’s comic fiction. In
‘Strong Medicine’ (‘Sil'noe sredstvo’, 1925), the alcohol loving hero is persuaded to go to the theatre
every Sunday to distract him from drink. However, while he quickly becomes the “foremost theatre-
goer in the district” («nepBriM TeaTpasioM B pafione cTan» 1:325), he finds that the theatre can fit
perfectly into his current dissolute lifestyle: “He gave up drinking on Sundays; started drinking on
Saturdays; and moved the bathhouse to Thursday.” («[Tute 6pocun no BockpeceHbam. o cy660Tam
ctan NuUTh. A 6awio nepeHec Ha uepTsepr.» 1:325) Also interesting in this light are the story ‘Cultural
Delights’ (‘Prelesti kul'tury’, 1926) and the feuilleton ‘A Dangerous Playlet’(‘Opasnaia p'eska’, 1925):
in the former, the hero is persuaded to go to the theatre by two friends he encounters while shopping
for something “to wet his whistle” («ropno mpomounTs» 1:358); in the latter the actors use a drinking
scene as a pretext to drink so much “that by the end of the second act all the artists were completely
smashed” ([...] 4TO kK KOHIIy BTOPOTO NEHACTBHUA BCE APTUCTHI Guin musHb Bapebearuy 1:483).
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this list does not offer an exhaustive guide to the sources of melancholia in
Zoshchenko’s comic fiction; neither does the presence of any of those themes listed
necessarily offer a guarantee that a given story will strike the reader as particularly
melancholic.

In fact, the textual origins of melancholia in Zoshchenko’s comic fiction that
are explored in this chapter are all widely recurrent aspects of the writer’s comic
aesthet-ic; occasionally they translate into a powerful sense of melancholic prostration,
but more frequently they remain a troubling presence in a laughter whose dominance
precludes the perception of sadness in any depth. In other words they constitute a sort
of latent melancholia which can be felt by the reader to a greater or lesser degree
depending on the story. This of course raises the question of what precisely
determines the relative balance of comedy and melancholy in any given story. It is
perhaps helpful at this point to recall the situation in ‘The Actor’ analyzed above. The
reader of this story is offered two possible perspectives which in turn correspond to
two possible planes of identification: the subjective view of the actor which
corresponds to sympathy with the hero’s plight; and the collective view of the
audience which corresponds to the implicit rejection of his recalcitrant subjectivity.
As suggested above, the view-point of the actor is dense with melancholic potential,
while the audience, by contrast, is immune to this, being subsumed in the enjoyment
of the violent spectacle. The reader is implicitly asked to choose between laughing
with the audience and sharing the suffering of the actor. Crucially, it is only because
the reader of ‘The Actor’ inclines more toward identification with the actor-victim
that the melancholy in the story can come to the surface.

If melancholia reveals itself to the reader in sympathetic identification with the

suffering protagonist, then it is important to note, as Henri Bergson does, that laughter
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in its purest sense displaces the very compassion needed to sense this melancholy. For
Bergson laughter is a sort of “social gesture” which arises in response to any human
inelasticity that impedes adaptation to the labile demands of social existence.'®
Bergsonian laughter is thus a social lubricant the “natural environment” of which “is
society” and whose “function [...] is a social one”; it thus equates with that plane of
identification by the reader which rejects recalcitrant subjectivity.'® In other words,
the social function of laughter urges the reader towards the perspective of the
bloodthirsty audience in ‘The Actor’ at the expense of the perspective of the actor
himself. In this it is by necessity pitiless, and “demands something like a momentary

anaesthesia of the heart.”'®” The presence or absence of sympathy can thus change the

whole perception of a situation:

Try, for a moment, to become interested in everything that is being
said and done; act in imagination, with those who act, and feel with
those who feel; in a word, give your sympathy its widest expansion:
as though at the touch of a fairy wand you will see the flimsiest
objects assume importance, and a gloomy hue spread over

everything. Now step aside, look upon life as a disinterested
spectator: many a drama will turn into a comedy.'%

This is an interesting exercise to try with a Zoshchenko story. If one tries reading one
of the classic comic stories, say ‘The Bathhouse’, whilst artificially giving one’s
“sympathy” for the hero “its widest expansion™, the resultant sense of tragedy can
often be quite heart-rending and the latent melancholia become much more visible.
Zoshchenko’s humour is really an ambivalent mixture of sympathy and pure,
social laughter; the degree to which the reader’s sympathy for the protagonist prevails

over the Bergsonian risus purus determines the prominence of melancholia in a

1% H Bergson, Laughter: An Essay on the Meaning of the Comic, translated by C Brereton and F
Rothwell (Kebenhavn & Los Angeles: Green Integer, 1999 [1900]), pp. 23-24.

1% 1bid, p. 13.

17 Ibid, p. 11.

1% Ibid, p. 10.
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particular Zoshchenko story. The sympathy of the reader is of course to a large degree
subjective and not completely subordinate to textual direction; a melancholic cast of
mind must surely make a reader more receptive to the latent melancholia in a given
story. Nonetheless, some protagonists definitively invite more sympathy from the
reader than others; this explains why stories that are thematically comparable are not
necessarily equally melancholic. For instance, the melancholic priest in ‘A
Confession’ bears some comparison with the priest in ‘An Easter Incident’
(‘Paskhal'nyi sluchai’, 1925) in as far as both are faced by the spectre of retreating
faith.'® However, in the latter case this takes the form of a mid-liturgical argument
over a refund from the collection plate for an Easter cake that was stood on while
being blessed; here the extreme bathos and the abundance of physical humour,
perhaps the purest risus purus, precludes any real sympathy with the figure of the
powerless and humiliated cleric.'" In the case of ‘A Regrettable Incident’
(‘Priskorbnyi sluchai’, 1926), the drunkard hero struggles with the disparity between
cultural discourse and the totality of his bodily existence in a way that suggests the
melancholic pallor of words. However, the fact that the regrettable incident of the title
was the hero’s having vomited in a cinema whilst trying to watch a film in a state of
inebriation makes his position grotesque and unsympathetic in the extreme,
consequently the latent melancholia in the story goes largely unnoticed. L

This degree of grotesque is actually quite uncommon in Zoshchenko; far more
typical of his comic technique is a more balanced ambivalence between sympathy and

corrective, social laughter, even in those stories where the sadness is not sufficiently

19 The validity of the com_parisqn is perhaps strengthened by the fact that the two stories were to some
extent written as companion pieces. Jeremy Hicks notes that both ‘A Confession’ and ‘An Easter

Incident’ (the latter bearing the title ‘An Empty Ritual’ (‘Pustiakovyi obriad’) first appeared together in
the Easter 1924 issue of Krasnyi voron. See J Hicks, Poetics of Skaz, p. 143.
110 «paskhal'nyi sluchai’, 1:282.

111 «prigkorbnyi sluchai’, 1:348.
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felt to be called melancholic: the typical Zoshchenko hero can no more be entirely
condemned than he can be completely exonerated. The ambivalence of Zoshchenko’s
humour has of course been noted by other scholars, most particularly Jeremy Hicks
who sees it as part of a broader hermeneutic indeterminacy which, for him, remains
the cardinal aesthetic virtue of the comic fiction.''? However, there is perhaps a sense
in which the bifurcated appeal to laughter and melancholy in the stories lends
Zoshchenko’s ambivalent humour a more normative nature than Hicks supposes. The
interaction of mocking laughter and melancholic sympathy in Zoshchenko’s humour
makes for a subtle existential satire which, although related to it, functions separately
from the more obvious social satire. Central to the function of this existential satire is
its very split nature: sympathy with the latent melancholia in many of the stories
softens the harshness of the laughter and brings the fundamental disjuncture between
embodied selfhood and the social other to the surface; the laughter simultaneously
stresses the social dimension of being and prevents sympathy for the protagonist
becoming excessive and lending a heroic cast to melancholic isolation. The bifurcated
thrust of this satire of the human condition thus simultaneously warns against the twin
dangers of social withdrawal and of exaggerating the social dimensions of being.
Melancholia, whether latent or manifest, is a vital component of this existential satire;
without acknowledging and understanding Zoshchenko’s melancholia our grasp of
Zoshchenko’s laughter is all the more hollow.

The nature of this existential satire and its dependence on textual melancholia,
whether latent or manifest, is important to note because it is precisely this that
accounts for Zoshchenko’s continuing relevance for the twenty-first century reader.

As the Soviet experience slips further and further into the margins of living memory,

112 J Hicks, Poetics of Skaz, pp. 147-168.
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critical models based on socio-cultural satire (from whatever political perspective)
become less and less able to explain the continuing laughter that Zoshchenko's stories
elicit. The contemporary critic cannot ignore the fact that Zoshchenko’s comic writing
remains a surprisingly marketable commodity in today’s very different cultural
marketplace. Igor’ Sukhikh has given some anecdotal indication of this popularity in a
radio interview broadcast in 2008 accompanying the publication of the eight-volume
collected works under his editorship; he related his and the publisher’s surprise and
delight at the fact that half the entire print run of this edition was sold in the ten days
immediately following publication; this is a sales volume which he suggests is
virtually unheard of for a literary classic in the contemporary Russian book market.''?
Thus, despite descending into the double-edged, literary category of ‘classic’
(something Zoshchenko may well have abhorred), Zoshchenko’s comic fiction
nonetheless continues to speak to a contemporary audience. This obvious interest in
Zoshchenko today cannot be accounted for simply by historical curiosity, or even by
Soviet nostalgia; it urges critics to pay greater attention to the timeless aspects of
Zoshchenko’s art and inevitably draws them to listen more intently to those textual
lacunae that so fascinated Mandelstam; it urges them to strain their ears to catch the

melancholic tenor that often resides within.

113 See the interview with Sukhikh which was included as part of the programme *‘Knizhnaia kukhnia’

broadcast by Radio Ekho Moskvy, Sankt-Peterburg on 01 November 2008, transcript available online at
http://www echomsk.spb.ru/content/prog/default.asp?shmode=3&idprog=855& ida=79170
on 31/05/2010).

(Accessed
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Chapter 3

Vicissitudes of the Written Self

The preceding chapter outlined a melancholic presence in Zoshchenko’s work of the
twenties, which, although frequently oblique, distanced and seldom articulated as
such, nonetheless occupies a textual centrality far in excess of its surface prominence.
It suggested a melancholia residing in the textual absences that are so characteristic of
Zoshchenko’s writing; it is thus both accessible through the textual resources of the
stories themselves and plays an active part of the poetic effects they achieve. The
current chapter will likewise posit a melancholia dwelling in textual truancy;
however, where the previous chapter concerned itself with a melancholia that was a
self-contained textual phenomenon, the current chapter will posit something of a far
more meta-textual nature: it will explore the melancholia residing in the ambivalent
assertion and effacement of the writer’s written self that recurs again and again in
Zoshchenko’s works of the twenties. Importantly, this is a melancholia that would not
have been obvious to the vast majority of contemporary readers because its visibility
is largely dependent on extra-textual resources, in particular the retrospective reading
of the stories in the light of the later revelations contained in Before Sunrise.
Following the important example of Alexander Zholkovsky, the current chapter will

attempt to demonstrate how the dense web of resonance between the stories of the

twenties, the later autobiographical reminiscences in Before Sunrise and

independently verifiable biographical resources reveal an intensely personal written
self retrospectively identifiable in the fiction of the twenties. This substantial personal
element in the writing is not obvious in itself and is indeed hidden by various
strategies of textual estrangement; nonetheless, it ultimately persists, resisting

complete effacement in the otherness of the finished work. In this it can be seen as a
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profound, enactment in text of a melancholic self repeatedly trying, but failing, to lose
itself in the otherness of language.

The nature of this aporetic written self is suggested fictionally in the early
story ‘The Writer’ (‘Pisatel’, 1923). The hero of the tale is a clerk (kontorshchik)
called Nikolai Drovishkin who “has long dreamed of becoming a newspaper
correspondent.”] With this in mind he writes to the newspaper Red Miracle (Krasnoe
chudo) asking to be accepted as a worker correspondent (rabkor); he is duly taken on
and instructed by the editors: “Write about everyday life!”? Enthused by his
commission and eager to get writing, the hero can barely wait for the end of the
working day; however, before he can cut his teeth on some real journalism he runs
into a problem: “What exactly am 1 going to write about?”® This issue quickly

becomes more vexing as the hero searches desperately for inspiration in the

unremarkable street scene before him:

So about what? About everyday life... There, for example... Well
what? Well over there, for example, a policeman’s standing...

Why’s he standing? Maybe he’s baking in the sun and has no
protection over his head... Hmmm, no; it’s too trivial..

Perhaps unsurprisingly given his commission to write about the everyday, triviality of
theme becomes an increasingly intractable obstacle to the hero’s attempts at writing.
Seeing flies in the window of a shop selling sausages, the hero toys with writing an

exposé on this theme; however, having picked up half a pound of tea sausage, he

decides against the topic because “it’s trivial” (“melko™).® Searching for a

“substantial” subject, “some sort of social phenomenon” or “significant fact” to write

! ([[{}aBHO MeYTaNl CAENATLCS KOPPECNIOHIEHTOM. » ‘Pisatel”, 1:155.
2 (Iumwure o 6biTe.» 1:156.

3 «O yem xe 5 6ymy nucats?» 1:156.
4 (Kak o uem? O 6bite... Bot, Hampumep... Hy uTo 6bi? Hy BOT, Hanpumep, MUIHUUOHEP CTOMT...

Touemy OH CTOHT? MOXET, €r0 CONHLE MedeT, a CBEPXY HUKAKOH MOKPBIIKK HETY... 'M, HeT, 310
meJiko...» 1:156.

51:156.
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about, the hero sees only triviality everywhere.6 The passers-by around him seem to

be “most ordinary” (“samye obyknovennye”);7 the hero even “despairingly” considers

writing “about the weather” or “about the priest™ s

Significantly, the reason he opts not to write about the priest is that the cleric
in question is distantly related to his wife; taken together with the hero’s acquisition
of the sausage this represents the gradual intrusion of personal concerns into his
writing project. However, it is precisely this personal interest, regardless of how
apparently trivial, which ultimately allows him to overcome his block. This becomes
clear from the finished article which he reads to his wife after holing himself up in his
room to write through the night. The hero’s wife is generally impressed; although it
began “obscurely” and “its sense was even unclear to Drovishkin himself”, the article

ended with the following “trenchant” polemic against drying washing hung out on the

street:’

And instead of seeing nature’s landscape from their windows, at
times workers behold before their eyes damp washing that has been
hung out to dry. One does not have to go far for an example. As
recently as today, having returned from work, 1 saw the
aforementioned washing, amongst which were both ladies’ things
and gentlemen’s smalls that, of course, do not meet the aesthetic

needs of the soul. It is time to put an end to this. What was usual
under the old regime must not be so now.'°

This finely-done parody of Soviet polemical journalism is a real gem of comic

writing; the style is completely authentic, only the dripping smalls puncture the

6
«HyxHO B3aThb uTO-HMOGy@b 3Takoe kpynHoe. Kakoe-wnGynb obiiecTBeHHoe snenne. Pakt
3HauMTeNbHbIA.» 1:156.

71:156.

¢ «O noroae, YTO JIH, HANKCaTh? — YHBUIO NOZyMan oH. — Unu npo nona, uro au...» 1:156,

 «CtaThbs Hayanach TYMaHHO, H CMBIC] ee Jaxe caMoMy JIPOBHMILKHHY Obln HESCEH, HO 3aTO KOHeU
6bLn xnecTkud:» 1:157.

1° «<¥ BMecTO TOrO, 4TO6b BHAETH NEPEN OKHAMH NaHAWA(T MPUPOIL, TPYAALIMECA NOPOH NHLEIPEOT
niepen rna3amu Mokpoe Genbe, KOTOPOE NOBEWIEHO NS NPOCYILKH. 33 NPHMEPOM XOaKTh Hepaneko. He
panee KaK CErofiHs, BEPHYBILUMChL MOCAe TPYAOBOrO AHA, A YBHAEN BbileykaleHHoe Genbe, cpenu
KOTOPOro GLUTM M JaMCKHE MPHHAANEKHOCTH, M MYNKCKOE WCMOMHEE, YTO, KOHEYHO, HE OTBEYAeT

3CTETHYEeCKHM 3anpocam IymH. Tlopa nosoxurs 3tomy npenen. To, YTO MPH CTAPOM pexume Obino
O6LIYHBIM SBAEHHEM, TOTO He NODKHO ObITh TEnepb.» 1:157.
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general tone of studied self-righteousness with a gentle bathos. However, the star
comic turn is saved until the end of the story when the hero’s wife, impressed as she is
with the article, points out that the wet washing which the hero so eloquently railed
against was in actual fact his own: “Your smalls were there as well.”'' Thus, the
personal concerns of the hero unintentionally surface in his writing with a comic
vengeance.

This is a fictional depiction of precisely that writing out of one’s “own
rubbish” (“sobstvennaia drian”) which Zholkovsky (echoing Gogol) argues is the
hallmark of Zoshchenko’s aesthetic practice.12 What is particularly interesting though
is the pain this causes the hero, who reacts to this revelation with prostrate
desperation: “Drovishkin sank down before his wife and, with his face buried in her
lap, quietly began to cry.”13 His anxious despair seems to derive from the fact that he
feels this recalcitrant personal aspect to his writing prohibits him addressing “some
sort of social phenomenon” and thus detracts from his general qualification to write
for the public: “It seems I have everything: both a fine style and talent, and still I can’t
do it... How do people write?”!* The irony, of course, is that it does not affect the
quality of the actual writing in the slightest; without the realization, on the part of
either reader or writer, that the hero is unconsciously satirizing his “own rubbish”, this
personal subtext completely disappears from view. However, once the realization is

made, the written self emerges instantly as if written in magic ink.

"' «Tam u TBOE HCTIOAHEE.» 1:157.
2 A K Zholkovskii, Poetika nedoveriia, p.16.

13
] ]«51‘l7p03umxpm ONMYCTHACA NIEpel KEHOM H, YTKHYBIUHCh HOCOM B €€ KOJEHH, THXOHbKO 3aruiakani.

14
«K@XKETCH, BCE Y MEHS ECTh: M CJOT KpacHBbill, M TANaHT, a BOT He Mory... M kak 310 muuryT moau”»
1:157.
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Textual Contours of a Written Self

The sense in which the meta-fictional musings in ‘The Writer’ hold true for
Zoshchenko's own literary practice are hinted at in the parody autobiography ‘On
Myself, Ideology and Some Other Stuff as Well” (‘O sebe, ob idelogii i1 eshche koe o
chem’, 1922). Importantly, this playful, autobiographical fragment has limited
biographical value in and of itself; indeed its relevance in this respect has been
characterised by Gregory Carleton as “an extreme case of recalcitrancy”.”” Yet,
however much it subverts the demands of orthodox literary biography, ‘On Myself
does casually offer some important biographical guidance by referring to a then work-
in-progress: “At the moment I’m writing Notes of a Former Officer; it’s not about me,
of course, but it’ll all be there.”'® More interesting than the insight into this particular
work (which was never completed in any case) is the suggestion of autobiographical
content inhering in ostensibly non-autobiographical work. This is of course part of the
irony implicit in this parody of autobiographical writing: Zoshchenko re;directs the
genuine biographical interést of the reader away from the frustratingly elusive
autobiographical exercise that is ‘On Myself* to the fictional works themselves; in so
doing he crafts an extremely subtle satire of a form whose assumptions of
unproblematic self-knowledge were totally alien to the epistemology underlying his
whole artistic enterprise. However, it is the implicit suggestion of a substantial
investment of self in ostensibly non-autobiographical fiction that is important for the
purposes of this study. A sense of the nature and extent of this written self can be

gleaned by looking closely at the fiction in the light of autobiographical sources, chief

among which is Before Sunrise.

15 G Carleton, The Politics of Reception, p.28.

16
«Huinue s numry «3amicku GeiBIIEro opuuepar, He o ceGe, KOHEUHO, HO TaMm Bee GyaeT». 'O sebe, ob

idelogii i eshche koe o chem’, in M M Zoshchenko, Sobranie sochinenii, 8 volumes ed. 1 Sukhikh
(Moscow: Vremia, 2008), volume entitled Raznotyk, p.103.
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The early story ‘Love’ (‘Liubov’, 1922) offers a useful starting point for just
such an exercise.'’ The tale begins with the return of the hero Grisha Lovets to
Petrograd enriched and triumphant from an undefined, but prolonged absence; the
hero discovers that while away he has been presumed dead by friends and family and
a requiem mass has even been read in absentia.'® Yet the fact of his presumed death
seems not to trouble Grisha who “grinned” (“usmekhnulsia™) when told of it; it
certainly does not stop him from seeking pleasure and distraction in the city.'® After
two weeks of such distraction Grisha finds himself in a cabaret in the port district of
the city in the company of a young woman who is strikingly “similar in personality to
a certain someone special” called Natal'ia Nikanorovna.?’ However, before it is clear
to the reader whether this is in fact his “someone special” or just someone like her, the
loudly-voiced political views of a nearby sailor intrude on Grisha’s conversation. The
sailor, having voiced his despair of politics and proclaiming “I am ready to live, but
politics has devoured my youth”, is accused by Grisha of “White Guardism”
(“belogvardeishchina™) and roundly set upon.?' At this point other sailors get
involved and Grisha is forced to retire from both the brawl and the establishment
much the worse for wear, leaving his conversation with the young woman unfinished.
Nonetheless, now that he has remembered his love for Natal'ia he cannot stop
thinking about her as his thoughts turn inexorably to marriage. Complications soon

arise when it transpires that while he was away Natal'ia married a long-moustachioed

17 1t is important to note that Zoshchenko wrote two different stories entitled ‘Love’: the early story
analysed here and the more famous story published in 1924. The latter story will be analysed later in
this chapter where the significance of such brazen recycling of previously used titles (something by no
means common in Zoshchenko’s work of the twenties) will be discussed further.

' M M Zoshchenko, ‘Liubov”’, 1:81.

1:81.

2 ¢[...] mmuHOCTIO NOX0Xa Ka OAHY JBoOUMYI0 ocobouky; 1:83.

2! «MHe XHTb 0XOTa, a NOJHUTHKA 33eN1a MOIO MOJIOAOCTE. » 1:83.
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engineer. Nevertheless, Grisha resolves to write to his beloved declaring his love,
before letting her decide for herself.

After a tearful weighing-up of alternatives, which Grisha does not witness,
Natal'ia finally decides to leave her husband for the roguish hero.” Insisting that she
has not chosen Grisha for his money she leaves the real cause of her amorous
defection unspoken, telling Grisha that: “There is a reason of sorts, but you won’t
understand.”®® Reason or no, however, there remains the obstacle of Natalia’s
husband. Importantly, he is never named in the story, characterised and referred to
only by his long moustache which he plays with nervously as he confronts his
absconding spouse and her lover. Blocking their exit, he threatens to kill himself on
the count of five unless his wife stays, but when he falters at the penultimate number
Natal'ia bursts out laughing and pushes past him to run away with Grisha. After a
peculiarly sombre wedding where the usually lively Cracovienne becomes “a serious
dance” (“ser'eznyi tanmets”), the accompanying accordion plays “joylessly”
(“neveselo™) and Grisha succumbs to a jealous rage when a red-haired student makes
eyes at the bride, the runaway couple prepare to leave Petrograd.24 Meanwhile, the
long-moustachioed engineer is waiting for them at the station; seemingly unsure
himself why he is there he decides that: “It’s not through romanticism that I'll take a
look [at Natal'ia and Grisha], not with the eye of love, so to speak ... ha ha, but from
afar, through a great curiosity.”25 This attitude of detachment quickly translates into a
vividly imagined exchange between Natal'ia and himself which, in its emotional
depth, completely overshadows the awkward and stilted exchange that actually takes

place when Natal'ia arrives. For in spite of the verbose sentimental speechifying he

2 1.85.

3 «IlpuunHa TaKas ecThb, ia HE NOHATL BaM.» |:86.
24 1:87-88.

28
«He n3 pOMaHTH3Ma B3TNfAHY, HC I'NIa30OM, TaK CKa3aTh, mobBH .

.. Xe-Xe, a M3AaNH, W3 BEJIHKOro
mobombiTcTBa. » 1:89.
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envisaged, the engineer can only silently follow Natalia and Grisha along the
platform and watch them enter the train.® He “despondently” (“unylo™) thinks about
throwing himself under the wheels of the train, but in the end cannot do it and so, in

what will become a typical Zoshchenko ending, he “quietly dragged himself off

towards the exit.”?’

The story is thus, as its title suggests, about love in all its inscrutability,
unpredictability and stubborn resistance to social convention. Both this depiction of
the radical nature of love and the surname of the hero (Lovets — fisher or catcher)
carry a faint echo of Evgenii Zamiatin’s satire on bourgeois social mores in his
novella The Fisher of Men (Lovets chelovekov). This work, written while Zamiatin
was in England but not published until his return to Russia after the Revolution,
explores the ineffable anti-conventionality of love through the satirical figure of an
evangelical moralist who supplements his income by catching, preaching to, and then
blackmailing couples indulging in amorous dalliances in wartime London. Although
not published until 1922, Zoshchenko’s ‘Love’ was in fact written some time in the
winter or spring of 1921, shortly after the formation of the Serapion Brotherhood and
at the height of Zamiatin’s influence on the aspiring writer through his role as a tutor
at the Petrograd House of Arts.?

However, beyond these thematic echoes of Zamiatin’s tale, there is a distinctly
Zoshchenko theme of thought and action as represented in the characters of the
engineer and Grisha respectively. Importantly, Grisha does not win Natal'ia’s hand
because he understands love any better than the engineer; in fact, at the point at which

he wins Natal'ia’s consent the narrator opines: “Oh, Grisha knows little of a woman's

2 1:89-90.
7 «[TT]onnencs THXOHBKO K BbIXOAY.» 1:90.
% See ‘Khronologicheskaia kanva’, p. 343.

139



heart!”?’ Rather Grisha prevails in love because he does something rather than think
about it, or, in the words of the proverb that his name echoes: “the game goes to the
catcher.”® Thus, as Grisha runs through the streets to claim his inamorata the narrator
draws out the lesson, noting approvingly that: “It’s bad to think on the move.”' The
importance of this lesson becomes clear when juxtaposed against the example of the
long-moustachioed engineer who, in his final bid to win back his wife at the station,
spends more than two-thirds of the relevant passage picturing the scene for himself
before failing dismally to do anything when he had the chance. Ironically, at the end
of his imagined confrontation the engineer states majestically that “a man stands by
his deed”,*? not realising that in the one deed he proposed, namely his threatened
suicide, he failed to carry it through proving it to be the hollow gesture that Natal'ia
suspected it was. Understood in this way, the clash between Grisha and the engineer
really prefigures the clash between the thinking, sentimental intelligent and the
roguish, vulgar man of action that runs right through Zoshchenko’s oeuvre and finds
its apogee in his Sentimental Tales and Youth Restored.

What is not immediately obvious in all this, however, is the extent to which
Zoshchenko has written himself into this story. This is something that only becomes
visible when the story is read alongside the autobiographical aspects of Before Sunrise
and other extra-textual biographical details. In particular, the theme of the triumphant
returnee finding his beloved married clearly recalls Zoshchenko's experience with his
first love, the woman that Tomashevskii identifies as Nadezhda Rusanova-

Zamyslovskaia. Tomashevskii notes that they met in 1911 in what, for Zoshchenko,

% «Ox, noxo 3Haet I'puia xeHckoe cepaue!» 1:85.
% «Ha nosua u 3Bepb GeXuUT.»

*! «Ha xomy MymaTh m10X0.» 1:85.

2 ([4Y]enosek no ey cTouT.» 1:89.
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was “the dawn of a first love which left its mark for many years.”* Moreover, he also
relates how Zoshchenko returned from the front in 1916, newly-decorated with the
Order of St Anna, to find his beloved unexpectedly married.** The parallels with the
newly-enriched Grisha returning to find Natal'ia wed in his absence are obvious; even
the initials of the two women are the same. What is more interesting still is the way
this bare biographical schema is fleshed out in Before Sunrise, where Nadia
Rusanova-Zamyslovskaia becomes Nadia V, an embellishment that reveals distinct
parallels with aspects of the story ‘Love’.

In the episode in Before Sunrise entitled ‘A Rendezvous’ (‘Svidanie’), the two
meet as sixteen year old gymnasium students at the monument to the Steregushchii on
Petersburg’s Kamenoostrovskii Prospect. Although no date is given for the events
described, Zoshchenko being sixteen would place them in 1910 or 1911, which ties
closely with Tomashevskii’s dating of the start of the romance. That the monument to
the Steregushchii is their chosen meeting place is important. This monument is a
rather graphic depiction in bronze of the moment when a Russian warship was
scuttled by her last two surviving crew members to prevent its capture by the Japanese
at Tsushima. In line with the symbolic logic of Before Sunrise, this naval monument
used as a lovers meeting place combines both watery and amorous defeat in
accordance with the very personal neurotic patterns that torment the narrator of Before
Sunrise, something which tells in the narrator’s peculiarly rapt fascination with the
«“two sailors by an open Kingston valve” as “bronze water pours into the hold” of the

doomed ship.3 5 Importantly, the amorous and naval last stands recalled in this vignette

33 «Hauano nepexuannii neppof mo6sy, ocTaBuBIueH cnex Ha nonrue roasl.» 'Khronologicheskaia
kanva’, p. 340.
3 1bid, p. 341.
33 «Jlpa MaTpoca y OTKPHITOr0 KHHICTOHA. bpoH3oBas Bola NbETCA B TPOM.»; Pered voskhodom
solntsa, 3:464. These neurotic patterns link all the autobiographical vignettes that compose the first half
of Before Sunrise and are ultimately condensed into a complex of symbolic fears in the second part of
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also find a muted parallel in the earlier story ‘Love’. It will be recalled how in that
story Grisha’s re-acquaintance with his lost love was disturbed by a brawl involving
sailors which the narrator describes as an “obscene event” (“pokhabnyi sluchai™)
where “a sailor was beaten for counterrevolution.”*® Written in 1921, such a reference
could hardly avoid evoking memories of the Kronstadt uprising which was viciously
put down in March of that year. The reference to this doomed last stand by sailors of
the Baltic fleet is surely strengthened by Grisha accusing the sailor of “White
Guardism”. Arguably, it is only this personal authorial reference which rescues the
scene with the sailor in the story ‘Love’ from seeming just a little gratuitous.

The story of Nadia V continues in the episode entitled ‘1 Love™ (‘la liubliu’)
which describes Zoshchenko’s return to Petrograd on leave from the front to discover
Nadia engaged to be married. Sitting again at the monument to the Steregushchii,
Nadia declares tearfully: “How stupid. Because you did not write at all; because you
left so unexpectedly; a whole year has gone by and 1 am getting married.”’
Nonetheless, she affirms her continuing love for Zoshchenko and contemplates
breaking the engagement, only hesitating at the thought that rings have already been
exchanged, the engagement announced and a gift made to her of an estate. Asking to
think about it, she promises Zoshchenko an answer after two days, thus replicating the
anguished, private soul-searching that Natal'ia conducts out of sight of Grisha.
However, after seeing Nadia and her betrothed together the next day Zoshchenko
sends a fallacious note claiming he has been recalled to the front. Zoshchenko

describes this last action thus: “This was the most stupid and senseless action of my

the work. This outline will suffice for the current chapter, but this complex subject will be discussed in
a!)propriate depth in the final chapter.
3

«[TTjo6mIM MaTPOCa 32 KOHTPPEBOMOLIAO.» 1:83.

37 «Kak riayno. 3auem Bbl MHE HHYETO He MHCAH. 3aueM yexanu Tak HeoXHaaHHo. Beab npoluen roa.
51 BLIXOXY 3aMYX.» Pered voskhodom solntsa, 3:482.
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life. I really loved her, and this love has not passed since that time.™*® Here
Zoshchenko gives the clearest indication of the personal significance of this
experience. It is also interesting that Zoshchenko draws attention to the gap between
thought and deed in his dealings with Nadia V. As with the long-moustachioed
engineer in ‘Love’, Zoshchenko here makes a fatuous romantic gesture that runs
contrary to his true feelings and results in an action which he himself acknowledges as
senseless and stupid. The contrast with Grisha here is striking: where Grisha honestly
declares his love in a well-timed letter, Zoshchenko first fails to write when it would
have been expedient to do so and then writes a letter that is completely at variance
with his real desire.

The composition of ‘Love’ dates from the very start of Zoshchenko’s literary
career, at a time when the novice writer was still attending Kornei Chukovskii’s
studio at the Petrograd House of Arts. It is perhaps unsurprising to find such a liberal
deployment of autobiographical motifs in such an early piece. However, the textual
echoes of the Rusanova-Zamyslovskaia story identified above cannot be so easily
dismissed; they are not at all limited to this story, or indeed to the early period of
Zoshchenko’s literary career. Ol'ga Shilina finds a direct reference to the Rusanova-
Zamyslovskaia romance in the narrator’s description of his own youthful infatuation
in the tale ‘Of What the Nightingale Sang’ (‘O chem pel solovei’, 1926).* In arguing
with the opinion of “learned and party people” (“uchenye i partiinye liud”) who deny
the existence of love, the narrator reluctantly draws on his own amorous experience as

proof:

* «370 GbLn camblii ITYMEIA U GeCTONLKOBLIA NOCTYNOK B MoeH wusHu. 5 ee ouens moGun. U »ra
mo6OBb HE MPOILILIA 110 CHX M0p.» 3:482, ’
% 0 1u Shilina, *“... Eto - zhelanie liubit'. Vas”. Pis'ma M. Zoshchenko k N. R
(1915-1917)’ in N A Groznova and V P Muromskii (eds) Mikhail Zoshchenko:
biogrdfii (St Petersburg: Nauka, 1997-2002), Vol. 3, p.95.

usanovoi-Zamyslovskoi
Materialy k tvorcheskoi
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The author does not wish to confess before the casual reader and he
does not wish to open his intimate life to some critics who are
particularly unpleasant to him, but all the same, looking into it, the
author recalls one maid from the days of his youth. Such a silly little
white face she had, dear little hands, such pitiful little shoulders. But
the author fell into such foolish raptures! The author lived through
such tender minutes when, from a surfeit of every possible noble
feelin%), he fell to his knees and, like a fool, he kissed the very

earth.

The reason that Shilina suggests for equating this “maid” with Rusanova-
Zamyslovskaia is primarily chronological: the narrator asserts in the next line that
“now [...] fifteen years have passed” (“teper’ [...] proshlo piatnadtsat’ let”) since the
occurrence of these events:*! given the publication of the work in 1926, this would
make the narrator’s recollection stretch back to 1911, the year in which Tomashevskii
dates the beginning of the Rusanova-Zamyslovskaia romance. To these temporal
observations might be added that the assertion, although significantly stylized, is still
couched in what purports to be some kind of direct authorial voice: it invites, to some
degree at least, equation with the experience of the writer himself.*

However, as the story ‘Love’ showed, there is perhaps more to be gained by
looking for such connections in terms of theme rather than direct reference; the tale
‘Apollon and Tamara’ (‘Apollon i Tamara’, 1923) is particularly illustrative in this

regard.43 It relates the story of the troubled love between Tamara Omel'chenko and

40 (ABTOp HE XOHYET MCIOBENOBAThCH NEpeN CYHalHbiM UMTATENEM W HE XOHET HEKOTOphbIM, 0060
HENPUATHLIM aBTOPY KPHTHKaM OTKDbIBaTh CBOEH MHTHMHOM XKH3HHM, HO BCe Xe, pasbupasch B Hef,
aBTOp BCMIOMMHAET OJHY ACBHLY B JHH CBOEH KOHOCTH. DTakoe ObL1o y Hell rnynoe Genoe JHUUHMKO,
Py4KH, XKaJKHe TUIEHHKH. A B KakoH Tensuui BOCTOPT Bnanan aBTop! Kakue UyBCTBUTENbHbIE MHHYTI
nepexuBan aBTOp, KOrja oT n30LITK2 BCEBO3MOXKHbBIX 0NarOPOIHBIX YYBCTB Najan Ha KOJEHH M, KaK
Nypak, LenoBan 3emmo.» Sentimental'nye povesti, 2:107.

4'2:107.

42 The unstable combination of parody and sincerity in this authorial voice, a key feature of so many of
Zoshchenko’s longer tales, is discussed in depth in the next chapter; at this point it will suffice to say
that for all their comic inflection, authorial intrusions of this nature frequently retain a confessional
element, albeit one that should not be read too mechanically.

3 This long tale (povest’) was originally published in 1923 in a collection of stories in the émigré press,
but, along with ‘O chem. pel solovei’ and five other longer tales, was subsequently collected in
Zoshchenko’s Sentimental Tales (Sentimental'nye povesti) of 1927. See lu Tomashevskii,

‘Primechaniia’, 2:472. The genesis and dynamics of this important collection are discussed in more
depth in the next chapter.
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Apollon Perepenchuk, the latter a “free artist” (“svobodnyi artist”) and “ballroom
pianist” (“1aper”) whose dreamy waltzes and fantasias are much in demand on the
entertainment circuit of the nameless provincial town in which the story is set.* The
two meet at a ball where Apollon is playing and which takes place “at the start of the
European World War”.* Their love blossoms and Apollon eventually proposes
marriage in a gesture whose romantic affectedness tells in his being “dressed in a
morning coat with a bouquet of oleanders and a box of boiled sweets”.*® However, his
bid is unsuccessful; Tamara turns him down because of his uncertain prospects: “she
did not want to risk it, she was afraid of poverty and a life without material
provision”."'7 Fate also intervenes at this point in the form of Apollon’s conscription
into the army; “in December 1916 (“v dekabre shestnadtsatogo goda”) the lovers
part tearfully and Apollon “declared triumphantly that he would either not return at
all, or he would return as a man celebrated and renowned.”*®

However, war and the Revolution change everything. In the wake of the social
upheaval Apollon is almost completely forgotten; as a musician he has been
supplanted in the cultural life of the town by a string ensemble, whose popularity is
assured by their more contemporary repertoire and familiarity with “transatlantic
dances” (“zaatlanticheskie tantsy”).*® He is even gradually forgotten by Tamara and
his only living relative, a maiden aunt; in fact his aunt, having presumed his death.
even sells his old wardrobe. Yet the unexpected anonymity that greets Apollon on his
discharge from the army is only partly due to socio-cultural change; importantly,

Apollon himself has “changed drastically (“strashno peremenilsia™): “It seemed that

4 Sentimental'nye povesti, 2:30.
43 «{...] B Hauane esponefickofi BceMHPHOH BOHHEL.» 2:35.

4 «[...) omeTbili B KaKeT, ¢ GyKeTOM ONEaHIPOB K € KOPOGKOH NocTHOrO caxapar, 2:36.
47 «OHa He XOTeNa PHCKOBATh, OHa Gosnack 6€aHOCTH H HeoGecneueHHON Ku3HMN; 2:36.

48
«AnonoH TlepeneHuyyk TOPXECTBEHHO CKasan, 4TO OH WIH COBCEM HE BECPHETCA, WIH BEPHETCA
JIaB/IeHHLIM, 3HAMEHHTLIM YENOBEKOM.» 2:37.

92:38.
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this was a different man.”>® Moreover, it turns out that, in common with Grisha
Lovets from ‘Love’ and the narrator of Before Sunrise, he made little effort to keep in
touch while he was away; in particular: “He did not write letters to a.nyone.”SI

Apollon himself seems unaware of how much everything has changed and,
despite his failure to live up to his vow to return famous from the war, he remains
anxious to rekindle his relationship with Tamara. Yet, on seeing her there is at once
an obvious distance: “He stared hard and piercingly into her eyes, trying to penetrate
her thoughts, to understand; but he understood nothing.”? Tamara is equally unable to
find an empathy extending beyond Apollon’s external appearance: “Tamara looked at
him, but did not understand anything, did not see anything; she saw only his grimy
face, his tangled hair and his torn soldier’s tunic.”** An unbridgeable emotional divide
seems to have opened between the two lovers; this is clear at once to Tamara who
rejects Apollon a second time, declaring, perhaps a little disingenuously: “I hope you
did not take my innocent, girlish prattle at face value.”* This rejection both hints at
the romantic superficiality of their love and also subtly points to the material self-
interest lurking behind Tamara’s feelings: the figurative phrase ‘to take at face value’

(‘priniat’ za chistuiu monetu’) literally means ‘to take for a clean coin’. Tamara’s

refusal is then reinforced several days later in a letter:

With an affectation of feminine coquettishness, she wrote in a sad,
lyrical tone of the fact that she was now going to marry a certain
foreign businessman called Globa and that, in taking this step, she

50 (Ka3anock, 4To 3T0 Gbin Apyro# yenoek.» 2:39.
51 «OH NHCEM HUKOMY He nucan.» 2:39.

52 «OH CMOTpeJ MPUCTAILHO, IPOH3UTENLHO B €€ I1a3a, MbiTasCh MPOHUKHYTH B €€ NyMbl, NOHATL. Ho
Hu4ero He nonsmn.» 2:40.

53 «Tamapa CMOTpENa Ha HEro, HO HMYEro He NMOHMMANna M HUYEr0 He BMAENA, OHa BMAENA JIHWb
3arpA3HEHHOE €ro JIULIO, CBANALIMECH BONOCH ¥ PBAHYIO THMHACTEPKY.» 2:40.
54 «Hazneioch, Bbl HE TIPUHAIM MOH HEBUHHLIHA JEBHUKH leneT 338 YHCTYI0 MOHETY.» 2:40.

146



did not want to leave nasty memories of herself in the mind of
Apollon Perepenchuk.55

The thematic similarities between this and the Rusanova-
Zamyslovskaia/Nadia V episodes analyzed earlier are manifold. Both describe
imagined, triumphant returns which are painfully belied by reality; both articulate this
theme in terms of a naive, youthful romance disrupted by war and revolution. Both
likewise depict amorous defeat to more socially prestigious rivals: Tamara forsakes
Apollon to marry a foreign businessman; Nadia forsakes Zoshchenko to marry into
the landed gentry, even receiving an estate as a wedding gift. There is also some
degree of correlation with the dates: it will be recalled that the tipping point in
Apollon and Tamara’s relationship came with the first rejection and Apollon’s joining
the army in 1916; this is the same year that Rusanova-Zamyslovskaia married. thus
marking a comparable tipping point in her relationship with Zoshchenko.*® Even the
fact that Tamara’s husband is a foreigner seems to chime with aspects of the
Rusanova-Zamyslovskaia story. The narrator of Before Sunrise describes returning to
Petrograd from Arkhangelsk to discover that Nadia V had left the city with her whole
family (including her husband and a newly-born child Zoshchenko was not aware of)
and gone over “to the Whites” (“k belym™).”’ In a later episode we learn that Nadia V
ended up in emigration in Paris nursing a rejection of her homeland so total that now
“she hates everything left in Russia.”>® Thus Nadia V’s marriage, maternity and exile
render her at once profoundly foreign while still being an inseparable part of

Zoshchenko’s private self; this sense of the self made foreign is echoed poetically in

5 «OHa € XEMaHHOCTbIO KOKETNHBOM JKEHIIMHbI MMCaa B IPYCTHOM, JIHPHYECKOM TOHE O TOM, YTO
HbIHYE OHA BHIXOJHT 3aMYX 33 HEKOEro HHOCTPaHHOro komepcaHnTa o6y 1 uTo, nenas 3ToT mar: OHa
He XOYeT OCTaBHTh O cebe XypHBIX BOCNIOMHHAHHH B NaMATH Anomnona [epenenuyka.» 2:43.

% See O Shilina, *“... Eto - zhelanie liubit'. Vas™’, p.96.

57 3:491. No date is given for this episode in Before Sunrise, but Tomashevskii shows that Zoshchenko
received permission to return to Petrograd from Arkhangelsk on 31 March 1918; see
‘Khronologicheskaia kanva’, p.342.

58 «OHa HeHaBHAMT BCe, YTO ocTanoch B Poccuu.» 3:516-517.
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Tamara’s marriage to a foreigner and the comic, foreign-sounding name she acquires:
‘Globa’.

In common with both the Rusanova-Zamyslovskaia episodes and the story
‘Love’ analyzed earlier, the plot of ‘Apollon and Tamara’ depends on a chronic
failure to keep in touch; specifically, the absence of timely and emotionally honest
letter-writing is crucial to both stories as well as being reflected in the Rusanova-
Zamyslovskaia/Nadia V vignettes. Importantly, in all of these instances, this concrete
inter-subjective failure coalesces into a broader meditation on the nature of love itself,
something perhaps most obvious in ‘Apollon and Tamara’. Both the main characters
in this story are obviously linked by a mutual love; Apollon’s overweening devotion
is all too obvious, but even the comparably level-headed Tamara can still cry in
private over Apollon’s photograph despite having rejected him twice.’® The problem
is that neither is particularly adept at reading the love of the other, and, perhaps more
importantly, neither can articulate their love in a way that transcends the gulf of
selfhood; it is for this reason that the romantic gestures of the couple stand out as
being so cloyingly sentimental, whether that is the affected tone of Tamara’s letter of
rejection or Apollon’s proposal while comically dressed in morning coat, clutching
gaudy flowers and sugary confections. What both experience is a love more
narcissistic than self-transcending, something implicit in Tamara’s unwillingness to
sacrifice material well-being for a sentiment that must strike her as comparatively
insubstantial. The predominance of narcissism in their love also tells in the way they
each handle the final rejection. By referring to her earlier infatuation as “innocent,
girlish prattle”, Tamara perhaps implies that it is as much her lost girlish innocence

that she Joves as Apollon himself; in fact there may well be a sense in which Apollon

%9 2:45.
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perhaps stands only as a reminder of a vanished youth. This sense of the lover as
psychological stand-in is made much clearer in the case of Apollon; in the line
immediately following Tamara’s rejection of him for the second and final time:
Apollon Perepenchuk retuned home, and at home it suddenly
dawned on him that nothing could now return his former life to him
and that his former life was laughable and naive. Also laughable and
naive was his desire to become a great musician and a man
renowned and celebrated. He also understood further that for the
whole of his life he had not lived in the way that was needed,

neither in what he had done nor in what he had said ... but as to how
he needed to have lived, even now he did not know.%

What is immediately striking about this passage is the complete absence of
images of Tamara in Apollon’s post mortem dissection of the affair; in fact Apollon’s
love seems to be closely tied up with a more generalized sense of self. or. more
precisely, it seems to be tied up with a more idealized sense of self. It is interesting to
note how the concrete failure of his love for Tamara (being twice rebuffed) quickly
translates into a more broad-based collision of subjective ideals with the experience of
reality. This surely recalls the mechanism of Freudian melancholia outlined in the first
chapter of this study; it will be recalled that, in the Freudian schema, the melancholic
ego suffers before the demands of static, self-made, narcissistic ideals that are
irreconcilable with the dynamic realities of lived existence. This melancholic subtext
becomes much clearer when one considers Apollon’s increasingly melancholic
behaviour in the wake of Tamara’s final rejection of him: “now he lay in bed for
whole days at a time”®'; he is increasingly given to bleak reflections on the bestial

meaninglessness of life and “felt that his game was lost and that life calmly carried on

o0

«AnojuioH IepeneHuyk BEPHYNCS IOMOH, H AOMa BAPYT NMOHAJ, YTO HHYTO Tenepb He B COCTOAHHU
BEpHYTb eMY MPEXKHEH XKUIHH H YTO MPEKHAA KHIHb CMELLIHA H HAHBHA. WM cMmelHo # HanBHO 6bLAO
€ro XKenaHue CTaTb BEIHKHM MYy3bIK2HTOM H 3HAMEHKTDLIM, MPOCJIABJIEHHBIM YEOBEKOM. U elle noHa:

BCIO CBOIO %M3Hb OH XK HE TakK, Kak HYXKHO, He TO JieNan U He TO roBophi ... Ho kak 6binio HyXHO, OH
1 Tenepb He 3Han.» 2:40-41.

61 «OH Le/bIMM THAMH JIEXKaN TeNepb B NOCTENHY; 2:41.
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without him.”®? This melancholia even tells in the music he plays: gone are the
dreamy waltzes of his youth; now “in his music it was impossible to trace either
motif, or even separate musical notes — it was some kind of horrifying, demonic,
animal roar.”® This unstructured, asymbolic soundscape recalls that “frugal
musicality” which Kristeva notes in melancholic speech and that was discussed 1n
chapter one; in its horrifying, animalistic character one perhaps catches something of
the instinct and drive-based nature of Kristeva’s semiotic which, detached from
symbolic convention, slides into the compelling meaninglessness of melancholia.
Apollon’s behaviour continues to become more and more irrational:
wandering around the town at night and without willing it he finds himself outside
Tamara’s house; here he is confronted by the heroine but, like the long-moustachioed
engineer at the railway station in ‘Love’, he is unable to say anything at all. Running
from the scene, Apollon then stumbles into a bizarre, almost involuntary suicide
attempt which is only thwarted by the intervention of a passer-by. Towards the end of
the story Apollon eventually finds a fragile peace working as a gravedigger in a
cemetery named after the Annunciation (“Blagoveshchenskoe kladbishche™). Here he
finds an unexpected sweetness and warmth in the “freshly dug earth” (“tol'ko chto
vyrytaia zemlia”), perhaps symbolically finding a firmer grounding in reality.
Moreover, if we recall the symbolic associations of melancholia with death and the
earth from chapter one, then this same scene becomes indicative of Apollon’s gradual
acceptance of death and loss amidst the promise of new life implied in the name of the
cemetery.® However, this new-found equilibrium remains extremely brittle: when

Apollon sees Tamara and her foreign partner together he immediately reverts to his

‘j «[O]H 4yBCTBYET, YTO €r0 Hrpa MPOHIPaHa U YTO KH3IHb CNOKOHHO MpoAoXKaeTca 6e3 Hero.» 2:43.
63 «Ho B €ro My3bIKe Helb3si 6bIN0 MPOCNEANTL HU MOTHBA, HH JaXE OTAC/bHbIX MY3bIKaJbHBIX HOT —
970 6BLT KAKON-TO YXKacalomuii, 66COBCKHH PEB XXUBOTHOTO.» 2:41.

642:48
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old self; in an echo of both the Rusanova-Zamyslovskaia episode related earlier and
the behaviour of the long-moustachioed engineer from ‘Love’, Apollon hides and
watches the couple “like an animal” (“kak zver™) before finally running away.®® This
event strengthens the pathological cast characterising Apollon’s narcissistic love for
Tamara; it posits a latent psychological complex at the heart of the hero’s love for the
heroine that is never finally overcome, and which always threatens to unstitch the
libidinal threads that bind him to the world beyond himself.

Many of these themes, including the important association of love and
melancholia, find additional reflection in the short story cycle that first marked
Zoshchenko out as a comic writer of rare ability: Stories of Nazar Il'ich. Mr
Sinebriukhov (Rasskazy Nazara Il'icha gospodina Sinebriukhova, 1922). The echoes
of the Rusanova-Zamyslovskaia affair mostly cluster around the bewitching figure of
the “fair Polish wench” (“prekrasnaia poliachka™) Viktoriia Kazimirovna.* In the
story which bears her name (‘Viktoriia Kazimirovna’), she is introduced as the
adoptive daughter of a Polish miller whose village lies between the Russian and
German lines during the First World War. The narrator-hero of the cycle, the
eponymous Sinebriukhov, falls in love with Viktoriia Kazimirovna who persuades
him to help her uncover the hiding place of her father’s hidden fortune. When
Sinebriukhov’s plan accidentally leads to the death of the miller before he could
reveal the location of his stash, the “fair Polish wench™, now newly impoverished,

presents him with an ultimatum:

Now you either fetch me, even if from the depths of the sea, some
kind of modest capital, or else, she said, you’ll be the worst villain
to me and I'll leave, I know where I’ll go, to the rear - Ensign

65
2:48.
% Rasskazy Nazara Il'icha gospodina Sinebriukhova, 1:28.
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Lapushkin has asked me to be his mistress and has even promised
me the cutest little gold watch with a bracelet.®’

What is striking here is the extent to which this rehearses themes already familiar
from the foregoing analysis. Importantly, Viktoriia Kazimirovna manifests the same
ambivalent combination of love and material self-interest that characterised the
heroines in ‘Apollon and Tamara’ and ‘Love’, so obviously in the case of the former
and more ambiguously with the latter. In addition, if we recall the motif of un- or anti-
Soviet, female foreignness identified in ‘Apollon and Tamara’ and the account of the
Rusanova-Zamyslovskaia affair in Before Sunrise, then it is also noteworthy that the
“fair Polish wench” is both explicitly foreign and, at the very least, implicitly un-
Soviet.®® Moreover, just as with ‘Apollon and Tamara’ and the Rusanova-
Zamyslovskaia affair, there is the threat from a love rival of higher rank; while we
know little of Sinebriukhov’s exact place in the military hierarchy, we know for sure
that he is definitely not an officer, and that consequently Ensign Lapushkin would be
his superior. Importantly, as has been shown earlier, all these themes, the inscrutable
mix of love and material self-interest, the foreign woman and the socially superior
rival, find some basis in the Rusanova-Zamyslovskaia affair; even the rhetorical
invocation of “the depths of the sea” chimes with the image of the sinking ship that is
so memorably associated with the Rusanova-Zamyslovskaia affair in Before Sunrise.
Sinebriukhov, of course, does not have the money to meet the demands of his
beguiling Polish lover; however an opportunity presents itself in the unlikely form of

a raid on the German trenches in which Sinebriukhov has to take part. In the course of

67 «M Tenepb NOCTaHbL Thl MHE XOTh C MOPCKOro AHa KakoH-HWOyab HEGONbIIOA KanuTan, a MHave,
FOBODHT, Thi TEPBbIH 11 MEHS TIPECTYNHHUK, M YHIY 1, 3Hal0 Kyna, B 0603, - 382 MEHA B IOGOBHHLIbI
?apanopmux Jlanymxus K obeman naxe 3010Tble 4acHIIKH ¢ GpacneTkoit.» 1:40.

The story is set before the revolution, so in this more limited sense the heroine can be considered un-
Soviet. However, the story was written less than two years after the end of the bitter Soviet-Polish war
in October 1920; arguably in this context, the depiction of a materialistic, opportunistic Pole would

invariably lend the character a more actively anti-Soviet coloration in the mind of a contemporary
Soviet reader.
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the action, the hero is forced to kill a German soldier who was barring his return to the
Russian lines; the deed done, Sinebriukhov then calmly robs the corpse of his fallen
opponent taking a watch and a wallet full of foreign money. Thus he acquires the
“modest capital” he needs in order to maintain himself in his beloved’s affections.
Unfortunately, the hero now finds himself separated from his comrades and stranded
in no man’s land with no cover but for some long grass. To make matters worse he
attracts the attention of a raven (“voron™) that has mistaken him for carrion
(“padal™); thus begins a darkly comic struggle between the hero and the raven; the
hero, while anxious to chase off the “filthy bird” (“ptich'ia nechist™), nonetheless has
to be mindful of attracting the attention of nearby German soldiers.®® In the end
Sinebriukhov runs for the Russian line and escapes from both from the field and the
raven, but is wounded in the process. However, once he has recovered he finds that
the money he took from the dead German has disappeared and, although he is
decorated for his part in the action, he loses Viktoriia Kazimirovna to Ensign
Lapushkin. Zoshchenko himself was, of course wounded in the field; moreover, it will
be remembered from the account of the Rusanova-Zamyslovskaia affair in Before
Sunrise that Zoshchenko too returned wounded and decorated for valour in the field to
find himself forsaken in love in favour of a more prestigious rival.

It is worth returning to Sinebriukhov’s macabre struggle with the raven for it
is perhaps the most arresting image in the whole story. It recalls Pushkin's folkloric
poem ‘One raven to another flies ...” (*Voron k voronu letit...” 1828), in which two
ravens resolve to feast upon a newly slain knight (“bogaryr”) lying beaten on the

field. The poem ends with the tragic image of the knight’s mistress: “His mistress

¥ 1:43.
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waits for her true love| Not one slain, but one who lives.””® The inevitable switching
of the lady’s affections that is so discreetly suggested by Pushkin is rendered in
carthier and more cynical tones in the original Scottish Border ballad of which
Pushkin’s poem is a loose verse translation: in this original version, one raven says to
the other with ghoulish delight: “His lady’s ta’en another mate,| So we may mak our
dinner sweet.””' Thus, the image, albeit refracted tragicomically in the case of
Sinebriukhov, is profoundly melancholic in its suggestion of a fallen soldier fighting
for life and love, threatened always with being ultimately forsaken in death.

The melancholy in this image is only intensified by the way in which the
demonic persistence of Sinebriukhov’s raven also recalls the explicitly melancholy,
Plutonian prophet from Edgar Allan Poe’s famous poem ‘The Raven’ (1845).”
Interestingly in this regard, the narrator of Poe’s poem twice addresses the bird thus:
«Prophet!” said I, ‘thing of evil! — prophet still, if bird or devil!’”” This
demonological coloration is echoed in Sinebriukhov’s reference to his feathered
tormentor as a “filthy bird” (“ptich'ia nechist™): nechist' describes the unclean in both
a literal and a spiritual sense, in the latter mode denoting an evil spirit. Importantly,
Sinebriukhov’s raven “sat right down on [his] chest” to peck and beat at him.”* Poe’s

raven is felt as a similarly thoracic phenomenon: Poe describes the raven as a “fowl

7 (A xo3siika xaeT munoro,| He yGbitoro, xusoro.» ‘Voron k voronu letit...’ in A S Pushkin,
Sobranie sochinenii v voc'mi tomakh (Moscow: Khudozhestvennaia literature, 1967-1970), T3, p.72.

71 «Twa Corbies’ in W Scott, Minstrelsy of the Scottish Border: Consisting of Historical and Romantic
Ballads Collected in the Southern Counties of Scotland With a Few of More Modern Date Founded
Upon Local Tradition (London: G G Harrap, 1931).

7 The reference is not as improbable as may appear at first glance. Poe was extremely influential on
Russian literature of the Silver Age, due in no small part to the enthusiastic advocacy of Konstantin
Bal'mont [see for example A Pyman, A History of Russian Symbolism (Cambridge: Cambridge
university Press, 1994), p. 80]. Although Zoshchenko achieved literary fame after the revolution,
Before Sunrise confirms the degree to which he was a mental product of the Silver Age; in fact, Before
Sunrise also includes a lengthy discussion of Poe’s melancholia (see 3:644-647) in which Zoshchenko
describes the American as “a remarkable writer, the influence of whom on the fate of all world
literature has been enormous” («3aMedaTellbHbIA NUCaTeNb, BAUSHHE KOTOPOro GbLIO OFPOMHBIM Ha
c?:mby BCeH MHPOBOH JIMTEPATYphL.» 3:644.)

7 E A Poe, ‘The Raven’, in The Portable Edgar Allan Poe, edited and introduced by J Gerald Kennedy
(London: Penguin, 2006), p. 425.

7 ([IT}pamo Ha rpyab camutesy; 1:43.
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whose fiery eyes now burned into my bosom’s core:””” he then goes on to admonish
the bird in terms of the same metaphor: “‘Take thy beak from out my heart, and take
thy form from off my door!”””® Poe’s poem is about the impossibility of mourning a
love lost in death; it thus amplifies the intertextual effect established above, but it
translates this into more explicitly melancholic terms. In respect of the wordlessness
of melancholia discussed in the first chapter it is interesting to note how both
Zoshchenko’s and Poe’s birds also present some form of impediment to speech and
thought: this is most obvious with Poe’s raven who concludes and stifles the
narrator’s every stanza with a bleakly repetitive “Nevermore”; it is also more
obliquely present in the fact that Sinebriukhov’s bird “hissed” (“shipir™) at the hero;
shipet’ means both to hiss and to shush and in this context both meanings pertain.”’
The big difference of course is that while there is no end to the suffering of Poe’s
miserable narrator, Sinebriukhov manages to elude his tormenting, melancholic
demon by braving enemy fire and leaving it behind on the battlefield. Yet his brush
with melancholia remains a powerful image which colours much of the remaining
stories in the cycle.

Interestingly, Sinebriukhov’s ordeal with the raven of melancholia begins as
soon as his thoughts turn to Viktoriia Kazimirovna, in the course the same sentence in
fact: “Here I started to think about Viktoriia Kazimirovna, I just looked — from up
above a raven was flying down at me.””® Viktoriia Kazimirovna, being narratively
associated with the raven, thus also becomes symbolically entwined with the
melancholia that it represents. In view of her being something of a pathological love

object, it is important to note that this is not the first story in the cycle to feature the

7 “The Raven’, p. 424.

™ Ibid, p. 425.

7 1:43.

™ «CTan s TYT Kymath Ipo Buktopuio KasUMHPOBHY, ToMnbko CMOTPIO — CBEPXY Ha MEHS BOPOH
cnyckaercs.» §:43.
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beguiling Pole; she was actually introduced to the reader in the preceding story called
‘A High Society Tale’ (‘Velikosvetskaia istoriia’, 1922). Importantly though, at her
first appearance she is introduced as the Polish wife of Sinebriukhov’s commanding
officer: in other words in a context incompatible with her other role as the adoptive
daughter of a Polish miller in the story “Viktoriia Kazimirovna’. This confusion is
referred to explicitly by Sinebriukhov himself, who tries to correct himself,
suggesting of ‘A High Society Tale’ that “there was no fair Polish wench Viktoriia
Kazimirovna that time. There was then some other personage, possibly also a Polish
wench”.” This discrepancy is not only supposed to be noticed, but it is of the utmost
importance in understanding the nature and function of Viktoriia Kazimirovna in the
stories in which she appears. At one level this deliberate narrative solecism can be
interpreted as part of the comically unreliable narration that makes Sinebriukhov’s
skaz narration so compelling. However, there is also a sense in which it makes
Viktoriia Kazimirovna seem somehow unreal, or at least more imagined than real.
The story itself, and indeed the whole cycle, is refracted through the voice of
Sinebriukhov which means that Viktoriia Kazimirovna is not objectified as a
character in her own right; the reader only ever sees her through Sinebriukhov’s eyes
and the image we see of her is a purely narcissistic construct. It is for this reason that
the same female image can appear in two mutually-exclusive contexts; it is also for
this reason that she becomes so intimately associated with melancholia.

When the three stories analyzed here are read together they come to constitute
something of a bleak meditation on the narcissistic ambiguities of love. To some
extent, the whole of this dismal, philosophical reflection can be condensed into the

comic image of Apollon’s morning-coated proposal with sweets and oleanders from

» «[[{Ja TONBKO HE 6bL10 B TOT pa3 MpekpacHoH nonguxky Buxkropuu Ka3umupoBHbl. Buuia Torna
apyras 0coba, Toxke, MOXKET GbITh, NONTIKAN; 1:38.
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the story ‘Apollon and Tamara’ noted above. This image reveals the two sides of a
love whose narcissistic limitations always belie its metaphysical ambitions. On the
one hand the fancy clothes, gaudy colours and cloying sweetness suggest a
superficial, gestural romanticism equally divorced from psychic and external realities,
an empty sentimentalism that was later to become the central satirical theme of
Zoshchenko’s famous Sentimental Tales. On the other hand however, this comic
image conceals within itself an altogether darker understanding of love: the sugary
sweets and hot house flowers suggest something both nutritionally insubstantial and
ill-suited to the harsh exigencies of lived reality; moreover, that oleanders are toxic
serves only to underline the psychological poison inhering in the fine-sounding,
metaphysical ideal of romantic love. This melancholic philosophy in which love is
both hollow sentiment and psychological poison is depressing enough in itself, but
what is equally important to note is the extent to which this meditation on the nature
of love chimes with what is known about the Rusanova-Zamyslovskaia episode.
Turning again to the account of the Rusanova-Zamyslovskaia/Nadia V
romance in Before Sunrise, in particular the episode entitled ‘A Rendezvous’, this
notion of love as both empty gesture and psychological poison is readily identifiable.
When Nadia V complains of the narrator’s brooding silences, he replies, a little
sophomorically: ] don’t consider it a virtue to say words which tens of thousands of
people have uttered before me.”®® Although his cocksure rejection of the romantic
clichés of the muititude is subsequently diluted by his all too bourgeois
embarrassment at kissing in public, the narrator nonetheless voices a dissatisfaction
with love as hackneyed gesture (verbal or otherwise) and prefers silence in lieu of a

more authentic intersubjective exchange. The more metaphysical union that the

% (5| He CUMTAIO JOCTOMHCTBOM TOBOPHTb CJIOB3, KOTOpDbie 1O MEHS MPOM3HOCHIH ACCATKH THCAY
monehi.» 3:465.
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narrator craves is, of course, ultimately chimerical; instead the couple have to make
do with yet another cliché: kissing in the dark of a cinema with the evocative name
Molniia (Lightning).8' The pathological cast hanging over all of this derives from the
way that the confluence of amorous flirtation, water and lightning participates in the
larger symbolic economy of Before Sunrise; these symbols are ultimately construed to
become the neurotic patterns which structure the anxiety and melancholia which the
work as a whole attempts to understand.®?> That the other Rusanova-
Zamyslovskaia/Nadia V episodes are similarly inflected, as indeed are all the
vignettes in the first half of Before Sunrise, lends a generalised pathological colouring
to this whole story of youth and first love.

The narcissistic love analyzed above, with its deep connection to the
Rusanova-Zamyslovskaia affair and with its accompanying pathologies, is a
prominent feature of a number of Zoshchenko’s works; it is particularly obvious in his
longer tales whose depictions of narcissistic love involve lovers becoming stand-ins
for idealized objects and affections correspondingly shifting with comic swiftness.
Thus, in the tale ‘Of What the Nightingale Sang’ (‘O chem pel solovei’, 19235), the
hero forsakes marriage to his beloved because he cannot realize his comic fixation on
furnishing the marital home with his prospective mother-in-law’s chest of drawers
(komod). This comic, psychological substitution of furniture for lover is underlined by
the fact that his beloved, Liza Rundukova, has a furniture-themed surname: runduk is
an old fashioned word meaning a chest or trunk. The furniture connection, in its
paltriness and banality, is of course immensely funny, but it also contains within itself
a more serious irony: both ostensible love objects evoke domestic storage and are thus

implicitly empty vessels, waiting to be packed with the hero’s own personal baggage,

81 3.465.

22 A indicated above, the symbolic economy and neurotic patters of Before Sunrise will be discussed
in depth in the final chapter.
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both actual and psychological. This sense of a love object, be it woman or storage
solution, serving as a narcissistic container for the hero’s own love of self functions to
ground the story’s main comic conceit in the absurd extremes of the hero’s ego-ideal.
This is something which tells in the hero’s hyperbolical insistence that, in the
argument over the ownership of the chest of drawers, “he would not take one step
back from his ideals.”™ The invocation of personal ideals is, of course, a form of
comic exaggeration; however, it also recalls the intimate connection between
narcissism and idealism that so characterises the Rusanova-Zamyslovskaia affair as
analyzed above in both its biographical dimension and its fiction encryption. In fact,
the narcissistic aspects of this comic substitution were, as in ‘Apollon and Tamara,
foreshadowed earlier in the story in a telling flower image: the ostensible object of the
hero’s love, Liza Rundukova, was comically introduced by the narrator of the tale as a
“lily-of the-valley and nasturtium” (“landysh i nasturtsiia”);* the latter flower being
famously edible and the former poisonous, the image, as well as being comically
incongruous, readily captures the poisonous self-interest inhering in the hero’s
narcissistic love for her.

The narcissistic substitution of love objects is also central to the plot of the
story ‘The Nanny-Goat’ (‘Koza’, 1923). In this tale, the hero’s attempt to marry his
landlady founders because he actually covets not the woman in question, but rather a
goat whose ownership he erroneously attributes to her. The goat in turn comes to be
associated in the mind of the hero with “abundance ... support [... and] peace™.
Thus, his coveting of both the landlady and the goat is really part of the same

narcissistic yearning for personal peace and material provision; in light of this the

reader is hardly surprised to learn that by the end of the story the landlady has

:: «[H]u Ba war He OTCTYNHTCS OT CBOMX HaeanoB.» Sentimental'nye povesti, 2:121 (my italics).
2:113.

% «{ITjonnas uama ... [oanepxxka [...] Tlokot»; 2:14.
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abandoned the hero in favour of another tenant and rival for her affections, leaving
him to sink into beggary. This same pattern of narcissistic love carries into later tales
as well, such as ‘The Lilacs are Blooming’ (‘Siren’ tsvetet’, 1930). Here the hero
leaves a marriage of convenience undertaken for selfish, material motives because his
personal circumstances now afford him the luxury of a marriage for love. Trying to
test the genuineness of his new bride’s love by pretending to be a pauper, he fails and
comes to the realization that “no-one ever did anything selﬂessly.”86 He thus contents
himself with the narcissistic reality of love and apparently abandons his romantic
ideals. This is something which the hero’s of Michel Siniagin (Mishel' Siniagin, 1930)
and Youth Restored (Vosvrashennaia molodost’, 1933) both conspicuously fail to do
and, consequently, love, in both their cases, founders on the unacknowledged
selfishness at its heart.

If there are profound resonances between the account of the Rusanova-
Zamyslovskaia affair in Before Sumrise and its fictional reflection, then more
interesting still is the way that these same themes can be further identified in the
surviving correspondence from the affair. To be sure, the available documents are
minimal, taking the form of several drafts of letters from Zoshchenko to Rusanova-
Zamyslovskaia; there are of course no final versions of Zoshchenko’s letters, which, if
completed and sent at all, would presumably have ended up in Rusanova-
Zamyslovskaia’s possession; there is also nothing at all from Rusanova-

Zamyslovskaia’s side.” However, the draft letters that survive add a fascinating depth

% «[B]e3 KOpHICTH HHKTO HHKOTa H HHYETO He Aenaet.» 2:174.

¥ These drafts are held in the Zoshchenko archive at the Institute of Russian Literature (Pushkin
House) in St Petersburg; four of them have been published with a commentary by Ol'ga Shilina in the
collection Materialy k tvorcheskoi biografii (see O Shilina, ‘“... Eto - zhelanie liubit'. Vas™. pPp.94-
101). The fate of the letters from Rusanova-Zamyslovskaia is unclear, although Shilina suggests (p.95,
footnote 6) that “it is possible” («Bo3moxHo») that they were destroyed in the incident related by
Zoshchenko’s wife when she was asked by the author during a period of illness in March 1924 to burn
the letters of his “former lovers” («OmiBmKX moGoHuu»). The incident is described in Vera
Zoshchenko’s recollections edited and excerpted by G V Filippov as ‘Lichnost’ M. Zoshchenko po
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to the picture of the romance adumbrated above. The first letter in the selection
published by Shilina is dated 24" December 1915 and is evidently written from the
Front. In view of the recurrent motif of unwritten letters identified above, it is not
insignificant that the letter opens with an explanation of prolonged, epistolary silence:
«T wouldn’t be lying to you, Nadia, if I said that since I left I have tried to write to you
many times and each time 1 have not been able to finish the letter”.® Zoshchenko
insists that this is not because of “laziness or disinclination to write” (“len’ ili
nezhelanie pisat™), but rather because: “too many obscure questions, large and small,
have built up in my mind, which would have embittered the letter and made you,
perhaps, understand it differently.”89 In other words, it is a fear of the pallor of words,
of the text’s capacity for denaturing, even losing the intended authorial meaning that
deters Zoshchenko from putting pen to paper. There is a very real sense here in which
Zoshchenko voices the same disenchantment with the gestures of sentimentality that
were observed in the account in Before Sunrise and in the story ‘Apollon and
Tamara’. Importantly, he insists that he has not “prefaced” (“predposlal”) it thus “in
order somehow to begin a letter after a long silence; I wrote it in order to sketch out
several genuine features about myself and my undefined silence.””® This preface is
therefore not a rhetorical gesture, but an earnest attempt to accurately capture in text
something of the author’s sense of selthood.

Much of this, of course, is attributable to the genuine difficulties of staying in

touch in wartime and must have been a common enough experience for soldiers and

vospominaniiam ego zheny (1916-1929) in N A Groznova and V P Muromskii (eds) Mikhail
Zoshchenko: Materialy k tvorcheskoi biografii (St Petersburg: Nauka, 1997-2002), Vol. 1, p.70.

8 4 ue conry Bam, Hans, ecnu ckaxy, 4TO C TOTO BPEMEHH, Kak i yexal, S MHOTO pa3 nbiTancs
nucaTh Bam M BCAKHH pa3 He CMOT 3aKOHYUTh NHUCbMay; *“... Eto - zhelanie liubit'. Vas™, p.97.

8 ((C)TMIIKOM MHOIO HAKOMMIOCH Y MEHA HEACHBIX BOMPOCOB, GONLIIMX U MANCHBKHX, KOTOpHIC
oTAryany 6u NHCHMO H 3acTaBHIH Obl Bac, 6bITh MOXKET, NOHATL NO-HHOMY.» Ibid, p.97.

% (10 MaleHbKOE BCTYIUIEHHE i MPEANOCHaN He MOTOMY, YTOOb Kak-HHOyab HauaTh MMCbMO nocne
JONTOT0 MOJYAHHS, 8 HANMCan ero, YToGbl 1aTh HECKONLKO BEPHIX WUITPHXOB 0 cebe M CBOEM
HEONpEeAENICHHOM MOTYaHHH.» Ibid, p.97.
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sweethearts in all the belligerent nations; indeed, Zoshchenko even assures Rusanova-
Zamyslovskaia that, were they only able to meet, “everything would become definite,
everything would become clear at once”.”! However, having said this, he then gives
the reader every reason to doubt the likelihood of this; the letter moves on to a pretty
unsparing summary of the relationship as it approaches its fifth anniversary:

A sombre truth, a sad picture of our relations emerges: out of five

years there have been at least three years of quarrels and small

misunderstandings, one year of uncertain expectation and obscure

thoughts and a year, perhaps, of quiet friendship plus, if you like,

being a little in love (from my side).”
On the basis of this, it is hard to see how being closer together would necessarily
resolve anything. Particularly telling, is that parenthetical “from my side™; even in that
part of the letter least concerned with himself, Zoshchenko still inscribes himself into
the background.

This narcissistic need to maintain the integrity of the self translates into a
profound ambivalence in his hopes for the romance. The cold tone noted above
initially continues when he suggests: “let there be a calm and brave acknowledgement
of friendship”;”> however, this is tempered into suggestive ambivalence when the tone
warms up significantly by the last line of the letter: “I wouldn’t be lying to you if ]
said that 1 remember you much more often than simple, cold friendship requires.”*

Shilina emphasizes this ambivalent attitude to love in her commentary, suggesting

that for the reader of the letters: “here before us is a poet; a romantic, dreaming of

9 ((B]ce 6bl OMPENENHIOC, BCe Gkl BHIACHWNOCH Cpasy»; Ibid, p.97.
9 «BuifineT nevaibHas HCTHHA, IPYCTHA8 KapTHHA HallMX OTHOWIEHUH: U3 NATY NeT, no KpaiHel Mepe,
NpH TOfa CCOPbl M MANEHbKUX HEIOPa3yMEHHH, rOJl HEONpeNeNeHHbIX 0XKMIAHHA W HEACHBIX IyM W

ron, ObITb MOXET, CTOKOWHOH ApYXObl IUNOC, NOXamyH, maneHbkofi Bmo6neHHocTd (¢ moeh
cropossi). Ibid, p.97.

% (TlycTs GyzeT COKo#HHOE ¥ CMenoe co3HaHue apyx6u1.» Ibid, p.97.

% (A He conry Bam, ecnu ckaxy, 4TO BCMOMHHal0 Bac ropasno uaine, 4em 3to Tpebyer cras
xonoxHas apyx6a.» Ibid, p.97. fipo
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love and at the same time being afraid of drawing near to it so as not to lose it”.”> One
might modify this slightly and suggest that it is less love itself that Zoshchenko is
afraid of losing as much as he is afraid of losing himself in love; this is a corollary of
that concern over losing himself in text that so characterised the opening of the letter.
As will be seen later, this equivalence of loss in love and loss in text is a recurrent
feature of Zoshchenko’s writing.

The narcissistic ambivalence identified above is carried to an even greater
degree in the letter dated April 1916. The tone of this letter is vastly different to the
previous one; it is defensive, slightly indignant and permeated by a sense of hurt. The
reason for this changed tone is that it is apparently written in response to the
discovery that Nadia is to marry someone else. In fact, what appears to be extracts
from Nadia’s postcard with the news is elevated into an epigraph for the whole letter:
«By the way, I'm getting married ... I love ... and I remember you ...”"% Read in
this context the epigraph acquires a tone of nervous coquettishness which at once
recalls the affectedly coquettish note of Tamara’s letter to Apollon explaining her
intention to marry the foreign businessman’”’ However, what is particularly
fascinating in this letter is the image of love Zoshchenko evokes in response; he
recalls an earlier conversation of theirs on the subject of marriage from the summer

before he left, when he claims to have said:

If you want to prolong my love, do not ask for a wedding and do not
give yourself to me. Be like a fairy tale: always desired, be a nymph

% « 3pech nepeld Hamu nodT. PomaHTHK, MedTalomiu#t o0 mobBH U BMecTe ¢ Tem Goswmics
gpuﬁnmmcn K Helt, 1abbl He yTpaTHTb €e»; Tbid, pp.94-95.

«‘Mexy TpOUMM, S BBIXOXY 3aMyX ... Jobmo ... A Bac nomnio ...”» Ibid, p.99 (ellipses in
original).That the epigraph is from Nadia’s postcard is not explicit, but is strongly implied by the
structure of Zoshchenko’s letter; Shilina evidently reads it this way, but stresses that it is only a
possible reading (same source, p.100). That the epigraph was not formally attributed is surely normal
for a letter in which the quote is from a recent letter of the addressee and so would be instantly
recognisable in its original context.

%7 The echo of the epigraph in ‘Apollon and Tamara’ perhaps strengthens the argument for reading the
unattributed epigraph as an extract from Nadia’s postcard.
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in this forest, by a whirlpool — a whirlpool, on the bank there is a

water nymph [rusalka] ... It was only one summer ... I said this to

you ... Don’t give yourself to me. Now, when I am no longer

intoxicated by your closeness, this is what 1 ask: do not give

yourself to me. Later 1 will ask, implore affectionately and

demandingly, perhaps I will agree to all conditions — but do not

count on it. Be elusive. You poor thing, how this has struck you ...

you really did love me ... What is this — joke or whim? You did not

know. This is the desire to love. You.”®
It is telling that Zoshchenko enjoins Nadia to be “elusive” apparently without
realising the irony that, in marrying another, she presumably succeeds in doing just
that, at least in terms of her relationship with Zoshchenko. In fact, the abiding
impression is that his desire for Nadia is for an idealized image for which she stands
as much as for her in concrete reality; he yearns equally for love itself as he does for
his beloved per se. This idealized love is perhaps most obviously reflected in the
telling punctuation of the last statement in the quoted extract above; that full stop
between ‘love’ and ‘you’ inserts a degree of distance between love and its object that
is as much symbolic as orthographic; it opens the fleeting possibility that, in
psychological terms, the verb might be both transitive and intransitive. The sense that
part of his love is objectless also tells in Zoshchenko’s visualisation of the romance in
mythical and folkloric terms: the no doubt unintended implication is that part of it has
no concrete basis in historical fact. More fascinating still is his desire to see Nadia as
«a water nymph” (“rusalka”) from Slavic mythology; the rusalka is a water spirit who
dwells at the bottom of lakes and first bewitches, before luring men to their deaths in

the water. This is a pretty pathological amorous ideal in and of itself, but it becomes

the more so when one recalls the association of the romance with a sinking ship in

9% Ecnu Bbl XOTHTE MPOAOIDKHTH N0GOBL MOIO, He Tpelyiite cBanbObl M He ornasaitrech Mue. byabte
kaK CKa3Ka: BCEria kenanHas, GyIbTe B 3TOM Jiecy HHM(a, y OMyTa — OMYT, Ha Gepery pycaika...
Tonsko OfHO neTo... S roopun Bam 370... He oTnasaitrecs MHe. Celtuac, kOraa s He ONbSHEH ellle
Gnu30cThio Bawedt, 8 Tak npowry: He oTaasalreck MHe. [Totom s Gydy MpOCHTE, YMONATH J1aCKOBO 4
TpeboBaTenbHO, MOXET 6bIThb, COTNIALTYCh HA BCE YCNIOBUS — HE BepbTe. bynbTe Heynosumbi. benuas,
xax Bac nopasuio 37o... Bul Befb moGunu Mend... Yro 370 — HacMeluka wan npuxots? Bul He 3xany.
10 xenanue mobuts. Bac.» Ibid, p.99 [all ellipses present in the original].
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Before Sunrise and noted above. Importantly though, for all this symbolic weight.
Zoshchenko is not simply in love with a detached symbol; if he were, the marriage of
his beloved would presumably leave that symbol intact and thus not change anything.
That his letter is shot through with a sense of hurt and loss implies that his idealized,
symbolic love is impossibly tied to an object with its own concrete, objective
existence. It is thus a profoundly narcissistic love; his loss is in part of loss of self,
that loss “of a more ideal kind” which, as shown in chapter one, Freud suggested
afflicts the melancholic.

Before leaving these letters, it is important to confront the issue of duplication
and the confused dating which Shilina notes in her commentary; she observes that two
of the letters are “almost identical” (“pochti identichny”) in content, yet are dated one
year apart from each other.” In her parenthetical editorial emendations, Shilina seems
to suggest the possibility that the date of the earlier letter may be wrong, however she
offers no indication of the reason for selecting the later date as correct and there is
nothing in the letters themselves that allows for one date to be chosen over the
other.!® However, more interesting than the exact date of the letter is the fact of the
apparent repetition of content across time; in particular, the divergent dates combined
with such striking similarity of content must surely suggest some kind of writing
beyond the events themselves. In this respect it is crucial to remember that the
surviving letters are only drafts and, in the absence of the other side of the
correspondence, there can be no certainty that they were ever sent, or even that they
were ever intended to be sent. Given all this, it is surely plausible that some (or
perhaps even all) of these letters could have been written after the event and

backdated, quite possibly without a view to sending them. This would account for the

* Ibid, p.96.
' [hid, p.98.
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inconsistent dating and repetition, but, more interestingly, it would make the surviving
letters some kind of personal exercise in re-living and re-writing a profound personal
loss. This kind of re-writing of the event in unsent letters would seem to lend itself to
being conceived as some sort of attempt at catharsis in a broadly Aristotelian sense,
whereby the mimetic performance in text of a deep personal loss might function to
facilitate emotional release or psychic purgation.'®! Given the prominence of the
theme of epistolary silence in all the fictional and autobiographical rehearsals of the
romance analyzed above, it is quite conceivable that these letters are, in part at least,
an attempt to re-write the incident: to write the letter that was never sent, or to send
earlier the letter that might have changed the course of things. This view perhaps finds
further support in the fact that Shilina found a series of five type-written copies in the
same fond as the hand-written drafts she published; two of these corresponded to
hand-written drafts with which they did not completely coincide, while the remaining
three had no corresponding hand-written draft.'® She decided not to publish these
because, in the absence of identifiable handwriting, the provenance could not be
unambiguously asserted; yet, taking their thematic connection to the published drafts
into account, it is surely quite possible to read these as further evidence of re-writing
beyond the time of the affair.

In this respect, it is important to note that Shilina, following the earlier
example of Dmitrii Moldavskii, detects notes of stylistic experimentation and a search
for poetic voice in Zoshchenko’s correspondence from this period, something Shilina
particularly emphasizes in connection with the drafts of the Rusanova-Zamyslovskaia

letters.'®® This view of the letters as proto-literary artefacts perhaps allows one to

101 See the seminal discussion of tragedy in Aristotle, Poetics, trans. M Heath (London: Penguin, 1996)
102« Eto - zhelanie liubit'. Vas™, p.98. ' '

1% Ibid, p.94. Moldavskii sees the letter form in general as offering a kind of literary test-bed for
Zoshchenko before he found his literary niche and imputes a self-contained literary value to the early
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observe in them the first steps in a process of re-thinking and re-enacting the lost love
in text that would ultimately extend to fully-fledged works of fiction. This would
certainly account for the intensely personal resonances of the affair evident in the
stories analyzed above. In view of this it is interesting that, in her memoir of
Zoshchenko, the artist Nina Noskovich-Lekarenko mentions being shown a

photograph of Nadia Rusanova-Zamyslovskaia during a visit to the writer’s home in

the thirties:

On his writing desk, under glass was a small photograph of a
beautiful young woman in a large hat of the 1914-15 fashion.
Mikhail Mikhailovich told me, having shown this portrait, that once
he had really loved this lady and that she now lived abroad.'®
This recollection confirms the extent to which the loss of his first love haunted
Zoshchenko; it is also hugely significant, in view of the extensive literary rehearsal of
the affair suggested above, that the photograph stands on the writer’s desk. Indeed,
holding this image in mind and recalling the fact that Rusanova-Zamyslovskaia
married into the landed gentry, it is surely too tempting to resist speculating that the
photograph of the lady aristocrat in the large hat informed. to some degree at least,

that famously hatted female aristocrat of Zoshchenko's much loved story of that

name, the opening lines of which are:

Well brothers, I can’t stand women in hats. If she’s in a hat, if she’s

got lisle stockings on, or a little pug in her arms, or a gold tooth then

that kilrggl’s an aristocrat to me and not a woman at all, just blank
space.

letters; see D M Moldavskii, Mikhail Zoshchenko: ocherk tvorchestva (Leningrad: Sovetskii pisatel’,
1977), p-13.
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«Ha 6lopo noa crexiom maneHbkas ¢ororpadus kpacuBoH ManeHbKOH KeHWHHb B GonblON
uwisne Moast 1914-1915rr. Muxann Muxahnosuy ckasan MmHe, noka3aB TOT NOPTPET, YTO KOrAa-To
OH OYeHb MOGKN 3Ty JaMy M 4TO XHBET OHa 3a rpaHuuei.» N A Noskovich-Lekarenko, ‘Slava — eto

vdova’ in lu V Tomashevskii (ed), Vspominaia Mikhaila Zoshchenko (Leningrad: Khudozhestvennaia
literatura, 1990), pp. 304-305.

105
«51, 6paTibl MOH, He mobmo 6a6, koropeie B wnsnkax. Exenn 6aba 8 wnsnke, exenn uyNouKH Ha

Hell PUIbNEKOCOBHIE, WM MOTICHK Y Hell Ha pykax, uiu 3y6 3010TOM, TO Takas apHCTOKpaTKa MHE H He
6aba BoBce, a rnankoe Mecto.» 'Aristokratka’, 1:170.
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Read in this way, the hidden personal subtext of love and loss suggested above
perhaps infuses that Gogolian sounding “blank space™ (“gladkoe mesto™) with a
profoundly melancholic sense of personal loss; importantly the “gladkoe mesto™ is
perhaps most memorably associated with Gogol’s famous story “The Nose’ (‘Nos’,
1836) where it denoted the space left when the eponymous organ absconded: it thus
evokes a very profound, almost bodily loss of selfhood.

Crucially though, such a reading is quite impossible without extra-textual
reference to details of the Rusanova-Zamyslovskaia story; without this authorial
subtext the story remains one of the most unambiguously funny works ever to come
from Zoshchenko’s pen. This highlights an extremely important aspect of the written
self analyzed here: read on its own basis (i.e. without recourse to extra-textual
reference) it completely disappears from view in much the same way as the personal
motivations of the hero of the story ‘The Writer’ remained undetectable until such
time as the writer’s wife provided the requisite extra-textual reference. However, this
effacement of the written self is not as total as it seems; just as with Nikolai
Drovishkin from ‘The Writer’, the contours and traces of it remain with sufficient
coherence to appear like some magic-eye image when the reader adopts an extra-
textual perspective. This sense of a self simultaneously lost and found in text has a
hugely melancholic resonance; it particularly resonates with Kristeva’s understanding
of the melancholic subject’s failure to lose an infantile selfhood in the symbolic
expanses of language and the adoption of an ambivalent position between a self
already other in language and a yeaming for a primal, maternal immanence. There is
thus a profound irony in the textual re-workings of a lost love suggested above: it
becomes something of a double loss, where each rehearsal of libidinal deprivation

acquires an additional dimension in the form of textual deprivation. This is a self lost
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and found in text over and over again in an unending melancholic infinity. Rather
than being cathartic, one might rather suppose this to be more an instance of that
descent into a litany of melancholic obsession which Robert Burton, in his book The

Anatomy of Melancholy (1621-51), famously characterized as the tendency of the

melancholic mind to “work upon itself, melancholize.”'%

Hidden Expressionism

The textual refraction of the Rusanova-Zamyslovskaia romance suggested above
really constitutes an additional strand of the much more extensive textual self
analyzed by Alexander Zholkovsky and discussed in the introduction to the current
study. The value of the foregoing is thus, in the first instance, an embellishment of
Zholkovsky’s broader thesis which posits a unified Zoshchenko oeuvre held together
by autobiographical “invariants” (“invarianty”).""" Zholkovsky himself actually
makes surprisingly little of the textual refraction of the Rusanova-
Zamyslovskaia/Nadia V episode. He acknowledges her importance in the life of the
writer, suggesting that “the greatest unrealized love of M[ikhail] Z{oshchenko] was
Nadia V;'%® yet he only finds thematic parallels of the affair in the relatively
unknown late story ‘Twenty Years After’ (‘Dvadtsat’ let spustia’, 1937).!” This story
was written at a time when Zoshchenko was already working on Before Sunrise and
thus, arguably, the parallels with the Nadia V episodes in that work are less significant
to Zholkovsky’s broader thesis than the earlier ones suggested above. Therefore, the
analysis thus far develops an aspect of Zholkovsky’s thesis and posits a greater

importance for this aspect than Zholkovsky finds. This is important to note because in

1% R Burton, The Anatomy of Melancholy (New York: New York Review Books, 2001), 2™ Partition,

. 109.
fr A K Zholkovskii, Poetika nedoveriia, passim.

1% (Camo#i GonbLuo# H HeocylecTBAEHHON Mo6oBbio M3 6bina Hana B.y Ibid, p.269.
' Ibid, pp.269-271.
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the last chapter of this study it will be argued that the Rusanova-Zamyslovskaia/Nadia

V affair occupies a much more important place in the structure of Before Sunrise than

has hitherto been acknowledged.

It is important to note that when the full breadth of Zholkovsky’s thesis is
taken into account in this way, the extent of the written self contained in
Zoshchenko’s works of the twenties expands far beyond what has been outlined
above. In locating echoes of autobiographical themes and the patterns of neurotic
symbolism that structure Before Sunrise in a huge range of ostensibly fictional, and
mostly comic texts from earlier in the writer’s career, Zholkovsky depicts Zoshchenko
as a kind of expressionist “concerned with pouring his own ‘emotional states’ onto the
page.”''® He argues that this authorial expressionism is a consistent feature across the
oeuvre, that “Zoshchenko’s comic stories are made of exactly the same stuff as the
dreams, neuroses and autobiographical vignettes in B[efore] S[unrise].”'!!
Zholkovsky acknowledges that these personal aspects in the earlier works are
estranged through a range of textual strategies and literary masks;''? yet he still
outlines an extensive written self stretching across all of Zoshchenko’s fiction. In this
Zholkovsky has performed an inestimable service for future Zoshchenko scholarship
and has inaugurated a complete paradigm-shift in Zoshchenko criticism with his
suggestion of a writer concerned as much with writing the self as with satirical
engagement with external reality. However, where the foregoing analysis of the
textual refraction of the Rusanova-Zamyslovskaia affair moves beyond the simple
embellishment of Zholkovsky’s important thesis is in its suggestion of the way in

which that written self of the twenties was visible only to the writer himself.

' A K Zholkovsky, *“What Is the Author Trying to Say with His Artistic Work?™, p.464
" Ibid, p.459. » PSS

112 See for example Poetika nedoveriia, pp. 261-287.
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If the echoes of the Rusanova-Zamyslovskaia affair would have been lost on a
contemporary readership, then precisely the same can be said of every aspect of the
written self in the twenties that Zholkovsky finds. What is perhaps lost in
Zholkovsky’s holistic reading of the oeuvre in terms of authorial “invariants” is the
degree of differentiation between a written self in the twenties that is invisible on its
own terms, and a written self in the thirties and forties that is more explicitly self-
disclosing. To be sure, one of the primary aims of Zholkovsky’s study is to weld
together the two sides of the Zoshchenko oeuvre and he makes it clear throughout that
his understanding of the corpus is based on retrospective readings of the earlier fiction
in the light of the revelations in Before Sunrise.''> He also makes clear his
interpretation of Before Sunrise as a kind of authorial coda offering “explicit critical
insights that are usually the scholar’s business to uncover.”''* But what needs to be
more explicitly stated in the context of Zholkovsky’s general thesis is that the
expansive and intensely crafted written self that Zholkovsky finds in Zoshchenko’s

works of the twenties would have been consigned to general interpretative oblivion at

the time it was written.

Even the most perceptive, sympathetic and diligent reader in the twenties

would only have been able to establish Zholkovsky’s authorial invariants as, at most,
thematic patterns or stylistic peculiarities; it would have been all but impossible to
establish their basis in the life of a writer who, for most of the twenties, was
frustratingly evasive on questions of biography. Crucially, the kind of reading
proposed by Zholkovsky is something that is only possible with recourse to Before
Sunrise and, to a lesser degree, the posthumous appearance of a wealth of

biographical and memoir literature about the writer. It goes without saying that this in

' 1bid, pp.7-10.
' ““What Is the Author Trying to Say with His Artistic Work?”’, p.459.

171



no way invalidates Zholkovsky’s approach; rather the point is made to emphasize the
historical perspective of that approach. Zholkovsky’s thesis is a retrospective survey
of the completed Zoshchenko oeuvre; the fact that the written self it identifies in the
works of the twenties is accessible only through this retrospective view reveals two
important aspects of that textual selfhood. Firstly, as suggested above, the vast written
self that Zholkovsky maps in the work of the twenties would have been almost
completely invisible at the time it was composed; secondly, in spite of this
contemporary invisibility it still persists as a kind of textual potential awaiting only
the interpretative key provided by Before Sunrise. When these two linked
observations are taken together, the act of writing this intricate textual self in the
twenties becomes much more complex than Zholkovsky’s thesis implies. In offering
up a written self without the requisite hermeneutic key, the act becomes a significant
gesture of authorial self-effacement; yet, in the written self’s persistence as textual
potential the attempt to escape the self in text ultimately fails. What one is left with is
a mode of authorship characterised by a melancholic ambivalence between a self both
lost and found in text. When one considers the full extent of the written self of the
twenties that Zholkovsky reveals in such encyclopaedic detail, this cycle of thwarted

self-effacement in text becomes an authorial gesture of breath-taking melancholy.

Zoshchenko’s Overcoat

In his monograph on Zoshchenko, Zholkovsky makes much of the parallels between
Gogol and Zoshchenko; he notes similarities in their lives and deaths; he notes the
degree to which both endured the misapprehension of contemporary critics; finally, he

notes how Zoshchenko “would rework many typical Gogolian themes and plots, in

172



particular the motif of the ‘overcoat’ taken from the ‘little man’.”'"® Of course.
Zholkovsky is not alone in invoking authorial analogies with Gogol; comparisons
with the enigmatic nineteenth-century writer seem to have arisen from the very
moment Zoshchenko appeared on the literary stage in the early twenties.''®
Interestingly, the suggestion of Gogolian parallels seems not only to have pleased
Zoshchenko, but to have been something he actively indulged in himself.
Zoshchenko’s widow has amply testified in her diaries to this aspect of her husband’s
artistic practice, suggesting that “Gogol’s subjects are his [Zoshchenko’s] subjects”
and that “even in some trifles of [Gogol’s] life he finds resemblance to his literary
fate.”!!” This predilection on the part of the writer for finding Gogolian parallels in his
life and art has doubtless lent special credence to similar comparisons by critics and
memoirists with the result that elaborating poetic and biographical similarities
between the twentieth-century satirist and his nineteenth-century hero has become

something of a critical convention in Zoshchenko scholarship.’ ®

115 «On paspabaTbiBan MHOTHE THITHYHO FOTONIEBCKHE TEMbl H CHOXKETbl, B HaCTHOCTH MOTHB ‘LIMHENH',

NOXHINAEMOH Y ‘MaJIeHbKOTO uenoBeka’.» Poetika nedoveriia, p.14.

116 One of the earliest such comparisons was made by Aleksei Remizov, whom Zoshchenko met at the
Petrograd House of Arts in 1921, shortly before Remizov left Russia for good. According to private
correspondence between Marietta Chudakova and the publisher and memoirist Samuil Alianskii, in
1921 Remizov urged Alianskii to: “Take care of Zoshchenko! He is our's, a contemporary Gogol.”
(«Beperute 3oweHko. JTO Haw, coBpemeHHbId Toronb.») M Chudakova, Poetika Mikhaila
Zoshchenko (Moscow: Nauka, 1979), p. 37.

"7 «Croxetnt Torons — ero cioxerbl. [...] Jlaxke B HEKOTOPbIX KHM3HEHHBIX MEIOYAX OH HAXOIMT
CXOACTBO ¢ CBoeh nuTepaTypHOl cynnboi.» V Zoshchenko’s recollections edited and excerpted by G
V Filippov as ‘Lichnost’ M. Zoshchenko po vospominaniiam ego zheny (1916-1929)’ in N A
Groznova and V P Muromskii (eds) Mikhail Zoshchenko: Materialy k tvorcheskoi biografii (St
Petersburg: Nauka, 1997-2002), Vol. 1, p.69.

"8 Most critics and scholars from twenties onwards have noted some or other Gogolian echoes in
Zoshchenko’s fiction. As early as 1922 Voronskii noted in a review of the Sinebriukhov stories that
“Zoshchenko comes out of Leskov and Gogol.” («3owmenko uaet ot Jleckosa v [orona.» A Voronskii,
‘Mikhail Zoshchenko. “Rasskazy Nazara Il'icha gospodina Sinebriukhova™ in Litso i maska, p.136.
Originally published in Krasnaia nov’, 1922, No.6). Petr Bitsili made a more systematic contribution to
the comparison in his essay ‘Zoshchenko i Gogol” originally published in Paris in 1932 (reprinted in
Litso i maska, pp.179-183). That the critical appeal of the comparison remains as potent now as ever is
evident in two recent works by lgor’ Sukhikh: see his ‘Iz gogolevskoi shineli (1923-1930.
Sentimentalnye povesti M. Zoshchenko), Zvezda, 2000, vol. 2, pp.218-227 and his introductory essay
‘Gogolek’ in M M Zoshchenko, Sobranie sochinenii, 8 volumes ed. 1 Sukhikh (Moscow: Vremia,
2008), volume entitled Raznotyk, pp. 5-97.
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However, what is distinctive in Zholkovsky’s Gogolian parallel is his focus on
similarities between the writers’ modes of authorship more than their lives, styles or
plots. In particular, he characterizes the expressionist mode of authorship he attributes
to the writer in explicitly Gogolian terms, arguing that Zoshchenko’s semi-
confessional writing is analogous to that process of imbuing fiction with one’s
“personal rubbish” (“sobstvennoi drian'iu”) which Gogol claimed of his own work in
Selected Passages from Correspondence with Friends (Vybrannie mesta iz perepiski s
druz'iami, 1847).)"° Locating the kernel of the Gogolian parallel in Zoshchenko at the
level of authorship is an important critical development, and one anticipated to some
extent by Tatiana Kadash.'?° With this in mind, it seems natural to elaborate the sense
of paradoxically hidden expressionism suggested so far in this chapter in similarly
Gogolian terms; for this purpose the most fruitful paradigm is the extensive
intertextual reworking of the theme of ‘The Overcoat’ (‘Shinel”, 1842) in
Zoshchenko’s comic fiction of the twenties. To be sure, Zholkovsky notes both the
presence and the extent of this theme, highlighting the existence of “a widespread
Zoshchenko arche-plot (which has come out from Gogol’s ‘Overcoat’)”;'?! however,
he does not really connect this with his over-riding concern with establishing
Zoshchenko’s adherence to a mode of authorship characterized by the Gogolian
confessional. As the rest of this chapter will show, the widespread intertextual
refraction of ‘The Overcoat’ in Zoshchenko’s comic fiction both fictionalizes the

melancholic ambivalence of narcissistic selfhood, and also stages the related

9 poetika nedoveriia, p.16.

120 g adash argues that Gogol’s function for Zoshchenko was as a kind of ready-made authorial persona
which the Soviet writer more or less consciously adopted in his attempts to understand his own work
and place in Russian literature (See T. Kadash, ‘Gogol’ v tvorcheskoi refleksii Zoshchenko’ in lu
Tomashevskii (ed) Litso i maska Mikhaila Zoshchenko (Moscow: Olimp, 1994), pp. 282-291). This
important theory, while not without relevance in the context of the current discussion, really comes into
its own with Zoshchenko’s experiments with fictionalized authorial personas in the thirties and forties.

1
121 «PacmipocTpaHeHHbI} 30LIEHKOBCKMH apXHCIOXkeT (Beiwenwu#h M3 roronesckoit 'LLiMnenn’)»;
Poetika nedoveriia, p. 192.
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melancholic ambivalence of the written self that has been seen throughout this
chapter.

Cathy Popkin has demonstarted the breadth of the intertextual refraction of
‘The Overcoat’ in Zoshchenko’s comic fiction at length; in fact her mapping of the
extent of this intertextual structure remains by far the most thorough. Citing numerous
examples of problematic undressing, Popkin comes to view ‘The Overcoat’ as a sort
of proto-plot, a narrative standard which Zoshchenko “re-writes” time and again to
the point of adopting “the traumatic loss of a coat as one of his quintessential
plots”.l22 However, having convincingly portrayed its extensive nature, she interprets
Zoshchenko’s cooption of Gogol’s story solely in terms of cultural politics and social
satire. Thus, noting how for Zoshchenko “every coat removal is also an act of
exposure”, Popkin stresses only the social significance of such exposure leaving this
multi-facetted theme unexplored in psychological or existential terms.'? Instead, she
stresses the way in which this exposure stands in opposition to an ideologically

defined framework of significance, suggesting that “Zoshchenko specializes in

indecent exposure, exposés that are emphatically ‘too X1 In this view

Zoshchenko’s refraction of Gogol’s tale becomes another strand in Popkin's general
understanding of Zoshchenko’s satire as a subversive assault on prevailing, state-
sponsored notions of tellability, an intentional act of political satire that she ultimately
comes to term “the politics of perceptibility”.'? In this “politics of perceptibility™ the
politics very much outweighs the perceptibility: for Popkin, what is important about

Zoshchenko’s thematic concentration on “the removal of coats” is less the possible

122.C Popkin, The Pragmatics of Insignificance: Chekhov, Zoshchenko, Gogol (Stanford CA: Stanford
University Press, 1993), pp. 72-73. Popkin goes on to demonstrate the extent this phenomenon in
compelling detail; see pp. 72-84 in the same work.

123 Ibid, p. 84.

124 Ibid, p. 76.

12 1bid, p. 93.
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meaning of the coat motif than its function as a marker of triviality which
subversively “replaces the removal of czars as the event of record”.'*® Whether one
accepts this reading of Zoshchenko as a closet political subversive or not (and there
are important reasons why one might question it), Popkin’s exclusively socio-cultural
approach remains far from exhaustive in interpretive terms.'?’ In particular, her
approach does not engage with the psychological issues or the theme of human
subjectivity that her important reading brings to the surface. This is something

particularly obvious in Popkin’s concluding remarks to her exploration of the coat

theme in Zoshchenko:

In Zoshchenko’s universe, where a naked man is a dead man and all
the world’s a stage, costume is the great admission ticket to life. As
we have seen, clothing not only signifies, indentifying and
legitimizing its bearer, but insofar as only designated costumes are
acceptable, the presence or absence of attire motivates and
thematizes exclusion: from theatre, from bathhouse, from streetcar,
from restaurant, from text.'?

This passage is brimming with the psychological and existential aspects of exposure
and exclusion; it even touches on death, that most profound source of existential
exposure. It abounds with suggestive notions of alienation, both socially and, most
importantly, textually. The idea that coat theft constitutes the revoking of “the great
admission ticket to life” must surely point as much to a psychological and existential
aspect of the exposure and exclusion Popkin finds in the ‘Overcoat’ intertext as to the
social meaning she ultimately finds in it. However, in the final count, it is only in

socio-cultural terms that she understands Zoshchenko’s invocation of Gogol’s coat:

126 Ibid, p. 76.

127 1t is beyond the scope of either the present chapter or this study as a whole to explore such socio-
cultural readings of Zoshchenko’s comic oeuvre. Nonetheless, in this context one might suggest that
any attempt at reading Zoshchenko as a more or less conscious political subversive must confront a
wealth of textual and extra-textual evidence pointing to the writer’s (sometimes agonizing) attempts
both to adapt himself to the times and to make himself useful in an emerging Soviet reality.
Zoshchenko’s acceptance and understanding of this Soviet reality was of course not uncomplicated, but

any attempt to portray his work as consciously anti-Soviet must remain problematic in the extreme.
128 pragmatics of Insignificance, p. 84.
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Coats come to stand for all those unwritten, but familiar,
interdictions; the various gatekeepers allude to the enforcers of that
arbitrary order; and the failure to comply with the coat code

represents deviation as such.'®

Ignoring the existential implications she broaches in the previous passage, Popkin
concludes by privileging a social interpretation at the expense of the multi-facetted
nature of the Gogolian exposure she uncovers. Ironically enough, in limiting the
understanding of Zoshchenko’s Gogolian exposure to the uncomplicated challenging
of social codes and culturally-conditioned standards of meaningfulness, Popkin, in a
sense, re-enacts the same exclusively socio-cultural reading of Zoshchenko’s
refraction of Gogol that nineteenth-century critics have been accused of doing with
Gogol himself : a social readiﬁg of Gogol that would seem unthinkably limited today.

Popkin’s analysis of ‘The Overcoat’ intertext thus usefully draws attention to
the extent of plot echoes of ‘The Overcoat’ in Zoshchenko’s comic fiction; yet there
remains much to explore in terms of interpreting the function of such extensive
intertextual refraction. In particular what is required is a greater appreciation of the
subjective nature of the Gogolian exposure it evokes, an exposure that takes place at
that melancholic point of contention, so important for the classic Zoshchenko hero,
where subjective and objective realities clash. The story ‘Love’ (‘Liubov”, 1924) is
useful in this regard as its allusion to Gogol’s ‘Overcoat’ is both obvious and widely
established by critics.'* The story itself opens with two tired and sweaty revelers
stepping out of a late party into the cold night air. The hero, a certain Vasia
Chesnokov, pleads with his companion Mashen'ka to wait for the first tram, but she is
anxious to get going, so they pull on their coats and set off into the night. As they

walk Vasia indulges in grandiloquent declarations of his love for Mashenka and

129 1pid, p. 84.

** For example, Popkin notes it in Pragmatics of Significance, p. 73, as does Zholkovsky in Poetika
nedoveriia, p. 23.
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makes increasingly extravagant boasts about the feats of daring he would perform
were his beloved only to will it: he offers to lie on the tram rails and await the first
tram, to bash the back of his head against a wall, even to throw himself into the
Kriukov canal. It is precisely at the height of this boastful valor, while he is still
swinging from the rail at the edge of the canal pretending to throw himself in, that a
threatening figure suddenly emerges from the darkness, demanding the hero’s coat. In
a hilarious comic reversal, all vestiges of bravery desert the stunned Vasia, who, not
only meekly complies with the demands of the thief, but, noticing that the villain is
paying no attention to his ‘beloved’, gently tries to steer his attention towards her
possessions as well.

The parallels with ‘The Overcoat’ are easy to spot in this tale and are more
far-reaching than the obviously shared motif of coat theft. The settings are similar in
both Zoshchenko’s and Gogol’s stories, with the action taking place on a winter’s
night in Petersburg while walking home after a party. Similarly, the thieves in both
tales are as menacing as they are indistinct, emerging from and shrinking back into
the shadows with the unnerving stealth of phantoms. In addition, both Akakii
Akakievich, the hero of Gogol’s tale, and Vasia Chesnokov wait for the thieves to
disappear before trying to summon help with the particular cry of: “Karaul!”
(“I—]elp!”).]3 ! Interestingly, the heroes in both tales also experience a disturbing, if
unspecific, premonition of the coming theft. Akakii Akakievich enters the square
where the theft of his coat eventually takes place “not without a kind of involuntary
fear, exactly as if his heart felt a foreboding of something unpleasant”132 This
foreboding is perhaps more obliquely articulated in Zoshchenko’s story, but it is

nonetheless something shared by Zoshchenko’s hero. Indeed, the hero’s impassioned

131 M Zoshchenko, ‘Liubov’’, 1:195 and N V Gogol, “Shinel”, p.395.

132 (O BCTYMWI Ha TUIOMAZL He Ge3 KAKOH-TO HeBonbHOM GOA3HM, TOUHO Kak GYATO Cepaue ero
NpeIMyBCTBOBANO 4TO-TO HenoGpoe.» ‘Shinel’, p. 359.
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pleading to wait for the first tram can be readily understood as a reticence born of just
such a premonition of unspecified loss. Moreover, when he eventually relents and
complies with Mashen'ka’s wishes, he does so with a reluctance that surely goes
beyond his purported fear of catching cold: “Vasia Chesnokov submissively pulled on
his coat and went out onto the street with Mashen'ka, having firmly taken her arm.”'3
It is important to note the ambiguity of that “firmly taken her arm”: on the one hand it
is the possessive gesture of the protective gallant, but then in view of Vasia’s obvious
reluctance to go outside it might equally be read as evidence of his fear, of his craving
for security and warmth from Masha. In an equally important sense, it can of course
be read as both, but either way it seems to point to an anticipation of the worst.

This sense of premonition serves to build up the importance of the upcoming
event in a way that the actual crime, for all its threatened violence and actual
humiliation, only partly lives up to. This disparity is only deepened further by the
curiously excessive trauma suffered by the heroes of both tales following the robbery.
Akakii Akakievich, unable to find redress for his loss, slips into solipsistic
incoherence, before succumbing to a fatal quinsy. Meanwhile, Vasia Chesnokov,
although not killed off, ends up talking to himself before running off across the snow
“jumping and twitching his legs in terror”, leaving Mashen'ka standing alone against
the railings by the canal.'** It is important to note here how both Vasia and Akakii
Akakievich turn inward: they both start talking to themselves and ultimately turn
away from others seeking refuge in the chimerical certainties of the self. Yet this
strange existential aspect of their behavior is difficult to square with the crime they
are victims of. Without wishing to underestimate the terror, humiliation and personal

violation that undoubtedly must have accompanied such a robbery, nor intending to

% «Bacs YecHOKOB NIOKOPHO Hazen wy6y u Bhiwen ¢ MameHsol Ha ynuuy,
pyky.» ‘Liubov’’, 1:194.

13 «B yxace noanpuirusas v aepras Horamu»; 1:194,
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underplay the magnitude of the material loss in a cold climate and straitened
circumstances, the sense of existential tragedy that characterizes both heroes’
response to the theft seems ultimately inappropriate, or, perhaps more accurately,
seems to point to a concurrent psychological or existential drama unfolding alongside,
and partially obscured by the more obvious criminal one.

This perplexing existential dimension is something that perhaps becomes more
obvious when comparing Zoshchenko’s coat theft with other instances of aggravated
disrobing in contemporary humorous writing. Indeed, the motif of coat theft is by no
means uncommon in satirical writing of this period, no doubt evidencing a cultural
relevance which points to it being as much an actual as a literary hazard. Lesley Milne
notes how a whole issue of the journal Novyi Satirikon in March 1918 was devoted to
the theme of the well-dressed being robbed of their clothes in the street, and even
quotes a sketch from that journal where “instead of boasting that he is dressed by the
best tailors, a man-about-town might now boast of being undressed in the best streets
in the capital.”"®* It is a testament to both the humorous potential and continuing
cultural salience of this conceit that it persists beyond the uncertainties of the
revolutionary era, with similar themes being found later in the satirical press of NEP-
era Leningrad. For instance, the satirical journal Begemot (The Hippopotamus) carried
a cartoon by Aleksandr Iunger (himself a former Satirokonets) on the back page of a
December issue entitled ‘Winter Pursuits® (‘Zimnie razvlecheniia’). The caption
ponders rhetorically: “What remains of traditional winter pursuits?” Confessing that,
“In all conscience, one must say not much is left”, it then provides four illustrated

examples of everyday Soviet unpleasantness, humorously given the title of a

133 ‘Sredi razdevaemykh: Zakonnaia gordost’’, Novyi Satirikon, No.4, March 1918, p.5. Translated.
quoted and analyzed by L Milne in ‘Novyi Satirikon, 1914-1918: The Patriotic Laughter of the Russian

Liberal Intelligentsia during the First World War and the Revolution’, The Slavonic and East European
Review, Vol. 84, 4, October 2006, p. 660. {pp. 639-665].

180



traditional winter pursuit.‘3 ® The third of these is entitled ‘Hunting for Furs® (‘Okhota
na pushnogo zveria’) and depicts a man being robbed of his fur-lined overcoat at gun-
point. The text declares:

Sometimes this also happens. There’s no need to leave town even:

right in the city, without a pack of hounds, without special hunting

weapons, with only a pistol they take such a pelt, it’s as simple as

that.'”’
Lurking behind the laughter in both of these comic coat thefts is of course anger and
fear; something particularly marked in the Novyi Satirikon example whose “fear of the
street” Milne characterizes as “ironic sang-froiaf”.138 Arguably in both there is also a
sense of social tragedy and, to varying degrees, nostalgia for past certainties.
However, for all the latent anxiety and regret evident in both examples, there is
absolutely no sense of Zoshchenko’s (or Gogol’s) existential horror. There is no tragic
crisis of subjectivity on the part of the victim; in place of the catastrophic collapse of
selfhood that so plainly and bafflingly befalls both Vasia Chesnokov and Akakii
Akakievich, there is a more understandable sense of stoical bemusement and implicit
moral scorn.

Zoshchenko’s and Gogol’s heroes, otherwise so different in terms of character
and setting, find their deepest intertextual kinship in the baffling subjective meanings
that they so obviously invest, and so dramatically lose, in their respective coats. In
Zoshchenko’s tale, no explicit indication is offered as to the nature of Vasia’s relation
to his coat leaving the reader’s nagging curiosity unsatisfied. This dearth of surface-

level, narrative direction thus leaves the reader little option but to turn to the

136 Y10 OCTANOCH OT TPAXMUMOHHBIX 3UMHHX pasBneueHui? [To coBecTH roBops, Mano 4ero 0cTanoCh.
Bot pasee uyTo»: ‘Zimnie razvlecheniia’ (unattributed text accompanying a drawing by A lunger),
Begemot, No.48, December 1925, p.16.

137 (AHoM pa3 ¥ 3T CITYUaeTCA. 38 FOPOL AaXe BhledkaTs He Hano. [pamo B ropose. Bes cBophi cobak,

6e3 CELMANBHBIX PYXKel — ¢ ONHUM THCTONIETOM TaKylo MIKYPY CHUMYT, UTO MpocTo ax.» Ibid, p.16.
138 1 Milne, ‘Nowvyi Satirikon’, p.660.
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intertextual substratum that is so clearly, and deliberately, interwoven into the fabric
of Zoshchenko’s tale. In a sense the Gogolian intertext functions here to turn the
reader’s attention inward, reflecting textually the inward retreat of both Vasia and
Akakii Akakievich. The intertextual structure of Zoshchenko’s story plays the part of
a kind of ‘subconscious’ textual memory, prompting the reader to look beyond the
textual surface of the tale to its underside, to look into its textual prehistory.

Gogol famously described Akakii Akakievich’s problematic relation to his
new overcoat in terms of love, describing how despite enduring numerous privations,
including going without food:

[Akakii Akakievich] was nourished spiritually, carrying in his
thoughts the eternal idea of the future overcoat. From that time on it
was as if his very existence was made somehow fuller, as if he had
married, as if some kind of other person was there with him, as if he
was not alone, but some pleasant friend for life had agreed to walk

with him down life’s road — and this friend was none other than that
very overcoat with its thick cotton-wool quilting, with its strong

lining that would not wear out.'*
The relevance of this passage to understanding Vasia’s coat complex is underscored
by the title of Zoshchenko’s story: ‘Love’. However, this intertextual citation
functions in a more complex way than simply affirming the coat’s place in Vasia’s
affections. For Gogol’s playful, hyperbolical passage, while clearly comic in tone, is
also indispensable in comprehending the ultimate tragedy in ‘The Overcoat’. a
tragedy which is shared by Zoshchenko’s hero. This is a tragedy of narcissistic object

loss; it originates with the libidinal investment of self in an object with an independent

objective existence. Despite Akakii Akakievich’s love for the coat and the personal

139
«[Axaxuli AKaKHEeBHY] NHTANCH XYXOBHO, HOCH B MBICIAX CBOMX BeuHylo Haelo Oynyuieh

munenn. C STHx nop Kak GyaTo camoe CYILECTBOBAHME €ro CAENANOCh KaK-TO NojaHee, kak OyaTo
6Ll OH KEHHNCA, KaK GyATO KakoH-TO Zpyro# 4YesloBeK MPHUCYTCTBOBAN C HUM, Kak OyaTo OH Obin He
OIMH, @ KaKas-TO MPHATHAA MOAPYra XHM3HH COTNIACHNACh ¢ HWM IIPOXONMTH BMECTE KHIHEHHYIO

OpOry, - ¥ TOAPYTa 3Ta Gblna He KTO IPyras, Kak Ta e IUMHEb Ha TONCTOM BaTe, Ha Kpenko#
noaxnanke 6e3 usxocy.» ‘Shinel”, p. 355.
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projection of self into it that this love manifests, the coat, nevertheless, remains just
that: a coat, the theft of which neatly demonstrates its objective resistance to any kind
of narcissistic transfiguration. It is precisely this insight which Zoshchenko’s story
‘Love’ draws upon: Vasia’s extreme reaction to the theft of his coat only really begins
to make any sense once his personal investment in the garment is considered in the
light of that of Gogol’s unfortunate clerk. In an important sense his tragedy is also that
of Akakii Akakievich: an object loss that through his narcissistic investment in it
translates into a loss of self. Importantly, this narcissistic aspect accounts not only for
the extremity of existential exposure identified above, but also for the indecent haste
with which Vasia abandons his ostensible ‘beloved’ Mashen'ka.

At this point, it is important to note the fact that this story shares a title with
the 1922 story called ‘Love’ analyzed earlier in this chapter. This kind of recycling of
titles is by no means common in Zoshchenko’s comic fiction and it undoubtedly
underlines a thematic connection between these two pieces which otherwise differ
quite markedly in terms of form. The two pieces do share Petersburg settings, and
common themes of forsaken love and empty romantic suicide threats; however, these
are just the most visible aspects of a deeper thematic kinship linking the two tales:
both tales are more fundamentally linked by a shared rehearsal of the dynamics of
narcissistic object loss. Indeed, this is something that unites these stories with all
those other tales of garment loss that Popkin analyses, and indeed with all the other
instances of love objects eluding the acquisitive grasp of narcissistic libido suggested
so far in this chapter.

At another level, however, one might look at this iterative rehearsal of
narcissistic object loss in terms of authorship. Thinking back to the discussion of

Gogolian melancholy in the first chapter of this study, it will be remembered that it
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was suggested that ‘The Overcoat’ includes a playful meditation on the slippery
nature of the literary word: that verbal creation always threatening to break free from
its author and to elude the grasp of his personal meaning. In terms of this conceit,
Akakievich’s narcissitic investment in his coat could equally be held to stand for the
author’s narcissistic investment in his writing; moreover, Akakievich’s cruel exposure
in the wake of his violent dispossession of his overcoat could equally be held to stand
for the author’s cruel exposure in the wake of his violent dispossession of the self
inscribed in the written word. Conceived in this way, Zoshchenko’s overcoat becomes
more than simply a stylistic device; it becomes the fictional testimony of that written
self endlessly committed to textual oblivion that was analyzed in the first part of this

chapter: it becomes a highly suggestive model of melancholic authorship.
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Chapter 4

Who Speaks?

The previous two chapters analyzed a melancholia woven into the fabric of
7Zoshchenko’s ‘Brussels lace’; both as textual absence and as authorial aporia, this
melancholia simultaneously manages to occupy a position of textual centrality while
always remaining suggestively unvoiced. If many of Zoshchenko’s works from the
twenties thus evidence a substantial, but oblique textual melancholia, then this
melancholia started to become an increasingly explicit narrative concern by the end of
the decade, in a stylistic trend which continued to develop into the thirties and forties.
This changing literary treatment of melancholia by the end of the twenties is closely
tied to a more general trend towards greater narrative directness and ultimately a more
obviously confessional tone that has been widely observed in the writer’s formally-
inventive, idiosyncratic later works, especially Youth Restored and Before Sunrise.!
However, as the current chapter will show, this new tone is not merely coincident
with the increasingly explicit treatment of melancholia, nor is it merely an aspect of
the former: the following analysis will suggest that Zoshchenko’s new directness,
something most obviously manifested in self-styled authorial intrusion, is in fact
intimately linked with and, at least in part, an outgrowth of Zoshchenko’s own
attempts to understand his melancholic sufferings in text. In particular it will attempt

to trace the textual echoes in Zoshchenko’s later writing of a particularly violent

! This changed tone has been widely acknowledged, both by contemporary critics and more recent
scholarship. For example, the contemporary literary critic Tsesar' Vol'pe, in his reading of Youth
Restored, emphasised the new tone of sincerity, noting that Zoshchenko's reader was now encountering
for the first time the “unknown face of a writer well-known to him” («neu3pecTHOE NHLO M3BECTHOrO
emy mucatens». Ts. Vol'pe, Isskustvo nepokhozhesti (Moscow: Sovetskii pisatel’, 1991 [1941]), p.227).
More recently, Jeremy Hicks has expressed a similar sentiment when he differentiates Youth Restored,
The Sky-Blue Book and Before Sunrise from the stories of the twenties by noting “the creation of a
more trustworthy, irony-free narrator figure” in the later works. He notes that “the effect” of this is
greater “sincerity” on behalf of the authorial voice at the expense of an ambiguous ska: style which, for
him, defines the earlier works (J. Hicks, Poetics of Skaz, p.8).
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depressive relapse that shook the writer’s health between autumn 1926 and summer
1927; the current chapter will reveal the way in which Zoshchenko’s new, more
overtly confessional voice can be seen tentatively emerging from under the rubble of
this particular nervous collapse. In doing this, it will also attempt to show that this
growing confessional voice is neither as stable nor as unambiguously monologic as is
often assumed. It will argue that, when read in textual context, this self-conscious
authorial voice can be understood, at one level at least, as a determined and genuinely
innovative means of inscribing the melancholic experience into language. In this
regard, it lends itself to interpretation as an earnest attempt to overcome that
seemingly unbridgeable divide between language and affect that lies at the heart of
the melancholic ‘pallor of words’. Understood in this way Zoshchenko’s late oeuvre
in its entirety comes to resemble something of a Soviet language of melancholia: a
discursive model for discussing subjective suffering in a culture in which such

avenues were severely limited.

A Breakdown in Text

The period between the second half of 1926 and the first half of 1927 was an
extremely important time in terms of Zoshchenko’s creative development. As
suggested above, it marks the point at which Zoshchenko's writing goes through
something of a qualitative change in style, form and, perhaps most importantly, in
narrative voice. Although this new voice remains recognisably Zoshchenko, there is
increasingly less emphasis on the linguistic eccentricity, dissonant speech styles and

formal authorial effacement that characterised his earlier fiction; Evgeniia Zhurbina

affirms the date of this stylistic tipping point when she notes the more linguistically
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neutral tone characterizing the writer’s revisions of his stories after 19272
Interestingly, the period 1926 to 1927 is not only significant in stylistic terms; it 1s an
equally significant period in the life of the writer. For a good deal of 1926 and 1927
7oshchenko was locked in a desperate battle to shore up his failing mental health. As
Tomashevskii shows, the year 1926 opened for Zoshchenko with “a sharp decline in
health” (“rezkoe ukhudshenie zdorov'ia™), which forced the writer to undertake no less
than four vacations or stays in various sanatoria in the course of the next fifteen
months. For 4 weeks in February 1926, Zoshchenko was confined to a sanatorium in
Detskoe Selo, a small town near the former imperial palace south of Leningrad.* Yet
this was ultimately ineffective as he was forced to seek recuperation again between 14
and 28 August 1926, this time at a sanatorium in Sestroretsk on the north shore of the
Gulf of Finland.’ Then, a mere 13 days after this second stay (on 10 September 1926)
Zoshchenko embarked on a four week holiday to Yalta, in the course of which he
sought “advice and help from a local psychotherapist.”® Yet this short intervention by
the psychotherapist must have proved to be of limited use, for in April 1927,
Zoshchenko experienced a serious breakdown during a Black Sea cruise taken with
his family. This relapse was serious enough to cause Zoshchenko to cut short his trip
at the Black Sea port of Tuapse and set off for Moscow alone, leaving his family to
complete the scheduled cruise to the Caucasus without him.’

The coincidence between this stylistic turning-point in the work of the writer
and his mental travails is striking but hardly conclusive; as a correlation between the

life and work it does not necessarily amount to a causal relation. Moreover, it could

2 E | Zhurbina, Povest' s dvumia siuzhetami: o publitsisticheskoi proze (Moscow: Sovetskii pisatel’,
1974), pp. 144-145.

3 Iu V Tomashevskii, ‘Khronologicheskaia kanva, p.346.
4 Ibid, p.346.
3 Ibid, p.346.

6 «B SlnTe MLIET COBETA M NOMOILM Y MECTHOrO ncuxoTtepanesTa.» Ibid, p.346.
" Ibid, p.347.
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be equally objected that important changes in contemporary Soviet culture more
generally at this time, not least the defeat of the United Opposition and the beginnings
of the Stalin revolution, offer just as plausible an explanation for the changed tone of
7oshchenko’s work.® However, such an objection is surely mitigated by the fact that
many of the works written after this period (including many of the most innovative)
themselves gesture back to the writer’s breakdown of 1926 to 1927, often with
disarming frankness. In explaining the principles guiding the selection and omission
of readers’ letters in the preface to his Letters to the Writer (Pis'ma k pisateliu, 1929),

Zoshchenko informs the reader in a footnote that:

[L]etters received prior to twenty-six have not been included here.
These letters, to my great regret, have not been preserved. In these

years I was in a state of pathological, neurasthenic irritation and
destroyed all letters without replying.9

Thus, the documentary basis of this unusual work is explicitly traced by the writer
himself back to 1926 and implicitly linked with his struggle for mental health. The
implication perhaps is that the decision to keep letters received after 1926 marks, at
the very least, the beginning of a new approach to his melancholia on the part of
Zoshchenko, a new approach in which the epistolary word, if not the written word in
general, played a role of the greatest importance.

This changed approach to his illness after 1926 is suggested in greater detail in
the authorial ‘Warning’ (‘Preduprezhdenie’) that opened the second part of

Zoshchenko’s Of What the Nightingale Sang: Sentimental Tales (O chem pel solovei:

® 1t could be countered, however, that 1926-27 marked only the very earliest stages of the Stalinist
revolution which really only became a mass cultural phenomenon with the instigation of the first Five
Year Plan and the collectivization of agriculture.

% «([Cliona He BOLLIH MACbMA, NOTyYEHHbIE MHOIO [0 IBAJLATH WIECTOBOrO rofa. TH NHCbMA, K MOEMY
BEJIMKOMY COXAIEHHIO, He COXPaHWINCh. B Te romsl s Haxoauncs B 60NE3HEHHOM, HEBPACTEHHUECKOM
pa3lipaXCHHH W YHHUTOXKaN BCE [THCbMA, HE OTBEUAd.» Pis'ma k pisateliu, p. 330.
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sentimental'nye povesti, 1927).‘0 The second part of this collection contained the tales
‘Wisdom® (‘Mudrost”, 1924) and ‘People’ (‘Liudi’, 1924) which were kept separate
from the other tales in early editions of the cycle for reasons connected with the
writer’s state of mind at the time of their original composition: “In that year [1924]
the author was laid low by neurasthenia. Severe headaches, insomnia, hallucinations
and a bad frame of mind prevented completion of work to the best of his strength.”"!
The warning goes on to suggest:

Of course, the author is still ill with neurasthenia even now;

however, not to such a degree as in 1924. From last year the author

stopped going to doctors, stopped drinking bromide and taking pills,

he weighed himself down with work agam and then he started

gettmg better bit by bit. To be more premse the author was able to

organize his personality and his will afresh.'
Of What the Nightingale Sang was published in 1927, so the reference to “since last
year” dates Zoshchenko’s new, non-medicalized approach to his mental ill-health to
1926: in perfect accordance with both the biographical record and the similar
suggestion cited above from Letters to the Writer. The sense in which this new
approach to mental hygiene is intimately connected with his fiction is implied in the
way that these two ‘unhealthy’ stories are separated off from the others, held in a kind

of literary quarantine. Thus, the melancholic episodes of 1926 and 1927 are linked by

the writer with stylistic evolution in the fictional works themselves.

1 This was the title of the first edition of what later became Zoshchenko’s Sentimental Tales
(Sentimental'nye povesti, 1927-29). Importantly the division of the tales into two parts was later
abandoned and with it the authorial warning. The genesis of this collection of tales and details of its re-
titling will be discussed in more depth later in this chapter.

' «<B ToT ron aBTop 3a6onen HepacTeHueH. Tskkue ronosHuie 6014, 6ecCOHHMUA, FALUTIOLUWHALMN H
JypHOE PacloNOXeHHe NyXa MeIIany BbINONHHTH paboTy B nonHoli cune.» M M Zoshchenko, O
chem. pel solovei: sentimental'nye povesti (Moscow and Leningrad: Gosudarstvennoe izdatel'stvo,
1927), p.137.

12 «KoneuHo, aBTop M ceifuac ewme GoneH HeBpacTeHHeR. OnHAKO, He B TAKON CTENneHH, KaK B 24 roay.
C npowwioro roaa asTop NepecTan XOAUTS M0 BpayaM, NepecTan NuTh 6poM M KylaTb MWIOJH, CHOBA
Harpysun cefs paboToli M Hauan Toraa moNEroHbKy MonparnATbCA. Bephee, aBrop cymen cHOBa
OpraHH30BaTh CBOH XapakTep M cBolo Bomo.» Ibid, p.137.
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The melancholic struggles of 1926 and 1927 receive their fullest description
and play their most prominent part in the late work Before Sunrise. This prominence
is underlined formally: the account of the 1926/27 breakdown in this part-
autobiographical work is contained in the first chapter following the prologue and acts
as the immediate impetus for, and indeed the opening gambit of, the subsequent
anamnesis that makes up the first half of Before Sunrise. As the most recent
recollection in the work, it therefore, depending on how one reads the rest of the
progressively-regressive anamnesis that makes up the first half of the book,
constitutes either the start-point or the end-point of all the other autobiographical
recollections.'® It thus occupies a position of definitive importance in the structure of
the work as a whole, implicitly linking the writer's mental health and creative
practice. In view of all this clear textual direction, it is legitimate for the critic to seek
illumination of the texts in the life of the writer.

The account of the 1926/27 breakdown in Before Sunrise is immensely
important because it combines a remarkably close fidelity with the known
biographical facts of the breakdown as outlined by Tomashevskii with a fascinating
wealth of subjective detail.’* 1t is therefore worth looking at in some detail.

Zoshchenko describes how the attack struck whilst he was recuperating in the Crimea,

1 Before Sunrise is an important and complex work which will be discussed in depth in chapter 7. The
salient point here is the formal prominence afforded to the account of the 1926/27 breakdown.

" The only deviation from the biographical record descernible in the account in Before Sunrise is a
tendency to conflate the events of September 1926 and April 1927 into one experience. However, this
is surely of minimal importance in an account which aims less at chronological detail per se than at
sincere personal testimony. In any case, the conflation of these events in Before Sunrise perfectly
communicates the way in which the illness seems to loom large in the mind of the suffering narrator, as
well as the way in which the perception of time breaks down, something that, for Zoshchenko at least,
is central to the melancholic condition itself. 1t is also important to note that although the biographical
veracity of the account in Before Sunrise can be easily ascertained by modern scholars, such specific
biographical details of the notoriously private Zoshchenko would not necessarily have been common
knowledge for most of the contemporary readership of Before Sunrise. Thus, the work contains a
surplus of verifiable autobiographical detail over what would have been requi;'ed in purely stylistic
terms, to create a confessional effect for a contemporary readership. This surplus o’f requisite personal
detail only strengthens the claim of the account to be the sincere testimony of a recalled trauma.
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relaxing on the deck of a steamer that had sailed out of Yalta, losing himself in the
scenery and sunshine of the Black Sea coast.

The sea was calm, placid. I had spent all day on deck admiring the

coast of the Crimea and the sea which I loved so much and for

whose sake I usually came to Yalta."
Zoshchenko is here lapsing into a detached contemplation of reality, and, importantly,
forcing it into the pattern of mental habit: making the view conform to the reasons for
which he usually visits the Crimea. This abstracted, static contemplation of the scene

continues and quickly leads to a more general erosion of temporal boundaries in

which past and future, hope and reality merge into a dreamlike separation of self from

world:

I was sitting on a deck chair enjoying my excellent state of mind. I
was having the happiest thoughts, joyful even. I thought of my
journey, of Moscow, of friends who would meet me there, of the

fact that my sadness was now behind me. Let it remain a puzzle,
only don’t let it happen any more.'®

Zoshchenko’s mood darkens though as the impending breakdown sets in within the

course of the next sentence:

Pensively, I looked at the gentle ripple of the water, at the patches of

sunlight, at the seagulls, which, with a disgusting cry, were landing
in the water."”

In the course of this one sentence the adjectives change from “gentle” to “disgusting™;
what starts with pensiveness ends in the sharp intrusion of the repulsive shriek of

seagulls and it is precisely at this point that nervous collapse ensues. What is

15 «(Mope 6b110 THXOE, Ge3maTexHoe. S BeCk AeHb Mpocunen Ha nany6e, mobysack Geperom Kpbima u
MOpEM, KOTOpOe s Tak MOOGWN M palu KOTOpOro s obwruHo npuesxan B Anty.» Pered voskhodom
solntsa, 3:460.

16 «4 culien B LIE3NOHTE, HACNAXKAACH CBOMM MPEKPACHLIM COCTOAHWEM. MBICNH y MeHs Oblay camble
CYaCTIMBbie, fAXe Becelbie. Sl Dyman o CBOEM MyTemleCTBHH, 0 MOCKBE, O Apy3bAX, KOTOPbIX TaM
pctpedy. O TOM, UTO TOCKa Mos Tenepsb nosaau. M mycts oxa Gynet 3aranko#t, Tonbko utob ee Gonbiue
He Obi10.» 3:460-461.

17
«3amyMuHMBO # TISAEN Ha Jerkyilo pabb BOIb, Ha GAMKM CONHUA, Ha yYaeK, KOTOpbiE C
OMEp3UTENbHBIM KPHKOM CalMJINCh Ha Body.» 3:461.
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interesting here is the gradual revelation of underlying motion and transience as the
narrator focuses more and more on the details of the scene he is contemplating: the
scene moves from broadly conceived static impressions of land and seascape to more
dynamic play of wave and light and the momentary shriek of the seagull; thus the
actual, chaotic dynamism of material reality gradually asserts itself through the
narrator’s static perception of it. The insistent movement of reality remorselessly
undermines the narrator’s limited and static understandings of the world and thus
brings on the attack:

And suddenly, in a single moment, 1 felt bad. ’ﬂns was not just

sadness, this was anguish, trembling, almost terror.'®
The attack is sudden and terrifying, yet one suspects that, while surprising, it was also
dimly anticipated. At one level, the tautological “and suddenly, in a single moment”
communicates a vivid immediacy of recollection, but at another it perhaps
simultaneously captures a paradoxical sense of surprised inevitability on the part of
the narrator.

The key manifestation of this relapse appears to have been a debilitating
lethargy and a frightening sense of powerlessness: “1 could barely get up from the
deckchair. I barely made it to the cabin. I lay motionless on the bunk for two hours.”'*
The simple and repetitive sentence structure here stands in marked contrast to the
earlier lyricism; the language becomes labored in reflection of the melancholic
lethargy that overcomes the narrator as well as evoking the steadily encroaching
terror. The account describes how the sufferer tried desperately, but in vain, to distract

himself and thus to fight against the attack by venturing out on deck and trying “to

8
«/ BAPYr B OJIHO MIHOBEHHE A NMOYyBCTBOBaN celA 1oxo. ITa Gbia He Tonbko Tocka. 310 ObLNO
BOJIHEHHE, TPENeT, NOUTH cTpax.» 3:461.

«J1 ene mMor BCTaTh ¢ me3noHra. S efie AOIIEN 10 KalOThl. S nBa uaca Nexan Ha KOMKe He ABHraach.»
3:461.
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listen in to other people’s conversations™;”° yet he ended up yielding to the attack and

cutting the trip short. He thus found himself once again confined to his bed in a state
of nervous exhaustion, this time in a hotel room in Tuapse. After a week of agonizing
helplessness, he finally managed to recommence the long onward journey, finding
that: “the road distracted and cheered me.”?' It is interesting to note how the verb
rasseiat’ is employed to communicate the sense of being cheered up. This verb can
also communicate a sense of dispersal and, in an agricultural sense, means to sow.
Thus the sentence carries the gentle, grammatical implication that the road somehow
dispersed the narrator himself, somehow dispersed his very sense of self; and, as
sowing, it perhaps brings to mind the start of the agricultural cycle, re-inscribing a
sense of time and nurturing the precarious hope of a future abundance, or perhaps
even just a future.

The account of the 1927 breakdown contained in Before Sunrise resonates
interestingly with Zoshchenko’s story ‘The Earthquake’ (‘Zemletriasenie’, 1929),
written over a decade earlier. Although cast in a narrative voice approaching free
indirect discourse, this story is similar in form to much of Zoshchenko’s comic fiction
of the twenties. It is set “at the time of the famous Crimean earthquake™ of 11
September 1927 and recounts the misadventures of an itinerant cobbler called
Snopkov.22 In many ways a typical Zoshchenko hero, Snopkov has settled in Yalta
and, together with a partner in trade, undertakes shoe repairs from a small stall,
drawing custom from both the local population and those attending the city's resorts
and sanatoria. Always partial to hard liquor, after work on Friday 11 September 1927

Snopkov, “without waiting for Saturday, knocked back a bottle and a half of good old

2 ([pHcTyWwHBaTLCA K pasroBopam noned»; 3:461.
2! «Jlopora MeHs OTBJIEK)a M paccesna.» 3:461.
2 «Bo BpeMsi 3HAMMHHUTOTO KPLIMCKOTO 3EMIETPACEHNUY; ‘Zemletriasenie’, 1:441.
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Russian vodka.”? Thoroughly inebriated, Snopkov sings and stumbles his way home,

finally falling asleep in the yard under the stars. Whilst he sleeps and dreams, the
earthquake strikes; yet the dozing drunk is oblivious to the shaking earth and falling
masonry which “happen in parallel” with his dreamy slumber.?* In fact: “Snopkov
slept like a log and didn’t want to know anything.”® The hero wakes up with the
coming of dawn and is utterly confused by his surroundings. Deciding that in his
drunken state he must have wandered off somewhere, he immediately begins to berate
himself for his drunkenness: “No, he thought, it’s a bad thing to get so completely
plastered. Alcohol, he thought, is an extremely harmful drink; you can’t remember a
damn thing afterwards.”® Yet this flurry of self-criticism does not prevent him easing
his sufferings by finishing off the rest of the second bottle. In his weakened state, this
latest intake goes straight to Snopkov’s head, and he embarks on an inebriated tour of
his ruined, rubble-strewn neighbourhood. Not recognising anything and pondering the
fact that everyone seems to be walking around in a state of undress, he wonders
whether he has ended up in the tropics or perhaps unknowingly caught a steamer to
Batum. Leaving the stricken city by the main road in an increasing fit of distress and
self-recrimination, “he went on and on, and from overstrain and strong spirit he
collapsed by the roadside and slept like the dead.”*’ Waking up cold, he discovers that
his clothes have been stolen while he slept. Still utterly bemused, he only becomes
aware of his actual situation when he seeks clarification from a passer-by on the road,
who informs him of the earthquake he has lived through and explains that he has by

now wandered 30 versts away from Yalta.

2 He noXnaBIIMCh Cy66OTHI, BLIKYILIAN NONTOPH OyTHINKK PYCCKOH rophkoit.» 1:441.

# ([lapauieibHO € 3THM TMPOUCXOIUTY, 1:441.

25 CHOMKOB CIIUT cebe 63 3aHNX HOT M 3HaTh HHYETO He XoueT.» 1:442.

% (Her, MyMaeT, HEXOPOWIO TaK B IbIM HANMHBATHCA. ANKOTOIIb, AyMaeT, Yepecyyp BpedHbIH HAMHTOK,
HH YepTa B IAMATH He OCTaeTca.» 1:442.

77 (lllen, WeN W OT NEPEYTOMIEHHA M OT CHIbHOrO aikorofs CBANMICA y WIOCCE M 3aCHYN Kak
y6uiThIH.» 1:443.
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In spite of the prominence lent to it by the title, and the pivotal part it plays in
the event structure, it rapidly becomes clear that the story is not really about “the
famous Crimean earthquake” at all. ‘The Earthquake’ was first published in mid July
1929, almost two years after the seismic events it is set against.”® Thus, as Alexander
Zholkovsky has noted, the earthquake was hardly a topical event when the story first
appeared.” This temporal distancing de-emphasises the earthquake as a documentary
subject and narrows the reader’s attention to focus on the figure of Snopkov and his
drunken travails. Interestingly, the historical earthquake did not take place on a
Friday, as asserted in the story, but rather on a Monday. This factual lapse, otherwise
irrelevant in a fictional work, is perhaps of interest for the way in which it highlights
the importance for the story of the trauma striking at the point of relaxation for the
hero, namely as Snopkov embarked early on his weekend drinking-bout. The
significance of this becomes clearer when one remembers that Zoshchenko’s own
Crimean trauma struck just as he began to relax into his Yalta holiday. The actual
earthquake described in the story struck on 11 September 1927; that is exactly one
year after Zoshchenko’s 1926 holiday to Yalta, for which he set out from Leningrad
on 10 September 1926, and only four months after his later breakdown on the Black
Sea steamer. This spatial and temporal proximity and the suggestive metaphoric
similarity to Zoshchenko’s own ‘ground-shaking’ Crimean experience invite a
retrospective re-reading of ‘The Earthquake’ in the light of the account of
Zoshchenko’s own melancholic travails of 1927 as described in Before Sunrise.

Retrospective readings always demand caution, and yet in this case the build-

up of tantalising textual detail seems to urge such an approach with an almost

28 The story was published in the number 28 issue of the weekly journal Revizor for 1929. See Iu V
Tomashevskii, “Primechaniia”, 1:550.

¥ «Cso#t paccka3 30LIEHKO HAamucal He no TOPSYUM Clefiam ANTHHCKOroO semnerpacennsy A K
Zholkovskii, Poetika nedoveriia, p.339.
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plaintive persistence. For instance, Snopkov’s suggestion of having perhaps
inadvertently caught a steamer to Batum as a possible explanation of his
unrecognisable surroundings after the earthquake, chimes imploringly with the fact
that the traumatic breakdown Zoshchenko describes in Before Sunrise took place on
the deck of a steamer bound for the same Black Sea port earlier in the same year as
the earthquake. It is also interesting that the demon spirit which is Snopkov’s
downfall is referred to throughout the story using the colloquial locution “gor’kaia”,
the Russian adjective describing bitterness. As the story unfolds, this builds to the
gentle implication that Snopkov becomes increasingly inebriated by indulging in
bitterness: a bitterness which is an object in its own right, and thus, by implication,
not related to a particular hurt or loss. This sense of bitterness beyond reason
immediately recalls both those definitions of melancholia discussed earlier in this
study which emphasised the condition as characterised by grief in excess of ostensible
cause; and Zoshchenko’s own characterisation of the condition in the chapter in which
he recounts his Crimean breakdown as: “I'm unhappy and I don’t know why.”*

Read from this perspective, Snopkov’s drunkenness in ‘The Earthquake’ and
Zoshchenko’s melancholia in Before Sunrise function as metaphoric parallels. This
allegorical equation of drunkenness and melancholia builds on a theme that has
already been identified in Zoshchenko’s comic fiction of the twenties (see chapter
two); however, the crucial development in ‘The Earthquake’ is the way that this
suggestive parallel is particularized in its reference to Zoshchenko's mental
breakdown of 1926/27. Thus, as with those examples identified above in Letters o the
Writer, Of What the Nightingale Sang and Before Sunrise, ‘The Earthquake’ makes

comparable, albeit much more oblique, textual reference to this important event in the

30 (51 HecyaCTeH — M He 3HaIKO NoueMy.» 3:453.
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life of the writer, only adding to the argument for the pivotal literary significance of
the 1926/27 breakdown. The comparisons between Snopkov’s drunken experience of
the earthquake and Zoshchenko’s melancholic collapse are not, however, limited to
similarities of time, setting and narrative detail; it extends to a fundamental similarity
in the protagonists’ perception of their respective events in terms of an intrusive
subjectivity attenuating the experience of an ever-changing external reality. The self-
delusion and blunted perception that precede, and implicitly trigger, the breakdown
described in Before Sunrise have already been suggested above, but this is also a
marked aspect of Snopkov’s seismic travails, something made manifestly clear when
one follows the otherwise extraneous story of Snopkov’s sober friend and partner in
trade. Snopkov’s partner, presumably with no extra benefit of foresight, recognised
exactly what was happening as it happened, and “from the first shock™ (“s pervogo
udara’) beat a hasty path to the municipal gardens in order to avoid falling rubble and
the threat of after-shocks.’! Although at no less risk from the earthquake itself, the
partner, through his temperance, is at least able to sense the changed environment and
react to it in a logical way, rather than being distracted by his self-obsessions,
delusions and mental prejudices into a costly and destructive personal odyssey.

In contrast, as we have already seen, the drunken Snopkov only “sleeps, sees
various interesting dreams [...] and doesn’t want to know anything”.>? The drink fuels
the cobbler’s tragically harmful fantasy of being a spectator on reality. This is
something perhaps more obvious in Russian, which routinely deploys a transitive
construction to communicate the same sense as the intransitive English verb ‘to
dream’. Thus Snopkov “sees” his dreams: the dreams are a direct object of the

spectator that he is grammatically posited as. Alcoholism here is indulged as a refuge

31
1:442.
32 “CyT, BUOKT Pa3Hbie MHTEPECHBIE CHBI [...] H 3HATL HHYEro He XoueT.» 1:441-442
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from reality, a means of positing an apparently static self abstracted from the
surrounding environment. It will be remembered that the narrator of the story
describes how the earthquake occurs “in parallel” with Snopkov’s drunken dreams.
Yet this abstracted self, distanced as it is from the vicissitudes of the world, is without
any basis in reality and, as Snopkov’s story shows, is as dangerous as it is absurd. It is
precisely here that it bears marked similarities with the melancholic breakdown
related by the narrator of Before Sunrise. As will be recalled from above,
Zoshchenko’s Crimean breakdown 1is preceded by comparably detached
contemplation of reality which similarly casts him as a detached spectator on a world
from which he is in fact inseparable. Moreover, just like Snopkov, his trauma results
from the inevitable intrusion of a recalcitrant reality into the carefully constructed, but
fatally flawed, redoubt of private fantasy. Importantly, Zoshchenko also sought
human interaction to break out of his lonely narcissism and to avoid the pull of
depression, ultimately finding this escape on the road to Moscow. Similarly, Snopkov
finally finds distraction from his fantastic and lonely self-delusion in the honest, if

bemused, help of a passer-by on the main road out of town.

In a persuasive reading of ‘The Earthquake’, Zholkovsky points to thematic
similarities and a number of close plot parallels between Zoshchenko’s story and
Washington Irving’s 1819 short story ‘Rip Van Winkle’.> Both stories revolve
around drink, falling asleep under trees and waking up to a completely changed
landscape. ‘Rip Van Winkle’ was set at the time of the American Revolution, and it is
the war with Britain and the eventual independence of the United States that

constitute the changed environment that Rip encounters after waking from a twenty-

3 poetika nedoveriia, pp. 337-340.
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year slumber that resulted from drinking the supernatural spirit offered by ghosts
whom he encountered while wandering in the Catskill mountains outside New York.
Zholkovsky argues that this intertextual connection with Irving’s story functions to
underscore, at a subtextual level, the way in which the radical disorder that so shatters
Snopkov’s inner peace is really the effect, as for Rip, of revolutionary change. In this
respect, Zholkovsky asserts that “the earthquake, which displays a macrocosmic
instance of ‘disorder’, serves for Zoshchenko as a metaphor of the [Russian]
revolution.”* There are certainly textual grounds to support such a reading. To
Zholkovsky’s observations could be added that Snopkov must have appeared to be
something of an NEP relic by July 1929, at which time the whole country was caught
up in the rush and excesses of the first Five Year Plan. During these heady days
labour discipline and workforce turnover were becoming extremely hot topics; a
drunken, itinerant cobbler operating a small, private enterprise from a ramshackle stall
would hardly be in the spirit of the times. The story can therefore be read, at one level,
as a parable of labour discipline and the personal transformation of an NEP relic
against the backdrop of the revolutionary change ushered in by the Five Year Plan.
Thus, after he has recovered from his trauma, Snopkov heads for Kharkov to effect a
cure from alcoholism, pointedly choosing a large industrial city at the forefront of the
industrialisation drive and the war on backwardness.

Yet, there is an additional way in which the intertextual structure that
Zholkovsky has identified functions. Surely the central conceit which structures
Irving’s story is the suspension of time. When all is said and done, Rip is held in
suspended animation for twenty years, in the course of which life, replete with death,

war and revolution, continues as before regardless of his absence. This same

M (3emnerpscenue, SABIAIONICE MAKPOKOCMHYECKHH ciyuali ‘Gecnopaaxa’, CiyxuT y 3owenko
mertadopo#i pesomounu.» Ibid, p.166.
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chronological disjuncture between the inebriated suspension of personal time and the
onward march of historical time is crucial to the plot of ‘The Earthquake’; if
Snopkov’s drunkenness is a narcissistic refuge from spatial reality, it is just as much a
refuge from temporal reality as well. The cobbler’s idiosyncratic, broken relationship
with time explains the humorously achronological assertions that litter the story. For
instance, despite the unforeseeable nature of the earthquake, we are told extraneously,
and perhaps just a little plaintively, how when Snopkov embarked on his drinking
bout: “he still didn’t know that there would be an earthquake.”® This attenuated sense
of time is something encountered above in the account of Zoshchenko’s breakdown,
where, it will be remembered that, before the attack the narrator conflated past
reminiscence, future plans and current events into an achronological lyricism.
However, just as historical time asserts itself in Zoshchenko’s breakdown, it cannot be
ignored by Snopkov either.
And so it was on that day too. On the eleventh of September, right

before the very earthquake, Ivan Yakovlevich Snopkov took his

vodka, got resoundingly tipsy and dozed off under the very cypress
in the yard.36

Here, the juxtaposition of calendar accuracy with anachronistic prescience echoes the
paradoxical sense of surprised inevitability, which, as noted above, accompanied
Zoshchenko’s experience of the breakdown in the account that appears in Before
Sunrise.

There are other aspects to the equation of Snopkov’s drunken experience of
the earthquake and Zoshchenko’s nervous collapse. Thus, it is important to note the
way that alcohol leads Snopkov into an irresistibly deep, drunken slumber which

echoes the debilitating lethargy and overwhelming sense of powerlessness that

3% «Ou eule He 3HaT, YTO OyneT semneTpscenue.» 1:441.

% «Tax 1 TyT. OIMHHANLATOrO CEHTAGDS, B AKKYPAT Nepen caMbiM 3emieTpaceHuem, Usa SKoBNeBHY
CuonkoB Habpancs ropbko#, CHIBHO 3aXMesieNl H 3aCHYJ MO CaMbiM KHNAaPHCOM BO aBope.» 1:441.
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characterised Zoshchenko’s melancholic relapse. The phraseology is suggestive in
this respect: the reader is told that Snopkov “slept like a log” (“spit sebe bez zadnikh
nog”), literally “slept without hind legs”; the phrase ‘bez zadnikh nog’ communicates
a sense of immobility which in connection with sleep suggests a depth of slumber, but
can equally be used to communicate immobility in other contexts as well such as
physical exhaustion or fatigue. Additionally, both the drunk and the melancholic
experience their respective debilities outside their homes: Zoshchenko in a hotel room
and Snopkov under a cypress tree in the yard. Interestingly, the cypress tree, under
which Snopkov lies in drunken incapacitation, has been a symbol of death and
mourning from at least the time of the ancient Greeks. Thus Snopkov’s drunken
refuge from reality, much like the melancholic’s, constitutes an unconscious
embracing of death and the timeless oblivion of the underworld. These themes of
death and senescence recall Zholkovsky’s invocation of the intertextual connection
with ‘Rip Van Winkle’. Rip returns from his twenty-year hiatus to discover that his
irksomely domineering wife has died and that he is now old enough to legitimately
shun productive labour; in other words he has forgone middle age and passed directly
into senility. That Snopkov is dallying with death is implied by his lying comatose
under the cypress tree while buildings collapse all around him; however. it is also
perhaps vaguely implicit in his name. Snopkov derives from the word snop meaning
sheaf, which gently places the cobbler at the end of the agricultural cycle. Again it
will be remembered that Zoshchenko’s use of the verb rasseiar’ to communicate his
recovery from his relapse, in its meaning to sow, placed his recovered self at the start
of a new agricultural year. Thus both Zoshchenko’s melancholy and Snopkov's

drunkenness are represented as a kind of ageing and ultimately associated with
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finitude; the association of melancholia with aging, of course, was to be subsequently
explored in much more depth in Zoshchenko’s later work Youth Restored.

The dense. if often muted, parallels that link Zoshchenko’s melancholic
breakdown in Before Sunrise and Snopkov’s drunken experience of the earthquake
are, up to this point, precisely that: suggestive parallels kept apart by the distance that
pertains from a retrospective reading. However, by the end of ‘The Earthquake’ these
parallels come together in the intrusion of startlingly new presence: a voice purporting

to be that of the author.

What does the author want to say with this artistic work? With this
work the author is energetically making a stand against
drunkenness. The sting of this artistic satire is aimed squarely
against drinking and alcohol. The author wants to say that people
who drink can blink and miss, not only more gentle things, but even
an earthquake. Or as it says on one poster: “Don’t drink! With

drunken eyes you can embrace your class enemy!” It’s as simple as
37
that.

This jarring meta-literary intrusion seems, at first glance, to be a kind of authorial
afterword whose explicit moral seeks to close the meaning of the text within a rigid
satirical frame. However, in this aim it fails conspicuously, for, while the story can
(and does) undoubtedly function as a satire of drunkenness, the reader is nonetheless
Jeft with a very real sense that the piece is not at all “as simple as that™. In fact, this
¢authorial’ moral is much more complex than its tone of simple-hearted sincerity
might suggest; shot through with knowing irony, it actually functions paradoxically to
encourage the reader to look deeper than the limits of the concrete moral it proposes.

The tendentious reference to the propaganda slogan is particularly important in this

37 «Yero XO4eT aBTOP CKa3aTh 3THM XYyNOXECTBEHHBIM NPOH3BEACHHEM? DTHUM NPOM3BENEHHEM aBTOP
»HEPrHYHO BLICTYNAcT MPOTUB NbAHCTBA. JKano 3TOH XyN0XKECTREHHOH CaTHPLI HAMIPaBEHO B akKypaT
MPOTHB BHIMBKH 1 JIKOTOJIA. ABTOP XO4€T CKa3aTh, YTO BLITMBAIOLLME JIOAM He TONIbKO ApyrHe Gonee
HeXHble BEIlH — 3EMIETPACEHHE K TO MOTyT mpomoprats. Wil kak B o1HOM Tnakate ckasano: ‘He

nefi! C MbAHBIX T71a3 Thi MOXeIb OOHATL CBOErO Kiiaccoporo Bpara!’ M ouenb naxe mpocro.» 1:443-
444.
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respect for it immediately begs the question of where on Snopkov’s lonely, drunken
odyssey he can be held to have embraced his “class enemy”. Snopkov is actually his
own worst enemy and if he has embraced his class enemy at any point in the story
then the only realistic candidate for this counter-revolutionary malefactor is the
hermetic sense of selfhood which he retreats into while drunk, and not any actual
foreign spy, saboteur, or other putative ‘enemy of the people’. If weakness for drink
represents Snopkov’s specific ‘lack of vigilance’, then it is the embracing of a
narcissistic selfhood and the consequent disengagement from the world that is the real
act of counter-revolution that is satirized in the story. It is at this point that the
parallels between Snopkov’s experience of the earthquake and Zoshchenko’s
melancholic breakdown come together: the retreat into selfhood that is common to
both of them is satirized in the name of the revolution and in the voice of the author;
this confluence of fiction and confession then deepens the disingenuously simple,
comic moral, infusing it with a more personal and more melancholic cast.

What is perhaps the most interesting aspect of this authorial intrusion,
however, is the meta-fictional confusion it introduces into the story. As Bakhtin has
suggested, in literary fiction the author should always remain “on the boundary of the
world he is bringing into being” because “his intrusion into that world destroys its
aesthetic stability.”3 % This is exactly what this intrusive authorial presence achieves:
this new ‘authorial’ voice stands at a distinct remove from the free indirect discourse
that had characterised the narrative voice up to this point and which, before the
interruption, the reader had quite naturally assumed was attributable to the author; the

studiedly artless interruption by this new self-styled authorial voice thus represents an

¥ M M Bakhtin, ‘Author and Hero in Aesthetic Activity’ in Art and Answerability: Early
Philosophical Essays by M M Bakhtin trans. V Liapunov, ed. M Holquist and V Liapunov (Aixstin TX:

University of Texas Press, 1990), p. 191. This work dates from the early twenties, but was never
completed and was not published in Bakhtin’s lifetime.
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uncomfortable doubling of the authorial position in the work. That the authorial
presence in the story is complicated in the course of a passage that, on the face of it,
strives to close the text in line with indisputable ‘authorial’ intention, is a source of
not inconsiderable irony. However, the scission that results from this interruption in
the authorial voice is a crucial fictional effect: at one level the violent and unforeseen
disruption to the coherence of the authorial voice and narrative flow constitutes an
intriguing formal echo of the violent and unforeseen disruption wrought by the
earthquake on the walls of both the cobbler’s stall and his narcissistic self; at another
level, however, when one recalls the parallels between the Crimean earthquake and
Zoshchenko’s Crimean breakdown adumbrated above, then this breakdown in the
coherence of authorial voice becomes a formal parallel of the writer’s nervous
breakdown which is referred to metaphorically but so consistently throughout the
story. This troubling passage can therefore be itself understood as a kind of textual
breakdown, or a breakdown in text: the fractured authorial position which casts the
ostensible authorial voice as a stranger to itself comes to function as a textual echo of
the fractured selfhood and disjunctive subjectivity that characterize Zoshchenko's

mental collapse of 1926 to 1927.

Authorship and Melancholy in Sentimental Tales (1927-1930)

This disjunctive authorial presence is developed further in Zoshchenko's Sentimental
Tales (Sentimental'nye povesti, 1927-1930), where it is a sustained feature. When this
cycle originally appeared in March 1927, it contained seven long tales that had all
been published before, either separately or in collections, and bore the title of one of
the constituent tales, Of Whar the Nightingale Sang, with the subtitle Sentimental
Tales (O chem pel solovei: sentimental'nye povesti). The original title of the collection

is particularly interesting, not least because in the tale of the same title attention is
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deliberately drawn to the eponymous nightingale. At the end of ‘Of What the
Nightingale Sang’ the narrator suddenly realizes that he “has completely missed out
the nightingale that was so enigmatically mentioned in the title.”® He thus hurriedly
devises a retrospective narrative solution in which, during their walks in the woods at
the highpoint of their romance, the heroine, “hearing the chirr of insects or the song of
a nightingale” (“slushaia strekot bukashek ili penie solov'ia”) would ask the hero:
«Vasia, what do you think, what is that nightingale singing about?”™*® At first the
hero ventures “with reserve” (“sderzhanno”) that: “It’s feeding he wants, that’s why
he sings” (“zhrat’ khochet, ottogo i poet”), before later suggesting, partly in response
to the romantic undertone of the heroine’s question, that “the bird is singing about
some kind of splendid life in the future” (“ptitsa poet o kakoi-to budushchei
rasprekrasnoi zhizn”).*' Importantly, this comic parody of bad writing and
sentimental excess not only still leaves the significance of the eponymous nightingale
open, but actually elevates the omission to a greater prominence, something
particularly acute in early editions of the cycle when the nightingale purported to
speak for the whole cycle.

The reader’s interest in the nightingale must be stimulated further by the sheer
density of symbolic weight adhering to this humble bird. Michael Ferber suggests that
“the nightingale has had the most spectacular career of all literary birds”, appearing
“in many thousands of poems from Homer to the twentieth-century”.42 Noting that
“even in ancient times it acquired an almost formulaic meaning”, Ferber shows how

the bird became an emblem of “spring”, “night”, “mourning” and lament. and.

19
«[...] COBEPHIEHHO YNYCTH] W3 BMIY CONOBbA, O KOTOPOM CTO/b 3AralO4HO CKa3aHO Obino B
sarnasuu.» Sentimental'nye povesti, 2:122-123.

40 . Bacs, kak Bbl JyMaeTe, 0 4EM MOET 3ITOT CONOBEN? » 2:123.
412:123

2 M Ferber, A Dictionary of Literary Symbols (Cambridge: Cambridge University Press, 2007), sv
“Nightingale”. :
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connected to a degree with all of these, “it also became a bird of love™.*® This
symbolism is important in understanding the eponymous nightingale in the work,
especially when one remembers the extent to which the Rusanova-Zamyslovskaia
romance was written into many of the constituent tales of the collection (see chapter
three) and when one recalls that work on the collection directly bisected the writer’s
breakdown of 1926 to 1927, even being referred to directly in early versions of the
cycle.

Yet Ferber also shows how the nightingale “became a metaphor for a poet”
even in ancient times, “as early as Hesiod.”** This historical use of the nightingale as
a symbolic evocation of poetic authorship is also identifiable in Russian literature. To
cite a more or less contemporary example, towards the end of his 1918 poem
beginning ‘What the clock-grasshopper sings...” (‘Chto poiut chasy-kuznechik...” -
published as part of his 1922 collection Tristia), Mandelstam equated the need to
write poetry with being “in a nightingale fever” (“v goriachke solov'inoz”’).45 That the
symbol holds for authorship in general, and not just poetic authorship, is evidenced by
Chekhov’s use of the metaphor in his famous letter to the writer and lyric poet Yakov
Polonskii of 18 January 1888. In this letter Chekhov, while working on his first long
story The Steppe (Step', 1888) and bemoaning the established literary prejudice
against works not published in so-called “thick” journals, asks rhetorically: “Isn't it
just the same if a nightingale sings in a big tree or in a bush?™® Chekhov's
metaphoric equation of author and nightingale here is particularly applicable to Of

What the Nightingale Sang in view of the fact that Zoshchenko’s reputation in 1927

3 Ibid, sv “Nightingale”.

“ Ibid, sv “Nightingale”.

43 «Chto poiut chasy-kuznechik...” in O Mandel'shtam, Sochineniia: Stikhotvoreniia. Proza. Esse
(Moscow: AST, 2008), p. 85.

4 «He Bce 1M PaBHO, NIOET JIK conoBed Ha GonbIIOM aepeBe UNK B Kycte?.» A. P. Chekhov, Polnoe

sobranie sochinenii i pisem v tridtsati tomakh: pis’ma v dvenadtsati tomakh (Moscow: Nauka, 1974-
83), Pis’ma vol. 2, p.177.
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likewise rested mainly on short, comic works widely considered to fall outside the
boundaries of ‘high’ literature. Interpreted this way, Zoshchenko’s title “Of What the
Nightingale Sang” would thus seem to posit, albeit in a more belletristic mode, the
same question posed by the blunter authorial intrusion we encountered above in the
story ‘The Earthquake’: “What does the author want to say with this artistic work?”
Thus the person of the ‘author’ is billed from the outset as significant presence, and,
as the contemporary Soviet critic A G Barmin noted, he will become the central
concern of the work.*” Indeed, on opening the book, the voice of the putative ‘author’
is the first thing the reader in 1927 would have encountered in the form of a short
preface. In Russian, the phrase “bez predislovii” (literally “without preface™)
communicates a desire for immediacy and saliency, akin to the English phrase
“without further ado”. That the figure of the ‘author’ emerges in a preface is thus
telling, for his growing presence in the following tales will be increasingly digressive
and interruptive, furnishing ever more ‘further ado’ as he quite literally gets in the

way of the narratives he attempts to craft.

In view of the importance of the disruptive authorial voice in the collection, it
is worth paying some attention to the preface in which the author-figure makes
himself felt for the first time. He starts by warning the unwary reader of the work’s
dearth of affirmative revolutionary content; this is a work that, most assuredly, will
not contain heroic tales of socialist construction, but rather: “This book is specially
written about the little man, about the philistine, in all his unsightly beauty.™*

Moreover, in concerning itself with “the wretched, departing old life” * the ‘author’

b

47 A G Barmin, ‘Puti Zoshchenko’ in B V Kazanskii and lu N Tynianov (eds), Mastera sovremennoi
literatury. Mikhail Zoshchenko: stat’i i materialy (Leningrad: Academia, 1928), p.40.

4 (J1a KHHMra CNELMATLHO HAMUCAHA O MajleHbKOM 4esoBeke, o6 obwisatene, Bo Beelt ero
HENpHraAIHONA Kpace.» 2:6.

9 O KaNKoH yXORAIeH Xu3Hu»; 2:7.
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perceives a danger that the work may be read “as some kind of shrill, squeaking flute,
some kind of insulting sentimental rubbish.”*° Thus the ‘author’ acknowledges that
this renders the work at odds with its time, and is keen to allay the anticipated ire of
critics by pointing to the continued existence of such sentimental people and by
insisting that he does not intend this book to stand amongst “the rank of witty and
clever works of the epoch.”51 Whether contemporary Soviet critics chose to accept
this explanation or not, and as will become apparent from the discussion below many
did not, the anachronistic sense that the ‘author’ creates in the preface is of the utmost
importance for when readers come to the tales themselves. All of the tales in the
collection play heavily on temporal disparities to achieve their literary effects, and the
theme of adaptation and adjustment to the times is one of the most prominent themes
linking the various tales.

As discussed in the previous chapter, ‘The Nanny-Goat’ (‘Koza’, 1923)
recounts the ridiculously obsessive quest of a low-level government clerk called
Zabezhkin to acquire ownership of a nanny-goat which he encountered while walking
aimlessly around the outskirts of Petrograd. The story is a tragic-comic farce in which
the hero’s narcissistic love for the goat leads to his progressive social marginalisation:
he is first rejected in marriage by his landlady and evicted, before then losing his job
and finally sinking into beggary. However, where the previous chapter focussed on
the narcissistic nature of his obsessive love for the goat, what is important in the
context of the current discussion is the way that this self-absorption disengages the
hero from the realities of life in post-revolutionary Petrograd. It will be recalled from
chapter three that Zabezhkin’s fixation with the goat was based on his belief that its

acquisition would translate into material plenitude and personal sustenance free from

%0 (Kaxo#-T0 BU3MIHBOA (relTol, Kako#-TO CCHTUMEHTANbHONA ocKopOuTenLHOM TpeGyxoitn; 2:7.
$1 (ABTOp HE JIE3ET CO CBOEH KHUTOH B PANl OCTPOYMHBIX POM3BENEHHHA 3MOXH.» 2:6.
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the need to work. This personal yearning for leisured dominion over hearth and home
is profoundly at variance with the collectivist and production ethos of the time,
summed up in the Marxian formula ‘from each according to his ability, to each
according to his need.” A sense of Zabezhkin’s willed refusal to live in accordance
with the times is evident in his perverse insistence on clinging to his place in the
defunct imperial Table of Ranks; the chronologically confused clerk insists on
introducing himself as a “former collegiate registrar” (“byvshii kollezhskii
registrator”) despite it being the lowest rung of the old civil service hierarchy and
utterly irrelevant in the new Soviet order.”? In his refusal to accept the facts of post-
revolutionary life, Zabezhkin, just like Snopkov in ‘The Earthquake’, effectively
withdraws from reality into a narcissistic redoubt in which external reality becomes
reconceived as an extension of self. In a perceptive reading of ‘The Nanny-Goat’,
Andrei Siniavskii stresses the way in which the goat becomes some kind of extension
of self for Zabezhkin: “For Zabezhkin, intimate, and I would say, lyrical attitudes
arise with respect to the goat.”53 This lyrical bond which Zabezhkin tries to foster
with the goat arises from his refusal to reform himself in relation to changed times
and cultural landscape; however, no matter how heartfelt, his sentiments are
meaningless and ineffectual defences against a reality that is totally indifferent to
them.

The hero Belokopytov in the story ‘People” (‘Liudi’, 1924), in contrast to
7abezhkin, seems at first glance to have appreciated the need for personal adaptation
to changed post-revolutionary conditions. A former aristocrat and educated
progressive, he returns from foreign exile to find that his clichéd pre-revolutionary

role of repentant nobleman does not equip him for life in the new post-revolutionary

522:21.

$3 «C ko030fi y 3abexKuHa 3aBA3LIBAIOTCA MHTHMHbIE M, 8 Obl CKasas, JMPHUYECKHE OTHOLIEHHA.» A
Siniavskii, ‘Mify Mikhaila Zoshchenko’, p.240.
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reality that surrounds him. Moreover, after a depressingly fruitless search for work he
comes to realize that his knowledge of Spanish and Latin amount to little more than a
talking point in the Soviet provinces. After eventually obtaining an offer of temporary
work at a cooperative, which is tellingly called ‘The Common Weal’ (‘Narodnoe
blago’), he realises the inadequacy of his old outlook and personal ideals, and seeks
new ones in a promising view of life as a constant struggle for adaptation. However,
before even starting his new job and applying his new personal outlook in real life,
Belokopytov has already begun to raise it to the level of abstract philosophy:

He immediately and quickly developed a philosophical system out

of it, about the imperative to adapt oneself, about ordinary and

primitive life, about how every human being possessing the right to

live is unavoidaply obliged, just like every living bei?? and every

beast, to change its appearance depending on the times.
On the face of it, this confused and breathless revelation appears to be broadly
positive. However, one suspects that constructing such an all-embracing abstract
system of thought out of his untested epiphany is perhaps a little premature.
Moreover, if the imperative is to change only one’s external appearance (meniat’
svoiu shkuru, i.e. literally to change one’s skin) then one doubts how far reaching an
adaptation is really being proposed. Is Belokopytov not just proposing window-

dressing to cover up an unreformed soul, to adopt sheep’s clothing to hide the wolf he

really is? Sure enough, Belokopytov’s new ‘story’ quickly turns out to be a paean to

cynicism, as he declares:

[...] that cynicism is an absolutely imperative and normal thing in
life, that without cynicism and cruelty not even a beast can get by

54 «OH TOTYaC W HEMEIUIEHHO pa3BHI HM UENYI0 (QHIOCOPCKYI0 CHCTEMY O HEo6XOOMMOCTH
npucnoco6ATeCA, 0 TpOCTOH M NMPHUMHTHBHOW XH3HM H O TOM, UTO KaXIbifl YeNoBEK, MMEIOIMHA
NpaBo XKHTb, HEMPEMEHHO 00s3aH, KaK U BCAKOE XKHBOE CYLIECTBO ¥ Kak BCAKMHA 3BEphL, MEHATH CBOIO
IOKYPY, CMOTPS 11O BPEMEHH.» 2:75.
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and that, perhaps, cynicism and cruelty are also the most correct
things, which give the right to life.*

Belokopytov thus renounces his old outlook in exchange for the violent, instinct-
driven biological self that one suspects always lurked behind his former cultured
mask. Yet this frighteningly bestial philosophy is no more suited to the new reality
than his previous cultured ideals: its malign conclusions lead Belokopytov to steal
from the cooperative in which he works and ultimately to be dismissed. Thus forced
out from ‘The Common Weal’, and by implication alienated from society,
Belokopytov still clings to his unrealistic outlook, following its logic to the
apotheosis: degeneration to the level of a beast, an existence which, apart from the
occasional charity of his landlady, places him firmly beyond the pale of human
civilisation.

Nadezhda Mandelstam seems to argue that Belokopytov’s choice of path

represents Zoshchenko’s recommendation and advice to the intelligentsia for living in

the new regime.

Perhaps the reason Mandelstam liked Zoshchenko so much was
because in one of his sentimental tales he describes a man who
grows fur , digs himself a burrow in the forest, and howls like a wild
animal — he had just not found it possible to live a simple human
existence (let alone to try to write poetry!).*®

However, this reading of Belokopytov as a tragic, romantic hero finds little support in
the text. That he is tragic is without doubt, but he is not at all heroic or exemplary.

The new outlook he adopts is poorly adapted to the actuality of the cultural reality he

%3 «[...] 4TO LIMHK3M — 3TO BElllb COBEPIICHO Heo0X0nHMMas M B XH3HH HOPMAJIbHas, YTo 6e3 UMHUIME U
EeCTOKOCTH HM OIMH Aaxe 3BEPb HE OGXOMMTCH H YTO, MOKET ObiTh, LIHHHUIM M KECTOKOCTb W €CTh
caMbi¢ NMPaBHIbHbIE BELUH, KOTOPbIE AtOT MPABO Ha XKU3Hb.» 2:77.

¢ «He notomy 1M MaHaenbmTam Tak moOun 30LIEHKO, YTO Y HEMO B CAHTHMEHTAIbHLIX MOBECTAX
yenoBex OOpacTaeT WIEPCTLIO M POET HOPY B JieCy, 4TOGL 3aBLITH 3BEPEM, H TONBLKO NOTOMY, YTO
MBITAICH (NOCTPOHTLY» HE JHPY Aaxe, a CaMYK IPOCTYI0 YeNnOBEUECKYl0 XkH3Hb.» N Mandelstam,
Vioraia kniga (Paris: YMCA Press, 1972), pp. 342-343. Translation is a slight modification of that by
Max Hayward in N Mandelstam Hope Abandoned (London: Collins Harvill, 1989), p. 304,
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is trying to find a place in and thus results in his expulsion from society. Whatever the
changed cultural conditions of the Soviet provinces may be, they are not quite the
Hobbesian state of nature that Belokopytov decides they are. That this new. but ill-
adapted personal outlook is ironically arrived at through embracing a philosophy of
adaptation only heightens the tragedy of Belokopytov’s fate and exposes the
limitations of abstract reasoning and classical philosophising where there is no
concept of ‘the common weal’. Moreover, just as in the case of Zabezhkin,
Belokopytov’s choice of personal outlook at variance with external reality represents
no more than a stubborn attempt to project an unchanged, and unchanging,
subjectivity onto the external world with the resultant alienation which that inevitably
incurs.

The apparently relentless tragedy in these tales of heroes who either resist or
otherwise fail to adapt to post-revolutionary life is supposed to find some relief with
the last story in the collection. The tale is entitled ‘A Merry Adventure® (‘Veseloe
prikliuchenie’, 1926) and readers had been reassured in the preface that:

There is cheerfulness here [in Of What the Nightingale Sang). Not in

excess, of course, but it is there. The very last pages of the book

positively gush with unbounded cheerfulness and sincere joy.”
Although ultimately not as uplifting as either its title or its advance billing might
suggest, this tale is markedly different to those which precede it. Firstly, the hero, a
certain Sergei Petrovich Petukhov, is a young man of twenty-five years who. by the
time the story was first published in 1926, would have had little pre-revolutionary

baggage to divest himself of. He is happy and healthy, and when he smiles at the sun

rising on another languid, youthful Sunday:

57 (BompocTh TYT ecTh. He uepes Kpali, KOHEUHO, HO ecTh. TlocnenHuh e cTpaHHULI KHUTH NPAMO
GpbI3kKYT MOJIHBIM BECENILEM H cepae4HON panocThio.» 2:7.
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This was the smile of a young, healthy organism, not yet pawed by

doctors. This was the smile of a youth, having dreamed good

dreams at night of bright vistas and cheerful horizons.”®
Even his name, from the Russian word for cockerel, associates him with strutting
cockiness and the hopeful dawning of a new day. And, like the cockerel, his first
waking thoughts on a lazy Sunday turn to the pursuit of the opposite sex. Walking the
streets in search of a female companion he comes across a promising candidate and,
predictably enough, love follows with the arrangement of an assignation in the local
cinema later that day. Yet there is a fly in the romantic ointment even at this earliest
of stages. In his amorous quest, Petukhov is not so much looking for love as, quite
literally, looking for the woman of his dreams. He follows women in the street and
watches them askance, “as if evaluating and comparing them with those outstanding
ladies which he had seen that night” in his dreams.*®* When he finds his girl there is no
Jove at first sight as a truly sentimental tale might have required; rather it turns out
that Petukhov has met up with this girl many times before. On this occasion, it is only
wynder the influence of his light, cheerful dream and the cheering weather” that Sergei
begins to sense the stirring of amorous feelings.® If this is love, it is most certainly of
the most incidental and narcissistic kind and bearing little or no resemblance to any
sentimental or romantic ideal.

However, problems of a more material kind soon beset the hero as it emerges

that he does not have sufficient money left over from his wages to cover the cost of

the cinema tickets. With this realisation the hero’s buoyant mood swiftly evaporates

58 (I70 GbLNA YbIOKa MONOSOrO, 310POBOTO OPTAHH3Ma, HE 3aXBATAHHOrO elle Bpauyamu. 310 Ouina

y/bi6xa 10HOLIM, BUICBIIErO HOUbLIO OTNIMYHbIE CHbI, CBET/Ible NEPCNEKTHUBLI K GOAPbIE TOPH3OHTbLI.»
2:126.

%9 «Kak 61 OLCHMBasS M CDaBHMBaA C TEMH BbLNAIOWMMHCA OapblIHAMM, KakMX OH BUAEN 3TOM
Houbion; 2:128.

© . TTox BAMSHHEM JIETKOr0, Becenoro cHa u GoapaLuedt noroasi»; 2:128.
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as he sinks “into intense sadness™.®' Eventually, he resolves to sell some possessions.
and frantically begins to search out any items of value he may possess. After an
exhausting search, he reluctantly settles on a dusty meat grinder that has been left to
him by his late mother. This beautiful, and devastatingly incongruous, comic image is
a classic Zoshchenko construction which captures in perfect condensation the hero’s
complicated relations with his mother; both alimentary and destructive, both nurturing
and crushing, both banal and violent. Yet, apparently oblivious to both the incongruity
of the object and the dense psychological symbolism, Petukhov sets of to sell his late
mother’s meat grinder in order to yield enough cash to pursue his new found love,
quite literally exchanging it for a new mother-figure. Tellingly, it transpires that he
has greatly over-estimated the value of the maternal meat grinder and once it is sold
he still remains short of the required funds for his amorous rendezvous. Increasingly
anxious, Petukhov finally remembers an elderly aunt, whose favour he enjoys and
who could in all likelihood extend him the balance. At this thought his “previous good
spirits and cheerfulness enveloped Sergei Petrovich’s whole being.”?

However, his joy is again short-lived, for on arriving at his aunt’s flat he
discovers that she has already lain on her death-bed for two weeks, unable to talk or
move. At this news “Sergei Petrovich’s heart sank”. ®* Having seen his aunt's wasting
body, the hero’s mood darkens still further to the point of a “nervous fever .**

Importantly, the cause for this depressive episode is not simply reducible to distress at

the imminent loss of his aunt, for:

) «B cWIbHBIX IpycTax»; 2:132.

€2 «TlpexHss GOXPOCTS U Becesbe OXBATIIH BCE CyllecTBo Cepres Ietpomua.» 2:135.
6 (Y Cepres IleTpoBHya coBepiIEHO ynano cepaue.» 1:136.
¢ «Hepshas nuxopankay; 1:136.

214



He did not pity his dying aunt. At the time he did not even begin to

think of her. He only thought about how now there would be

absolutely no chance to borrow money from her.®*
This troubling indifference to the suffering of his indulgent aunt serves only to
underline the sense in which Petukhov’s obsessive pursuit of his private fantasies has
detached him from the world. His depression and anxiety are narcissistic responses to
the imminent disappearance of a customary source of female support and income. As
with the poignant image of the maternal meat grinder from earlier in the story,
Petukhov is here faced again by the prospect of a world without a nurturing and
supportive mother-figure, or symbolic substitutions thereof. His aunt’s demise and the
financial complications that seem certain to scupper his amorous pursuit of another
mother-substitute leave him to face the cold indifferent reality of a material world at
odds with his fantasised conception of it. As his stiflingly subjective outlook
crumbles, Petukhov is confronted by a reality stripped of all fantasy which is
increasingly resistant to any kind of meaning at all. The moment before his nervous
collapse, Petukhov leaves his dying aunt’s room and enters the kitchen of her
apartment where he encounters a devastatingly sparse vignette of existence cut down

the barest of bones:

Two women, out of respect for his unendurable suffering, were
trying not to move at all; they only sighed soundlessly and wiped
their lips and eyes with the corners of their shawls. There was
almost complete silence. Only the boy, as before, chomped potato.
coarsely smacking his lips. And, as before the kitchen clock
rhythmically beat out the passage of time.*®

65 (Emy He GbinI0 Xalb ymupaiowleli TeTkd. OH Naxe B Te MUHYTH U He nofyman o Hei. OH ToNbKO
MOMyMan O TOM, YTO CErONHA PEIIHTELHO HET HHKAKOR BO3MOXHOCTH NPH3AHATL y Hee aeHer.» 1:136.

«]lBe KEHIUMHbI, H3 YBAXEHUsS K €ro HeCTEPNHMOMY TOpIO, CTapaNMCh NaXKe HE ABMraTbCA, OHM
ToNbKO 6e33BYUHO BhIABIXANH H BLITHPAIH KOHYHKaMM NIaTkoB cBou rybul M rnasza. Ctosna noutw

nonHad THMHA. TONLKO OAMH MapHMIKA NO-NpexHemy, rpybo uaskas, xpan kaptodenn. U no-
NMPEXHEMY KYXOHHBIE 9aChi MEPHO oTOMBAIK ABHKEHHE BPEMEHH.» 2:136.
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The abiding impression of this scene is of a terrifyingly detached physicality.
mechanical movement, bodily and temporal, not even enlivened by a glimmer of
warmth, human empathy or shared mourning. The old women, whose indifference to
the aunt’s death is expressed in their earlier reluctance to get involved in funeral
arrangements because “they don’t have time to work selflessly without knowing who
for”, can only respect Putukhov’s ‘unendurable suffering’, they cannot share it.%?
Moreover, they completely misinterpret this suffering, for we have already seen that
Petukhov’s grief is more connected with his stifled narcissistic fantasy than a response
to mourning the unexpected death of a relative. Thus we have a scene of awkward,
mutual misapprehension devoid of even the faintest flicker of redeeming empathy, set
against the youthful indifference of the hungry boy and the relentless passage of time.
Although the old women try not to move in the silence of the tableau above,
the scene is fundamentally destabilised by persistent noise, movement and transience
from within its very confines: the wiping of bodily fluids with shawls, the smacking
of lips and the beating out of time. This startling passage rings like a hammer-blow
through the empty sentiment of Petukhov’s fantasies. It is a moment in which the
Real, in something like a Lacanian sense, breaks through the narcissistic structure of
the self, leaving only a shattered shell of subjectivity to which no human meaning can
adhere. This profound absence of meaning, fantastical or otherwise is a profoundly
melancholic vision; it is a metaphysical void representing the complete absence of
outlook. In this it is not at all like Belokopytov's bestial war of all against all; in fact it
is much more frightening. This is a banal tragedy that has somehow been denuded of
the Tragic, leaving only the melancholic as a kind of sludgy precipitate left in the

absence of an effective narrative or symbolic solvent. In the face of this terrifying

67 Y HMX HETY BPEMEHH GECKOPBICTHO paboTaTh HEH3BECTHO ANs Koroy: 2:136.
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insight, the breakdown strikes: “Sergei Petrovich [Petukhov] gave a loud sigh. stole a
sidelong glance at the ticking clock and froze in complete and total numbness.”**

That he is looking askance at the clock is important because the narrative
structure of ‘A Merry Adventure’ is essentially chronological. From the point at
which Snopkov sets up his meeting with the girl, the clock is, quite literally, ticking as
he scurries about in an increasingly desperate struggle to collect the funds he needs to
take her to the cinema. Everywhere Petukhov looks there are ticking clocks which
herald the remorselessly approaching deadline. As he stands in the marketplace
touting his maternal meat grinder: “he unexpectedly glanced at the clock in the
marketplace and fell into a flat panic” as he realises that it is already a quarter to
four.® A few lines later, when desperation at the gallop of time has forced him to let
the meat grinder go for a fraction of its sentimental value. he is again struck by the
time: “having looked again at the clock, he groaned” when he realised that it was now
four in the afternoon.”® At one point in his desperate adventure Petukhov even stops
outside a shop selling clocks, and “looked long at the white. round face of a clock
placed in the window.””' Chronological time functions as an interrupting force that
perpetually intrudes on and punctures Petukhov's sentimental excesses. For example.
when Petukhov hits on his aunt as a potential source of income, his joy is such that
“he started to dance some kind of wild African dance™.”” However, this maniacal joy

quickly dissipates as he enters the kitchen of his aunt’s apartment to find. amongst

other things, a ticking clock:

8 «Cepre#t IleTpoBMY, LIYMHO B3JOXHYB, HCKOCa NOCMOTPE/ Ha THKAKOLIKWE 4achl M 3amep B
COBEPLICHHOM H OKOHYATEILHOM OLENEeHeHHN.» 2:136.

# (HeoXHIAHHO OH TIAHYJ Ha PbIHOYHbIE Yacki ¥ MIPHILIEN B COBepiLeHHBIN yxac.» 2:134.
7 (B3rsHYB ellie pa3s Ha 9achl, OXHyMy; 2:134.

71 (Jlonro raanen Ha KpYrAeHbKUA UMdepbnaT 4acoB, BhiCTaBNEHHBIX B OKHE.» 2:138.
7 «OH cran TaHLEBaTh Kakol-To Iukui appukaHckuii Takneuy; 2:135.
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On the wall by the stove a huge quantity of cockroaches was

running about, an iron clock with weights hung by the window. The

pendulum was swinging with terrifying speed and wheezing: with a

screech it beat out the time of a cockroach life.”
Here chronological time gains an existential colouring: the “cockroach life” of which
it beats out the time potentially being either the life of the insect, or a bitterly
pejorative reflection on existence in general. Meanwhile, the wheezing sound of the
swinging pendulums foreshadows Petukhov’s dying aunt, whom Petukhov will
discover several lines later as she “lay motionlessly on the bed, breathing heavily and
wheezily.”™ Chronological time and existential finitude are thus explicitly married in
the image of the heavy, iron kitchen clock, which is intrinsic to the sparse, cold
tableau which marks the onset of Petukhov’s nervous collapse. In fact. it is time that
incessantly punctures Petukhov’s flights of sentimental fancy, creating the violent
fluctuations between lyrical joy and morbid sadness that characterise the hero’s
passage through the story. The difference between static sentimental time and
remorselessly transient chronological time, as well as Petukhov’s perpetual surprise at
the passage of the latter bring to mind the attenuated sense of time and the strange
sense of surprised inevitability that characterised both Snopkov’s seismic travails and
Zoshchenko’s Crimean breakdown encountered earlier in this chapter.

However, this is not the only source of similarity between Zoshchenko's,
Snopkov’s and Petukhov’s respective collapses. There is a wealth of incidental
similarity: like Zoshchenko and Snopkov, the young Petukhov experiences his relapse
outside his home, at his aunt’s apartment; like Zoshchenko and Snopkov, the attack

eventually forces him to take to his bed. But perhaps the most important similarity

between each of these cases is the way that each collapse arises from the failure of the

T (Ha cTeHe mepen IUIMTON B rPOMAaIHOM KonuuecTse Geranu TapakaHbl. Y OKHA BHUCENH XKeENE3Hbie

gachl C MHpAMHA. MaATHUK Kagaics co ctpamHofi GbICTPOTOM ¥ XPUINO, CO CKpexeToM OTOMBAN TakT
TapakaHbeH Ku3HH.» 2:135.

" (TeTka HEMOABIKHO JieXasa Ha KpOBaTH, TAXKENO B XPHILIO Ablwia.» 2:136.
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narcissistically constructed self to contain all the forces of, and withstand the
onslaught of, a radically dynamic reality which ultimately exceeds the explanatory
power of any personal outlook, however philosophically considered. Petukhov, like
Zoshchenko and Snopkov, indeed, like most of Zoshchenko’s hero’s in Sentimental
Tales and in the wider comic short fiction, in doggedly pursuing his private concerns,
pits his own subjective outlook and private fantasy against an indifferent reality with a
predictably tragic outcome. Petukhov acknowledges this as he struggles against his
impending nervous collapse. He struggles to understand why such a banal concern as
losing a girl for lack of money should jeopardise his state of mind to such a degree.
He is even aware of the ridiculousness of his plight, for: “Sergei grinned despairingly
and rebuked himself for his unrealistic approach to events.”” Yet. just like Snopkov.
who goes on to finish off the second bottle of vodka after just declaiming the
harmfulness of alcoholism, Petukhov is strangely unable to let go of his obsession due
to “some kind of obstinacy”.76 His private search for a mother-substitute as it
manifests itself in the struggle to acquire enough money to keep his date with the girl
seems to loom large in his conscious mind, to the point in fact where: “It seemed that
in this now lay the whole meaning of life.””’ This stubborn. neurotic. willed
contraction of the myriad variety of external reality to the stuff of private

psychological obsession is what really lies behind Petukhov's sufferings.

This neurotic obstinacy leads the young hero into a cycle of increasingly ridiculous
ideas. He dreams of finding a wallet full of cash, of scaring a shopkeeper and stealing

the goods while he is distracted, and even of driving the cashiers at the State bank into

7 «Cepreii Ge3HalekKHO ycMeXancs 1 ynpekan ce6s B HepeannHoOM noaxone k cOBbITHAM.» 2:137
7% (Kakoe-To ynpaMcTsoy; 2:137. :

7 «Ka3a10Ch, YTO B 3TOM Cel4ac 3a/10)KEH BECh CMBICH KU3HMU.» 2:137.
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the toilet and taking “a whole sack of ten kopek pieces.””® As if stealing low
denomination coins from a bank was not ridiculous enough, Petukhov finally resolves
to break into his aunt’s apartment and steal from her, apparently oblivious to the fact
that in stealing from his dying aunt he is, as the sole heir, effectively stealing from
himself. Nonetheless, he approaches his aunt’s apartment and steels himself for the
crime. After overcoming a locked door and hiding from one of the old ladies in a dark
stairwell, the increasingly agitated Petukhov finally enters his aunt’s apartment. But
again struck numb with fear by the wheezing body of his dying aunt, Petukhov
knocks over a medicine phial and a spoon. Hearing the other old lady approaching.
the thief beats a hasty, empty-handed retreat. This episode, with its locked doors and
brooding stairwells, its dark corridors and old ladies, and the febrile self-
consciousness of the criminal, is reminiscent of Raskolnikov's murder of the old
money-lender in Dostoevsky’s Crime and Punishment (Prestuplenie i nakazanie,
1866). However in a bathetic denouement, Petukhov, rather than murdering the old
ladies, knocks one of them over while fleeing the scene in panic. The last thing
Petukhov hears as he leaves the building is the horrified scream of the injured old
woman: “her cry resonating around the whole building”.79 Just as in the account of
Zoshchenko’s Crimean breakdown where the “disgusting cry” of a seagull heralds the
onset of a depressive relapse, so the cry of the old woman signals the onset of a
worsening mood for the hero of ‘A Merry Adventure’. By now the deadline has
passed, and Petukhov has returned home defeated and downcast, as “like a shadow he
entered his room.”* His oppressed mood is only deepened as “he mentally pictured

the dismayed face of the girl, waiting for him for an hour or more. !

78 ([1onHBIA MELIOK FPHBEHHHKOBY; 2:137.
» «KpHK ee rynko pasHeccs no BceMy aoMmyy; 2:139,
% «OH Kak TeHb MPOLIEN B CBOK KOMHaTy.» 2:140.

*! «OH MbICNIEHHO MpencTaBmN ceGe PACTEPAHHOE JILO NEBYLLIKH, KIayueh ero yac u Gonee.» 2:140
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The following morning, Petukhov is woken from a restless night’s sleep by the
old woman he knocked over the previous night. In a continuation of the Raskolnikov
motif, Petukhov is convinced that the old woman has come to confront him over his
crime. However, to Petukhov’s intense relief, it turns out that she did not recognise
him in the darkness and has come to inform him that his aunt passed away in the night
and that he has now inherited her estate. For Petukhov this wakening to a new day
represents the evaporation of the immediate source of his melancholic frustrations
from earlier in the story. Indeed, his aunt’s death has provided the young hero with
enough ready cash to pursue his beloved and, in addition, an incontrovertible excuse
for missing his date of the previous night, for what girl could really begrudge the
presence of a faithful nephew at his beloved aunt’s deathbed? After a whirlwind
romance the pair marry two weeks later and their joy is cemented when they
eventually win twenty roubles on the state lottery with a ticket inherited from
Petukhov’s dead aunt: “Their joy knew no bounds.”*?

The reader anticipating the happy ending predicted in the preface could well
have been disappointed for there are ample grounds to doubt the completeness of the
happiness that awaits the hero and his beloved. Firstly, this happiness is earned at the
expense of the miserable and lingering death of the hero's aunt for whom no
redemptive joy accrues; moreover, Petukhov’s cold indifference to this must surely
send a shiver down the spine of most readers. Secondly, although he gets the girl in
the end, the preceding story suggested that Petukhov's pursuit of his beloved owed
more to narcissistic fantasy than to any ideal of romantic love. Indeed. understood
from this angle, the ending, whether momentarily happy or not, merely represents a

progression in the same neurotic obsession that caused the hero such distress. and

82 (PanocTH X He 6bLIO rpaHuiL» 2:144.
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even nervous collapse, earlier in the story. But perhaps most damningly, although the
young couple’s happiness may seem boundless in the final moments of the story, this
happiness is in actuality bounded in one obvious and very important sense: that of
time. In a story where the effluxion of time is so carefully recorded and so implicated
in the interruption of the hero’s bouts of sentimental joy, one feels that Petukhov is
perhaps experiencing a joy that is decidedly temporary; all the more so, in fact,
because he has ceased glancing at the clock at all. The last five lines of the story cover
six months of activity, compared to the forty-eight hours covered by the whole
preceding tale. The ending achieved through this fragile textual frame, which seems
so rushed and improvised, feels like a sentimental lapse, another retreat into the
fantastic, dangerous, timelessness of the imagination.

Lesley Milne convincingly portrays this hugely compromised happy ending as
a playful satire on the demands, both popular and official, for cheerful literary
content.®> However, alongside this satirical aspect there is also a sense in which the
happiness of the ending is real beyond the author’s forced and clumsy sentimental
frame. What the tale reveals is that joy and despair are human creations, sentimental
constructions which are projected onto times, events or people whose objective
existence is really emotionally neutral. Petukhov’s alternating elation and depression
derive from projecting his limited subjective outlook and his narcissistic fantasies
onto events that sometimes facilitate and sometimes impede them. Thus, his
essentially stable narcissistic self experiences lacerating existential misery when his
plans are thwarted and is engulfed by hyperbolical joy when the money suddenly
becomes available; crucially however, the event structure remains absolutely neutral.

Thus, that the tale has ended on a high note is no guarantee of lasting happiness. just

31 Milne, Zoshchenko and the Ilf-Petrov Partnership, pp. 50-51.
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as its ending on a low note would have been no guarantee of intractable misery. The
joy at the close of the story derives from the fact that the story of Petukhov has not
actually closed at all, for the porous frame that the author has established around it
fails to contain the chronologically-based, narrative dynamic established early in the
story; the reader’s speculative attention at the end is thus irresistibly drawn to the joys
and sadness that await the ‘happy’ couple beyond the author-figure’s flimsy
sentimental attempt at closure.

Any lasting happiness that cleaves to this tale does so at a meta-fictional level;
it is really more for the figure of the author, and perhaps for a certain kind of reader,
than it is for Petukhov and his beloved. Indeed it is the author figure that insists on the
happiness of the story and, in order to understand why, one needs to reflect on the
author figure’s own professed proclivity to melancholia. At the start of the story, in
the context of a rambling introduction to the tale narrated in the voice of the author-
figure himself, he confesses that:

The author too has recently been setting himself to the most
desperate and melancholic ideas and to the resolution of the most

unthinkable questions. But that’s enough. Quite enough. There is
no happiness in this, and there is no wisdom either.*

‘Wisdom’ (‘Mudrost”, 1924) is in fact the title of the story in Sentimental
Tales that deals most explicitly with ‘melancholic ideas’. In editions before 1931. the
central character of the tale was called Zotov and the piece had a contemporary
setting, however, in publications from 1931 onwards the hero is renamed ‘Ivan

Alekseevich Zoshchenko’, a “relative” (“rodstvennik’™) of the author, and the action is

M (ABTOp ¥ CaM HENABHO €Ll 3aJaBaics HA CAMBIC OTYAAHHBIE W MEJIAHXONHYECKHE MAEH W Ha

pa3pellieHne CaMblX HEMBICIHMbIX BONpocoB. M BOT — xBarut. losonsHo. He B 3ToM cuacTse. W He B
3TOM MYApPOCTb.» 2:125.
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re-set to before the revolution.®’ Lesley Milne has noted that the story can be read as
“a caricature of the depression against which [Zoshchenko] put up a constant
struggle™.® In the tale, the hero has spent the last eleven years in self-imposed
isolation, shunning all human contact; significantly, the clock stops in his apartment
one day, and a “waft of death” (veianie smerti) covers everything.?’ Then, “without
any evident reason” (bez vsiakoi vidimoi prichiny) he wakes up full of life and vigour
and realises that he has been “stupid” (g/up): “Wisdom lies not in despising people
but in doing the same trivial things as they do.”®® Accordingly he arranges a supper
party to celebrate his “renewal” (obnovlenie);89 he even decides to invite those friends
and acquaintances “who were still alive” (ostavshikhsia pri zhivykh).™® He plunges
into feverish activity, cleaning and tidying, rearranging the furniture and buying the
food. Exhausted and sweating, breathing heavily and with hands shaking, he is putting
the finishing touches to the table decorations when he knocks the scissors to the floor.
Bending down to pick them up, he touches their “cold steel” (kosnyvshis' uzhe
pal'tsami kholodnoi stali) and dies of a heart attack.”’ His friends when they arrive are
greeted by his elderly aunt, whose dress is reeking of mothballs. Thus the epiphany of
‘wisdom’ - to be like other people and do the same trivial things as they do — is a
false epiphany, in that it retrieves him from a living death only to deliver him up to
death itself. The false epiphany links ‘Wisdom’ with ‘People’, the other tale that was
kept separate and furnished with that ‘warning’ as to the writer’s state of mind in

1924. In neither case is an adaptation of behaviour successful.

%5 See 1u Tomashevskii, ‘Primechaniia’, 2:472; see also O chem pel solovei, p. 141.

%6 | Milne, Zoshchenko and the Ilf-Petrov Partnership, p. 50.

¥ 2:50.

8 (MyapocTs He B TOM, 9TO6BI Mozel npe3upaTe, a B TOM, YTOOLI J€NaTh TAKHE Ke NYCTAKH KaK
oHu»; 2:52.

% 2:53-54.

%2:52.

%1 2:56.
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By contrast, ‘A Merry Adventure’ seems to be ‘merry’ in so far as it appears
to offer a way out. For one so prone to melancholia, the realization that neither
sadness nor joy need be unending and that neither has an objective basis in external
reality must be breathlessly liberating; the example of Petukhov suggests that the way
out of the slough of despond is endurance until such time as events take a more
fortuitous turn. The key aspect of this fragile hope is a sense of futurity and an
openness to external reality. Importantly, Petukhov displays no greater subtlety of
psychological approach, and substantially less reflection on the nature of reality, than
any of the heroes of the other tales in the collection; his chief virtue is his greater
readiness to surrender himself to the course of events, unimpeded by philosophical
reflection or fear of life. The tragedy in the tales of Zabezhkin and Belokopytov
derives from the fact that their respective outlooks constituted attempts to either
escape from or to control external events which closed them off from life; but most
importantly, what made their tragedies irrevocable was the absence of future
possibility that results from the implied death of both protagonists. In ‘Wisdom’ in
particular, the protagonist’s life is cut off before our eyes by the “cold steel” of the
scissors. The significance of Petukhov’s virile youth is thus as much thematic as it is
an aspect of characterisation,; it signifies an attitude of becoming which looks to the
potential and possibility in events rather than a senescence that focuses on the tragic
end-point of life. This theme of hopeful youth and melancholic senescence was to
receive much more explicit treatment in the later Youth Restored.

This tentative, but genuine glimmer of hope sets ‘A Merry Adventure’ apart
from the other tales in the collection. As the end of the cited passage above suggests,
it is associated with a change in the attitude of the author-figure towards themes of joy

and sadness. The author-figure himself acknowledges this changed attitude quite
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explicitly at the opening of ‘A Merry Adventure’ and as he nears the end of his

Sentimental Tales:

And now, as the author is finishing his book, he is starting to reflect
sadly, that the whole book has been written not as it should be. But
just what can be done? From now on the author will take it upon
himself to tell only bright, cheerful and entertaining stories. From
now on the author disavows all his dismal thoughts and melancholic
moods. >

This passage appears in the original version of the story which appeared as a stand-
alone piece in the magazine Prozhekior in December 1926. The reference to
“finishing his book™ can only be a reference to Of What the Nightingale Sang, the first
edition of which came out in March of the following year; this means that the story,
unlike the other tales in the collection, was written specifically as a conclusion to the
final collection, something made explicit in the original magazine title of the story: ‘A
Merry Adventure (the Seventh and Last Sentimental Tale)’.** This development in the
attitude of the author-figure by the close of the collection is important to note because
it influences any attempt to try and make sense of the meaning of the disjunctive
authorial voice that interjects throughout the work. In fact, as suggested by the
nightingale that originally titled the whole collection, the author-figure himself is one
of the most important parts of the work; as Lesley Milne has noted, he becomes a
more and more “dominant” presence as the tales progress.”” Yet in spite of his
growing presence, the voice of the author-figure remains a source of curiosity and

even discomfort for the reader, particularly in terms of his relationship to the writer of

92 «{ Teneph, KOTla aBTOP 3aKAaHUMBAET CBOIO KHMUIY, OH MPUXOLMT K FPYCTHOMY Pa3MbilLIEHHIO O
TOM, YTO BCA KHWTa HalMCaHO He Tak, Kak Hano 6bl. Ho uro xe nonenats? OtHbive aBrop Gepercs
pacckasbiBaTh TOMBKO Goxpbie, BeceNble U 3aHUMATeNbHbie HCTOPHU. OTHbIHE aBTOP OTpeKaeTcs OT
BCeX CBOMX MPauHbIX MbICNIEH ¥ MENAHXONHYECKHX HACTPOeHHH]. » 2:125.
9 Gee M M Zoshchenko, ‘Veseloe prikliuchenie (sed'maia i posledniaia sentimental'naia povest')’
Prozhektor, No. 23 (1926), p.12. )
94 .yeseloe prikliuchenie (sed'maia i posledniaia sentimental'naia povest’)’, Prozhekior, No. 23 (1926)
.12-15 and No.24 (1929), pp.10-13. )
L Milne, Zoshchenko and the lif-Petrov Partnership, p.53.
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the stories. In the first edition of the collected tales there was little explicit indication
that the textual figure of the author was to be regarded as separate from the M M
Zoshchenko whose name adorned the cover. Indeed, this uncomplicated confessional
reading was adopted by some contemporary critics who failed to grasp the disjunctive
peculiarities of the author-figure which emerge across the collection, and in particular
the doubled authorial voice noted earlier. An important contemporary review of the
book published in /zvestiia in August 1927 assumed that writer and the author-figure
could be simply equated, leading to the conclusion that: “In fact, the Zoshchenko in
this new book before us is, in a particular way, the ‘sentimental’ Zoshchenko.””®

Yet what such readings ignore is precisely the fact and importance of the
development of the author-figure across the collection, positing in its place an
unchanging sentimentalist. Furthermore, they ignore the way that the figure of the
author is further separated from his creator by extremely skilful parody. The author-
figure is always discussed in the third person just like the disjunctive authorial
intrusion in ‘The Earthquake’, and thus he stands at some distance from the un-
attributed narrating voice which remains broadly constant throughout. The effect that
emerges is a parody of bad writing, where a stumbling author-figure detaches and
emerges out from his own faltering attempts at writing. Yet, for all his implied literary
ineptitude, the parody of the author-figure is always gentle: he is depicted as standing
apart, almost excluded from a text over which he tries in vain to assert his
proprietorship. The distance that pertains here is parodic. However, it is a delicate
parody in which ridicule is downplayed; what predominates in its stead is a purely
temporal disjuncture, a sense that the author-figure and the actual writer he purports to

speak for are separated by time. Thus, lurii Tomashevskii acutely observes that in the

% «JleHCTBUTENLHO, B 3TOH HOBOH KHIDKKE MEPEN HaMH 30LLEHKO 0COBOr0 Pona, «CeHTUMEHTAbHLI Y
3omenko.» M Ol’shevets, ‘Obyvatel’skii nabat (0 “Sentimental’nykh povestiakh™ M. Zoshchenko)’
p.148. Originally published in Izvestiia on 14 August 1927, '

227



author-figure in Zoshchenko’s Sentimental Tales: “The parody is the “writer”

himself.”®’

A misreading of the delicate parodic distance separating the author-figure
from the actual writer could entail substantial dangers for the latter in the
ideologically charged critical climate of the late 1920s. Lesley Milne has argued
persuasively that, in an attempt to evade the attention of hostile critics who were
inclined to simplistically conflate the author-figure with the actual writer, Zoshchenko
made the parodic aspects of the author-figure more explicit in subsequent editions of
the book.”® To this might be added that Zoshchenko’s substitution of the subtitle for
the title in later editions could be viewed as a similar attempt to play down the
implicit reference to the theme of authorship in favour of the less self-incriminating
Sentimental Tales. The parody is made ever more obvious in a series of three
additional and increasingly playful prefaces in later editions of the collection. These
embellished the previously unnamed figure of the author with a character, a thumbnail
biography and an artistic context; the author-figure thus became Ivan Vasil'evich
Kolenkorov. Twelve years older than Zoshchenko, Kolenkorov is a petit-bourgeois
provincial with a cultured and sentimental nature who finds himself classified as a
right-wing fellow-traveller under the official Soviet framework of intellectual
allegiance. It turns out that he is a literary novice, who has written the Sentimental
Tales “under the guidance of the writer M M Zoshchenko, the leader of a literary
circle in which our splendid author was to be found for five years or so.»%

Under the effect of this playful characterisation, Kolenkorov increasingly

comes to resemble some kind of fictional narrator in the mode of Gogol's Rudi Panko

97 (Tlapoaus — caM «nucatenby.» lu V Tomashevskii, “Primechaniia™, 2:468.
% | Milne, Zoshchenko and the lif-Petrov Partnership, pp.42-43.

% «{...] non pykoBoacTeom nucarens M. M. 3omeHko, Bexymero JIUTEPATYPHBIA KpPYXOK, B KOTOPOM
OKONO0 NIATH JIET HaXOIKICA Hall cnaBHbIH aBTOp.» 2:8,
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or Pushkin’s Ivan Petrovich Belkin; he is perhaps even on the way to becoming a kind
of intelligentsia equivalent of some of Zoshchenko’s famous skaz narrators. However.
this narrative fictionalisation is interrupted by a more meta-literary tone in the last
preface, which is credited to Zoshchenko and dated April 1929. This preface makes it
explicit to critics and readers that Kolenkorov is a “literary device”'® and a “fictitious
person”.mI Furthermore, it has been necessary for Zoshchenko to imbue Kolenkorov,
as a character caught on the cusp of two epochs, with “neurasthenia, ideological
unsteadiness, huge contradictions and melancholia”,'® while the actual author,
Mikhail Zoshchenko, “the son and brother of such unhealthy people has long since
moved on from all this.”'® This last phrase, while masquerading as an innocent
embellishment of the preceding idea, actually undermines it and contains an important
clue as to the actual nature of the author-figure. The reintroduction of Zoshchenko as
“son and brother” of Kolenkorov would seem, at first glance, to take the reader back
to the ambiguous relation between the author-figure and the actual writer that
characterised the collection Of What the Nightingale Sang. Yet the important thing to
grasp from this assertion is the fact that Zoshchenko “has long since moved on from
all this”. Thus, the final preface serves to further emphasize the temporal distance
separating author-figure from writer; just as Kolenkorov is older than Zoshchenko, so
the difference between the two is time.

It will be recalled from the discussion above that Petukhov’s youth had a
symbolic function in terms of its opposition to melancholic senescence. That
Kolenkorov is older than Zoshchenko can be interpreted in the same terms which

would tend to reinforce the association of Kolenkorov’s authorial intrusions with the

190 JluTepaTypHbiii IpreMy; 2:10.
101 «BoobpaxaeMoe NULo»; 2:10.
192 (HeBpacTeHHS, HIEONOTHYECKOE LIATAHHE, KPYMHbIE POTUBOPEHHA M MENAHXOMS.» 2: ] 0.

199 «Cam xe aBTop — mucarenb M. M. 30LIEHKO, CblH M GpaT TAKMX He3INOPOBLIX Moael - NABHO
nepelnarsyn Bce 31o.» 2:10.
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“neurasthenia, ideological unsteadiness, huge contradictions and melancholia™
attributed to him in the prefaces. If, in addition to this, it is remembered that in the last
story of the collection the author-figure (Kolenkorov) confessed to a change in
outlook which rendered his p;evious literary efforts less appropriate to his new take
on life, and that the pivotal event in this last story (‘A Merry Adventure’) was akin to
a nervous collapse then it is a short step to interpret this pivotal narrative event as a
comparable textual breakdown to that identified above in ‘The Earthquake’. This
reading would find support in the fact that ‘A Merry Adventure’ was originally
published in December 1926 and so directly bisected this period in the writer’s
struggle with melancholia; it should also be recalled in this regard that early
publications of Of What the Nightingale Sang included that authorial warning which
directly referenced the 1926 breakdown.

When this parallel is explored further it yields an interesting insight: the
original title of the collection was Of What the Nightingale Sang, importantly not Of
What the Nightingale Sings. That the title is set in the past tense is important because
it suggests a revisiting of the concerns of a past self. If it is remembered that this
collection is composed of tales previously published separately and predating the
collection, some dating back as far as 1923, then it becomes clearer that the author of
Of What the Nightingale Sang is actually re-reading himself in the collection and. in a
sense, reconstructing himself as result of this. In this reading the function of the
author-figure is, in Andrew Solomon’s words, to “put [...] depression into the safety
of the past tense.”'® It may have been the safety of the past tense that enabled
Zoshchenko in 1931 to give his own name to the protagonist of ‘Wisdom'. a gesture

secured by relocating narrative time to before the revolution. This is also the function

' A Solomon, The Noonday Demon: An Anatomy of Depression (London: Vintage, 2002). p.86.
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of the gentle and sophisticated parody that constructs Kolenkorov: it is construed to
emphasise the temporal specificity of the melancholic self in the wake of a relapse
and to render the resultant disjunctive selfhood comprehendible. Solomon evocatively
describes the emergence of the self from depressive breakdown as “like a hermit crab
who had outgrown one shell and given it up, crawled vulnerable across the beach, and
then found another shell elsewhere.”'® Kolenkorov is this abandoned shell that no
Jonger suits the self that has recovered from nervous collapse. The “five years or so”
that he spent in the literary circle led by M M Zoshchenko are perhaps the five years
that separate the initial publication of the first story in the collection (‘The Nanny
Goat’) in 1923 and the third of the four prefaces in which he makes this assertion in
1928. This casts a whole new light on the fact that in the same preface: “lvan
Vasil'evich expresses his gratitude to comrade Zoshchenko and wishes him future
success in his arduous pedagogical activity.”'® Understood from this angle,
Zoshchenko’s writing seems to function as an education of the melancholic self. This
is the real importance of the author-figure as it emerges from these textual
breakdowns. It represents a means of contextualising the unknowability of the

shattered melancholic self. The ever eloquent Andrew Solomon articulates this

perennial melancholic dilemma as:

[T]hat breathless uncertainty about who I am [...]. Who is it who
resists the madness or is pained by it? Who is it who is spat at? |

have done years of psychotherapy and lived and loved and lost. and
I have, frankly, no idea.'"’

Zoshchenko likewise has no idea; the actual, present M M Zoshchenko who lies

behind all of the tales remains as inscrutable as ever. But by delineating the old

195 1bid, p.89.

106  Mipax BacKibeBHY MPUHOCHT T. 30ILEHKO CBOIO OnaronapHOCTL M kKenaer emy nanbHeiiwel ynaun
B MHOrOTPYAHOH Nearorueckol JESTENbHOCTH.» 2:8.

107 A Solomon, The Noonday Demon, p.81.
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prelapsarian M M Zoshchenko in a parodic shell. Zoshchenko offers a way of
understanding the slippery ineffability of the melancholic self and, as will become

clearer in the course of the next few chapters, this is the first step in articulating a

language of melancholia.
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Chapter S

Reading, Writing and Authorship

In the previous chapter it was suggested that Zoshchenko’s Sentimental Tales can be
understood as a sustained act of self-reflexive reading on the part of the writer: the
collection enacts a careful reading of the writer’s own earlier work which stretches
across, and thus partly reflects, the experience of disjunctive selfhood following
serious mental collapse. In Sentimental Tales, this act of authorial re-reading leads to
the emergence of a fictionalized author-figure who comes increasingly to dominate
the collection as a whole; it is a voice that is perhaps best understood as a
sophisticated, parodic construction based on the actual writer himself but also
distanced from him in temporal terms. This author-figure. especially once he has
morphed into the character of Kolenkorov, functions as a parodic shell delineating the
writer’s pre-traumatic self through purely temporal parody, becoming what Igor’
Sukhikh calls “the twofold author Kolenkorov-Zoshchenko™ (“dvoinoi avior
Kolenkorov-Zoshchenko™).! The emergence of this parodically-inflected, fictionalized
authorial voice is something of a watershed moment in terms of Zoshchenko's literary
evolution: it marks the beginning of a gradual movement away from those gestures of
authorial effacement so typical of the fiction of the twenties, towards a tentative,
parodically complex affirmation of authorial presence. As the foregoing discussion
will show, this new authorial presence was to undergo significant development in
Zoshchenko’s subsequent works; it was to attain a far greater level of stylistic and
philosophical sophistication and was ultimately to become a marked feature of all
Zoshchenko’s innovative longer works from the late twenties onwards. The

development of this new voice and the complex interaction of reading and writing on

11 Sukhikh, ' Iz gogolevskoi shineli’, p.221.
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which it depends will be the points of focus for the current chapter. As will become
apparent below, by staging its own process of adaptation, this idiosyncratic. self-
reflexive mode of authorship ultimately manages to combine discursive participation
in a relentlessly collectivist culture with an implicit acknowledgement of the
recalcitrant nature of selthood. Straddling the melancholic boundary between self and
world, this two-fold authorial voice becomes able to adapt itself to the discursive
patterns of the wider culture while simultaneously grounding them in subjective truth.
In achieving this seemingly paradoxical feat, Zoshchenko’s sophisticated, double-
voiced didacticism becomes a sophisticated vehicle for articulating a specifically

Soviet subjectivity, and thus an important step in the creation of a specifically Soviet

language of melancholia.

Reading the Written Self

The most important thing to note about the new authorial presence that emerges in
Sentimental Tales 1s its dependence on a pattern of re-reading. As indicated in the last
chapter, all but the last tale in the original collection were published separately
without an explicit view to their ultimate collection in Sentimental Tales; thus the act
of collection and the arrangement of the tales within the cycle becomes. for
Zoshchenko, an act of re-reading his own earlier work. This is perhaps made most
obvious in the first edition of the collection, which then bore the title Of What the
Nightingale Sang; at the end of the preface to this edition the author-figure, teasingly

underplaying the extent of the reused material, nonetheless deliberately draws

attention to the textual origins of the cycle:

In conclusion the author must say that some tales in this book are
appearing in print for the second time and will already be slightly
familiar to the reader. The author pleads the reader not to get angry
with him. This has been done not solely for the sake of personal
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gain. The author has assembled this book primarily for the integrity
of the irnpression.2

Zoshchenko was seldom shy of recycling material: many of his comic stories
appeared several times in different journals under different titles, often appearing
again in collections with varying degrees of revision accompanying each publication.
In this context the authorial apology above must be interpreted as, in part at least, a
deliberate authorial gesture highlighting the fact of re-publication, and thus implicitly
pointing to the concomitant fact of authorial re-reading. This arresting passage also, of
course, invites reflection on the potential ends of such authorial re-reading. In this
respect, it contains a suggestive ambiguity when it is proposed that the republication
of old material has been undertaken “not only for the sake of personal gain™: the word
koryst', just like the English ‘personal gain’, evokes personal profit in both monetary
terms and in a broader sense of self-interest. Importantly, it is left to the reader to
interpret whether the sentence is to be read as a comically provocative admission of
revenue maximisation, or whether there might perhaps be another aspect to the
element of self interest admitted by the author. A purely comic reading might tend to
favour the former, but, as so often in Zoshchenko, there remains a suggestive space
for serious reflection in the chinks between ironic evasions.

In fact, Zoshchenko seems to have been a writer with a pronounced sense of
literary vocation. Vera Zoshchenko (the writer’s widow) suggests an image of her
husband as one who wrote primarily out of existential rather than financial need: in

her account, Zoshchenko is a writer who constantly “lives in his art™ (“zhiver v svoem

2 (B 3aK/MIO4€HHE aBTOP AONKEH CKalaTh, YTO HEKOTOpblE MOBECTH 3TOR KHHIH NeuaTaloTcs yxe
STOPHHHO H CNIETKa 3HaKOMbl UTaTeMO. ABTOP O4YeHb IPOCHT Ha Hero He CepaMTLCA. He Tonbko pau
KOPHICTH CHIEJIaHO 3TO. ABTOp cobpant 3Ty KHHIy rMaBHbIM 06pa3oM Ans UENbHOCTH Bnevatnenus.» O
chem. pel solovei [1927), p.6. The author-figure’s comic understatement notwithstanding, it was more
than just “some” of the tales that were published elsewhere first; all of the tales in this collection had

appeared in print before, either in journals or book collections. For publication details see lu
Tomashevskii, ‘Primechaniia’, 2:472-473.
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iskusstve’™) and whose “financial matters™ were “unimportant” (“Mishiny denezhnye
dela nevazhny”).> No matter how provocatively phrased for comic effect, in this
context it is difficult to conclude that financial gain is meant to be taken seriously as
literary motivation; in reality, this casual comic aside functions more to inspire the
reader to reflect more deeply on literary motivation and the wellsprings of creativity.*
In contemplating literary motivation in more existential terms, it will be recalled from
the discussion of the written self in chapter three that the pattern of undisclosed
rehearsal of autobiographical motifs (particularly in relation to the Rusanova-
Zamyslovskaia/Nadia V affair) was especially dense in many of the longer tales that
ultimately came to make up Of What the Nightingale Sang, and later Sentimental
Tales. Thus it is plausible to infer that the non-financial self-interest. that “integrity of
impression” which the author-figure suggests lies behind his re-publication of old
tales, may lie precisely in a re-reading of this written self, his own written self.

It is interesting to note in this regard that the author-figure which emerges in
the prefaces to the collection effectively acquires responsibility for all the authorial
interjections in the earlier tales, becoming a kind of composite of authorial utterances
which predate him and which are re-read from the constituent tales. In this sense. the
author-figure in Sentimental Tales is thoroughly ‘read’; he is teased out of the texture
of the constituent tales themselves in an intricate process of authorial re-reading. In
some ways, the ‘read’ author-figure in Sentimental Tales can be conceived of as the

fictionalization of certain aspects of what Michel Foucault has termed the “author-

3 Qee Vera Zoshchenko’s recollections edited and excerpted by G V Filippov as ‘Lichnost’ M.
Zoshchenko po vospominaniiam ego zheny (1916-1929)’ in N A Groznova and V P Muromskii (eds)
Materialy k rvorcheskoi biografii, vol. 1, pp.66-67.

4 Further evidence of Zoshchenko’s animus against literary commodification in general can be found in
Letters 1o the Writer. In answer to a letter from a sailor serving in the Black Sea fleet who proposed a
literary partnership whereby his comic stories and anecdotes could be re-worked by Zoshchenko for a
share of the royalties, Zoshchenko refused, insisting that “literature is not canvas and not fruit jellies

and it is impossible to trade it in this way” («1uTepaTypa He napycHHa B He MapMeJIall M HENb3A TaK €10
toproBarby). Pis'ma k pisateliu, pp. 337-338.
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function™: the textual persona that is “constructed” as a result “of our way of handling
texts”.> For Foucault, the author (as distinct from the writer) is primarily a
hermeneutic and organizational convention that is part and parcel of the process of
reading and organizing texts that are written in a particular way.® Foucault's sense of
an author who emerges in the course of reading seems comparable to the way in
which the author-figure in Sentimental Tales is read out of earlier tales, before being
rewritten back into the collection as a whole. It is for this reason that the authorial
presence in Sentimental Tales, and indeed in all the longer works that followed it,
seems to emerge from within the texts it answers for. In this way, Igor’ Sukhikh
differentiates the doubled authorial position in Sentimental Tales from that of comic
writers who implicitly spoke from either the perspective of the past (such as
Bulgakov) or from the radiant future (such as the comic duo II'f and Petrov); he

suggests that Zoshchenko’s author-figure spoke from a position of textual

immanence:

The Zoshchenko-Author exists inside the represented world. on the
same level as the characters. His communal apartment has never
seen either a lamp under a green shade, or great constructions and

polar expeditions. That is why Zoshchenko’s laughter (especially in
Sentimental Tales) is so similar to choked-back tears.’

5 M Foucault, ‘What is an Author?’ in Language, Counter-Memory, Practice: Selected Essays and
Interviews by Michel Foucault, ed. D F Bouchard, trans. D F Bouchard and S Simon (New York:
Cornell University Press, 1977), p. 127.

¢ What 1 take from Foucault here is his suggestion of a textual personality which is, 10 some degree at
Jeast, subject to construction in the act of reading. However, my use of this important critical insight in
no way implies endorsement of Foucault’s broader acceptance of some of the polemical excesses of
post-structuralist theorising on authorship, in particular the manifesto-like provocations contained in
Roland Barthes’ essay ‘The Death of the Author’. The extreme textual impersonality that Barthes
suggests, and which Foucault largely accepts, is wholly incompatible with the approach adopted in this
study, which relies on precisely the opposite: a degree of recalcitrant written personality and a
consequent notion of authorship as both active and situated. See R Barthes, Image, Music, Text, trans. S
Heath (London: Fontana, 1977), pp. 142-148.

7 «301EHKO-aBTOP CYMIECTBYET BHYTPH H306pa)kaeMOro MHpa, Ha OLHOM YPOBHE ¢ NepcoHaxaMmu. Ero
KOMMYHaJIbHasi KBAPTHPa HUKOTa HE BUJENA HHU JIaAMIIhl NON 3eNeHbiM abaxypoM, HK BETMKHX CTPOEK

WIH NONAPHBIX 3kcneauuuii. [loromy cMex 3omeHko (0cobenHo B “CeHTHMEHTanbLHEIX NoBecTAX”) Tak
noxox Ha caepxannoe poianue.» I Sukhikh, ‘1z gogolevskoi shineli’, p.226.
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Tragic it may be, but the immanent authorial position within Sentimental Tales arises
precisely because it is read from within the very texts that constitute it.

This fictionalized author-figure, being read into existence from within texts
which substantially predate him, inevitably acquires something of a historical
character: as he receives more detailed fictionalization in the form of Kolenkorov he
becomes even more obviously a creature of the past. His fictional birth date (1882)
places him more properly in the Symbolist generation, but this sense of belonging to
the past is even more sharply emphasized by the faint Gogolian coloration he
acquires. The reader is told in the preface dated May 1928 that Kolenkorov “in no
time at all will, probably, come to occupy one of the prominent positions among
writers of the natural school.”® The ‘natural school’ is a term from nineteenth century
literary history which was originally coined by the conservative critic Faddei Bulgarin
in 1846 to “disparage writers who imitated Gogol’s lowly characters™ before coming
“to designate that branch of Russian realism which was associated with Gogol.™
Sukhikh similarly notes a Gogolian aspect of Sentimental Tales, arguing that in these
stories “Zoshchenko parted company with the past in Gogolian fashion™.'® For
Sukhikh, who perhaps overstates the elegiac quality of the tales, this Gogolian leave-
taking is something of a tearful parting with a bygone age;'' however, it might just as
convincingly be viewed as a tearful parting with a bygone self. It is important to
remember that early editions of the collection formally ‘decathected" this bygone self
by maintaining a two-part structure which kept the tales from the melancholic year

1924 separate from the others; after denouncing the former as products of mental

8 «[...] B CKOPOM BpEMEHH 3aliMeT ONHO U3 BHAHBIX MECT Cpelu nucatenel HaTypajibHOM IIKOJLL.»
Sentimental'nye povesti, 2:8.

9 C A Moser, ‘The Natural School (natural'naya shkola)’, entry in V Terras (ed) Handbook of Russian
Literature (New Haven and London: Yale University Press, 1985), p. 294 [pp. 293-295].

19 (30MIEHKO PacCTaBICA ¢ NpoOULTkIM No-roronesckuy; I Sukhikh, ' 1z gogolevskoi shineli’, p.225.
' Ibid, pp. 223-225. '
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illness in an authorial ‘Warning’, the author-figure is still unable to bring himself to
exclude them, half-pleading that: “Really, you know, it’s sad to throw [them] away.“12
When the author-figure in the preface to the first edition suggested that the book was
collected together “primarily for the integrity of the impression” this is surely what he
meant: this “impression” being the textual imprint of the writer’s bygone self, its
integrity is thus essential to the subjective truth of the resultant authorial portrait.

If this author-figure represents a delineation of authorial selfhood into the past
tense, then one important effect of this is to open up the present self to the possibility
of adaptation and change; indeed, this is implicit in the author-figure’s epiphany by
the end of the collection, as was noted in the last chapter. In Sentimental Tales
however, this opening of the self to adaptation in the present remains at the level of
possibility: there is no attempt to indicate what that new selfhood may be like or what
new discursive attire it may adopt. This is a development that was to come only in
subsequent works which built on the mode of authorial voice that emerged in
Sentimental Tales. This subsequent development can be usefully illustrated by
reference to The Sky-Blue Book (Golubaia kniga, 1934), a work which rehearses, 10 a
greater level of complexity, a comparable interaction between re-reading, re-writing
and authorship.

The Sky-Blue Book is billed at its outset as joyful; even the opening word of
the preface is “gaiety”, an upbeat assertion that is lent further emphasis by the fact
that the opening sentence stands as a separate paragraph: ‘Gaiety has never deserted
us” (Veselost' nas nikogda ne pokidala)."® In addition to the unbridled joy. this
opening line also introduces the author-figure in the form of the authorial “we™”. This

is, of course, an established convention for expressing the authorial persona; it

12 «T1psmo, 3HaeTe, rpycTHO GpocuTb.» O chem. pel solovei, p. 137.
1B Golubaia kniga, 3:163.
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perhaps lends the voice of the author-figure a sense of impersonality. possibly even of
authority. However, it is particularly noticeable here because it is an authorial
convention that is not often encountered in Zoshchenko’s works.'* As the following
discussion will show, in The Sky-Blue Book it is a convention used to distinguish the
‘read’ author-figure from the authorial utterances of earlier, republished stories which
are cast in the first person singular. This is a crucial function and for this reason the
authorial ‘we’ will be preserved in all the translations from The Sky-Blue Book
rendered below, even though this risks sounding slightly contrived to the
contemporary English ear.

Building on the declaratively upbeat opening of the work, the author-figure
attributes an additional joyful coloration to the choice of title: at first suggesting that

all the best colours have already been used in book titles. the author-figure finally opts

for sky-blue:

We will name our funny and partly affecting little book with this
colour of hope, which since ancient times has denoted modesty.
youth and everything good and lofty; with this colour of the sky in

which fly doves and aeroplanes, with the colour of the sky which
unfolds above us.

And whatever might be said about this book, in it there is more joy

and hope than mockery, and less irony than genuine, heartfelt love
and tender affection for pe:ople.'5

The playful insinuation that the author has alighted on the colour of joy and hope only
once all other colours have been exhausted is significant, for it half-voices a doubt

that renders the whole joyful schema suddenly very brittle. In fact. the fragility of the

4 This rigid use of the authorial ‘we’ stands out particularly in the context of Zoshchenko's longer
works: Sentimental Tales predominantly cast the voice of the author-figure in the third person; Letters
{o the Writer and Before Sunrise both tend to adopt the first person singular for this purpose: Youth
Restored uses all three, but without an apparent system.

15 (3TUM LIBETOM Halexbl, BETOM, KOTOPbIA C NABHHX NOP 03HAYAET CKPOMHOCTh, MONIOJOCTb U BCE
xopollee # BO3BLIIEHHOE, STHM LBETOM Heba, B KOTOPOM JIETAIOT rONYGH M a3pOorUiaHbl, LBETOM Hea,
KOTOPOE PacCTHIAETCS Ha/l HAMH, Mbl HA3hiBaCM HALly CMEIHYIO M OTYACTH TPOraTeNbHYI0 KHHKKY. /
Y wro Gbl 06 3TOK KHUIe HH FOBOPWIH, B Hell Goblie PalOCTH U HANEHKbl, YEM HACMELLIKH, ¥ MEHbILe
MPOHHH, YeM HacToswel, cepaedHol MOOBH W HEXHOM MPUBA3AHHOCTH K moasm.» 3:165.
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joy in the work was obvious from the second paragraph of the preface which suggests
that, just like the less than obvious joy in ‘A Merry Adventure’ discussed in the last

chapter, the joy in The Sky-Blue Book will be anything but straightforward.

Gaiety has never deserted us.

For fifteen years now we have, to the best of our endeavour, been
writing funny and amusing works and with our laughter have been
cheering many citizens who wish to see in our lines precisely what

they want to see and not something serious, instructive or something
that interrupts their life with vexation.

And we, doubtless through our faint-heartedness, are endlessly
happy and contented at this circumstance.

Now we have planned to write a no less joyful and amusing little
book about people’s most varied deeds and sentiments.'®

The self-conscious joy that the book aims for thus turns out to be an attempt 10
reproduce the upbeat reception of the comic stories among contemporary readers; yet
at the heart of this declared aspiration for cheerful content lies an intimation of a more
serious side to that earlier comic writing which has implicitly eluded many of those
same contemporary readers. The “serious™ element here is linked to the concept of
«instruction”, which is a conscious gesture towards the moral mission of the satirist.
but “vexation” also encompasses that melancholic shadow which, as has been argued
in previous chapters, is an important, if not inseparable, aspect of Zoshchenko's
comic aesthetic. The opening passage thus obliquely suggests a shadow side to the
comic fiction that is read as joyful by so many; this destabilises the narrator’s stated
aim of replicating in The Sky-Blue Book the cheerful humour that readers supposedly

find in the earlier comic works because the passage implicitly suggests that such

16 (BecenocTb HaC HUKOTa He Nokuaana./ BoT ye naTHanuaTh NET Mbl, IO Mepe CBOKX CHJi, MHUILEM
CMeIIHbiE ¥ 3a0aBHblE COUHMHEHHMA M CBOMM CMEXOM BECEIHM MHOTHX I'PaxIaH, XKeNalownx BUIETb B
HalIMX CTPOYKAX MMEHHO TO, YTO OHHM XENAIOT BHUIETb, a He YTO-HHOYAL Cepbe3Hoe, NOy4HTENLHOE
WIH HOCaXjalomlee HX XH3HK./ Y Mbl, BEPOATHO NO CBOEMYy Manolywiwio, GeckoHeuHo paibl M
JIOBOJIbHBI 3TOMY OOCTOATENBLCTBY. /HbiHye Mbi 3aMbICTHIM HaNKCATh He MEHee BECENyio W 3abaBHYI0
KHIDKOHKY O CaMblX pa3sHOOOpa3HbIX NOCTYNkax M YyBCTBaX JnoneH.» 3:163.
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readings are limited, if not unbalanced. The book therefore opens on a conflicted note
which immediately turns the declared ambition for an upbeat tone into a form of
denial, a strained joy that silently recalls its opposite. Given its ambition to replicate
the upbeat way in which Zoshchenko’s comic fiction was generally received, the
uncomfortably exaggerated joy of the opening passage becomes an implicit
suggestion that these upbeat readings are no less strained and forced. However, this is
more than just a clever authorial comment on the flipside of the comic fiction; the
suggestively one-sided joy of the opening will actually come to characterize much of
the rest of the book, making the text as a whole wordlessly bring to mind the very
opposite of the joy it extols. In fact, as will be argued below, this language of joy
whose hyperbolical excess simultaneously recalls its melancholic obverse actually
offers a clever device for the articulation of that very melancholic obverse: in other
words it contributes to a more general language of melancholia.

However, before moving too far ahead, it is also crucial to note from the
opening passage cited above how The Sky-Blue Book opens on an explicitly
retrospective note, one inviting a gesture of re-reading that embraces the whole of
Zoshchenko’s literary career up to 1934. The Sky-Blue Book is in fact constructed
around an extended act of authorial re-reading, something implicit in the stated
ambition to replicate in text the wider reception of the earlier fiction. This sense of the
author as reader was hinted at in the lengthy dedication of the work to Maksim
Gor'kii, where Zoshchenko notes that the idea for the work came to him “while
working at the moment on a book of stories and wishing to unite these stories into a
single whole”.!” What is not made explicit here is that the stories in question are

mostly old ones: Linda Scatton has noted the extent of literary recycling in The Sky

17 ({...] paboTas HbiHYE Hall KHMTOH PacCKa3’OB M XKeNas COEAWHHMTH 3TH PACCKa3bl B ONHO LENoe;
3:162.
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Blue Book, pointing out that “thirty-nine of its forty-two stories are works which
appeared previously and independently” and “included among them are some of
Zoshchenko’s most well-known stories”.'® To this could be added the observation that
the reach of Zoshchenko’s self-citation in the work extends back as far as 1923. Thus,
on the face of it, The Sky-Blue Book seems to rehearse the pattern of authorial self-
reading that was encountered earlier in Sentimental Tales; however, as shall become
clear, it is done with far greater sophistication in the later work.

Yet, for all this retrospection and re-reading, it is important to note that The
Sky-Blue Book is not simply patched together from recycled pieces alone: there are
three stories that were specifically written for inclusion in the work; in addition, many
of those stories previously published were subject to sometimes heavy revision.
However, perhaps the greatest source of novelty in The Sky-Blue Book is in its appeal
to history, both as a structural principle in the work and as material for the so called
«historical novellas™ (“istoricheskie novelly”) that precede the collected stories.'’ In
fact, the historiographical coloration of the work is evident even from the dedication,
where the author-figure suggests that the work might be classified as “a short history
of human relations” (“kratkuiu istoriiu chelovecheskikh otnosheniz“’).zo The function
of the appeal to history is, in the first instance, that of organizing and contextualizing
the stories: the stories are collected into five sections with each section being
preceded by a series of short historical scenes which are connected with the theme of
that section; moreover, it is claimed that the five thematic divisions are themselves

derived from reading history:

And so, having ourselves leafed through the pages of history with
the hand of an ignoramus and dilettante, we noticed, without

181 H Scatton, Evolution of a Writer, p.188.
193:165.
2 3:162.
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expecting it ourselves, that the majority of the most unlikely events

occurred due to an extremely small number of reasons. We noticed

that a special role in history was played by money. love.

deviousness, failure and some or other wonderful events {.. I3
What is at once striking about this passage is precisely what it does not mention:
dialectical materialism, relations to the means of production, class conflict and all the
other politico-economic paraphernalia of the Marxian theory of history. It is important
to understand the baldness (and the boldness) of this omission in the context of the
Soviet Union of the mid-thirties: history was the sanctum sanctorum of Marxism-
Leninism and was consequently one of the most politicized fields of intellectual
endeavour; it was precisely its absolute understanding of the immutable (Marxian)
laws of history that provided the philosophical justification for the dictatorial rule of
the Communist Party of the Soviet Union. Needless to say, Marxist theories of history
attribute absolutely no causal potential or explanatory power to subjective factors like
“love”, “deviousness” or the play of fortune; from the perspective of Marxist
historiography in particular, the historical musings in The Sky-Blue Book appear naive
and unorthodox in the extreme. Of course, what makes such historiographical
unorthodoxy acceptable in the politically-charged cultural climate of the Stalinist
thirties is the deliberately naive and self-deprecating authorial pose that is adopted:
this is quite clearly a parody of history.

Indeed, this parodic vein characterizes all the “historical novellas™ which are
mostly constituted by imagined re-workings of genuine historical episodes from the
history of various countries and periods. Thus, looking at the section entitled ‘Money’
(‘Den'gi’) the reader encounters an imagined argument between the Roman Emperor

Julian and his wife over money which recalls any number of domestic quarrels to be

2} (M BOT, MEPENHCTAB CTPAHHLILI MCTOPUH CBOEH PYKOH HeBeXZbl M AWNETAHTA, Mbl NOAMETWIH
HEOXHUIAHHO INA cebA, 4TO OONBIIMHCTBO CaMbIX HEBEPOSTHBIX COOLITMH Ciyuanoch no BecbMa
HEMHOTOUYHCJIEHHBIM TNPHYHHAM. Mbl NMOIMETHIH, YTO OCOOYI0 POJIb B MCTOPHK Wrpaiy NEHbIH,
mo6OBb, KOBAPCTBO, HEYIA4YH M KOE-KaKHE yIHBHTENbHbie coObITHS [...].» 3:163-164.
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found elsewhere in Zoshchenko’s non-historical, comic fiction. The emperor having
overbid for the throne of Rome has to face his irate wife: ““You're a complete fool!”
the emperor’s wife probably told him. “You blurt out thirteen million! They’d have
given it us for nine...””* To this the chastened emperor can only reply: “Well how
was 1 supposed to know. You’d have nagged me to death if someone stumped up
more than me.”? In a similar vein, the narrator describes a meeting among Catholic
priests who convene to discuss a shortfall in ecclesiastical finances where the
imagined dialogue seems to belong more to the meeting of a house committee in a
Soviet communal apartment than to a conclave of cardinals. There is even “a holy
speaker” (“sviaroi dokladchik™) whose bleak financial prognostications lead the
assembled clerics to decide on the sale of indulgences.24 Moving to Russian history,
the author relates, in comically earthy dialogue, the theft by the incorrigibly corrupt
regent Prince Men'shikov of a monetary gift to the young Tsar Peter Il from a group
of Petersburg merchants. In Zoshchenko’s re-working of the scene, the young Tsar,
on finding out about Men'shikov’s transgression, “literally hollered at him™: *‘I'll
show you that I'm the emperor!” cried the furious stripling.”** The young Tsar’s
spirited confrontation with Menshikov is rendered in a comic colloquial register

which is as alien to the court etiquette of the time as it is to the usual tone and focus of

serious historiography:

‘Really,” said the boy once he met Menshikov, ‘why did you make
off with my money? You’re so sly!’

“W-What money your highness? What do you ...? Have mercy... |
never clapped eyes on...’

2
«ThHl TpPOCTO Oypak! — BEPOATHO, CKa3ana CyNpyra HMnepatopy. — BpskHyTh TpuHanuath
MIWLTHOHOB! OHH Obl HaM H 33 A€BATb YCTYNMHNH...» 3:171,

3 (Hy yx, MaTymka, noyeMm s 3Han. Thl Obi MEHA CO CBETY CXHNa, exenu Obl KTO Apyro#i nepeGun.»
3:171.

243:172-173.
2 «[B]yKBaNbHO HAODAN HA HETO.

- 51 Te6e nokaxy, 4T0 1 TMREpPATOp! — BCKpHUan pasrHeBaHHbIN OTPOK.» 3:174,
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‘What money?! Most likely he took it himself and now he says,
“What money?”... It was brought for me, not for you.”
*Oh, that money ... that the merchants brought your highness?’

‘Yes, that money... I'm the emperor, not you ... the merchants
maybe brought it for me ...”

‘Oh yes, yes ... ] remember now, your highness ... but 1, you know,
gave orders that, umm ... it was, umm ... t0 be brought to me. Why

not, 1 was thinking, let it lie with me for a bit, just while your
highness was growing-up.’

‘Give me back my money,” bawled the boy. ‘T'll tell mama, 'l

show you that I’m the emperor! 26
This style, peppered with comically jarring anachronisms and colloguialisms, is used
for all the remaining “historical novellas”, be it the flirtation between the aged
Catherine 11 and her young lover and political favourite or an imagined conversation
(after an episode in Suetonius) between Nero and the builder constructing the
collapsing ceiling that was intended to kill the emperor’s mother.”’

The most obvious literary precedent for this kind of parody history in general,
and the comically re-imagined historical scene in particular, is the well known, carly
twentieth-century Universal History as Reworked by ‘Satirikon’ (Vseobshchaia
istoriia, obrabotannaia ‘Satirikonom’, 1910).2® As Lesley Milne has shown, the
parody in this earlier work played on the history taught in the Imperial school system
as enshrined in particular textbooks; this parodic reference was something that the

educated, intelligentsia readership of Satirikon could be relied upon to understand and

2 - Ja-a, cka3al Maib4MIUKA, BCTPETHB MeHbluMKOBa. — Thl 4TO Xe 3TO MOM ACHLIH
sarpaGacran? Xutphifi kako#!

- Ka-axue nensru, paue Benuuectso? Yro Boi?.. lomity#ite... B rnaza-c He Buaa...

- Jla-a... kakue! Cam HeGOCh B3fl, @ TENEPh FOBOPHT — «KAaKME»... ITO MHE NPHUHECH. 8 He
Tebe.
- AX, 3TH A€HbTH... YTO Kymllbi IPHHECIH, Ballie BEAWYECTBO?
- la-a... Sl uMnepaTop, a He Thl... Kynibl, MOXET, MHE TIPHHECTH. ..
- AX, 1a, A3... BCIOMHHAIO, BAllle BENMYECTBO... A 5 MX, 3HAaeTe JK... Benes, TOBO... K cebe,
TOBO... OTHECTH. TlyIali, XyMalo, y MEHs Monexar, NoKyaa Baile BEeHYECTBO HE NOAPACTET.

- OTnaif MOM JCHBIH, - 3apeBeN Manbudllka. — S| Mame ckaxy. 51 TeGe nokaxy, 4TO A
umneparop!» 3:174-175.

27 3.236 and 3:286-287 respectively.

28 The tgxtual similarities betw.een the parody history of the satirikontsy and The Sky-Blue Book have
been pointed out by Lesley Milne: see L Milne, *Universal History as Reworked by ‘Satirikon' and

1066 and All That as Parody History Textbooks: A Suggestion of a Literary Genre', The Modern
Language Review, 100:3 (July 2005), p. 736 (Note 37).
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so to provide the requisite cultural traction for the comic writing.” This parodic
treatment of institutionalized history arises, Milne suggests, “in conditions when the
confident textbook narrative of a country is coming under question.™ While
obviously not a product of a conscious sense of living through historical end-times in
the way that Universal History is, and while not being able to exploit the same
particular commonality of educational reference as its illustrious pre-revolutionary
predecessor, the historical novellas in The Sky-Blue Book nonetheless achieve an
effect which bears at least passing comparison to the work of the satirikontsy. Its
parodied history is surely the dry and impersonal Marxist orthodoxy whose
concentration on irresistible economic forces and nameless international economic
elites depersonalizes the historical process; Zoshchenko's re-worked scenes evoke
this yawning omission by re-inscribing the human element into history. This point is
made time and again by comically evoking the authoritative ‘voice of history” in the
narration of the historical novellas: the reader is told repeatedly how something
occurred “according to history” (“soglasno istorii), or that “‘history relates™ (*‘istoriia
rasskazyvaer™), or even that “impartial history relates™ (“besstrastnaia istoriia
rasskazyvaet”).31

This sense of projecting the personal back into history has some precedent in
Zoshchenko's work. In Mishel' Siniagin (1930), the author-figure of that tale
comically imagines life in the sixteenth-century as an endless round of duelling,
defenestration and violent revenge which people then “didn’t notice and lived on, just
spitting and getting on with things” (“ne zamechali i zhili poplevyvaia™).* The point

of this comic projection is to indicate that man adapts to the demands of his epoch,

? Ibid, p. 730.

% Ibid, p. 737.

3! For example see 3:171, 173 and 175.
32 Mishel' Siniagin, 2:181.
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which is an important point in a novella about a poet living at odds with his historical
era. Yet in The Sky-Blue Book the projection of the personal onto the vast expanses of
history is far more comprehensive and the point it makes is correspondingly more
subtle and complex. Its satirical thrust accords closely with a more general theme of
the book which emphasizes the personal over the impersonal and the particular over
the aggregate. Linda Scatton notes how, especially towards the end of The Sky-Blue
Book, Zoshchenko “voices caution and concern over the tendency to disregard the
individual, the human element, in grandiose plans as a whole.™* Tsesar' Vol'pe, in a
sensitive contemporary reading of the work, similarly stresses the way in which the
parodic economy of the work acts as a spur to independent thought on the part of the
reader; thus the reader is often told: “figure it out yourselves™ (“razhiraites’ sami™)
and “think for yourselves™ (“obdumyvaite sami’").>* However, in parallel with, and
connected to, this satirical argument for a more human understanding of history, there
is also a very real sense in which the author-figure in the Sky-Blue Book is quietly
defining himself with his unusual reading of history.

There is a marked consistency of style and content between the stories and the
historical novellas which, allied with the unusual take on historiography, leads one to
the suspicion that the author-figure is really reading himself in a vast historical canvas
more than he is earnestly pursuing the muse of history. It is important to note in this
respect that Zoshchenko placed enormous stress on the stylistic unity of the historical
sections and the stories; Zoshchenko was emphatic in his response 10 a hostile critic
who, taking offence at the “formalism™ (“formalism™) he detected in the language of

the historical sections, suggested that a different language would have been better:

33 | Scatton, Evolution of a Writer, p. 206.

¥ Ts Vol'pe, Iskusstvo nepokhozhesti, pp. 270-273. For Zoshchenko citations see 3:294 and 346
respectively.
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If the historical novellas mixed into The Sky-Blue Book had been
written in a completely different language to the Soviet novellas
lying nearby, then it would have resulted in absurdity because the
historical section would have looked solemn which did not fit with

my aims. Secondly, I needed to break down the habitual. traditional
approach of the reader to such a theme.””

Interestingly, the satirical need to modify the general understanding of history is
accorded a different, even secondary, order in the writer’s justification for preserving
the stylistic integrity of the work. The primary imperative for unity of narrative and
linguistic approach across the two aspects of the book is to prevent it descending into
the absurd, which, crucially, “does not fit with” Zoshchenko’s “aims”, but what these
aims are is left glaringly unsaid. However, what this sentence does invite is a focus on
the style and language as the primary means by which the elements of this disjunctive
work are bound together: the stylistic coherence unites them in the voice of the

author-figure, who, as much as anything else, quietly defines himself across both the

historical and the fictional aspects of The Sky-Blue Book.

This sense of an authorial position being read out of the unknowably vast
canvas of history finds an interesting corollary in the author-figure's revisiting of his
own earlier stories in the re-working of the previously published material. What is
often most striking about these re-workings is just how much the alterations stand out
against the background of the original stories; this is. of course, much more the case
in those stories that were extremely popular in their earlier versions. A case in point is
the story entitled ‘A Trivial Incident from Private Life’ (‘Melkii sluchai iz lichnoi
zhini’) in The Sky-Blue Book which is a re-working of the famous comic tale *The

Galosh’ (‘Galosha’, 1927). One of the most obvious changes to the revised version is

3% «Ecnu 6b1 HCTOpHUECKHWE HOBE/UIbl, MoMemeHHble B ‘onyGoli KHHre, GbLIM HanWcaHbl COBCEM
pHbIM A3BIKOM, YEM PALOM JieXallHe COBETCKHE HOBEJUIb, TO nomy4wics Gbl aGcypa. NOTOMY UTO
pcTopHyecKas 3acTh BhIrNAAEsa Gbl TOPXKECTBEHHO, YTO HE BXONWNO B MOM 3afaud. Bo BTOpLIX, MHe
HyXKHO ObL10 Pa3buTh MPUBLIYHbIA ¥ TPANMUMOHHEIA NOAXON uMTaTens k Takofi Teme.» 'Literatura
dolzhna byt narodnoi’ in M M Zoshchenko, 1935-1937: Rasskazy, povesti, fel'etony, teatr, kritika
(Leningrad:Khudozhestvennaia literatura, 1937), pp. 390-391 [pp. 387-397]. '
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a general softening of the satire on bureaucracy. One of the most memorable taglines
from the original was the hero’s thrice repeated wonder at the functioning of the
bureaucratic apparatus. When his lost galosh is first found in the lost property office
of the tram line he lost it on the hero declares: “‘There,’ 1 thought, ‘is a machine that
works splendidly.”’36 However, this lyrical wonder contracts as the bureaucratic
hassles accumulate; first to go from the line is the “splendidly”;’’ then it finally
reduces further in the last line of the story to a minimal “‘There,” 1 thought, ‘is a
machine!’”* In the Sky-Blue Book version this whole comic pattern is deliberately
watered down by removing the repetition of the evocative “apparat” at the end of the
progressively shortened sentence. In addition, the sequential shortening of this tagline
noted above is also interrupted in the revised version: the first part of the tagline is as
per the original;®® it then becomes ““There,’ 1 thought, ‘are people that work!™;*
finally, it becomes “‘There,” I thought, ‘is an office that works™".*! In a similar vein,
the darkly comic bureaucratic abysses separating the lost property office and the
house management committee in which the hero of the original tale is abandoned to
his fate are narrowed in the version in The Sky-Blue Book. In the revised version the
faceless clerks are incongruously sympathetic and even help the hero fill in the gaps
in the paper trail required to get his lost galosh back. Thus, the satirical thrust
diminishes and is subtly redirected from the apparar to the people who work in it.
Also interesting is the way that the first person skaz narration of the original

blends imperfectly with the authorial ‘we’ that frames the story in its setting in The

Sky-Blue Book. This author-figure, who provides a concluding paragraph in the

% «Bor, - Mymao, - CnaBHO annapat pabotaer.» ‘Galosha’ in M M Zoshchenko, Sobranie sochinenii
(Leningrad: Priboi/Khudozhestvannaia literatura, 1929-31), 6 volumes, vol. 2, p. 135
37 . s P .
«Bor, - myMalo, - annapat paboraer!» Ibid, p.136.
38 «Bor, - Mymaio, - annapat!» Ibid, p.137.
9 3:372.
40 «Bor, - Tymalo, - moau pabotarot!» 3:373.
41 (Bor, - Mymaio, - KaHLenspus paboraet!» 3:373.
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revised version, asserts his authorship of the story and simultaneously suggests that

the story was based on his personal experience.‘”’ He also offers some interpretative

advice to readers:

But, on the whole, the issue here is not the tram, but the twisted
psychology itself. And in as far as a struggle is going on against this
psychology and in general the bureaucracy is getting better, then
what is even the issue here? Of course, this struggle is hardly easy.

Moreover, such psychology is stupidity more than anything else,

and stupidity is not a headache that passes with the taking of a
powder. 3

This passage apparently dismisses the anti-bureaucracy moral that was implicit in the
earlier version of the story; yet, there remains a sense of vagueness around the notion
of “psychology™: is this the psychology of mindless bureaucracy or is this psychology
in a more general sense, a psychology that might embrace the “twisted™ understanding
of the hero himself? Read in this way, the stoical ending of this passage constitutes a
melancholy resignation before unregenerate human weakness which is as all-
embracing as anything else Zoshchenko ever wrote. In fact, the authorial assertion
here never really manages to fully appropriate the story; this fact is underscored by
the disjuncture between the authorial “we” and the “I" which survives from the old
skaz narrator. As both Lesley Milne and lurii Shcheglov have noted, the two
perspectives created by this disjuncture never perfectly coincide.* The authorial
interventions thus remain something of an obvious excrescence on what was one of

Zoshchenko’s most famous comic stories; a good proportion of his avid readership

423:373.

43 «A B obleM, TyT Aen0 Jaxe He B TpaMBae, 2 B caMoii 3aKpyueHHOM NCHXONOrHK. A MOCKOJbKY C
aTO# mcHXonoruedt unet 6opr6a u BoOOILE KaHLENAPHS BbIPABHUBAETCH, TO 00 4eM ke MOXeT ObITh H
pedb. KoneuHo, 370 Gopsba Henerkas. Tem Gonee nonoGHas NCHXONOrHs €CTh CKOpee BCEro MIynocT.
A TIynocTs — He ronoBHas 601k, KOTOpas OT NOPOWIKA MPOXOAMT.» 3:373.

44 gee Ju Shcheglov, ‘Entsiklopediia nekul'turnosti’, p. 83 and L Milne, Zoshchenko and the Iif-Petrov
Partnership, p. 76. |
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may well have known this story by heart and so could probably have been relied upon
to spot this immediately.

A similarly clumsy authorial presence is characteristic of the piece called in
The Sky-Blue Book ‘Story About a Letter and About an Illiterate Woman® (‘Rasskaz o
pis'me i © negramotnoi zhenshchine’). This is a re-working of a story originally
entitled ‘Liquidation’ (‘Likvidatsiia’, 1924), which was also published at other points
in the twenties under the titles ‘Pelegeia’ and ‘The Letter’ (‘Pis’'mo’). The basic plot
remains‘unchanged throughout and concerns Pelegeia, the illiterate wife of a Soviet
official. The husband is embarrassed by his wife’s inability to read and write and tries
unsuccessfully to persuade his spouse to become literate. This all changes when his
wife discovers a perfumed letter in his jacket pocket and in a jealous rage teaches
herself to read using a primer her husband had provided earlier. However, when she
manages to read the letter, it turns out to be a perfectly innocent communication from
a female colleague of her husband encouraging him to help his wife overcome her
illiteracy and enclosing a primer for this purpose, the very primer which the illiterate
spouse had used in order to be able to read the letter. While the plot remains
unchanged for its re-working in The Sky-Blue Book, there are interesting additions to

earlier versions of the story. The character of the husband in earlier versions was

fairly undeveloped: the reader was told only that:

Pelageia’s husband was a responsible Soviet employee. And
although he was a simple man, from the countryside, after five years
living in the city he’d picked up everything. Not only could he sign

his name, but the devil knows if there was anything he didn’t
know.*®

S «Mlyx y Tlenareu 6b11 OTBETCTBEHHDBIH coBeTCKMit paboTHHMK. M X0Ta oH Gbin uenosex nNpocToi, U3
ZiepeBHH, HO 32 MSTh JIET KUTbS B NOPOJE NONHATOPEN BO BCEM. W He Tonbko paMHIHIO NOANKCHIBATD,

a HOPT 3HaeT, 9ero Tonbko He 3nan» ‘Pelageia’ in M M Zoshchenko, Sobranie sochinenii (6 volumes,
Leningrad: Priboi/Khudozhestvennaia literatura, 1929-31), vol. 1, p. 165.
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In the revised story the reader is given a lot more information. It turns out that he lives
in Leningrad and that “he was not yet old, was strong, mature and on the whole, you
know, energetic, dedicated to the cause of socialism, etc.”*® This sense of the husband

as a positive socialist hero is developed even further in the revised version of the

passage about his abilities cited above:

And although he was a simple man, from the countryside, who’d not
once received any kind of higher education, after years of living in
the city he’d picked up everything, knew many things and could
present speeches in any auditorium. And he could even fully take
part in arguments with scientists of different fields - from
physiologists to electricians inclusive.”’

The arguments that the husband presents to Pelageia in order to persuade her
to learn to read and write also acquire a greater, and more political, prolixity in The
Sky-Blue Book. In earlier versions of the story the husband only suggests that
Pelageia’s refusal to learn how to sign her name is “awkward™ (“nelovko™).** but in

the version in The Sky-Blue Book this argument becomes more of a political homily

and acquires a much more accusatory edge:

*Our country,” he said, ‘is gradually leaving centuries of darkness
and unculturedness. All around we’'re liquidating drabness and
illiteracy. And here all of a sudden the wife of the director of a bread

factory can’t read, or write, or understand anzthmg written! And
because of this I endure impossible sufferings.’

Thus, in the version of the story included in The Sky-Blue Book the figure of

the literate husband is emphasized far more than in earlier versions: he becomes a

4 «On 6Ll HecTapblif YenoBek, KPENKKUA, pa3sBUTON U BooOLe, 3HAaeTe NU, IHEPTrHYHbIN, NpenaHHbIA
neJTy COLManu3Ma M Tak panee.» 3:247.

47« xoTe OH Obln YeNnoBeK MPOCTOH, U3 NEPEBHH, M HHKAKOTO TAKOr0 B CBOE BpeMSsi BbiCLLEro
06pa30BaHHs He NOJYYHII, HO 32 rolibl NMpeOblBaHUsA B rOPONE OH NOAHATOPEN BO BCEM M MHOTO Yero
3Hal M MOT B J000f ayaHMTOPHM DEYH NPOM3HOCHT:. M nake BNOAHe Mor BCTynaTh B Cnopsl ¢
ydeHbIMH Pa3HbIX CTIELHANBHOCTER — OT GHIKOOTOB A0 INEKTPHKOB BKIIOUUTEILHO.» 3:247.

4 .pelageia’, p. 165.

4 «Hawa cTpaHa, FOBODHT, MOCTENEHHO BLIXOAMT W3 BEKOBOW TEMHOTH M HEKYNLTYPHOCTH. Mbl
KPYTOM JIMKBHUAHDYEM CEPOCTb M HErPaMOTHOCTb. A TYT BpYT Cynpyra aupekTopa xne6o3asoaa He

MOXET HW YMTaTh, HH NMHCaTh, HA NOHKMATL Yero Hanucawo! U s OT 3TOro TEPIIIO HEBOIMOXKHbIE
cTpanaHus.» 3:248.
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progressive socialist hero whose positivity, optimism and youthful outlook form a
suggestive counterpoint, completely absent in earlier versions of the story, to the age.
insecurity and hermetic ignorance of his illiterate wife. By building up the socialist
credentials of the husband, the story as revised for The Sky-Blue Book thus
strengthens the voice of social adaptation and Soviet modernisation acting upon
Pelageia and extends it beyond the official literacy campaign. In earlier versions of
the story, this voice of adaptation and modernisation was much more muted; it was
more of a voice in the wilderness which was only able to breach the redoubt of
ignorant selfthood by the most circuitous means: appealing to purely personal reasons.
Importantly, for all the strengthening of this ‘social’ voice in the version in The Sky-
Blue Book, Pelageia’s acquisition of literacy remains dependent on her very personal
motivation and not on either the official campaign or the sermonising of her
politically engaged spouse.

In fact, the most striking revision to the version of the story included in The
Sky-Blue Book is in the ending. Earlier versions finished on an image of the
inexplicable misery of the heroine when she finally understands the letter and is
acquainted with its innocent contents: “Pelageia went over the letter twice and. having
mournfully pursed her lips and feeling some kind of secret hurt, she began to cry.”
The reader is left to ponder the strange hurt the heroine feels in place of the relief that
might be otherwise expected of her: perhaps it is shame or embarrassment that
torments her; perhaps a mute mourning for the simple certainties of the unlettered
self. Whatever the reason, this natural end point leaves the hurt definitively private,

artfully unexplained. However, the version from 1934 modifies the phrasing slightly

0 «Tlenares HBaXiml TEPewia 3TO MUCBMO M, CXKaB

ryObl M YyBCTBYS KaKylo-To Tab 6
sariakana.» ‘Pelageia’, p. 168. YBCTBYA KaKy Hyl0 obuay,
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and adds several extra lines of aesthetically extraneous conclusion that disrupts the
natural end point of the story:

Pelageia read through the letter twice and, feeling some kind of new

hurt, began to cry.

But then, having thought of Ivan Nikolaevich [her husband] and

about the fact that everything was alright with her marriage, she

calmed down and hid the primer and the ill-starred letter in a chest
of drawers.

So, in no time at all, driven on by love and jealousy, our Pelageia
has learnt to read and write and become literate.

And this was a striking incident from the history of the liquidation
of illiteracy in our Soviet Union."!

Even if one has not encountered this story before - and affecting as it is, it is not one
of Zoshchenko's most famous pieces — one still cannot help but notice a disjuncture
between the natural endpoint of the old story after “began to cry” and the appended
conclusion beginning with “but then”. The old ending of the revised story is
preserved, only for it to be packed away by the obviously appended conclusion; a new
ending which, it must be said, contributes nothing at all to elucidating the strange
“new hurt” which afflicts the newly literate Pelageia.

The obviousness these re-workings is a feature of much of the recycled
material in The Sky-Blue Book. It creates an uncomfortable sense of disjuncture which
renders both the author-figure and the joy he professes seem very unstable indeed. All
this raises very pressing questions about interpretation: exactly what is the critic to
make of such apparently clumsy re-working? One approach is to regard this aspect of

the book as evidence of artistic failure, seeing in the tenuous coherence and

51 (Tlenares IBa pasa MPOUYMTaNa 3TO MHCLMO H, YyBCTBYS KaKylo-TO HOBY10 OGHy, 3amnaxana. / Ho
notom, nogymas o6 Mpane Hukonaesuue M O TOM, HTO B ee CYMpyXeckod >KWIHW BCe B NOPALKeE,
yCrIOKOWNIach H CrpgTana B KOMOX 6yxBapb ¥ 3nonomyynoe nmucbMo. / Tak B KOPOTKOe BpeMs,
noaroHsemMas JMOG0BbIO H PEBHOCTHIO, Halla [lenares Hayuunach YHTaTh M NHCATHL M CTana rPaMOTHOR.
/ Ml 3To GbUT MOpasHTENbHbIN CTyyall M3 HCTOPHH NTUKBHAALMYU HErPAMOTHOCTH Y Hac B Cotoze.» 3:250.
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unconvincing joy the marks, to a greater or lesser extent, of plain bad writing. This is
the view of Linda Scatton: she regards the authorial bridging passages between stories
as “not always successful and, indeed, sometimes even quite forced™: furthermore, she
argues that they “are obtrusive and seem to detract from, rather than strengthen, the
unity by calling attention to it in such a blatant fashion.”® More generally, she
suggests that the optimistic intentions of the work also fail to convince “because
Mikhail Zoshchenko’s talents did not lie in the area of unambiguously positive
portrayal of human beings.”> To this might be added the fact that, as suggested above
about both the re-worked ‘Galosh’ and ‘Pelageia’, many of the re-workings are
artistically less satisfying than their originals. However, it could be argued that all
these observations are beside the point: the re-workings of old stories in The Sky-Blue
Book do not erase the originals; instead they invoke them, relate to them, and interact
with them. In a very real sense, the meaning of the revised versions is distorted
without reference to the earlier ones. This is a point easily missed today when relying
on collected works that frequently do not reproduce both variants of stories; however,
it would have been much clearer 1o a contemporary readership who had encountered
at least some of the originals first time round. In fact, the revised versions. no matter
how unconvincing or aesthetically disappointing, remain locked in an inescapable
web of intertextual dependency with the originals; these earlier versions function in
this context as a kind of unshakeable textual memory.

It is out of this complex field of self-referential, intertextual play that the
author-figure emerges; in the pattern of the authorial presence in Sentimental Tales.
here he is very much a product of a conscious re-reading of past textual selves.

However, the key difference here is that the author-figure is no longer a creation in

521, Scatton, Evolution of a Writer, p. 189.
53 Ibid, p. 206.

256



the past tense, as in Sentimental Tales; rather. following on from the note of change
that marked the closing of that collection, he becomes a figure associated with the
present, even with the future, with the possibility of re-writing and adaptation in the
broadest sense. At the close of the short fifth section on ‘Wonderful Events’
(‘Udivitel'nye sobytiia’), a section that was supposed “to sound like Beethoven’s

Eroica symphony” (“zazvuchat' kak Geroicheskaia symphoniia Betkhovena™), this

orientation to the future is made explicit.>*

And we see how through all impossible misfortunes, through dark,
cold and fog, it is always the case that bright thought, good spirits,
hope and fortitude force their way through.

We see how, alongside wretched and base deeds there are wonderful
ones, worthy of the highest appellation and approval.

We see, finally, how our life changes and how from one thing it is

made into another — a thing of the kind that will be necessary and
useful for the population.55

The author-figure acknowledges that the stories and historical investigations
of the preceding sections present much that is depressing, but he focuses on the
wonderful, the potential plasticity of mankind and a complete faith in an open future
to underwrite the joy he propagates. He makes this clearer still by citing and arguing

with the opening stanza of Blok’s poem ‘Voice from the Chorus’ (*Golos iz khora’,

1910-1914):

And we are now pleased at the opportunity to argue with the poet,
who did not see this fifth part of life [i.e. wonderful events] and who
in his time spoke these words:

How often we cry, you and |

54 3.164.

55 (A Mbl BHIHMM, YTO CKBO3b BCE HEBO3MOXHBIE HEB3rOdbl, CKBO3b MpaK, XONOA W TyMaH BCeria
MpoGMBAIOTCS CBET/IaA MbICIb, GOIPOCTD, HANeKIa H MYXKecTBO. /Mbl BUIHM, Kak Hapaly ¢ XKalKHMM U
HU3KHMH TIOCTYTIKAMH TIPOHCXONSAT YAMBHTENLHBIE NOCTYNKH, NOCTOWHHBIE HAUBLICILErO Ha3BaHHA M
onoGpeHus. / Mbl, HAKOHELL, BUINM, KaK MEHAETCA Hallla XW3Hb M Kak W3 olHOM OHa nenaeTcs apyroft
— TaKo#, KaK 3T0 OyNeT HyXKHO M TMONE3HO IS HACENCHUUS.» 3:422.
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Over this sorry life of ours!

Oh, if only you knew, my friends.

The cold and dark of coming

days.56
Blok’s poem is one of his bleakest and, as Avril Pyman has shown, it is very much a
product of his own debilitating melancholia; indeed the poet later wondered whether
«it would have been better for those words to have remained unsaid”.’’ The poem
rehearses unspecified apocalyptic forebodings which find form in the anticipation of a
failed spring and a sun that does not rise: “And spring, my children, you will await — |
Spring will fail you. | You will call the sun into the sky — | The sun won't rise.”® In
other words it is a poem that radically forecloses the possibility of a future; it is
precisely in this that lies its melancholy and precisely this that the author-figure of
The Sky-Blue Book finds so objectionable. He does not deny the "coid and the dark™.
indeed he even repeats these very words with the addition of a symbolist-sounding
“fog” in the passage immediately preceding his citation of Blok. However, he refuses
1o allow it to close off the future as completely as Blok does.

The “cold and dark” that the author-figure tries to look beyond is perhaps most
obviously evident in the recalcitrant textual traces of the earlier versions of the stories.
which still lurk threateningly beneath the author-figure's joyful palimpsest. Thus.
Zoshchenko’s failure to eradicate the traces of the earlier versions is not tantamount to

literary failure at all; crucially, the persistent echo of previous versions makes the re-

writing seem to be more of an impassioned desire than a completely accomplished

% (M MBI Tenepb pambl CTydar MOCTNIOPHTL ¢ MNO3ITOM, KOTOPbil B CBOE BpeMs Tak CKalal, He BUAS
nsaToH 9aCTH XHU3HM:

Kak uacTo ruiaueM — Bbl M 8 | Han xanko# xu3Huio ceoeii! | O, ecnin 6 31anu Bbl. apy3ss, | Xonon U
MpaK rPAAALIMX aHen.» 3:422.

57 Gee A Pyman, The Life of Alexander Blok: Volume 11: The Release of Harmony 1908-1921 (Oxford
and New York: Oxford University Press, 1980), p. 93. See also A Pyman. The Life of Alexander Blok:
Volume I: The Distant Thunder 1880-1908 (Oxford and New York: Oxford Uni\;ersity Press, 1979), p.
47. The citation is from the recollections of V Rozhdestvenskii of an informal reading at the Poets’
Union late in Blok’s life; they are quoted in the second volume of Pyman’s biography (p. 365).

58 «(BecHbl, HHTH, Thl Gynews xaaTh -| BecHa obmaneT.| T Gynews conuue Ha HeGo 3Bath - ConHule
ne BcraneT.» A Blok, 'Golos iz khora' in Stikhotvoreniia (Leningrad: Sovetskii pisatel’, 1955), p. 377
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fact, more joyful hope than paradise gained. The note of discordance in the author-
figure’s major-key symphony is actually a profound gesture of truthfulness:
Zoshchenko does not “fail” in some attempt to give an “unambiguously positive
portrayal”; the point is rather that the very unalloyed joy is fundamentally
unconvincing as an artistic aim, both philosophically and in terms of the reflection of
reality. Importantly, the disjuncture created by this interrupted major-key corresponds
to the disjuncture noted earlier between the authorial “I” of the re-read stories and the
authorial “we” that binds the book together under the banner of optimism. It is
perhaps only at this point that we realize an important effect of the adoption of this
split authorial voice: the optimistic, future-oriented voice is plural, collective; the
voice of threatening pessimism is singular. Whereas Blok’s melancholic sentiment
was given free rein in ‘Voice from the chorus’, Zoshchenko’s melancholia is
channelled into the personal and the past; optimism and hope find possibility only in
the collective, in the social, in the future.

It is important to note, however, that, in addition to its striving for greater
artistic truthfulness in general, this interrupted joy voices a more particularly
melancholic truth as well. The two-dimensional, univocal joy that the author-figure
artfully fails to achieve in The Sky-Blue Book would have been an extreme example of
“pallid” melancholic discourse had it actually been accomplished; in its distance from
the actuality of melancholic selfhood it would have seemed foreign. unconvincing and
ultimately meaningless in terms of subjective melancholic truthfulness. In fact. what
the contradictory coherence of the split author-figure in The Sky-Blue Book achieves
is to craft a sincere paean to worldly joy in the context of the alienated melancholic
self. The joy is earnestly desired and is even propagandised in terms of contemporary

social adaptation, but, through a parody of bad writing and the density of intertextual
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memory it is never allowed to lose sight of the melancholic alienation against which it
implicitly defines itself; in an important sense the joyful thrust of the work carries the
isolated melancholic self with it into the realm of public discourse. This is already a
substantial development along the path of writing the truth of the melancholic self:
when one thinks back to the wordless textual lacunae and the melancholic
ambivalence of the imperfectly effaced authorial self that characterised the
melancholic aesthetic of the previous decade, then the assertion of unspeakable
melancholic truth has reached a new level of directness and sophistication in The Sky-
Blue Book.

This language of melancholic truth is achieved through an implicit process of
adaptation which the book enacts: an adaptation from a subjective melancholy
associated with the past to a collective joy associated with the future; an adaptation
taking place at the level of authorial re-reading and re-writing. What is important in
this process of adaptation, however, is the process itself, not the completed outcome:
it remains, so to speak, caught in suspended motion with both poles of the dialectic
more or less intact; the renounced melancholic self is no more vanquished than the
yearned for collective joy is completely attained. This focus on process rather than
outcome resonates interestingly with some of Zoshchenko’s critical reflections on the

nature of Socialist Realism which date from shortly after the publication of The Sky-

Blue Book:

In my opinion, Socialist Realism is that method of realistic writing
in which a special role is played by the theme of the work; that is, it
is not only a true realistic depiction of reality, but it is. still
furthermore, the will of the author, the purposefulness of the author,
which, by means of his work, draws the reader into the circle of
socialist ideas. That is, the theme of Socialist Realism is not stasis,
but dynamism. This is, if it is possible to say so, work on the
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consciousness of the reader, the drawing in of the writer into the
given theme and idea.”

What is clear here is the idea of capturing the ‘wheel in spin’; the emphasis falls as
much on movement and development as it does on static outcome. Also interesting is
the mutual implication of reading and writing in this process; importantly, there is
nothing here to indicate that “the reader” whose “consciousness” is worked on and
«“the writer” who is drawn into “the given theme and idea” cannot be aspects of the
same person.

In fact this is exactly the case in The Sky-Blue Book; the author-figure, as
agent in his own adaptation, is both a reader and writer. What is more, when we recall
the density of written self in the stories from the twenties that was analyzed by
Zholkovsky and discussed in chapter three, then this re-reading and re-writing of old
stories acquires a much more flesh and blood character; also still undisclosed as such,
it becomes a very real re-reading and re-writing of M M Zoshchenko, albeit on a
fictional plane. In this lies the work’s most profound melancholic insight. Importantly,
it matters little whether the authorial adaptation can be achieved in a definitive sense:
indeed the text of The Sky-Blue Book offers every reason to doubt the possibility of its
perfect accomplishment. What it reveals is that the human condition paradoxically
demands a combination of the desire for and belief in infinite plasticity and perfect
social integration, and the simultaneous realization of the reality of an inescapable.
unregenerate selfhood. This melancholic dilemma is captured perfectly in the

complex play of re-read and re-written authorship in The Sky-Blue Book, crucially. the

59 «[10-MOEMY, COLMANHCTHYECKMH peanusM ecTb Tako#i METON PEaIUCTHYECKOTO MHCbMA, MPH
koTOpoM 0cOGYIO PONib MIpaeT TEMa NPOM3BENCHHS, TO €CTb 3TO €CTh HE TOJALKO MpaBAMBOE
peaMCTHIECKOe n3o6paxkenre NeHCTBHTENBHOCTH, @ 3TO €CTh, KPOMe TOro, €€ BONs asTopa,
LeneyCTPEMIEHHOCT,  aBTOPa, KOTOPhii CBOMM MpOM3BENCHHEM BOBNEKAET YWTaTens B Kpyr
COLMATHCTHYECKUX HaeH. To ecTh TeMa COLMANMCTHYECKOTO PEANH3MA — 3TO He CTATHKA, 8 IMHAMHKa.
70, €CIM TAK MOXKHO CKa3aTh, pabOTa HAll CO3HAHWEM HWTATENIA, BOBNEYEHWE MHUCATENS B NAHHYIO
Temy ¥ naeio.» MM Zoshchenko, 'Osnovnye voprosy nashei professii’, 1935-1937: Rasskacy, povesti
fel'etony, teatr, kritika (Leningrad: Khodozhestvennaia literatura, 1937), p. 377 [pp. 374-3 80]'. ’
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fact that this aspect of the melancholic condition can find textual reflection in this way

raises the possibility of writing the unwritable truth of melancholia. of articulating a

language of melancholia.

Reading the Relational Self

If the figure of the author in Sentimental Tales and The Sky-Blue Book is grounded in
an act of self-reflexive reading, then a comparably ‘read’ authorial position can also
be seen to emerge in those works where the author defines himself in relation to the
texts of others. This articulation of selfhood in textual conversation with others forms
another important aspect of Zoshchenko’s emerging language of melancholia. This
kind of reading of the self in the text of the other is a prominent, if under
acknowledged feature of two important works: Letters to the Writer (1929) and the
long tale ‘Story of a Reforging’ (‘Istoriia odnoi perekovki’, 1934). The former. an
unusual work with few generic parallels in world literature of any period, has
continually intrigued critics from the moment of its appearance. In line with its title,
the work is structured around a collection of letters selected from the mass of
correspondence that Zoshchenko received from his large readership. In the finished
collection, the letters are reproduced in such a way as to suggest that, beyond the
erasure of names and identifiying details, they have been subject to minimal editorial
intervention: all grammatical and orthographical solecisms remain; idiosyncrasies of
speech, punctuation and register have likewise been preserved; and there is no
obvious attempt to modify the attitudes or conclusions broached in the letters. In fact.
as Gregory Carleton has confirmed, in many cases the authenticity of the printed

letters can be verified against originals that are preserved in the Zoshchenko archive.®

6 G Carleton, The Politics of Reception, p.121.
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The work as a whole is introduced by a first-person authorial preface and each
Jetter is individually introduced and commented on in the same authorial voice. The
commentary usually gives some indication of the reply, which in turn often forms the
pretext for a relatively frank articulation of the author’s viewpoint on a variety of
matters, mostly, but not exclusively, of a literary nature. In view of the novelty of
published correspondence with ordinary readers, and indeed the dazzling period
colour of many of the letters themselves, it is perhaps unsurprising that many
approaches to the work have tended to lavish more attention on the content of the
letters and less on the authorial commentary. To be sure, the unusual directness of
authorial voice has been noted (by Carleton for instance) and the commentaries
themselves have been used as a source of direct and general critical comment by the
writer (Kadash is but one example); however, there has been less critical reflection on
the authorial commentaries in the context of the work itself, and in particular on the
way in which this direct authorial voice is dependent on, and indeed grows out of, the
readers’ voices in the letters. In fact, there remains a broad consensus that Letters 10
the Writer is primarily, if not exclusively, a documentary work.®' There are certainly
important grounds for understanding the work in documentary terms: the urgent,
anonymous voices in the letters shatter the complacent assumptions that lie behind
hackneyed critical invocations of ‘the reader’, quite literally bringing the reading
public to life; moreover, for someone reading today these lively voices seem to leap

across an unbridgeable historical void, making them especially compelling as

historical and cultural artefacts. Zoshchenko himself certainly endorses a

6! See Ibid, p.117 and p.123 and T Kadash, ‘Gogol' v tvorcheskoi refleksii Zoshchenko’, p. 279.
Zoshchenko himself later described Letters to the Writer as “documentary” in the commentaries to
Youth Restored: “And my most interesting (documentary) book, Letters to the Writer has also
appeared” (<A TaKxke BHITYCTUI MOIO CaMYyI0 MHTEDECHYIO (IOKyMeHTanbHyl0) KHury — “[lucema K
nucaremo”™»). Vozvrashchennaia molodost', 3:158. Although, interestingly, the documentary quality

remains parenthetical, perhaps implying that it is not definitive, or even perhaps not the primary
motivation of the work.
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documentary reading of the work in the preface where he claims: “I have not
compiled this book for the sake of laughter. 1 have compiled the book in order to
show authentic and undisguised life, authentic living people with their wishes, taste
and thoughts.”62 In the same documentary spirit, he suggests of the work that: “Here,
so to speak, is the breath of our life.”®> However, this documentary understanding is
far from exhaustive; what is missed in this approach is the genesis and growing
confidence of the authorial voice that greets the reader from the first page; this voice
is important for it exhibits a simplicity and directness that has little if any precedent in
Zoshchenko’s fiction before 1929.

This authorial directness is sufficiently novel in and of itself to merit greater
critical attention. In fact there are moments in the preface to the work where
Zoshchenko seems to particularly invite reflection on authorship and the nature of his
contribution to the collection. For instance, while anticipating charges of avarice and
exploitation from hostile critics, Zoshchenko explains how he has renounced any
personal monetary interest in the project so as not to gain personally from the writing
of others; in the course of this pre-emptive defence. the writer ponders aloud, and at

length, the actual extent of his work on the volume:

Do I in actual fact have a right to this money? What was my work
here? Perhaps it was only having to leap out of bed each morning to
open the door to the postman. Of course, if one thinks deeper, there
was a tiny bit of work done. 1 read these letters attentively. ]
responded to almost all my correspondents. As for manuscripts
alone, I read no less than a thousand of them. And my nerves? And
the sleepless nights in which I pondered this book? And the work on
the book itself? Day after day for two years 1 selected and sorted
through these letters; I thought of them, of their authors. And these
authors were lodged in my brain, like all the heroes of my books.

62
«S He pamy cMexa cobpan 3Ty KHHTY. 51 3Ty KHUTY cobpan ans Toro, 4yTo6b NoKasaTh NOANMHHYIO H

HENPHKPbITYIO XKH3Hb, NOLTHHHBIX JKUBBIX JIONEH C HX KENAHUAMM, BKYCOM, Mbicasmu.» Pis'ma k
pisateliu, p.328.

63 «31ech, TaKk CKa3aTh, AIXaHHe HameH xu3Hu.» Ibid, p.328.
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The Devil take it! There is no money that could compensate me for
this work.**

That Zoshchenko takes such pains to articulate the extent of his contribution and the
passionate nature of his commitment to the project is surely significant. As was shown
in the previous chapter, Letters to the Writer is a work that grew out of Zoshchenko’s
1926/27 breakdown; this personal significance perhaps explains some of the passion
the writer so obviously attaches to the undertaking, as it does the strain on his nerves
and his suggestion that the value of the work defies conceptualization in financial
terms. However, what is also striking in this passage is the way that it brings the
theme of authorship to the fore. In contrast to the documentary emphasis on material,
the author-figure is here focussing attention on authorship itself: this erodes the more
usual documentary aesthetic whereby apparently unmediated facts are made to speak
for themselves, or at least to appear to be doing so.

What is equally important to note in this passage is how much of the work that
Zoshchenko claims credit for involved reading: he “read™ the correspondence
“attentively”; “he read no fewer than a thousand manuscripts™; he “selected and sorted
through™ the piles of letters. If one remembers that Zoshchenko’s knowledge of most
of these correspondents would have been based solely on what he read in their letters.
then his suggestion that “these authors were lodged in [his] brain” like his own
fictional heroes serves to illustrate the depth and intensity of the act of reading that

underpins Letters to the Writer.” Perhaps more importantly though. it also serves to

 «B caMoOM Jene — UMeI0 JIM 5 MPaBoO Ha 3TH AeHbru? B uem TyT Moa paGora? Paise TONbKO B TOM,
yTO s BCKaKMBal NO YTPaM C KpPOBaTH H OTKPHLIBAN MOYTaNbLOHY OBepH. KOHEUHO. ecjii NOIYyMaThb
rry6xe — koH-kakas paboTuinka Bce ke Obina nponenaHa. Sl BHUMATENLHO YMTaN 3TH NucbMma. A
oTBE4an NOYTH BCEM KoppecnoHneHTaM. OQHMX PYKOMHCEH s MpOvYen He MeHee Kak ThICSHY. A MOM
HepBbl? A GECCOHHLIE HOYH, B KOTOpble 5 06myMbIBan 3Ty KHUTY? A cama paboTa Haa kHuroi? Sl 1sa
roja u30 IHA B aeHb noabupan u nepeGupan 3TH nHCbMa, yman O HUX, 06 UX aBTopax. ¥ 3TH aBTOpbI

no6bIBaNK y MEHA B MO3TY, kak H BCE repOH MOMX KHHT. YepT noGepu'! Hety nener, KOTOPbIMH MOXKHO
omnaTHTh MHe 3Ty paboty.» Ibid, pp. 328-329.

It is important to note that lgor’ Sukhikh, relying on the published memoir of one of the original
correspondents, has shown that in at least one case Zoshchenko not only met, but even negotiated with
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bind together reading and authorship in the mind of the writer, entwining the acts of
reading and writing into a single creative dialectic whose mutual dependency subverts
the critical convention that tends to regard them as separate activities. Thus, the
simple, direct authorial voice in Letters to the Writer, like its more complexly layered
counterparts in Sentimental Tales and The Sky-Blue Book, emerges as much out of a
sustained and careful act of reading as out of putting pen to paper; no matter how
stable and straightforward it appears, it is nonetheless inseparable from the readers’
letters which ground and contextualize it. Appreciating this interpenetration of
reading and writing is central to achieving a balanced understanding of Letters 1o the
Writer and one all too easily missed by concentrating primarily on the readers’ letters.
As Gregory Carleton’s culturally-nuanced reading of the work demonstrates, failure
to consider both sides of this dialectic together makes the work seem impenetrable
and prey to an extreme interpretative instability.

Carleton helpfully locates the genesis of Letters to the Writer in the context of
contemporary, officially-endorsed, critical attempts to understand the mass reader
with a view to bridging the divide between Soviet writers and their readers.®® This
cultural context undoubtedly influenced the form and content of Letters to the Writer.
Carleton argues that the broader critical concern with establishing the nature and

needs of the mass reader offered Zoshchenko access to an important source of support

one young woman in order to obtain further material - see |1 Sukhikh, 'Primechaniia’ in M M
Zoshchenko, Sobranie sochinenii, 8 volumes ed. 1 Sukhikh, (Moscow: Vremia, 2008), volume entitled
Sentimental 'nye povesti, pp. 602-604 and N Deineka, ‘Chuzhaia i malen'’kaia. Moi vstrechi s M. M.
Zoshchenko’, Iskusstvo Leningrada, 1990, No. 3, pp.62-64. It must be said, however, that there is no
evidence of this kind of collusion in relation to any of the other correspondents in Letrers fo the Writer.
Either way, what is important in the context of this study is the literary effect that results: the work is
structured on the premise that the relationship between the writer and his readers is purely epistolary:
the reader is implicitly invited to accept this and much of the philosophical content of the book
ultimately depends on it. That there are some instances in the writing of the book where this was not
the case does not invalidate either the undertaking itself or the main argument that the book makes:

Letters to the Writer is before all else a work of literature and thus invulnerable to sampling errors of
this kind.

% G Carleton, Politics of Reception, pp. 112-129.
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in the face of an increasingly vituperative critical climate, suggesting that, for
Zoshchenko, “reader response became a weapon against the critical establishment™."’
To be sure, Zoshchenko was not unaware of the extent to which an appeal to the mass
reader offered an important defence at a time when so many of his contemporaries
(such as Bulgakov, Zamiatin and Pil'niak) were smarting under the enthusiastic
onslaught of self-styled, partisan critics. Indeed, Zoshchenko rather coyly points out
in the preface of Letters to the Writer: “apparently, the reader perceives me in not
quite the same way as the critics do.”®® This oblique dialogue with hostile critics
continues into the main body of the work; at this juncture it is worth remembering the
implicit engagement with critics contained in the letter entitled “sensible criticism™
(“del'naia kritika™), which was discussed in chapter two. However. in addition to its
function as a defence against dangerous critical opprobrium, Carleton further suggests
that Zoshchenko's appeal to the mass reader constitutes a simultaneous attempt by the
writer to dispel the hermeneutic recalcitrance that Carleton sees as characteristic of
Zoshchenko’s work from the twenties: “for him [Zoshchenko] the reader served as a

vehicle to purge his writing and, by extension, his literary profile of any semblance of

ambiguity.™®

However, Carleton finds that, Letters 1o the Writer fails to deliver on both of

these points because the picture of the reader that emerges from the work is so

heterogeneous. To illustrate his point, Carleton asks rhetorically:

By what criteria, motivation, or logic could one reconcile the
inclusion of “Sensible Criticism™ alongside the letter entitled
“Drama on the Volga” [“Drama na Volge™], which is from a woman

who has been slighted on a cruise by an impostor passing himself
off as Zoshchenko? [...] And what place can one assign barely
literate requests by infatuated readers for a photograph? Surely

57 Ibid, p. 117.
68

«BuIMMO, YHTaTe b MEHA BOCIPHHHMAET He COBCEM TaK, Kak KPMTHKa.» Pis'ma k pisateliu. p.327.
69 Iy .
G Carleton, The Politics of Perception, p.133.
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every artist can lay claim to a similar breadth of response ranging
from the serious to the ridiculous.”

Carleton also stresses the inconsistent attitude that the author-figure exhibits towards
his correspondents, sometimes adopting a stance of sincere approval and at other
times that of ironic distance.”' Carleton finds in all of this proof that in Letters to the
Writer Zoshchenko was unable to locate the coherent reader-figure he needed, both in
his battles with critics and against the hermeneutic instability which he hoped to
expunge from his own writing. Thus, for Carleton, the work resists definitive
interpretation because of the unexpectedly “diffuse portrait” of the readership it
reveals; it remains “a stubborn knot” which “resisted wholesale incorporation in any
one schema”, whether that “schema” was devised by critics or by Zoshchenko
himself.”® However, the problem with this reading is that the heterogeneity of
readership which the book manifests was hardly unforeseen by Zoshchenko: in fact
Zoshchenko explicitly acknowledges it in the preface: “Here, in this book. are
collected the most varied letters and passions.”” Moreover. in the same preface he
explicitly rejects the notion that the book aims at reaching some kind of definitive,
aggregated understanding of the typical Zoshchenko reader: 1 do not want to say that
in this book of mine you can clap eyes on the real face of the reader. It is not quite
s0.”™ In truth, Carleton overestimates the lack of coherence in Letters to the Writer:
to be sure that coherence is not at all straightforward and it is certainly not based on

any uniformity of opinion, outlook or style in the letters; on the contrary. it is based

on the figure of the author himself.

7 1bid, p.126.
7 Ibid, pp.123-124.

7 Ibid, p.126. For Carleton’s suggestion that the text defies Zoshchenko’s own attempts to construct a
unified mass reader see the same source, p. 134.

7
«31n€ech, B 3TOH KHHUre, cOOpaHbl CaMble pasivuHbIE MUCLMA M CTPAcTh.» Pis'ma k pisateliu, p.328.

74
«fl He X0UYYy CKa3aTb, YTO B 3TOH MOEH KHHUIe MOXKHO YBHNETh HACTOsALlee NNLO uuTaTend. ITO HE
coBceM Tak.» Pis'ma k pisateliu, p.327.
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In answer to Carleton’s rhetorical question posed above, one need ook no
further than the figure of the author in the search for “criteria. motivation or logic”
capable of reconciling “Sensible Criticism”, “Drama on the Volga™ and * the barely
literate requests by infatuated readers for a photograph”. All of these correspondents
are linked by a desire for a connection with the author in a way that extends beyond
his writing; this may be in terms of critical debate (“Sensible Criticism”), acquiring
possession of an authorial likeness (“barely literate requests [...] for a photograph™),
or even amorous dalliance with, what later turns out to be, someone nefariously
posing as the famous writer (“Drama on the Volga”). In fact, a concern with
authorship and the figure of the author in the broadest sense can be seen to unite all
the letters collected in this otherwise disjunctive work. In their own ways all the
individual correspondents seek some sort of further knowledge of. or connection with,
the author they know from the stories and tales and turn to the person of the writer in
order to accomplish this. For some, such as the writer of the letter entitled A Young
Lady from Kronstadt” (“Baryshnia iz Kronshtadta™), the need is to fix the face of the
author-figure, preferably in photographic form; the woman in question notes that the
three portraits of the writer which she has seen “contradict each other frightfully”
(“strashno protivorechat drug drugu”); she asks for a definitive, authorially-endorsed
photograph, for on the basis of the other likenesses she has seen it remains to
suppose that either the artists drew them without looking at the original, or else you
are as changeable as a chameleon.”” The tongue-in-cheek suggestion of chameleon-
like inscrutability suggests that this correspondent believes in the existence of, and

carnestly searches for, a stable authorial self that only needs the correct medium in

order to reveal it.

75
«OcTaeTcs TpeanonaraTh, YTo JMGO XyHNOXKHWKH DHCOBaNW, He BWAA OpWriuana, win Bl
H3MEHUHBbl, Noao6GHo xameneoHy.» Ibid, p.334.
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A concern with authorship is also detectable in all those letters in which
textual acquaintance leads to a desire to meet the writer in person. In the case of the
letter “Lialechka and Tamochka” (“Lialechka i Tamochka™), the desire of a reader to
‘flesh out’ the authorial persona even acquires a mildly flirtatious character.”® In “A
Letter from a Woman” (“Pis'mo ot zhenshchiny™), there is a more desperate tone in
which the correspondent confesses to having constructed so vivid an image of the
author in her mind that she has started to see him round and about like some kind of
Gogolian fantasy that acquires a life of its own: “Just now I was coming from Lesnyi
on Tram N?%9. Nearby a man was sitting who was exactly like I have imagined you to
be over the past three years. Perhaps it even was you.”77 The desire to see the author
in the flesh is also a feature of “The Rendezvous that Didn’t Happen”
(“Nesostoiavsheesia svidanie™); in this letter a provincial student requests a meeting
because she regrets a lie told to her friends at home to the effect that she had met
Zoshchenko while studying in Leningrad. What is interesting is that, in describing her
regret at lying about the meeting, she says that: “1 was surprised at how bad 1 felt
about it, as if | had stolen something.”’® Beyond the sense in which she has obviously
stolen her friends’ trust, something which could presumably be made better by
coming clean to them, she perhaps fears having somehow trespassed on the image of
the author, something that can only be made good by meeting him in person.

Many of the letters refer directly to issues of authorship in the works
themselves; the sophistication of these queries and observations varies substantially,
but the common concern with authorship remains. In “A Curious Fellow”

(“Liubopytnyi chelovek™), a reader simplistically equates the skaz narrator of

7 Ibid, p.372.

77
«Ceftuac exana u3 Jlecnoro B Tpamsae N%9. PanoM co MHOH ciaen yenosek, HMEHHO TRKOH, KAKHM B
Te4EeHHE TPEX JIeT 4 NpeacTasnsna cebe Bac. Moxer 6biTh, 310 Gbiny 1axe Bbi.» Ibid, p.383.

18 Z[Y];;gun Ha Qywe 6bl10 YAHBUTENbLHO Hexopowo. Takoe q9yBCTBO, 6yaT0 Obl 8 4TO-TO yKpana.»
Ibid, p.397.
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7oshchenko’s comic tale ‘An Historical Story” (‘Istoricheskii rasskaz’. 1924) with
7oshchenko himself. The skaz narrator in that story finishes the description of his
comically insubstantial recollection of Lenin with the suggestion that those wishing
“to find out the details” (“podrobnostei uznat™) of the incident should turn “directly”
(“priamo’) to him.” This is precisely what this correspondent requests, betraying in
his question a particular understanding of the author which, naive and simplistic as it
is, is still based on an implicit understanding of authorship.80 In a similar vein, the
writer of the letter “Of What the Nightingale Sang” seeks confirmation from
7oshchenko that the author-figure of Of What the Nightingale Sang was fictional and
that “the whole book together with the preface was written by you personally.”sl
Occasionally these musings on the mode of authorship in Zoshchenko’s works attain a
perceptiveness that could be considered acute in any context. The writer of the letter
«A Laudatory Assessment” describes his collection of Zoshchenko stories as “my
medicine” (“moe lekarstvo™) for those times “when 1 am infinitely sad™ (“kogda mne
beskonechno grustno”).82 What he finds soothing in them is a kind of human lyricism

within the context of the everyday which is rooted in an acute feeling of authorial

presence:

In the vivid depth of the protagonists of your stories 1 feel the full
depth of the feeling of the author and see, apart from sharp and

absorbing satire, a touching compassion and good will towards the
people rfapresented.83

Even when not explicitly the focus of a given letter. a concern with the nature

of authorship is usually at least touched upon by, if not actually an implicit concern

7 «Istoricheskii rasskaz’, 1:211.
% pis'ma k pisateliu, p.404.

:; «Bcs KHHTa BMECTE C MPENCIOBHEM Hanucana Bamu exunonnuno.» Pis'ma k pisateliu, p.405.
Ibid, p.405.

83
«B mbiliamemM penbede nui Bamnx pacckasos s 4yBCTBYIO BCIO ITTyOMHY MPOHUKHOBEHUA aBTOPA H

BUXY, KPOME ocrpoit ¥ 3aHHUMATENbHON CATHPLI, TPOTATENLHYIO XKanoCTh U a06poTy k n3obpaxaeMbiM
monsm.» Ibid, p.406.
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of, the correspondent. All those letters suggesting anecdotes or plots that Zoshchenko
might be interested in succeed only in revealing their divergence from the typical
Zoshchenko story. and thus in making it clearer where the particularity of those
stories might lie. In the letter “Golden Dentures” (“Zolotaia cheliust™), a
correspondent suggests Zoshchenko re-work an anecdote he heard about a man who
commissioned a set of golden dentures to show off to his friends and accidentally
flushed them down the drain in Leningrad’s Finland station. Although the author-
figure makes no comment on the suggestion other than to reject it, the reader senses
that the tone of poetic justice and direct moral payback at the heart of the anecdote are
utterly foreign to Zoshchenko’s artistic world.® Other suggestions, such as in the
letters “The Watch™ and “Yet More Watches”, turn out to be anecdotal re-workings of
a Leskovian plot, and thus similarly serve to stimulate reflections on the nature of
authorship and authorial originality.®

In fact, the centrality of authorship in Lerters to the Writer is implicit in the
title of the work: importantly, it is not Letters from Readers or Letters from the
Reader:, the common factor uniting all of the collected correspondence is that it was
sent to the writer. If all the letters constitute more or less oblique engagements with
notions of the author and authorship, then this concern is mirrored by the author-

figure himself. Zoshchenko made this clear in the preface that opened the work:

In conclusion I must say that it was devilishly hard to assemble this
book. From the pile of dull and boring letters I took out those which
seemed to me the most characteristic. For this reason my face is

present in the book, my thoughts and my wishes. The book has been
made like a novel.*

* Ibid, p.358.
* Ibid, pp. 359-361.

86
«B 3aKkmodeHne s NODKEH CKa3aTh, YTO KHHTY 3Ty cobpaTh Gbuno uepToBCkH Takeno. U3 rpylnbl
CKy4HBIX W TYNhIX THCEM S OTOGPan Te, KOTOpbie NOKa3ankCh MHe HanGonee xapaktephbt. Flo 3Tof

MpUUMHE B KHHTE UMEETCH MOE JIHLIO, MOH MBICTH U MOM xenanus. Knura cnenada kak poman.» Ibid.
p.330.
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In fact. the author figure is teased out from his correspondents’ concerns with
Zoshchenko the author; in a very real sense he is defined from between the lines of his
readers. The author-figure that emerges in Letters to the Writer is really an exercise in
the formation of a kind of relational selfhood. The term ‘relational selfhood’ actually
comes from Paul Eakin’s theoretical reflections on life writing in which he
characterizes it in terms of “modelling the social self”.*’ His approach, in fact,
exhibits a significant degree of correspondence with theoretical studies of selfhood
originating in the field of Slavic Studies and based variously on the ideas of Mikhail
Bakhtin, Lydia Ginzburg and Lev Vygotsky.88 However, Eakin’s understanding of the
relational self draws on research in philosophy, psychology and the cognitive
sciences, to suggest an aspect of selfhood which is “generated in conversation with
others,” suggesting that, to some degree at least. “our subjectivity is structured as a
conversation”.¥ This is precisely where the author-figure in Letters to the Writer
comes from, and his origin in conversation with others accounts for his confidence
and the unusual stability of the voice he commands.

It is important to understand this point of origin for the authorial voice in
Letters to the Writer, because without appreciating the dialectical interdependence of
it on the conversation he carries on with his readers there is a very real danger of
misreading the confidence in his voice. For instance, Elizabeth Papazian finds

evidence in the unambiguous authorial voice in Letters to the Writer of “a

¥ p ) Eakin, How Our Lives Become Stories: Making Selves (Ithaca NY and London: Cornell
University Press, 1999), pp. 61-68.

% See A Zorin, ‘lzobretenie traditsii: o roli lichnosti v istorii nauki. Proza L. la. Ginzburg:
gumanitarnaia mysl' XX veka’, Novoe literaturnoe obozrenie, No. 76 (2005), pp. 45-68. See also C
Emerson: ‘Bakhtin, Lotman, Vygotsky and Lydia Ginzburg on Types of Self: A Tribute' in L
Engelstein and S Sandler (eds), Self and Story in Russian History (1thaca NY and London: Cornell
University Press, 2000), pp. 20-45; and C Emerson, ‘Shklovsky's ostranenie, Bakhtin's

vnenqkhodimost’ {(How Distance Serves an Aesthetic of Arousal Differently from an Aesthetic Based
on Pain)’, Poetics Today, 26:4 (Winter 2005), pp. 637-664.
% bid, p. 64.
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pedagogical relationship in which he [Zoshchenko] becomes, in a sense, the ‘author’
of the letter-writers’ development”.90 While the author-figure is hardly averse to
offering advice to his readers and is often candid in his appraisal of poems or stories
that he receives from them, the idea that he strives to “‘author’” their development, or
even that he “is producing them” surely misses the degree to which the author-figure
himself is dependent on these very same letters from readers.®’ It also fails to take
notice of the extent to which the author-figure is himself a reader: if, as Papazian
suggests, he is seeking the “reconstruction of the reader” then he cannot but include
himself in this ca’tegory.92

In fact, the tenor of the author-figure's ‘didactic’ relationship with his
correspondents is far more subtle and takes place on an entirely different level to that
shown by Papazian. Beyond specific advice, what Zoshchenko offers all his
correspondents is the chance to read their own ‘authorial” truths in the mirror of text,
just as he has done; in this regard it is important to note that in the selection criteria
discussed in the preface Zoshchenko notes that: “These letters have been mainly
written by a special category of reader. This is, for the most part, a reader who wishes
to become a part of ‘Great Russian Literature’.”> Of course, by publishing their
letters Zoshchenko allows them to do just this, to stumble into the hallowed halls of
Russian literature, but he also does something perhaps even more important: he offers
them the chance to read themselves as he had read himself in works like Sentimental

Tales and was to do in the later The Sky-Blue Book, the chance to read their own

% E A Papazian, ‘Reconstructing the (Authentic Proletarian) Reader: Mikhail Zoshchenko's Changing

Model of Authorship, 1924-1934°, Kritika: Explorations in Russian and Eurasian History. 4:4 (Fall
2003), p. 832. )

%! ‘Ibid, p. 832. Emphasis is Papazian's.
% Ibid, p. 836.
% «3TH mucbMa, IMaBHLIM 06pa3’oM, HammMcaHel 0coGol xaTeropuell uuratens. Do, no Gonbluei

YaCTH, YMTATENb, KENAOIIKIA BIHTLCS B ‘BENHKYIO PYCCKYIO nUTepaTypy'.» Pis'ma k pisateliu. pp. 327-
328.
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‘author-function’ and derive their own relational understanding of themselves and the
nature of their selfhood.

An example of this can be pieced together from the case of Nina Deineka.
This young woman wrote a memoir of her correspondence and meetings with
Zoshchenko which culminated in the inclusion of some of her letters with him in
Letters to the Writer>* She initially wrote a personal letter to Zoshchenko to which
she appended some of her unpublished poetry with the aim of soliciting his opinion.
The letter describes her troubled youth (including allegations of what today at least
would be considered child abuse) and her personal misery at the apparent
hopelessness of her situation; the letter developed into the extended correspondence
which is included in Letters to the Writer in the section entitled ‘Everything is
Alright’ (‘Vse v poriadke’).95 The poetry, however. was hived off and included in a
later section called ‘A Bad Youth® (‘Plokhaia molodost”);*® according to Deineka,
Zoshchenko himself composed the accompanying letter to this section’’. Importantly,
there is no explicit indication in Letters to the Writer that the personal letters in the
earlier section and the poetry in the later one were written by the same person; the
only (very vague) clue is that the titles to the sections do not really make sense and
only have any meaning if switched around. The point of this separation would seem to
be a similar one to that made in the comic story ‘The Writer’ from back in 1923
(discussed in chapter three): that while the personal aspects of the literary text
continue to haunt the writer, they remain invisible to others, demonstrating that the

personal misery related in the first section leaves no objective textual trace on the

* This is the same N Deineka whose memoir is used by Sukhikh to suggest a degree of collusion

between Zoshchenko and some of his correspondents (see footnote above): N Deineka, ‘Chuzhaia i
malen’kaia’.

% pis'ma k pisateliu, pp. 386-396.
% Ibid, pp. 415-418.
" N Deineka, ‘Chuzhaia i malenkaia’, p. 63.
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poetry printed in the later section. Crucially, the connection between the two sections
is only knowable today because of Deineka’s memoir; thus, the point about the
anonymity of the written self implicit in the separation of the personal letters from the
poetry as elucidated above is something that would have been for the eyes of the
original correspondent only, not for the general reader.

This profoundly personal gesture, shot through as it is with Zoshchenko’s own
meditations on authorship and made in a published work, perfectly captures the sense
in which Zoshchenko offers his correspondents the chance to read themselves in the
mirror of literature. Unfortunately, however, Deineka’s memoir seems to suggest that
she did not interpret it this way: in fact, she expresses some hurt that, as she sees it,
her letters were published “under the knowingly ironic title *Everything is Alright’.
with its hopeless summing up”."8 Elsewhere in her account she complains of
Zoshchenko’s cold, literary response when she tried to make post factum revisions to
her letters: “And for him | was already not me - the little girl Ninochka to whom he
was being so sympathetic, I was the literary figure that he was struggling for.” In a
sense she is, of course, absolutely correct; that is precisely what Zoshchenko offers
her: a reflection of her selfhood in text that she can read back, a purely written
selfhood that is both recognisable yet also different from Deineka’s own sense of
herself. That she does not do this, however, in no way invalidates the gesture. In view
of this complex episode, one begins to see what Zoshchenko meant by suggesting that

his need to write the book was fuelled by the fact that: “1 am unable and have no right

to hold such exceptional material in my writing desk.”'® The Deineka episode reveals

98
«[....] o1l NOHMMAIOLIIE-HPOHHHECKHM, Kak Gbl OXBOLALIHM GE3HAEKHbIH UTOT 3arON0OBKOM “Bce B
nopsake”». Ibid, p. 64.

99
«H nns Hero Gblna yxe He 8 — neBylika HUHOUKa, k KOTOpPOH OH Tax y4acTIMBO OTHeccA, A Obina
nuWTepaTypHbIM 06pa3oM, 3a koTophlii oH 6oponca.» Ibid, p. 62.

100
«[A] He MOTry M HE MMeEIO NpaBa AepXaTh B CBOEM MHCLMEHHOM CTONE TaKOM HWCKMIOYHTENbHbLIA
matepHan.» Pis'ma k pisateliu, p.327.
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a work that, if not quite didactic enough to be called pedagogical. may perhaps be
understood as a textual mirror held up, without obligation or suggested interpretation.
to his cherished readership. In this it perhaps offers them the same opportunity of
reading their own relational selfhood in textual conversation with others that the
author himself derived from their letters: giving back to them what they had given
him.

The phenomenon of the author-figure in textual conversation with others is
also an important aspect of ‘Story of a Reforging’ (‘Istoriia odnoi perekovki’,
1934).'%' This piece emerged directly from the infamous expedition of Soviet writers
to the newly completed White Sea-Baltic Canal, an undertaking in which Zoshchenko
took an active part. Zoshchenko’s story originally formed the twelfth chapter of the
notorious, collectively authored Stalin White Sea-Baltic Canal: The Hisiory of its
Construction 1931-1934 (Belomorsko-Baltiiskii  kanal imeni Stalina: istoriia
stroitel'stva 1931-1934 gg, 1934 — henceforth Belomorkanal) which was the textual
end-product of the expedition. Belomorkanal is obviously a seriously compromised
work: taken together, its contributions constitute a paean to forced labour whose
politically driven myth-making systematically misrepresents its unpalatable subject
matter; the work was sponsored by and organized under the auspices of the OGPU
and, for those reading it today, the collection as a whole can only raise the most
serious questions about the ethics of writing.'o2 Zoshchenko’s enthusiastic

participation in the project would thus seem to constitute an uncharacteristic lapse of

ethical judgement on the part of a writer who otherwise managed to negotiate the

1 See M Gorkii, L Averbakh, S Firin eds, Belomorsko-Baltiiskii kanal imeni Stalina: istoriia
stroitel’srvq 1931-1934 gg (Moscow: OGIZ, 1934), Reprinted 1998, pp. 493-524. 1t was also published
?giparately in 1934 under the more politically neutral title ‘Story of a Life’ (‘Istoriia odnoi zhizni’).

The story of the composition of Belomorkanal and a discussion of the ethical and political stakes
involved can be gleaned from Dariusz Tolczyk’s See No Evil: Literary Cover-ups and Discoveries of
the Soviet Camp Experience (New Haven: Yale University Press, 1999) and Cynthia Ruder's Making
History for Stalin: The Story of the Belomor Canal (Gainesville: University Press of Florida, 1998).
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difficult years of the thirties with a reputation for personal integrity, decency and
honour that was rare enough among his contemporaries.'o3 This ethical lapse on the
part of the writer goes a long way towards accounting for the relative critical neglect
of the story; as Elizabeth Papazian suggests, ‘Story of a Reforging’ remains “one of
the lacunae” in Zoshchenko criticism, either being passed over in stunned silence or
being analyzed in predominantly ethical and political terms.'® However, as important
as these ethical and political concemns are, and as suggested above they are extremely
important, the particularities of the text itself are all too easily eclipsed by the
magnitude of the reader’s understandable moral perplexity. This is unfortunate, for
beyond its deplorable political context, the story has an important (and largely non-
political) function in the genesis of Zoshchenko’s literary experiments with authorship
analyzed so far in this chapter. It is perhaps this latter aspect that helps to explain
Zoshchenko’s baffling seduction by the Belomorkanal project and his reluctance as
late as 1954 to distance himself from his contribution in particular and indeed
Belomorkanal as a whole.'”” However, with the benefit of historical (and political)
distance, it is perhaps possible now to see a way to condemning the undertaking in
political and ethical terms, while at the same time cautiously mining the surviving text
for anything of value.

In fact, extracting meaning from another text is central to the whole aesthetic

structure of Zoshchenko’s story itself: it is constructed as the explicit re-working of an

183 gee L Milne, Zoshchenko and the llf-Petrov Partnership, pp.89-92.

104 £ A Papazian, ‘Reconstructing the (Authentic Proletarian) Reader’, p. 840. Papazian is an obvious
exception to this trend; she analyzes the story in terms of an avant-garde striving for reconstruction of
the reader which she imputes to Zoshchenko (see pp. 837-839 of the same source). Linda Scatton looks
beyond the political context of the story to stress the way in which the piece partakes in a broader
interest in life writing which she identifies across a number of Zoshchenko's works - see L Scatton,
Evolution of a Writer, pp. 118-121.

105 gee L Milne, Zoshchenko and the Ilf-Petrov Partnership, p.91. Importantly, by 1954 it would have
been perfectly expedient to renounce the project. In fact, even in 1937 when Gor'kii was dead, and

lagoda, Averbakh and Firin (the other forces behind the collection) had all been consumed by the Great
Purge, the book fell into official disrepute and was not reprinted. )
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autobiographical outline originally written independently of Zoshchenko by one of the
convict labourers working on the scheme. The story opens with a typical Zoshchenko
authorial introduction, in which the reader learns that the writer of the original
autobiographical account was a former thief and con-man called Abram Isaakovich
Rottenberg who “several days before his release wrote his biography”;1°6 the reader is
further told by the author-figure that “this biography was given to me [Zoshchenko]
for literary re-working”'”’ In view of the uncomfortable provenance of
Belomorkanal, the passive voice in that last sentence sounds particularly ominous, but
in addition to evoking the invisible hand of the OGPU, the passive construction also
serves to emphasize the otherness of the textual source in a purely literal sense and
thus also the distance between the author-figure and the writer of the original account.
Importantly, Rottenberg did not give the manuscript to Zoshchenko directly: as was
the case with the reader’s letters that were published in Letters to the Writer five years
previously, Zoshchenko’s knowledge of his subject is largely textual.

This point is reflected and reinforced in the story by the fact that the reader
also comes to know the reformed criminal only through his retold story; there is
absolutely no direct authorial comment on him or his character. save a short summing
up at the end. Rottenberg’s story is separated from the authorial introduction both
typographically and, more importantly, by voice. The plot-driven, autobiographical
account of the convict’s life is narrated in the first person and deploys a lively,
consciously unliterary register which retains a piquant sense of the criminal
underworld which it evokes. In fact, but for the disclosure of the authorial position in
the introduction, Rottenburg’s story would have been a perfect skaz narrative in the

mould of much of the comic fiction of the twenties. It also makes for quite an exciting

106 [...] 32 HECKOJIbKO JHEH O CBOETO BbIXONA Ha BOMO Hamucan cBolo Guorpaduion: Belomorkanal,
P. 495.
07

«[3]ry Guorpauio JanK MHe AnA nuTepaTypHo# 06paboTku.» Ibid, p. 495.
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read in its own right; it is a colourful narrative brimming with exotic foreign
locations, gambling dens, dancing girls and brushes with the law. Rottenberg’s
criminal speciality is counterfeit gold and diamonds, a metier which elevates him
from small-time thieving and confidence trickery in the back streets of pre-
revolutionary Tiflis to the life of an international criminal operating in Turkey, Greece
and Egypt. It also leads to the painful loss of his first love, forsaken in the pursuit of
crime, as well as to various periods of incarceration and hard labour in the Tsarist,
British and Soviet penal systems.

Whereas his stays in pre-revolutionary and foreign prisons only serve to
deepen Rottenberg’s recidivism, when he enters the Soviet penal system and is sent to
work on White Sea-Baltic canal he is comprehensively reforged by corrective labour:
he becomes a shock worker, is decorated for outstanding productivity and comes to
renounce his life of crime, apparently for good. This is undoubtedly the heavy-handed
political point that the Rottenberg story, which was passed to Zoshchenko. was
supposed to achieve: the depiction of Soviet penal practice as progressive and
civilising by comparison to its bourgeois counterparts and predecessors. Importantly.
in Zoshchenko’s re-telling of Rottenberg’s biography in ‘Story of a Reforging’. there
is no attempt made to soften the over-played ideological notes that result from this
political subtext. For instance, the reader is rightly suspicious when told how

Rottenberg received paternal ideological advice in the form of a friendly motivational

chat over tea and biscuits with camp guards;'® even without the benefit of post-Soviet

insight into the nature of the Gulag and the state security apparatus. this episode
simply does not ring true in the story’s forced labour context and stands out as a

badly-written stab at political myth-making. The author-figure naively pretends not to

1% 1bid, p. 518.
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hear these aesthetically-intrusive, politically-motivated, discordant notes. but they
remain for everyone else to hear and ponder.

At the close of Rottenberg’s story, the author-figure sums up by offering three
possible ways of interpreting Rottenberg’s reforging: either *‘he has really changed his
consciousness and really reforged himself having come up against the right system of
corrective education”;'® or it was a self-interested decision based on the realisation
that in the new socialist order “the criminal world is really going to the wall”
(“pristupnomu miru deistvitel'no prikhodit krakh™) and so consequently criminals
need “to re-qualify themselves” (‘‘pereIcvalij’itsirovat'sia”);l 19 or else “he had pulled a
new ‘swindle’” (“on sdelal novuiu ‘aferu ). 1n spite of the fact that the preceding
story offered plenty of grounds for scepticism about Rottenberg's transformation. the
author-figure opts for the first explanation; importantly though, he offers absolutely
no explanation as to why, only asserting rather cryptically that “I am as sure of this as
1 am of myself.””2 It may not appear much, but this self-referential aside is in fact
extremely important in understanding why the author-figure reaches the conclusion he
does; it suggests a very personal take on the Rottenberg narrative on the part of the
author-figure and an even more personal concern with reforging and self-reform in
general.

In fact, it is precisely this personal fascination with reforging per se which
animates the whole Rottenberg story. At the very beginning of the tale. before the
reformed conman has even been mentioned, the author-figure reveals his interest in
stories of reforging; implying that he is seeking instances of the most radical self-

transformation, he asserts that he is primarily interested in those “people who had

09
109 ([...] BEHCTBUTENLHO HIMEHHI CBOE CO3HAHME U NEACTBHTENLHO NEPEKOBAICA, CTOJIKHYBIIKCH C
aBwIbHOH cucTeMoil BocnuTanus.» Ibid, p. 524.

" Ibid, p. 524.
" Ibid, p. 524.

112 .1 B 3TOM A TaK XK€ YBEPEH, Kak B caMom cebe.» Ibid, p. 524.
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been deeply drawn into a life built on idleness, theft, cheating, robberies and
killings.”l 13 He admits that at first he “approached the question of re-education with
scepticism™ (“skepticheski podoshel k voprosu perevospitaniia”). supposing that it
arose primarily through “the wish to curry favour” (“zhelanie vysluzhit'siia”) or “the
wish to get freedom, benefits and advantages” (“zhelanie poluchit’ voliy, blaga i

I'goty”).'"* However, the author-figure quickly renounces this scepticism, asserting

that:

I must say that, on a general reckoning, I was desperately mistaken.
And 1 in fact saw the reconstruction of consciousness, the pride of

the construction workers and the surprising change in the psyche of
many prisoners.' 3

Crucially, this declaration comes in a passage bearing the strange subtitle
‘Conclusion’ (“Zakliuchenie™); this is baffling because it comes in the second page of
the story before the reader has seen or heard anything of Rottenberg. The point is that
the authorial conclusion is largely set in advance and. in a play on the word
“sqkliuchenie” (which also means detention or incarceration in Russian). this
authorial conclusion ‘incarcerates’ the remainder of the tale. Thus, the author-figure is

able to say only two pages into his story of reforging that:

On a general reckoning, as far as I was able to see, not one person,

having gone through the severe school of corrective education,
remained precisely as they had been.

Almost all, in one way or another, were positively reforged.

13 (Jlromm, KOTOpbIE rny601fo BTAHYJIUCb B XH3Hb, NOCTPOEHHYIO Ha MPA3AHOCTH, BOPOBCTBE, OOMate,
rPa6e)Kax u ybouicteax.» Ibid, p. 493.
1

* Ibid, p. 494.

15
115 (Sl mOJKEH CKa3aTh, YTO B oOlieM cueTe 8 upe3BbiuainHo owuben. M s na camom aene yBuaen

nepecTPOHKY CO3HAaHHE, TOPAOCTh CTPOMTENEH M YAMBUTENLHOE HIMEHEHHE NCHXMKH Y MHOTHX
saxnodeHHbIX.» Ibid, p.494.
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And. if this reforging would make ideal people out of all law

breakers then the pen of the satirist would henceforth rust from
standing idle.'"®

It must be said that in this declaration. the qualifications are just as important as the
assertions; in particular the conditional-subjunctive mood of the last sentence casts the
sentiment as a heartfelt desire rather than an anticipation of an accomplished fact.
Nonetheless, the overcoming of the author-figure’s scepticism about personal
iransformation and his newly found belief in reforging has been asserted
unambiguously.

This, of course, raises the question as to exactly whose reforging is referred to
in the title of the story; the reader naturally assumed that it was Rottenberg’s. but it
might equally be held to be that of the author-figure himself. This is really a question
of the connection between the author-figure and Rottenberg; it is a question that is
broached in concrete terms by examining the extent of Zoshchenko’s re-working of
Rottenberg’s original account. The reader is not given Rottenberg’s original account;
although the author-figure describes it as “extraordinary™ (“neobychaina™) it was not
without serious defects: “His biography, written quite carelessly, with many literary
infelicities, prolixities and repetitions, could, unfortunately. not be published without
corrections.”!” These corrections, as described by the author-figure, actually sound
quite heavy; he calls the revisions “a task of extraordinary difficulty™ (“zadacha

neobychainoi trudnosti”’) and says of the original manuscript:

16 B obuieM ke CYeTe, CKONBKO MHE YNanoCh YBMIETh, HM ONMH YENOBEK, Npolenunii CypoByd
LIKONY NEPEBOCTIHTAHHS, HE OCTAICH MMCHHO TakWM, Kak 6bin. / Bce noutn B To#t mnan HHOA mepe
NONY4YHIH TONOXKHTENABHYIO TEPEKOBKY. / A ecaun 3Ta NEpekoBka caenana Obl U3 BCEX
NMpaBOHAapyWIMTENeH HICATbHBIX JMOLEH — TNeEpo caTWpuka 3apkaseno Obl B nanbHeiwem OT
GesnelicTeua.» Ibid, p.494.

17 «Ero Ouorpaduio, HaNHWCaHHYI0 HECKONLKO HeGpexHO, €O MHOTHMH JHTepaTypHbIMH

NOTPElIHOCTAMY, ANHHHOTAMM W NOBTOPEHWAMH, Henb3s 6bLNO, Kk coXaneHuio, neuararb Ges
ucnpasneHuii.» Ibid, p.495.
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Here the composition of the piece was complicated and confused.
and it would have been difficult for the reader to follow the events.

Here was a dead fabric which it was necessary to bring to life with
the breath of literature.''®

The work here sounds significant, even possibly intrusive: however. this picture is
softened slightly when the author-figure suggests a little later in the same section that:
I ‘dragged a comb through’ this manuscript; but 1 did this as if by

the hand of the author himself. I preserved his language, his style,

his ignorance of literature and his personal character. This was
almost the work of a jeweller.l 19

The suggestion here is more of a stylized re-working based on a deep empathy
with the author; what it recalls is that sense of reading his correspondents in Letters 10
the Writer noted earlier, work of such intensity that Zoshchenko claimed it
approached that of the creation of literary characters. Particularly revealing in this
passage is that jeweller metaphor: the author-figure depicts his work as that of cutting
and setting a raw but precious substance so as to release its own hidden natural
beauty. This is an evocative metaphor for the kind of creative reading that the author-
figure engages in; it is an art based on the reading of natural potential and without any
claim to creation ex nihilo; it also stands as the exact opposite of Rottenberg’s pet
scam which involved the criminal conjuring of “cut diamonds™ (“brillianty™) from
“stones” (“kamni”), without any of the attendant labour.'*’ The result of this creative
reading is a typically contradictory mix of reading and writing: “And so. here is this

surprising story of the life of a man, written by himself. so to speak. and ‘guided

118

«TyT KOMNO3WUMA BeUlM CNOXKH@ M 3amyTaHa, M 4uTaTemo Gbino Gbl TPYAHO CneauTh 33
cobiTuamE. TyT Gblla MEPTBaA TKaHb, KOTOPYIO Hano GbLIO OKMBHTD JbiXaHHEM NHuTepaTyphi.» Ibid,
pp. 495-496.
119

«fl ‘npwuecan’ 3Ty pykonuck. Ho s cnenan 37o kak 6w pyko#t camoro aBTopa. Sl COXpaHun ero

q3bIK, €r0 CTHIb, €r0 HE3HAHHWE JINTEPATYPhl H cobcTreHusH ero XapakTrep. D10 Obl1a NOYTH UTO
tosenupHas pabora.» Ibid, p. 496.

120 [hid, p. 501 and p. 503.
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around’ by my hand.”'*! Here “‘guided around™™ can be read two ways:
“obvedennaia” can mean being led by, but it can also mean being surrounded by. This
ambiguous authorial presence in the re-worked tale can perhaps best be understood by
a similar reading (and then writing) of authorial self into the text of the other that was
encountered in Letters to the Writer. Whereas in the earlier work, the act of reading
was more openly staged by the inclusion of the original letters, in the later work,
although the original is missing, the act of reading is no less obviously asserted. What
the reader is presented with is the self already read into the text of the other, but,
although not present, the effect of that other text is not effaced; it is referred to
throughout the story and is markedly present by its very absence.

In order to understand precisely what aspect of himself the author-figure reads
into Rottenberg’s biography one need look only to the one piece of extra-textual
knowledge of the reformed convict that the author admits to. He claims to have heard
Rottenberg speak at an officially organized meeting of shock workers convened at one

of the camps along the canal.'*? In fact it is one part of his speech in particular which

lodges in the mind of the author-figure:

‘The bourgeois professor Lombroso says that we criminals are
already born as criminals. What rubbish. Can criminals really be
born that way? My father is an honest toiler — he works to this day.
My mother is an honest worker. But what happened to me — | repent
of this and am walking away from this for good.”'?*

What most impresses the author-figure about Rottenberg. before seeing a syllable of

his autobiography, is his impassioned affirmation of belief in the plasticity of the self

121
«HArak, BOT 3Ta YAUBHTENbLHAA HCTOPHA XKHU3HHU YeNOBeKa, HAalUCaHHas UM CaMbiM, TAK CKa3aTb, U
«oGBeneHHas’ Moel pykoi.» Ibid, p. 496.

122 Ibid, pp. 494-495.

13 (‘BypxyasHsii Tpodeccop JIOMGPO30 TOBOPMT, YTO Mbl, NPECTYNHWKH. YXKe POXIEHbI

npecTynHukaMH. Kakas dymb. PaiBe MOryT poxnaThcs NMpecTymHuku? Mol oTeu — uecTHbift
TpyXeHHK — JI0 CHX Nop paboTaeT. MOs MaTk — YeCTHad paGoTHHLA. A TO, YTO CITYHHIOCH CO MHOH. - A
B 3TOM PacKauBalOCh U OT ITOTO OKOHYATENbHO yX0XKy.'» Ibid, p. 495.
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and the capacity for personal adaptation and change. Tellingly, the convict refers to
Cesare Lombroso (1835-1909), the originator of a biological theory of criminology
which located criminal tendencies in biological atavism and thus posited criminality
as more or less congenital. Thus, in a more particular sense, it 1is Rottenberg’s
categorical rejection of an immutable, scientifically-determined understanding of
human character and his passionate insistence on the human capacity for self-reform

that attracts the narrator’s attention and, by extension, defines the concerns of the

story from the outset.

The extent to which this aspect of Rottenberg’s story genuinely affected
Zoshchenko can be gauged by the fact that it re-appeared in a startlingly similar
formulation in the very different context of Before Sunrise almost a decade later: after
describing his Crimean breakdown and immediately before commencing his formal

attempt to understand his melancholia, the narrator ponders the same question of

biological essence when he asks himself:

[CJould 1 have been born so weak and sensitive or did something
happen in my life which harmed my nerves, damaged them and
made me an unhappy speck of dust driven and whirled by any wind
that blows? And suddenly it dawned on me that I could not be born
so unhappy and so defenceless. I could be born weak or scrofulous:
1 could be born with one hand, with one eye, or without an ear: but
to be born in order to be depressed, and depressed without reason —

because the world seemed vulgar! [...] No, I could not have been
born such a freak.'**

These two works differ markedly in context and theme, but the heart-felt rejection of

a life fixed at the outset by biological determinism is strikingly comparable. It is

really this affirmation of the human capacity for transformation that the author-figure

14 ([PJomwicA K A TAKMM CHabbiM M YYBCTBHTE/IBHLIM WM B MOEH KHM3HM YTO-HHOYIb CTy4HNOCH
TAKOE, YTO NOBPELIO MOH HEPBbL, HCMOPTHNO MX W CAENaNo MEeHS HECHacTHOM NBUTMHKON, KOTOPYIO
FOHHT ¥ MOTaeT uoGoi BeTep? Y BIPYT MHe NOKa3anock, YTO i HE MOT POAHTLCA TAKHM HECHACTHBIM,
TakuM 6€33aLIMTHBLIM. Sl MOr POIMTLCA CNabbiM, 30JIOTYIIHBIM, 8 MOT POLMTLCA C ONHOH pYKO#, ¢
OIHbIM Ta3oM, 6e3 yxa. Ho ponuTbCs, YTOO XaHAPHTb, ¥ XaHAPHUTb G€3 NPHUHHBL — OTTOrO, YTO MHP
xaxercs nouwtbim! [...] HET, s He MOT POANTLCS TakUM yponom.» 3:461-462.
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reads in Rottenberg’s story and which accounts for his reading of his own concerns
into Rottenberg’s story; that this same sentiment can be detected later in Before
Sunrise shows that this need on the part of the author to believe in the plasticity of the
self is based, in his case, on his own concerns with melancholia.

It is interesting to note that, just as with Rottenberg, biological determinism is
rejected in Before Sunrise primarily through the passionate assertion of personal
belief, and not thropgh a logical, theoretical or empirical refutation: Rottenberg’s
rejection of hereditary criminology on the basis of his parents’ virtue depends on so
simplistic a view of genetic inheritance as to be meaningless as a scientific proof;
likewise, a genuinely physiological theory of the mind would not validate the
disparity between bodily and mental birth defects that the author-figure of Before
Sunrise advances with such conviction. Both of these statements are characterised
more by passion than proof, more by belief than argument. It is precisely because his
assertion of the plasticity of self is powered by the force of conviction that the author-
figure in ‘Story of a Reforging’ asserts his belief in the sincerity of Rottenberg's
personal reconstruction, and why he does so without even trying to advance any real
proof. It is the very authorial self in Rottenberg’s account that leads him to assert: "I
am as sure of this as | am of myself.”

The ‘read’” authorial presence analyzed in this chapter constitutes the
establishing of the existence of a self in language through reading. be that through
reading the author-function of one’s own works or through reading oneself in the
textual productions of others. This process reveals a self already alive in language in
defiance of the melancholic denial of symbolic selfhood. It thus functions as a
potential escape from the ambivalent melancholic textual selfhood analyzed in chapter

three and that so characterised the works of the twenties. Crucially. a self alive in
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language is already a malleable self. one open to re-reading and re-writing. but
without the effacement of the original written self that underlies it. To be sure. there
remains a discrepancy between that ‘read” selfhood and the prelapsarian melancholic
selfhood that preceded it, but this is ameliorated through the trope of adaptation, an
established cultural narrative in the Soviet context. The result is an oddly broken, self-
interrogating language that is at once appropriate to an era of historical flux, but is
also perhaps even more appropriate to the split melancholic self for it urges adaptation
and facilitates a plasticity of self, while simultaneously retaining the memory of a
prelapsarian, melancholic selfhood within the “safety net of the past tense™. This is a
language with a melancholic sense of memory, one which achieves an openness to

becoming and a willingness to adapt, while preserving a sense of its past. its origins

and thus the struggle required in reconciling the two.
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Chapter 6

Literature and Medicine

The previous two chapters have argued that Of Whar the Nightingale Sang. and its
subsequent development into Sentimental Tales, marked a watershed moment in
Zoshchenko’s literary evolution in general, and his melancholic aesthetic in particular.
This work introduced the important theme of self-reading into Zoshchenko’s later
work, and with it the connected phenomenon of a fictionalized, parody author-figure;
these two innovations became increasingly marked features of the writer’s subsequent
longer works, undergoing significant development in the context of sophisticated
experiments in literary form. As has been suggested throughout the previous two
chapters, these developments had enormous significance in terms of writing
melancholia; however, it is important to note that in and of themselves they do not yet
constitute a language of melancholia in the broadly Kristevan sense adopted by this
study. They remain techniques for the “literary representation™ of melancholia; they
are sophisticated textual devices capable of translating the melancholic self into text
and thus capturing in language some of the symbolic abdication at the heart of the
melancholic condition; however, they do not yet attain what Kristeva describes as
“elaboration”. Elaboration is that explicitly therapeutic step which strives to outline
the pattern of psychic processes underlying melancholic alienation and to forge a
discourse capable of directly influencing these primary psychological processes with
the aim of tying them more closely into the realm of symbolic discourse.' For
Kristeva, it is this step that distinguishes the therapeutic from the purely artistic and it
is precisely this elaborative step that sets Youth Restored (Vozvrashchennaia

molodost', 1933) and Before Sunrise (Pered voskhodom solntsa, 1943) apart in

' J Kristeva, Black Sun, pp. 24-25 and pp. 65-66. Kristeva's concept of elaboration is discussed in some
detail in the first chapter of this study.
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Zoshchenko's oeuvre. These works combine the innovations in form and authorial
voice analyzed earlier in an explicitly therapeutic context; they thus manage to weave
these textual innovations into a kind of therapeutic language appropriate to Soviet
cultural possibilities: a genuinely Soviet language of melancholia. Before Sunrise,
being the end-point of Zoshchenko’s literary therapy, will be discussed in the next
chapter; however, the roots of this language lie in the early 1930s and are connected
with the appearance of Youth Restored.

The theme broached in Youth Restored is purportedly that of lost youth: hence
the title. In fact, the title is simultaneously revealing and misleading in this regard: the
implication of youth possessed, then lost, then restored (and quite possibly even to be
lost again with time) posits a slight distance, even at this early stage. between the
work and the mythical theme of ‘eternal youth® that it might otherwise evoke.”
However, if eternal youth is not achieved in any actual sense (and when the reader
gets onto the work itself this is glaringly confirmed). then the youth in the title
becomes something of a suggestive metaphor without a definite referent. The nature
of this metaphorical referent becomes a little clearer when the reader moves onto the
opening sentence: “This is a tale about how one Soviet man, burdened by years.
ilnesses and melancholia, wanted to return his lost youth.™ It is significant (so
significant in fact that it is set in its own paragraph) that chief among the symptoms of
the senescence that the book explores is melancholia; it will be remembered from the
first chapter that the equation of melancholia and old age was long established in the

European tradition of writing about melancholia, but it is also instantly recognisable

2 gome contemporaries failed to discern the way Youth Restored distances itself from the idea of
eternal youth with a detrimental impact on their reception of the work: Nemilov's hostile reading of the
book, for instance, is dependent to no little degree on his rather unconvincing characterisation of the
central story in Youth Restored as a kind of Zoshchenkovian Faust. See A Nemilov, ‘Mikh Zoshchenko
i problema omolozheniia’, Kniga i proletarskaia revoliutsiia, No.9, 1934, p. 96.

3 «IT0 ecTh MOBECTb O TOM, KaK ONWH COBECTCKHH uenoBek, o6peMeHHbifi ronamu, GonesHsmu u
MefaHX0JIMEN, 3aX0Tell BEPHYTh CBOIO YTPAYEHHYIO MONOAOCTDL.» 3:6.
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from similar instances encountered earlier in Zoshchenko’s fiction: one thinks
particularly of Sentimental Tales. In addition it is interesting to note at this stage that
the opening line posits the defeat of age and melancholia in terms of active desire: this
creates a slight ambiguity with the title which posits the restored youth as something
already achieved, quite possibly as the outcome of a passive process. In fact, this note
of ambiguity is never finally resolved, and the extent to which mental well-being 1S
dependent on an active or passive process grows into one of the book’s central
themes.

That the concern of the book is with melancholia as much as with senescence
per se is developed beyond the opening line in a series of playful. comic references.
At one point, when the author-figure is explaining how his knowledge of medicine
falls short of what might be termed “completely solid” (“okonchatel'no rverdoe™). he

asserts that, for instance, he would not know:

Where such and such happens and why it happens, what this or that
is called in Greek, and what exactly is cancer, and on which side of
the population the kidneys are, and for what purpose nature fixed
man up with a spleen and why, in essence, this tangled and even
quite paltry organ is called by this pretty flippant name, which
noticeably lowers human nature from its usual grandeur.*

The extended and confusing comic reference to the spleen only begins to make a little
sense when it is recalled from the discussion in chapter one that in classical
humoristic medicine the spleen is the organ charged with the regulation of black bile
and so its impaired function is directly responsible for the genesis of black moods and

melancholia. It is particularly noteworthy how carried away the author-figure gets in

«[...] rne uero GbiBaeT, ¥ 3a4eM GBIBAET, M KAK TO WM MHOE NO-TPEYECKH HA3LIBAETCA, W YTO TAKOE
paK, H B KaKoM 60Ky Y HACeJeHHs TNOYKM, U ANs Kakoit uenm NpUpoaa MNPHCTPOWIA HENOBEKY
cene3eHKy, U nodyeMy, B CYIIHOCTH, 3TOT 3aMyTaHHLIA W Nake OTHACTH MH3EPHbil OpraH HabiBaeTCsH

3THM [OBOJIbHO-TAKH JIETKOMBICICHHBIM Ha3biBaHHEM, 3aMETHO CHHXKAIOLIMM YENOBEYECKY0 NPUpOLY
B e¢ OOLIYHOM BENMUUH.» 3.9,
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his discussion of the spleen in the passage above, a key aspect being the author-
figure's professed ignorance of the dark workings of this “paltry organ™.

Melancholia and aging are perhaps more explicitly associated in a playful
passage in which the author-figure asserts that with the onset of age not only are
people “afflicted with surprising and even incomprehensible illnesses” (“ikh
zakhvatyvaet raznye udivitel'nye i dazhe neponiatnye bolezni”), but also:

These sick people are also afflicted by more comprehensible
illnesses and, so to speak, generally accessible ones, which are

described in textbooks, like, for example, melancholia, dropsy,

paralyses, diabetes, tuberculosis and so on, and so forth, and
suchlike.’

The inclusion of “melancholia” in a list of “more comprehensible illnesses™ is
comically provocative: it really more obviously belongs in the former category of
puzzling disorders “from which doctors fall into a state of wise contemplation and
grow anxious about the powerlessness of their profession.”® This comic juxtaposition
of course satirizes some of the pretensions of the medical profession, but at the same
time it also places special emphasis on melancholia and reinforces the book’s concern
with this particular aspect of senescence.

After its unusual thematic concerns. the next most striking feature of Youth
Restored is surely its highly original form; as Tsesar’ Vol'pe noted in a perceptive
contemporary reading, “Zoshchenko's new tale astounds at once with its originality of

genre.”7 The author-figure in fact draws attention to this novelty early on, suggesting

5 «JTHX GONbHBIX 3aXBaTHIBAIOT Takxke Oone3HW Gonee nousTHwie W, Tak ckalaTh, 0OIIENOCTYMNHbIE.

OMMCaHHble B Y9eOHHMKAX, KaK, HalpUMep. MEeNaHXOJHA, BOAHAKA, Mapanuuu, caxapHas OGoneiHs.
TyGepKyJies, U Tak 1anee, ¥ ToMy noaoGHoe, u mpouee.» 3:10.

6
OT KOTOpHIX BpaiM BMAJAKOT B MYIPOe CO3epLATENLHOE COCTOAHKME H MpuxoaaT B 6ecnOKONHCTBO 3a
HecnoMOLIHOCTh cBoel npodeccuu.» 3:10.

7 «HoBas NOBeCTb 3OLIEHKO NOPAKaeT Cpasy ke CBOWM KaHPOBbIM cBoeobpazuem.» Ts Vol'pe,
Iskusstvo nepokhozhesti, p. 230.
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that “on this occasion our tale bears scant similarity to the usual little literary pieces.™
The book is organized in the form of a novella made up of thirty-five chapters and an
appended commentary which is linked to the novella through a system of endnotes.
The novella is composed of a lengthy introduction and a tale which forms the kernel
of the work; the tale itself only begins at chapter seventeen and continues up to
chapter thirty-five, making up only about one-third of the complete book. The
commentary constitutes just under half of the completed volume and the remainder is
made up by the extended introduction to the novella which is referred to early on as a

“scientific discussion” (“nauchnoe rassuzhdenie™).’

This introductory scientific discussion adopts a direct and factual approach
that is allied to a chatty, at times even playful, narrative style that recalls any number
of works of scientific popularization. There is also a mock innocent irony in this
opening sectio? which is hardly consonant with a genuine work of popular science;
but it does not entirely spoil the parody of the genre, and does not prevent the central

concerns of the book being articulated with a reasonable degree of clarity. In this vein.

the author-figure notes that:

Well, up to the age of about thirty-five, as far as the author has been
able to note, people live tolerably, they work in their individual
field, make merry, recklessly spend what is granted them by nature,

but after this, for the most part, there begins a rapid fading and the
onset of old age.

Their taste for many good things gets lost. Their mugs grow dull.

Their ezes gaze with sadness on many proper and recently loved
things.'

8 «Hama roBecTb Ha 3TOT Pa3 Malio NIOX0XKa Ha OBbIYHbie JIMTEpaTYpPHble BELWHUbL.» 3:7.

% 3.8. In the edition of Youth Restored used for this study the relative proportions are made up thus:
introduction pp. 6-24; tale pp. 24-79; commentary pp. 80-160.

19 «Hy, eiue neT 10 TPHALATH RATH, CKOJIILKO MOT 3aMETHTD aBTOP, JIOAK KUBYT CHOCHO, TPYIATCA Ha
CBOEM TOTIPHILIE, BECENATCA, TPATAT 6€3pacCynHO TO, 9TO WM OTITYIICHO npuponof, a nocne 3TOro no
Gonbluelt HaCTH HAYHHACTCA Y HHX GYPHOE yBanaHWe W npubawkeHue K CTApOCTH. / Y HHUX nponanaeT

BKYC KO MHOTHM XOpOWIMM BeilaM. Mopaa y X Tyckueer. Mxnue rnasa c TPYCTBIO B3HPAIOT Ha
MHOTHe NPUIHYHBIE B HENABHO MOOHMbIe Bewy.» 3: 10,
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This aged outlook then translates into any number of diseases (including the
supposedly “comprehensible™ melancholia) which leads these people to head off
“with their sicknesses and suitcases to various sanatoria and sea coasts in search of
their lost youth”.11 This course of action not only fails, but in fact “makes them still
more ill”, and they turn in desperation to medical science.'

The doctors administer all sorts of treatments “with a scientific purpose™ (s
nauchnoi tsel'iv” — pointedly not a human one), and even try to persuade the patient
that their illness is something imaginary, even a sort of fantasy as it were, without any
basis in reality at all”.!® This just “confuses the simple-hearted patient” (“zaputyvael
prostodushnogo bol'nogo”) and hastens his end, “not having found out in the end
what, really, happened to him and what fatal mistake he made in his life.""
Anticipating the accusation that these observations are anecdotal, or that they
represent the mental particularities of Soviet culture characterised as it is by “war,
revolution and the whole, so to speak. distinctiveness of our everyday life”. the

author-figure turns to the biographies of the great and the good across history.'* Here

he finds:

Even more rapid fading, even more complex and inscrutable
diseases, even more terrible melancholia.  depression,
disenchantment, contempt for people. hypochondria and even more

early lcéeath could be seen on this, so to speak, great intelligentsia
front.

'l (3axBOpABIIME, BHIEIKAIOT TOTHA MOCKOPEH CO CBOMMYU GONe3HSAMM W uemolaHamu Ha pashbie
KypOPTE! ¥ NOGEPEKbS B NOUCKAX CBOEH YTPaueHHOR MONOOCTH.» 3:10.
17 Ewe Gonee oT 3TOro Xsopatot»; 3:10.

13 ([...] neuro Boobpaxaemoe, BpOAE Kak 6u1 naxce danTaus, He HMeloILas noa coOboR Hukakoh
eabHOM MouBbi»;3:10.

4
«[...] He y3HaB OKOHHATENbHO, YTO, COGCTBEHHO, C HHM CNTYYMIOCH U KaKyiO POKOBYIO OWHGKY OH
coBeplI B CBOEH Xu3HH.» 3:10-1 1.

15 «[...] BotiHOH, peBOMOLIMEN H BCEM, TaK CKa3aTh, CBOEOOpasueM Hawero Guitan; 3:11
6 v .
16 «Eme Gonee OypHoe yBsnaHWe, elle Gosee CnoXHble M HEMOCTIXUMblE Gonezuu, eue OGonee
yKacHYIO MEaHXONMIO, XaHIpY, PasodapoBaHHe, NPe3peHue K MIOLAM, HNOXOHIPHIO W ellle Gonee

PAHHIOI CMEPTh MOXHO OblIO BHIETb HA 3TOM, TAK CKA3aTh, BEAHKOM MHTENLTHTEHTCKOM (POHTE.»
311
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Of those who do not die young, many turn out to have lived lives of attenuated
creativity beyond middle age, condemned to writing mere commentaries on the

vanished glories of their youth:

They gave up their famous work, they lay about for whole days on
ottomans in torn felt shoes, smoked pipes, grieved, fought with their
wives, cried and moaned, and for the sake of boredom and so as to
lose themselves in reverie, they wrote memoirs about their
wonderful heroic youth or composed theological and religious tracts

in as far as this trivial purpose does not require inspiration and full,
surging, creative health, €lan and that physical well-being which
was there in youth.17

The author-figure acknowledges that not all great men fade beyond middle age, but he

opines that those who manage not to, apparently “more often than not atheists and

materialists” (“chashche vsego bezbozhniki i materialisry™) such as Voltaire.
Hippocrates and Democritus, do not reveal the secret of their longevity and “as ill
luck would have it, they took it to the grave” (“kak na grekh. unosili v mogilu™)."* The
theme of lost youth is thus an enquiry into how one maintains one’s creativity and
place in the external world over the duration of a lifetime, how one remains embedded
in a social reality that constantly eschews the stasis of writing, thought and belief.
This is a question at once practical and literary, but it is also a particularly
melancholic dilemma.

While the author-figure’s direct, factual approach in the “scientific discussion™
has been perfectly adequate to framing the question. it becomes woefully inadequate

when it begins to try and answer it; its pretensions to scientific clarity

17 «Onu 6pocanu CBOIO CNABHYIO paGOTy, OHM LEfible OHM BAIANMCL Ha OTTOMaHKax B PBaHLIX
BOMNOUHBIX TYGQIAX, KypHIH TPYOKH, rPYCTWIH, OPaHWINCh C XKCHAaMH, TUIAKANH U HLUIK, MHCAIH,
CKyKH pamv M 4100 3a0bITbCS, CBOW MEMYyapbl O CBOCH npekpacHoil repouueckofl MONOAOCTH WIH
COUMHATH 6OrOCNOBCKHE ¥ PEJIMTHO3HbIE TPAKTAThl, NOCKONLKY IR ITOM MeNKO#H Lenu He TpebyeTcs

BAOXHOBEHHMA H TIOJHOrO OypHOrO TBOPUYECKOTO 3LOPOBBLA. NOIbEMAa H TOro (PUHYECKOrO
Garonony4yus, KoTopoe ObL10 B MONIOAOCTH.» 3:11-12,
' 3:12 and 13.
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notwithstanding. the introductory scientific discussion artfully fails in its attempt to
pin down direct and factual answers to the questions it poses. The chatty style and
innocently ironic tone of the author-figure only make this scientific attempt seem to
fail more desperately; he stumbles from hypothesis to contradiction, never succeeding
in finding any firm ground on which to base his reasoning. Sometimes his assertions
are self-contradictory: for instance, at one point he relates advice he has heard
proposing a yoghurt based diet as a key to well-being and longevity, but then straight
away remembers a teacher in his youth whose death was widely attributed to his
adopting precisely this kind of diet.’® At other times, his assertions seem to unravel all
by themselves. Suggesting that physical weakness and age-related depression has
become worse in the last few centuries, the author-figure points to rude health in ages
past; he asserts that one frequently reads of some hero who **felt thirsty. refreshed
himself by knocking back two bottles of rosy Anjou wine. and. mounting his horse,
galloped after his affronter...””.?* The author-figure opines that such feats of
intoxicated horsemanship would be utterly beyond the capacities of the average
Soviet citizen of 1933 and breezily adduces this as proof of falling standards of health

since the seventeenth-century. The rosy Anjou wine immediately links this reference

with Alexandre Dumas’ famous novel The Three Musketeers (Les Trois

Mousquetaires, 1844); this historical novel with its faint undertone of nostalgia for a
mythical heroic age really says more about France in the twilight of the Bourbon
restoration than it does about the age of Richelieu, and consequently the author-

figure’s historical point is based on a self-defeating anachronism.”'

193:14,

% (O No4yBCTBOBAN X@KIY, OCBEXKIICA, BHIKYLIAB 1Be GYTHUIKH PO3OBOFO @HKYHACKOro BUHA. M.
BCKOUMB Ha JIOWlialb, NOHECCS raNonoM 32 CBOUM ockopGuTeneM...”"» 3:15 (ellipsis in the original).

?! The reference to Dumas’ novel is obvious, but it can be further strengthened by the fact that in 1931
Zoshchenko had worked on the libretto for an adaptation of The

; Three Musketeers for the Leningrad
Theatre of Musical Comedy. See lu Tomashevskii, ‘Khronologicheskaia kanva', p. 351. o

296



This lack of factual and discursive traction makes the end of the scientific
discussion quite hard to read; the eleventh chapter brings the reader’s growing
frustration to the surface and voices it in its title “Fruitless Attempts™ (“Besplodnye

popytki”).22 This builds by chapter seventeen to the frank admission that by the end of

the “scientific discussion”:

Everything that the author has seen, and everything he has just
related — all these separate little scenes and episodes, all these

trifles, more worthy of a doctor than a writer, do not adequately
explain what we wanted.”

What this admission actually heralds is the exhaustion of the possibilities of direct,

factual discussion of the book’s theme, and hence exhaustion of the language of

science (a language “more worthy of a doctor”), if not of the scientific method itself.
The author has been examining these trifles. hoping to make

something out of all of this, to establish something. to define, to

deduce one sort of law of behaviour, one rule in accordance with
which one should live one’s life.

But practically nothing came from this. Everything crumbled in the
author’s hands. Every circumstance was correct and justified in
itself, but taken together nothing came of it. and the secret of
unfading youth and freshness was lost in unknowability.**

It is crucial to note how this initial direct approach to the question of lost youth and
melancholia proves inadequate to the thematic ambitions of Youth Restored. without

this realisation the book’s unusual form becomes at once gratuitous and ultimately

baffling. The contemporary party-aligned critic Anatolii Gorelev made precisely this

2 3:16.

23
«Bce, UTO BUIEN aBTOP, H BCE, YTO OH paccKa3al cefiuac — BCE 3TH OTAE/IbHbIE CLEHKH W MH30IbI,

BCE TH Melouy, NOCTolHblE CKOpeH Bpaua, ueM nucarens, He o6BACHAIOT B AOCTATOYHON MEpE TOro,
yero HaM XoTenoch.» 3:24.

24 (ABTOp NPHCMATPHBAETCA K 3THM MENOYaM, HalefiCh M3 BCETrO 3TOro 4ero-To CAeNaTh, HEro-TO
YCTaHOBHTb, OTPENENHTD, BHIBECTH ONHH KaKOH-TO 3aKOH NOBENACHHA, ONHO NPABWNO, NO KOTOPOMY
cnexyeT BECTH CBOK XH3Hb. / Ho mpakTuuecku M3 3Toro Huuero He Bbixoawno. Bce paccwinanoch B
pykax aBTopa. Kaxzuoe 0GCTOATENBCTBO OGN0 MPaBWILHO M CpaBEiIMBO caMo N0 cebe, HO BMmecTe

HUYETO HE BBIXOIWNO, ¥ CEKPET HEYBANAEMON MOJIONIOCTH M CBEXECTH TEPAICH B HEUIBECTHOCTH.»
3:24-25.
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error when he suggested that “the trouble with Zoshchenkos tale is that it 1s easy to
express its [artistic] focus” and that consequently it does not require an artistic form of
expression.25 Thus, he all too easily condemns the work to failure. entirely missing the
“focus” (a word that in Russian also has the meaning of ‘trick’), which he so breezily
dismisses as obvious. As will be seen below, this “focus” or “trick™ is far more
complicated than Gorelev supposed, and, more importantly, it is utterly impossible to
render in the direct, factual and universalizing terms of scientific and medical
discourse.

In fact early in the introduction the author-figure had warned of precisely this
phenomenon and its attendant toll on the energies of the reader; when outlining the
form of the work, he described the place of the scientific discussion vis-a-vis the

fictional segments and hinted at the exhaustion the reader would feel as he reached the

end of the former:

And only then will the reader, slightly weary and crushed by the
ideas of others. receive a portion of entertaining reading which will

also appear as a kind of graphic illustration of the aforementioned
ideas and discussions.”**

There is an echo of the melancholic “pallor of words™ in the failing discursive mode
of the introductory scientific discussion: both that “crushed by the ideas of others™
and the notion of a truth sensed personally but eluding the grasp of discourse give
voice to the melancholic condition in quite forthright terms. Importantly. this
authorial advance warning also points to the way beyond this melancholic impasse:
literature. With the exhaustion of direct discussion, the argument of Youth Restored

beyond the introductory section is carried forward in the form of fictional exercises

25 «Bena nopecTH 30LICHKO B TOM, UTO ee GoKyC nerko soipasutby; A E Gorelev, Ispvianie vremenem
(Leningrad: Khudozhestvennaia literatura, 1935), p.91. '

26

«/ yke TOJbKO NOTOM YHTaTefb, CNerka YTOMICHHbiA M NPUUHGNEHHbIA YYKUMH MbLICIAMH,
MONYYHT TNOPLUMIO 33HHMATENLHONO YTEHWA, KOTOpOe M SBMTCS Bpoje kak Obi  HarnanHoh
WLUBOCTpaLMel K BLILICH3NIOKEHHRIM MBICIISAM K PACCYXKIEHHAM.» 3.8,
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which are supposed to serve as “graphic illustrations™ of the themes broached in the
scientific discussion. However, rather than being merely illustrative, this fictional turn
actually carries the book’s argument beyond the limits of scientific discourse towards
a more literary truth; eschewing the universality of scientific fact, it pursues a truth
grounded in the particulars of a single life observed.

This fictional turn actually began at chapter twelve, the last five chapters of
the introductory section being short fictional episodes of comparable length to the
classic Zoshchenko feuilleton of the twenties. However, by chapter seventeen, this
semi-fictional discussion develops into a longish tale which comes to dominate Youth
Restored and which, in terms of length and style, is broadly comparable to Michel
Siniagin or any of the longer tales collected in Sentimental Tales. 1t tells of a man,
“who to a certain extent, discovered the secret of his youth.™’ This man. professor
Volosatov, the hero of the tale, is a fifty-three year old astronomer living in Detskoe
Selo. He is introduced by the author-figure as a chance acquaintance met in the course
of a short stay in the same building; this was a convalescent sojourn untaken because
the author was “tired-out by insomnia, everyday work and various personal
matters”.>® The cause of the insomnia and the “various personal matters™ are not
defined, but it is significant that the author-figure and Volosatov are initially drawn

together through the melancholic soundscapes drifting up to the author’s room from

the professor’s piano: “this man, as if on purpose, chose the saddest, the most doleful

melodies”.29

And the author, lying on his bed, could not help but listen to these
doleful sounds and saw in them a sad old age, fading, the wish for

death and that extraordinary reconciliation with fate from which the
author was running and which he wanted to resist.

27 «[...] xOTOpBIH 10 HEKOTOPOH CTENEHH OTKPLLI CEKPET CBOEH MononocTu.» 3:25.
8 (VToMIeHHBIN GeccOHHMLEN, exXeIHEBHON paboTol U pazHBIMH NTHYHBIMKM nenamuny»; 3:26.
29
«ITOT YENOBEK, KaK HAPOUHO, BLIOPAN CaMbie IPYCTHRIE, CaMbie NeHabHbie MENOAHUY; 3:26.
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And listening to these melodies. the author. probably for the
hundredth time, thought about the sad days of fading and old age.

and about death, which., perhaps, already stood behind this man
playing the pia.no.30

The author-figure, initially drawn to the melancholy contemplation of death he hears
in the professor’s music, eventually finds himself progressively reading his own
melancholy obsessions into Volosatov through his music. Indeed he and the ageing
professor find their deepest kinship in the wordless melancholy of age and the shadow
of approaching death.

Volosatov is in fact a relatively straightforward fictionalization of those sad
figures, described during the scientific discussion, whose creative energies are spent
by middle age. Volosatov is “old, sick and weary.” Moreover: “His face had hardened
into a grimace of discontentment. His eyes had become empty and indifferent.”*' In
many ways, he recalls the melancholic disillusionment of Chekhov’s ageing professor
in ‘A Dreary Story’ (‘Skuchnaia istoriia’, 1889): like Chekhov’s hero he feels
alienated from his professional academic persona; moreover, in common with
Chekhov’s professor, he feels just as much a stranger to his own youthful sense of
selfhood; he is similarly struck by the starkness of his wife’s ageing and. like
Chekhov’'s depressive, is becoming increasingly estranged from his family,
particularly his daughter. However, Zoshchenko's hero experiences an additional
source of alienation over his Chekhovian forebear; Volosatov finds himself. in spite
of his revolutionary sympathies, inhibited from full participation in Soviet

construction because of ill-defined personal doubts about living without the protection

30 (M aBTOp, Nexa Ha CBOeH KPOBATH, HEBONLHO NPUCITYIIMBANICS K 3THM NewanbHbIM 3BYKaM M BHIEN B
HUX TPYCTHYIO CTAPOCTh, YBANAHHE, KENAHUE YMEPETh U TO HEOObIualiHOe NprMepenue ¢ cyas6oR, ot
xoTOpOro aBTOp Gexan ¥ 4YeMmy aBTOp XOTen COMPOTHBAATHCA. / M, ciywas 5T Menoauu, asTop,
BEPOATHO, B COTHBIH a3 lyMas o NealbHbiX IHAX CTAPOCTH M YBANAHHA U O CMEPTH, KOTOPAA, MOXET.
yxke CTOMT 3a ILIEYaMH 3TOT0 HIPaBILEro Ha posie Yenobeka.» 3:26.

31
«HTaK, oH 6bin cTapblil, 601LHOA M yTOMIEHHbIH. ['pUMaca HeynOBONLCTBMA Kak Okl 3acThLINA Ha ero
nuue. Tnasa cTany mycThie B paBHOMYIHbBIE.» 3:32.
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afforded by property ownership. There are also important differences between
Chekhov’s story and Zoshchenko’s. For a start. Chekhov's is subtitled ‘from the
Memoirs of an Old Man’ (‘iz zapisok starogo cheloveka’) and is presented entirely
from the point of view of the hero; Zoshchenko’s is refracted through the continuing
narration of the author-figure from the introductory section. However, the most
important difference between the two characters is that where Chekhov’s hero
submissively awaits death, Volosatov resolves to struggle actively against his
impending senescence.

Chekhov’s hero actively shunned medical advice from the outset; but
Volosatov begins by earnestly seeking the help of doctors and medical professionals.
He undertakes an arduous six-month course of medical treatment which not only fails,
but adds a hypochondriacal aspect to his condition: “In short, half a year later he was
a tormented neurasthenic frightened by all the symptoms of his illness and afraid of
everything.”32 One day, however, while getting ready to visit a famous
neuropathologist, Volosatov’s sudden burst of activity makes him feel much better:
although the improvement does not last, “it was enough in order to think a little and to
examine his illness carefully.”®® From this point on Volosatov takes charge of his
health personally. He scours books on medical and psychological subjects. he
institutes a regimen of exercise and calisthenics; however, confronted by his body’s
stubborn decrepitude, he realizes that its condition “was created thanks to his life.
thanks to his deeds and behaviour™.** Thus, he turns his focus onto changing precisely
this: “He decided to change his life, his daily routine and all his habits."**

In a

foreshadowing of the later anamnestic method of the author-figure in Before Sunrise.

32
«Kopoue roBops, uepe3 NOJroAa OH Obl1 3anepraHHbiii HEBPaCTEHHK, HAMyraHHbIl BCEMH
MpHU3HAKaMK CBOEH Oonesnw u nmyratouutics scero.» 3:52.

33
» «Ho 2Toro 6bUI0 ZOCTATOYHO, YTOO NOMYMaTh U BHUMATENLHO MPUCMOTPETLCA K GonesHu.» 3:52.
. «[...] co3nanock Gnaronaps ero KH3HH, 61aronaps ero NOCTYNkam K nopeneHuIon; 3:53.

«OH pellwl H3MEHHTb CBOKO XKH3Hb, CBOH NOPSAOK IHS U BCE CBOM NPUBbIUKK.» 3:54.
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Volosatov also begins a systematic process of recollection of the years of his youth
“in order to compare and to catch sight of those errors he'd committed and which had
led him towards old age and decrepitude.”

This is the struggle to restore lost youth that defines the tale; importantly, it
turns Volosatov into a markedly different man. The change in him is made evident by
being projected against the background of the professor’s neighbours. On the one
hand there is the neurasthenic Karetnikov, a hypochondriacal accountant who had lost
faith in his profession and lost the faithfulness of his wife. The lover of Karetnikov's
wife, a certain Kashkin, forms the other extreme of this background. He is a scheming
and lascivious vulgarian who combines his intellectual and cultural limitations with
rude health and a callous indifference to anything beyond himself in the here and
now. Thus, Volosatov’s struggle takes place between the extremes of melancholic
self-abnegation and philistine self-assertion represented by Karetnikov and Kashkin
respectively. When the story opens, the ageing and ailing professor seems to have
more in common with the melancholic pole of this continuum: however, as he begins

to restore his lost youth Volosatov is drawn increasingly towards the uncouth

philistinism of Kashkin:

Since the years of his youth he [Volosatov] had been accustomed to
despising glossy, healthy, red-cheeked, broad-chested fellows,
calling them animals and brutes. Now. in his imagination, he

pictured himself in precisely this way. He liked this image and
aspired to it.%?

This change in outlook translates into the professor’s greater interest in. and closer

friendship with Kashkin, whose rugged health and militant self-interest fascinate the

36
«[..] 4TOGBI CPaBHUTE M YBHIETh T OWIMOKH, KOTOpble OH NOMYCTHN U KOTOPbie NPUBENH €ro K
CTApPOCTH ¥ ONIPAXIIEHUION, 3:54.

37
«OH ¢ MONOMLIX JIET NMPHBbLIK NMPE3HPATh JNOMEHbIX, 300POBLIX, KPACHOWEKHX, IPYAACTbIX JioNeH,

Ha3bIBasA HX KHMBOTHHIMH M ckoTaMH. HbiH4e B CBOeM BoOGpaxeHHy OH PHCORAN ce6s MMEHHO TaKHM.
On nomo6mn 3TOT 06pas U CTpeMUICS K HeMy.» 3:56.
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exhausted intellectual: “He was attracted by this healthy. thick-set type. who didn’t
know anything of melancholia, fatigue of the senses and other intelligentsia
feelings.”38 However, as much as he hoped to learn lessons in life from Kashkin, and
as much as Kashkin enjoyed dispensing pearls of existential wisdom, Volosatov
ultimately realizes that it is ignorance which saves Kashkin from the melancholic
torments of old age: Volosatov hoped to find in Kashkin a living exemplar, “But he

saw stupidity and complete and utter vulgarity which protected this man from the

C e . 9
vicissitudes of life.”

One thing he does pick up from Kashkin though, is the suggestion that his
struggle to restore his lost youth demands him leaving his wife in favour of a younger
woman. The younger woman Kashkin has in mind is Tulia. the vapid. lazy. luxury-
loving daughter of Karetnikov. Kashkin is hardly being selfless in suggesting this
match: he envisages further ingratiating himself into the Karetnikov household as a

result of it; he also hopes to be in a position to benefit materially from the professor’s

gratitude for finding love and youth; but, most important of all, he cannot wait to
exact revenge on Volosatov’s wife whom he loathes. Unaware of Kashkin's personal
machinations, Volosatov agrees and eventually becomes infatuated with Tulia. Under
her influence he updates his wardrobe, shaves and dyes his moustache and the years
just seem to fly off him. Eventually he leaves his stunned wife and moves in with the
Karetnikovs. Curiously, his infatuation with Tulia seems to grow in direct proportion
to her capriciousness and yearning for leisure. luxury and indulgence. As a result of
Tulia’s pestering, Volosatov even organizes and accompanies his vulgar, young lover

on a trip to Yalta. At first all seems to go well. but Tulia’s eye soon begins to stray:

38
«Ero npuBneKas 3TOT 3A0POBbilt, MNOTHLIA CYOLEKT, KOTOPbIfi HE 3HAN, 4TO TaKoe MEJIAHXOMMA,
2’TOMJICHP!€ YYBCTB W NPOUHE HHTEJUTHIEHTCKHE OLYIEH!s.» 3:58.

39
«Ho OH YBMZAN ITyNOCTb M HEMPOXOAMUMYIO MOUUIOCTh, KOTOPbIE 3alMILANH ITOTO HENOBEKA OT
NpeBPATHOCTEH XH3HK.» 3:58.

303



when the professor finds her in the arms of a younger man in their Yalta hotel he has a
stroke and collapses. Arriving back in Leningrad for hospital treatment. he eventually
returns to his wife, but not to his old life. He keeps up his age-defying regimen.
gradually overcomes his doubts about the Soviet system and even begins to get on
better with his daughter. In fact, his wife begins her own programme of regaining her
lost youth; both become happier and more politically active together. However,
Volosatov still cannot resist the occasional longing glance in the direction of Tulia’s
house.

The fictional account of Volosatov’s attempt to restore his lost youth offers a
genuine discursive advance over the failed mock-scientific discussion that opened
Youth Restored in terms of addressing the central concerns of the work. Key to this
advance is the way in which the story switches the focus from a search for universal.
ideal truth to a quest for a subjective perspective on senescence and mental health.
The importance of this change in perspective is articulated fictionally: the professor’s
quest for health and renewed creativity fails in the context of institutional medicine
and only achieves any success when supplemented by a personal, existential project.
This is not just a satirical gesture at the limits of medical knowledge. but rather a
broader (almost Dostoevskian) suggestion that the influence of abstract ideas is felt
only on an abstract plane; they have to be lived, learnt and internalized at the level of
the individual consciousness for them to become compelling in concrete and
subjective terms. For instance, early on in his regimen of self-improvement when

Volosatov despairs at his lack of progress, his daughter Lida vainly pleads with him

out of pity just 10 embrace Soviet reality and find his cure that way:

‘Vasilc?k,’ ghe’d say, ‘what’s the idea of curing yourself like that?
There is a simpler and easier way — come face to face with life. Take
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up social tasks; feel yourself part of a common family. You'll come
to this anyway.’

But, sadly shaking his head. he would say that this is not for him. he

would never feel sincere in himself. He would try to struggle on by
himself.*’

In terms of the story, Lida is absolutely correct: Volosatov will reach that point
eventually. However, this fact in itself is inadequate for self-reinvention; what is
required is personal, “sincere”, flesh and blood conviction. It is this attempt to
convince the self in almost biological terms that motivates Volosatov’s programme of

mental and bodily self-rejuvenation.

This point is perhaps most eloquently made through Volosatov’s being a

professional astronomer. The choice of the hero’s profession is hardly coincidental in
this respect; astronomy is surely one of the most abstract and theoretical scientific
disciplines; in an era before space exploration its interests would have seemed even
further from the realities of lived experience than they do today. In view of this. it is
strange that, as Vol'pe has noted, the tale is full to bursting with references 10
astronomy, even though “in essence, the professor’s private way of life had nothing in
common with his scientific life.”™*! However, these references are important, not for
reasons to do with astronomy per se, but because the detached and theoretical
language of this abstract science provides a foil for the articulation of concerns much
closer to Volosatov’s heart. Early in the tale Volosatov is described by the author-

figure thus: “This professor and stargazer was a dreamer and fantasist who disliked

40 (BacHnek, - TOBOPHJIa OHa, - YTO 32 MbICAb TakK JeunTb ce6s? EcTh cnocob Gonee npoctoft n nerknf
— NONOHTH BILIOTHYIO K XH3HHU. 3aiiMuck obwmecTBeHHON paboTolt, nouyscTBy# cebs uacTbio obuieht
cemby. Thl Bce paBHO NpHAeUIb K 3TOMY. / Ho OH, neyanbHO NOKauMBas ronoBo#, rOBOPUI, YTO 3TO He
AJIA HEro, OH HUKOTZIa He NOYYBCTBYET cebs nckpeHHMM. OH nomnpobyeT GopobTes oauH.» 3:53-54.

41 (Tlo cyluecTBy, NH4HbIA ObIT Mpodeccopa HHUEro obiero ¢ ero HayyHo# *KH3HbO He uMen» Ts
Vol'pe, Iskusstvo nepokhozhesti, pp. 239-240.
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the rude embraces of life and its vulgar reality.”™* There is a subtle play on words
here: zvezdochet is an archaic word for astrologer. but its proximity to the words
“dreamer and fantasist” give it the gently mocking sense of otherworldliness
suggested by “stargazer”. This intimation of astrology brings to the surface the
astrological meanings of the planets discussed in the astronomical references that
Vol'pe has noted. The effect is, to some extent, similar to that in Gustav Holst’s
famous orchestral suite The Planets (written between 1914 and 1916). where
astronomy and astrology lie teasingly side by side.

To be sure, Youth Restored is not a work of the occult. Whereas Holst’s
invocation of astrology represented a genuine personal fascination, this is not really
the case in Youth Restored. Rather, the occult in Zoshchenko's book exists only in a
purely etymological sense: it represents a hidden referential system. a kind of pre-
scientific textual memory, which disrupts the clean, totalizing surface of a scientific
discourse to make room for the articulation of a language of selfhood within the
scientific word. Particularly interesting in this regard is the number of times that the
planet Saturn is mentioned in the tale. Volosatov's wife twice mentions the ringed
planet as a means of instigating conversation with her taciturn husband.** At one point
in the story, knowledge of the weight of Saturn is cited rhetorically as one of
Volosatov’s intellectual accomplishments in order to stress the contrast between his
old and rejuvenated selves.** When Kashkin asks the professor about the planet
Jupiter, Volosatov begins a long discussion about astronomy with his comically

bemused interlocutor, in the course of which he emphasizes. among other things. the

42
«I1oT Npodeccop K 3Be3noueT ObiN MEUTaTENb H paHTasep, He JOGAWKU rpyObIX OOBATHI KH3IHH H
ee NOLLIOH NeACTBUTENBHOCTH.» 3:33.

43 3:35 and 44.
4 3.62.
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fact that the years on Saturn are longer than those on Jupiter.45 In astrological terms
Saturn is the bringer of old age and Jupiter is the bringer of joy: moreover. as
discussed in chapter one, Saturn has also long been associated with the melancholic
temperament. Thus, there is a shadow reference here to Volosatov's personal
concerns with aging and melancholia, expressed through a detached scientific
language whose putative focus is definitively elsewhere.

Beyond these shadow astrological references, there is also a pronounced sense
in which the professor reads his own melancholia in the vastness of the firmament that
he studies. For instance, when asked by Kashkin whether there are people on the
moon, “the professor, grinning bitterly, described a dead planet deprived of air and all
life.”*¢ This bitter excitement about the lifelessness of the moon betrays more than
just a professional interest in the nature of the lunar atmosphere; it speaks of the
melancholy lifelessness that that resides in the professor’s own psychic inner space.
Similarly, when Volosatov talks to his daughter “about the eternal cold of the
universe, about the death of the earth and about such immeasurable spaces as are
beyond the comprehension of man”, he is surely voicing the distant contours of his
own melancholia as much as he is trading conversational facts about the nature of the
cosmos.!” Whether he realizes it or not, in these instances the professor is really
finding a voice for the inner self within the contours of a public and scientific
discourse. If the nature of his inner self reveals itself, more or less involuntarily,
through the cracks of such public discourse, then it perhaps stands to reason that in
order to influence that selfhood one has to hijack a suitable mode of public discourse

for similarly personal ends. This is perhaps the most important insight that the tale

5 3.44-45.

46
«TTpodeccop, ropbkO YCMEXasch, ONUCHIBAN MEPTBYIO IUTAHETY, JIMILEHHYIO BO3IyXa M BCAKON
wU3HA.» 3:44. '

47
«[...] 0 Be4HOM XOnone BCENEHHON, O rubenu 3eMAn W O TAKUX HEMIMEPHMBLIX MPOCTPAHCTBAX,
Kak#e HENOCTYNIHbI NOHUMAHHIO YeNoBeKa.» 3:46.
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reveals; it is an insight that is developed much further in the commentary which
follows the tale, ultimately becoming a central part of the overall argument of Youth
Restored.

The commentary ostensibly represents a return to the more direct, factual
mode of discussing old-age and melancholia that the reader encountered in the
introductory section; the key difference, however, is that in the commentary the
argument seems able to find enough discursive traction to avoid the frustrating
instability of meaning that characterised the earlier “scientific discussion”.
Importantly, this is not because the facts it adduces are any more stable or convincing
in themselves; there are actually countless instances of factual inaccuracy, misleading
citation or tenuous opinion masquerading as objective knowledge. For instance. the
author-figure's assertion that “accidental death does not exist as it were”™ immediately
strikes the reader as being an over-generalization. as excessive as it is
counterintuitive.** This impression only worsens when the author extends this
contentious idea to claim that Pushkin’s and Lermontov's deaths in duels were really
more akin to suicides, being the result of both poets’ subconscious yearning for
death.*® However, whatever reservations the reader maintains about these assertions in
terms of literary biography, the underlying argument that the author-figure advances
nonetheless seems to stick. The reason for this is that the commentary is based on, and
directly tied back to, the preceding story. Thus, when the author-figure, describing
Pushkin’s demise, suggests that “the mood sought an object™, the reader, regardless of
whether or not he accepts the author’s thoughts on the poet’s death, still accepts the
underlying point because of its resonance with the story of Volosatov." The

professor’s own peculiarly melancholic astronomy, for instance, seems to be just such

48
o «ABTOp XO4eT 3THM CKa3aThb, YTO Cy4aiiHoli cMepTH kak Gbi He cyluecTByeT.» 3:81.
n )

3:81-82.

50 «HacTpoeHHe HCKano o6bexT.» 3:81.
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an example of a “mood” seeking “an object™, in this case one within an unconnected
discursive context. That this is what the reader needs to take from the discussion of
premature poetic demise in the commentary is surely confirmed by the fact that the
phrase about moods seeking objects is repeated verbatim just a few pages later in the
context of a similarly idiosyncratic discussion of the death of Mayakovsky.’'

This unusually circuitous mode of argument is not adopted for the sake of
perversity; it serves two important functions in terms of the discursive logic of the
book. The first function is philosophical: having problematized the universalizing
ambitions of scientific discourse in the opening section of Youth Restored, the work
could hardly then adopt precisely this direct, scientific approach without the larger
argument becoming self-defeating. By refracting the discussion of old-age and
melancholia through idiosyncratic readings of the lives of others and a focussed re-
reading of the fictional element of the book itself, the argument can be developed
without ever losing its basis in the particular. Thus it manages to communicate an
important subjective reflection on senescence and mental well-being without that
reflection being able to crystallize into the smooth, discursive surface of universal
scientific truth, something that would be at variance with the whole raison d'étre of
Youth Restored. The second function of this circuitous mode of argument is
illustrative: it elaborates a process of constructing a personal, subject-centred
understanding of self and psyche in the context of publicly available discursive
modes, demonstrating the resources used, the methods employed and the potential
problems encountered. It is interesting in view of the observations made in the

previous chapter that this subject-centred discourse of self and psyche emerges

51'3:86.
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through similar acts of authorial reading to those analyzed in chapter five. which were
discussed in terms of reading the written and relational selves.

The authorial reading of the written self is enacted by the very structure of
Youth Restored: in the particular interaction of the commentary and the novella.
Vol'pe has suggested that the commentary “turns the tale into a parable”™

(“prevrashchaet povest' v pritchu”), but has noted that this does not affect the ability

of the tale to stand on its own:

[T]his tale could also exist not just as a parable. If it was to be freed
from its connection with the commentaries, it would straight away

lose its didactic character and acquire independence, having been
turned into a free-standing, satirical tale.”

One might question whether didactic is quite the right term for a work which so
punctiliously eschews the complacent language of universal truth and idealized
meaning; if it is a parable, then it is of an extremely heuristic variety. Nonetheless.
Vol'pe’s comments on the independence of the fictional element in the work offer a
very significant contribution to understanding the structure of Youth Restored. Linda
Scatton develops this insight further, adding that: “the commentaries, unlike the
Volosatov story, may be read subsequently to, but never totally independently of the
fictional segment.”53 Thus, the order of the work is fixed. with the commentary
structured in such a way as to encourage the re-reading of the tale. The commentary is
all but impossible to read without reference to the relevant parts of the novella. the
requisite re-reading being guided and facilitated by a system of endnotes. In fact. the
reader is explicitly advised to read the novella without consulting the commentary and

then to refer back to the relevant part of the story when reaching the commentary

52 «[3]Ta noeecTh Morna Gbl CyIECTBOBaTb M He kak mnpuTya. Ecnn ee ocroGoauTth OT CBS3M €
KOMMEHTApMsIMM, OHa Cpasy YTPaTUT CBOM muaakTW4ecku#t xapakTep W npHobperer
CaAMOCTOSITENILHOCTh, MPEBPATHBUINCH B CAMOCTOATENIbHYIO CaTUpHueckywo mnosecTb.» Ts Vol'pe,
Iskusstvo nepokhozhesti, pp. 237-238.

53 |, Scatton, Evolution of a Writer, p. 178.
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itself. ¥ Crucially however, this re-reading that the structure of Youth Restored obliges
the reader to undertake shadows that earlier re-reading of the novella by the author-
figure which underlies the act of writing the commentary.

Thus, just as in all Zoshchenko’s longer works written in the wake of
Sentimental Tales, in the commentary to Youth Restored the author as reader is once
more given centre stage. In fact, the importance of the author-figure in Yourh Restored
can hardly be overstated. Vol'pe notes this prominence, suggesting that “the theme of
‘youth restored’ is not only the theme of the tale, it is also the personal theme of the
<author’.”*® More than this, however, the author-figure is the most important source of
coherence in what is, even by Zoshchenko standards, an exceptionally disjunctive
work. He greets the reader from the first page and it is his stumbling attempts at a
scientific discussion of his theme that the reader enjoys and endures in equal measure
throughout the opening section; the same author-figure also posits himself as narrator
of the Volosatov tale and, following his melancholic ponderings on the professor’s
wistful piano playing, he leaves deliberately vague the extent to which Volosatov
might be based on observation or might actually be his own fictional self-portrait.
This same authorial voice then leads the reader back to his own novella in the
commentary section. While its discursive approach. style and content vary from
section to section, the voice always remains directly attributable to the figure of the
author; indeed, aside from reported speech and formal quotation it is only the voice of

the author-figure that the reader hears throughout. Thus. when he re-reads his own

novella in the commentary section, he performs a comparable act of authoral re-

% 3.11 (footnote 2). This footnote was only included when Youth Restored was published in book form
and was absent from the versign serialized in Zvezda (Nos. 6, 8 and 10 of 1933). While the advice in
the footnote makes the re-reading enshrined in the commentary explicit. it is worth noting that it would

have l?een impossible to read the commentary alongside the novella in the serialized version as the
order in which the reader encountered these two parts was determined by the fact of serialization.

55
«TeMa ‘BO3BpaiCHHON MONOJOCTH' — HE TONABKO TEMa MOBECTH, OHa TAKKE M JIHUHAA Tema
‘asropa’.» Ts Vol'pe, Iskusstvo nepokhozhesti, p. 227.
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reading to that already described in Sentimental Tales: an authorial reading of his own
written self.

This is not the only way in which the author-figure presents himself as reader
in Youth Restored: the author-figure also reads himself relationally in a way
comparable to that already seen in Letters to the Writer, only this time incorporating a
much wider range of textual resources. The argument in the commentary unfolds, to a
significant extent, through readings of other texts: there are numerous. if
idiosyncratic, engagements with the biographies of writers, artists and philosophers;
there are extracts from readers’ letters; there is even an extended reading of Sir James
Jeans’ work of astronomical popularization The Universe Around Us (1929). These
readings are all of a highly personal nature and often reach very unusual conclusions:
what Lesley Milne has said about the discussion of Mayakovsky's suicide in the
commentary section of the book can really be said about all the authorial readings in
Youth Restored: they tell us much more about the author-figure than they do about
their ostensible subject.56 The author-figure's unusual readings of Pushkin's and
Lermontov’s deaths have already been commented on as instances where the
biographical subject matter serves as a means of authorial self-articulation. This is
even more the case with his reading of the life and death of Gogol, whose mental
suffering and early demise the author-figure imputes entirely to the great writer's
inability to manage his body, mind and the tempo of artistic creation.”’ Contrary to
usual critical and biographical opinion, the author-figure further implicates Gogol's
failure to manage psychic, metabolic and creative rhythms in the writer's inability to
complete the second part of Dead Souls: it is pointedly neither the failure to find a

language appropriate to the ambitions of his magnum opus. nor any sense of social or

* L Milne, Zoshchenko and the Ilf-Petrov Partnership. p. 68.
%7 3:88-90.
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political conflict that is responsible for his mental sufferings: rather it is very much
the other way round.’®
As with all of the readings of others incorporated in Youth Restored. this one

says more about the author-figure than it does about Gogol, something confirmed by a
slight sense of reticence before a personal hero. He suggests that:

Out of a sense of respect for this writer the author does not have the

resolve to definitively assert his thoughts. Perhaps the author has

also himself missed something here. But all the same, it seems to us

that Gogol committed the grossest error which led him to a malady
of the soul and towards an early death.>®

This instance of authorial equivocation hints at the interpretative liberties that the
author-figure is taking with Gogol. Importantly, this is the only point at which the
author-figure expresses any kind of doubt about his biographical readings: this is in
spite of the fact that his reading of Gogol’s life and death is a long way from being the
most egregiously misrepresentative example in Youth Restored. This is no doubt
explained by Zoshchenko’s particular and enduring enthusiasm for Gogol. something
that has already been suggested elsewhere in this study: however. the admission does
reveal the extent to which the readings of the texts of others in Youth Restored are
often wilfully personalized by the author-figure. perhaps even up to the point of
misreading.

What the author-figure is doing here and elsewhere in the commentary is
reading his own understanding of mental well-being and psychic hygiene between the
lines of other textual resources, particularly the lives of writers. There is perhaps a

slight element of parody in this attempt: Irina Sirotkina has described the special

58 3.96.

9
«M3 4yBCTBA MOYTEHMS K TOMY IHMCAaTeNIO aBTOP He PELIAETCH OKOHYATENbHO YTBEPXKIATh CBOM
MbICTIH. BbITh MOXET, aBTOp M CaM TyT B YeM-HHOYab He pasobpancs. Ho BCe ke Ham Kaxercs, uTo

Toronb coepuiin rpy6eiinryio ownOKy, NpUBEAWYI0 €ro K OylieBHON 60one3nu U k paHHeh cmc{:m »
3:88.
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importance of literary pathography, (the psychiatric study of writers through their
lives and works) in the context of Russian psychiatry of the late nineteenth- and early
twentieth- centuries, arguing that it was a key element in national medical debates
about the nature and purpose of psychiatry.6° The reclamation of this medicalized
approach to literature by an ostensibly literary work is thus not without an element of
irony. Moreover, it is an irony only increased by the fact that the author-figure in
Youth Restored uses these parody pathographies in order to articulate his own, non-
medical, subject-centred understanding of mental illness. In doing this, at times, the
author-figure draws on a comically macaronic medicalese or makes spurious appeals
to physiological evidence. In the case of the pathographical reading of Gogol

discussed above, the author-figure suggests that Gogol's mental pathologies result

from nervous fatigue which manifests itself in endocrinal dysfunction:

Consequently, significant fatigue of the brain and its improper
nourishment disturb the functioning of secretion, which, in its turn,

not functioning properly, poisons the brain and blood with the
chemically incorrect output of its glands.®

Yet, from between the cracks of this pseudo-medicalese the author-figure articulates
his own very personal understanding of the psychodynamics of melancholia. There is
a certain appropriateness about this: it will be remembered that Volosatov's
melancholia found its voice between the cracks of a scientific discourse: it seems only
fitting that the author-figure's language of melancholia speaks through comparable
fissures in the language of institutional medicine.

The language of melancholia that the author-figure articulates. its medicalized

inflection notwithstanding, is founded simply enough on a conception of mental

6 1 Sirotkina, Diagnosing Literary Genius: A Cultural History of Psychiatry in Russia, 1880-1930
(Baltimore MD: The Johns Hopkins University Press, 2002), pp.5-13 and passim.
61 «Ctano 6bITb, 3HAYUTENBHOE YTOMIIEHHE MO3ra B HENPaBWILHOE MUTAHUE €ro HApYLaKT paboTy

cexpeliMy, KOTopas, B CBOIO O4epeib, HeNPaBIIbHO PaGoTas, OTPABNSET MO3T H KPOBb XUMUYECKH
HenpaBWIbHOM NMPOXYKTUMER CBOMX Kkenes.» 3:89.
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iliness as psychological habit or inertia. These habits are frequently subconscious and
key among them are memories and thoughts which are overindulged to a pathological
level, acquiring a kind of psychic inertia which needs to be interrupted to ensure

health and well-being. Memory in particular turns out to be an important agent of

mental pathology. The author suggests that:

A healthy brain (in the given case, say, the brain of a monkey) has
that extremely marked peculiarity of reacting only to what is there at

a given moment. This brain as it were does not remember anything
except that which is there.*?

This ideal of psychic health and balance is tellingly not human. with the clear

implication that it is included as an illustrative extreme. The other pole of the extreme

which the author-figure cites is the mind of the mentally ill.

But the brain that is sick, abnormal (as an extreme. let us assume the

brain of the mentally ill), in contradistinction, has that marked
peculiarity of all the time, continuously and without break,

remembering something or other. Some kind of idea. notion or
mania never leaves the brain.®

These two extreme poles of mental health recall the marginally less excessive
continuum that confronted Volosatov in the novella: finding a realistic and
meaningful place between the self-reflective excesses of Karetnikov and the philistine
immersion in the here and now represented by Kashkin. The point of this extreme
comparison is to indicate that perfect mental health is impossible to achieve within the
bounds of the human and, moreover, is no more desirable than perfect mental iliness.

Thus, it subtly posits melancholia and neurasthenia as more extreme manifestations of

62 «3n0pOBLIM MO3T (B NaHHOM Ciryuae, CKRKEM, MO3r 00e3baHbl) uMeeT Ty 4pe3BbiuaiHO Pe3Kyio
0cOBEHHOCTb, UTO OH PearHpoBaTh TOJBKO JIHIL Ha TO, YTO €CTh B AAHHYIO MUHYTY. ITOT MO3 KaK [
He TOMHHT HHYEro Apyroro, KpOME TOTrO, YTO €CThb.» 3:114.

63 «Mo3r ke GonbHON, HEHOPMATbHBIA (Kak KPaMHOCTb, NOMYCTHM. MO3r MCHXHYECKH GONBHOTO),
HaINpPOTHB TOTO, UMEET TY PE3KYIO OCOGEHHOCTb, UTO OH BCe BPEMS, NOCTOSHHO M G€3 nepepbiBa YTO-TO
Takoe NOMHHT. Kakas-To Waes, KaKoe-TO NPEACTARNIEHHE WIH MaHHS He MOKHAAT Mo3r.» 3:114.
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something more or less common to the human condition. and thus, presumably. not
subject to the same stigma as might pertain to something categorically different.

In fact, for the author-figure, the struggle for mental health entails the struggle
against the formation of pathological habits of thought, memory or psychic affect. He
argues that repetitive overstimulation of this kind congeals into a habit which
becomes increasingly entrenched in the mind’s subconscious. The author suggests
that there are two ways in which these pathological mental habits can be disrupted. If
not too entrenched, “treatment comes by itself in conditions of more or less prolonged
relaxation and change of environment.”* The author-figure adds that in such cases “it
is not necessary at all, and sometimes even harmful, to analyze and dissect one’s
illness.”® It is only when the pathological habits of thought. feeling and memory are
so entrenched as to be unresponsive to a change in surroundings that a more formal
intervention is required: “It is impossible to remove these thoughts and feelings by
physical means. It is possible to remove them in only one way - evaluate them
differently.”66 Quoting one of Marcus Aurelius’ meditations to the effect that
changing one’s relations to painful objects inures one against their baleful influence.
the author-figure suggests that this subjective revaluation of object relations is

something that “is created not, perhaps, by autosuggestion, it is created first and

. : 9967 . . N . .
foremost by logical reasoning.”™" Yet this is a process of reasoning within the self

based on the acknowledgement of one’s own mental illness: moreover. it is utterly

dependent on personal conviction and emotional sincerity:

64
«[A]3neuenne NpuxonuT camo no cebe npu yCHoBHH Gonee WINH MEHee NPOACIHKUTENLHOTO OTabiXa
¥ niepeMeHbl 06CTaHOBKH.» 3:122.

65
«B 3TOM crry4ae BoBce He TpebyeTcs, a MHOTAa naXke W BPENHO aHANM3MPOBaTh W pa3bupaTh CBOKO
6onesub.» 3:122.

66
«ITH MBICITH M BOCTOMHHAHMA (U3MMECKHM mMyTeM ybpaTb Henn3s. Mx MoxHO ybpaTh aulib
eIMHCTBEHHBLIM CNOCOOOM — 1aTh WM HHYIO OLEHKY.» 3:122. ]

67
«[...] co3naeTca He myTeM, YTO JIM, CAMOBHYILIEHHS, 3TO CO3NAETCA NpPEXAE BCETO JOrHYECKHUM
paccyKIEHHEM.» 3:122.

316



And if this is done in a heartfelt way, that is if the person has really
thought about this with feeling and not only formally. then

deliverance from troubling thoughts comes with extraordinary
68
ease.

What is striking about this subject-centred language of mental illness is how much it
has in common with the satirical concerns of the previous decade. Disinterred from its
medicalized articulation, this amounts to the selfsame urge to mental plasticity and
subjective adaptation that sounds again and again throughout Zoshchenko’s comic
fiction. Yet there is a crucial difference: Yourh Restored begins to ponder how and

begins to suggest tools for just such existential self-improvement to Zoshchenko's

curious readership.

Life. Literature and Therapy

If the key to mental wellbeing is the disruption of established mental habits and
psychically-ingrained expectation, then the highly unusual form of Youth Restored
delivers precisely that. Both Lesley Milne and Tsesar' Vol'pe have stressed the degree
to which Youth Restored would have defied contemporary expectations which still
regarded the Zoshchenko name as synonymous with comic fiction.®” However, even
with these expectations tempered today by hindsight. Youth Restored must still remain
a real shock to the system of most readers. And yet. standing back a little. the
disjunctive form of the work gradually begins to acquire a more meaningful shape:
when it is remembered that the author-figure named thirty-five as the age at which
youthful creativity ends and the extended appendices of old age commence. then the

thirty-five chapters of the novella with its appended commentary begin to make some

aesthetic sense. Youth Restored is actually shaped like the life-cycle it seeks to

68
«M ecnm 3To cNeNaHO CepaevHO, TO €CTb €CJIM YeNOBeK NEHCTBHUTENBHO C UYBCTBOM, @ HE TONLKO

$opMaTbHO nomyman 06 3ToM, - u3baBieHWE OT TPEBOXKHLIX MbiCNeH MPUXONUT ¢ Heobblualinof
mpocToTOR.» 3:122.

% See Iskusstvo nepokhozhesti, p. 226 and Zoshchenko and the Ilf-Petrov Partnership. p. 66.
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describe: the novella represents youthful creativity with the tale being the highpoint of
its flourishing; the commentary represents the struggle to restore it. In terms of this
structure, the fact that the commentary is explicitly retrospective is important, for in
its re-reading of the novella it does, according to the aesthetic logic of Youth Restored,
take both the reader and the author-figure back to the creativity of youth.
Understanding the age-based structure of Youth Restored amplifies an
especially important aspect of the book: the way in which, by the close of the work,
Zoshchenko the writer begins to inscribe himself personally into the voice of the
author-figure and thus into the book as a whole. The final section of the commentary,
which is linked by endnote to the final sentence of the novella, begins thus: “how
often, when closing any kind of book. we think about the author — what he’s like, how
he lived his life, what he does and what he thinks.”’® The reader is then presented with
a thumbnail autobiography of Mikhail Mikhailovich Zoshchenko narrated in such a
way as to associate him with the voice of the author-figure that has been such a
constant presence throughout Youth Restored. In this autobiographical statement he
gives his age as thirty-seven in the first half of 1933, the time when he wrote Youth
Restored.”’ This places him roughly at that age when the author-figure claimed youth
to be spent and old-age beckoning. The reader is also told of Zoshchenko's inclination

“to hypochondria and melancholia™ (“k ipokhondrii i melankholii”) and the fact that.

70 (Kak 4acTo, 3akpblBas KaKylo-TH0O0 KHHMIYy, Mbl IyMaeM 00 asTope — kakofi OH, Kak OH NPOXUN CROKO
JKU3Hb, YTO OH JIENAET ¥ 4TO AymMaeT.» 3:155.

7 In Youth Restored, Zoshchenko claims to have thought about the project for four years but written
the work (but for a short authorial addendum) in three months (3:159). Tomashevskii indicates that
publication of Youth Restored began in the journal Zvezda in June 1933 (Khronologicheskaia kanva, p.
352). Assuming Zoshchenko was being genuine about the three-month writing period (and we have no
reason to doubt him), then we can place the writing period between April 1933 at the earliest (three
months before serialization began) and August 1933, which is the date of the authorial addendum. In
fact, the start date of the writing period would probably have been later as in all likelihood the book
was not complete when serialization commenced; this fact is strongly suggested by references in the

later half of the commentary to letters received from readers commenting on aspects of the half that h
already been published (3:153). e pects e half that had
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“] have heart disease. bad nerves and a degree of impaired psychic function.””” All
this makes clear the personal relevance of the thematic concerns of Youth Restored in
terms of the life of the writer. Vol'pe has detected this sense of the closeness of Youth
Restored to the real-life concerns of Zoshchenko himself; he suggested that the
written style produces a narrative “with unguarded openness™ (*'s nezashchishchennoi
otkrovennost'in”).”® He even suggested that the effect was sufficiently powerful that:
“it seems you are reading not a work of belles-lettres, but something like A Writer's
Diary, you are reading a literary Confession.”74 This sense of the writer’s personal
concern with ageing is only reinforced by the fact that the last lines of Youth Restored
are dated 9" August 1933: they were written on the writer’s birthday: the one day if
any that his thoughts might turn to ageing. The effect of this is to encourage the reader
to try and match the outline of Zoshchenko’s life given at the end with the pattern of
the life-cycle described by the form of Youth Restored.

It is extremely important to note. though. that the autobiographical outline
given in Youth Restored is not a perfect fit with the shape of the work itself: the book
has a relevance to the writer's life and concerns and even allows the reader to put that
biographical outline into some kind of conceptual shape. but on its own it is not
sufficient to make Youth Restored into anything like an obvious authorial confession.
The effect of this suggestive, but not perfect autobiographical fit. is. perhaps. to
encourage the reader, or rather a certain kind of reader. to also try matching their own
biographies into the pattern of the life-cycle described by the narrative and form of
Youth Restored as well as that of Zoshchenko. By loosening the confessional

exclusivity of the book, a sort of therapeutic space is opened up whereby the

”
«Y MeHA IOPOK CEPALE, TUIOXHE HEPBBI H HECKONLKO HeNpaBuibHas paboTa NCHXHKH.» 3:158 and
3:156.

™ Iskusstvo nepokhozhesti, p.228.
14

«Kaxercs, udTacumi> He 'Gen,nerpuqecxoe NpOM3BENEHHE. A Owesnux nucamens, “WTaellib
JKTEPATYPHYIO ‘ucnoeeds’ .» Ibid, p.228.
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psychodynamic insights that are explicitly advanced in Youth Restored become.
perhaps, more accessible, relevant and informative for others in a comparable
situation.

That said, however, the authorial confession that Vol'pe sensed so acutely is
never far away. In this regard, it is interesting to compare the autobiographical outline
in Youth Restored with what is known of Zoshchenko’s actual biography; while it is
largely consonant with what is now known of the writer’s life, the one glaring
inconsistency is that Zoshchenko gives the year of his birth as 1895, that is a year
younger than he actually was. The significance of this is that it alters Zoshchenko’s
actual age at the point he claims to have embarked on Youth Restored: in a novel that
is all about age this is an extremely noteworthy gesture. He suggests that although
written in three months in 1933, Youth Restored was conceived four years previously.
which would date its conception to 1929.7° The birth date of 1895 that is claimed in
the book would have made Zoshchenko thirty-four at this point, but according to his
actual birth date he would have been thirty-five when he began to think about Yourh
Restored: that is the exact age to which he imputes the onset of old-age in Yourh
Restored and the exact age that structures the work as a whole. Thus, when the book
is reviewed in the light of the author’s actual age it becomes a more obviously
confessional exercise. Other confessional aspects also then come into clearer focus:
most significantly perhaps is the fact that Volosatov's collapse in a Crimean hotel
room is related in chapter thirty-two of the novella; in terms of the age-based chapter
structure of the novella already noted, it is surely more than coincidental that
Zoshchenko’s mental collapse in a Crimean hotel room occurred in April 1927 when

he was thirty-two years of age. Importantly, all these personal echoes are rendered

83159,
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much more muted by the simple device, as arithmetical as it is literary, of adding one
year to the birth date he claims for himself. However, restore the correct date and one
more immediately feels the confessional depth of Zoshchenko's claim near the end of
Youth Restored that the book was based on personal experience: “These medical

arguments of mine aren’t copied out of books. I was the dog on which I performed all

: 76
the experiments.”

The confessional aspect of Youth Restored not only tells in the way that it
shadows Zoshchenko’s biographical life-cycle, it also tells in the way it shadows his
literary life-cycle. The pattern of unconvincing, factual discussion yielding first to
clearer short fictional treatments of the same theme, before finally growing into a
longer sustained artistic engagement is actually quite an accurate depiction of
Zoshchenko’s own literary development up to the end of the twenties. As Marietta
Chudakova has shown, when Zoshchenko first entered the World Literature studio in
1919 it was as a would-be critic with plans for a monograph to be called A the
Breaking-Point (Na perelome) which would survey Russian literature through key
writers of the turbulent decade up to 1919;" the critical project never came off and
Zoshchenko found his metier instead as a writer of very short comic fiction before, as
has been shown above, creating increasingly longer and more complex literary works
by the end of the twenties (in particular Sentimental Tales). His literary evolution to
1929 thus broadly traces the formal arc of the first half of Yourh Restored, which, in
accordance with the age-based structure of the work, associates that literary
development with a lost youth. This is something adumbrated early in Youth Restored,
where the author-figure, in emphasizing the novelty of the book, suggests that: “it also

bears little similarity to our previous artistic pieces, which were written with a naive

® (DTH MOH MEIMLMHCKME PacCYXXIEHMS He CIHMCAaHbI C KHUT. 51 6bu1 ToM cobGakol. Hal KOTOpO#
n‘Pomae.n BCE OMbITHL» 3:159.
’

See M Chudakova, Poetika Mikhaila Zoshchenko (Moscow: Nauka, 1979), p.9.
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and coarse hand in the rush of our youth and frivolity.””® This in turn means that. in
part at least, the restored youth that the book extols presumably entails precisely a
return to this earlier writing; indeed this is suggested at the end of Youth Restored.

where the author-figure, having sketched the outline of his literary career to date,

suggests that:

The reader who is distressed at the change in my artistic creation
can rest easy. Having published this book, 1 will agam continue

what I started. This book is just a short breathing space.’
That he is returning to his ‘youthful” works would thus seem to be part of the ‘youth
restored’ that he has in mind. This immediately raises the question of what place
‘senescent’ works like Youth Restored occupy in Zoshchenko's literary oeuvre: if they
only succeed in taking him back to where he started then the reader might legitimately
object that there is little point in reading them.

Yet in reaching this conclusion one misses an important aspect of the restored
youth that the book strives to achieve: in order to be restored it has to be lost first. In
this regard it is important to note that youth in itself is not hailed as an unambiguous
virtue in Youth Restored. As he embarks on his attempt to restore it, Volosatov notices

an unpleasant side to the youthful outlook:

And creating new habits for himself. breaking with the previous
good-nature of old-age, ridding himself of all worry. agitation. and
anxiety, he suddenly began to notice in himself a kind of brutality of

youth and even at tlmes perhaps, a kind of baseness. which he did
not want to have at all.*®

8 «OHa Majo TaKke MOX0Xa U Ha HAllH NMPEeKHUE XYAOKECTBEHHBIE BELLIMUKH, HAalNCaHHble HAUBHOM,
?y6osamﬁ pyKO# B criexe Hailel MONONOCTH U NIErKOMbICIHA.» 3.7,
«Yurareib, KOTOPbi OrOpUMTCA NEPEMEHON MOETO TBOPUYECTBA, MOXeET ObITh CNOKOEH. BuimycTus
3Ty KHHTY, f CHOBa Oylly MPONOJKAaTh TO, YTO Hayall. DTa KHHra — MPOCTO BPEMEHHas NepebIlIKa.»
3:159.
% «M, co3naBas cebe HOBbIE MPUBBIMKH, PacCTaBasCh C MPEKHHUM AOGPOLYIIMEM CTApOCTH, YOUpas o1
ce6s Bce BONHEHHUs, 6ECNOKOACTBA M TPEBOTH, OH BAPYT CTan 3ameuaTh B cefe KaKylo-TO KECTOKOCTb

MOJIOAOCTH H JaXe NO BPEMEHAM Kakyl0-To, NIOXKaNyH, MOANOCTb, KOTOPYIO OH BOBCE HE XOTEJl HMETb.»
3:54.
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This slight sense of reservation about youth in its purest form also finds occasional
reflection in some of Zoshchenko’s other writings from around this time. There are
occasions when youth is used to disparage. In his article “On Philistinism® (‘O
meshchanstve’, 1930) Zoshchenko published and responded to a critical letter from a
young Komsol’ka who bemoaned the philistinism of the correspondents collected in
Letters to the Writer and complained that the work demonstrated a woeful absence of
positive reconstruction in line with ideological ideals. Betraying a degree of tetchiness
quite unusual in either his fiction or his critical statements, Zoshchenko finished his
riposte on a patronisingly dismissive note in which he derides youthful self-assurance
in literature: “But literature should not be spoken of with all the ease and lightness of
youth; this can bring all sorts of misfortune.”®' This pejorative invocation of youthful
overconfidence in literary matters can also be detected in some of Zoshchenko’s
barbed rejoinders to hostile, partisan critics: for example, in the preface to Letters fo
the Writer he gently chides “our young, novice critics”™ (“nashi molodye
nachinaiushchie kritiki”), whose misinterpretation of his book as self-promotion
Zoshchenko anticipates with an almost paternal forbearance.®

What is derided here is a youthful ignorance of the nature of literature: in both
the case of the young Komsol'ka and the hostile critics it is a conception of literature
as a mechanical reflection of ideology that is castigated as the arrogance of youth. It
will be recalled from Youth Restored that the early “scientific discussion™ of the
theme failed, and the direct, factual approach only achieved any traction when tied
back to the fictional, ‘literary’ part of the book. Thus, the point is that literature must

precede ideological reasoning, and not the other way round. Literature can, and

81
«A TOBODHTEL O JINTEPATYpe CO BCEH NErKOCTBLIO MONIOAOCTH HE CTOMT. MoXHo Hanenats 6enbi.» M

M Zoshchenko, ‘O meshchanstve’ in lu Tomashevskii (ed), Litso i maska Mikhaila Zoshchenko
(Moscow: Olimp, 1994), p. 97 [pp. 95-97].

82 pis'ma k pisateliu, p. 327.
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should, lead to ideologically viable positions, but it must precede them. The
mechanistic subordination of literature to ideological imperative is really a youthful
simplification comparable to that of Volosatov’s daughter, who, as indicated above.
urged the ageing professor to restore his youth by simply embracing Soviet ideals
because that’s where he would end up anyway. Youth Restored argues that there is an
importance in the process by which youth is restored and ideological positions
attained which elevates it beyond youth and ideology in and of themselves. It is a
literature which reveals this process, rather than one which fictionally enacts an
ideological truth, that has truly restored its youth.

This is a similar point to that discussed in the previous chapter in relation to
The Sky-Blue Book; however, what is distinctive about its articulation in Youth
Restored is that it is contextualised within a concrete sense of the importance and role
of literature. One thing that is made very clear from the outset is that entertainment
should be a fairly minor aspect of the literary enterprise; early in Youth Restored the
author-figure suggests that those searching for entertainment should skip the

«gcientific introduction” and the commentary altogether and simply read the tale:

Of course, impatient minds unused to being reined in, but also
minds, well, let’s say, inflexible, coarse, or, perhaps, base. not
possessing special interest in the varied phenomena of nature
beyond the distribution of foodstuffs — these minds can. of course.
throw out the beginning and the commentaries, so as to get at once

to the incidents and events and to at once, so to speak, receive a
portion of entertaining reading.”®

8 (KOHEYHO, YMbl HETEPIUIMBbIE, HE TpPUBLIKIIME MATH Ha MNOBOLY, a Takke YMbl, HY, CKaXeM,
Hernbkue, rpy6oBaThie WIH, YTO JIM, HMU3MEHHBIE, HE MMEWUIHE OCOGOro MHTEpeca K palinyHbIM
ABJEHUSM TIPHPOAB!, KPOME BbIAAYM MPOXYKTOB INHTAHMS, - 3TH YMbl MOTYT, KOHEUHO, OTOPOCHTD

Hauano B KOMMEHTapHH, ¢ TeM 4YTOObi Cpa3y NMPHCTYNHTh K WHUMACHTAM W NPOUCILECTBUAM M Cpa3y.
TaK CKa3aTh, NOJYYHTb NOPLHIO 3aHUMATENLHOTO YTeHus.» 3:8.
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This strikingly pejorative passage indicates precisely what proportion of the literary
work Zoshchenko believes should be attributable to entertainment: based on the ratio
of the parts of the book to the whole, it is a little over a third.

Some indication of the real importance of literature for Zoshchenko perhaps
becomes more obvious in the course of his discussion of Tolstoy in the commentary
section of Youth Restored. The author-figure holds up the great nineteenth-century
writer as an exemplary case of someone who managed to prolong their life by their
own actions; these actions turn out to be more literary than anything else. The author-
figure focuses on Tolstoy’s philosophical and religious leanings, arguing that this was
primarily an attempt by the writer to organize his own health and prolong his
creativity: in other words it was an attempt to restore his own youth. The author-
figure argues of Tolstoy’s philosophy that “all the philosophical conclusions and rules
of behaviour were made as a manual of health”* Indeed: “in the creation of this
philosophy was the attempt to organize himself, to protect himself from diseases,
which were undermining his will and his body.” While his philosophy may have
been disastrous for those who followed it blindly, it was literally a life-saver for
Tolstoy: “he returned his lost health, returned his capacity for creativity and almost
until the end of his days experienced neither decrepitude nor decline.™® Thus. the
author-figure imputes a quite vital significance to writing in the case of Tolstoy: in

fact, in Youth Restored as a whole literature becomes quite literally a matter of life

and death.

Literature, of course, is not the only intellectual endeavour with an interest in

the life and death of mankind; arguably medicine’s intellectual stake in human health

84
" «Bce drnocodckue BLIBOIb! U NPABUNIA NOBENEHUS GbUTH CAENaHbI Kak NeuebHUK 3nopoBbs». 3:102.
«H B cosmanum 3Tol Qunocodpun 6eno cTpemnenue opraHusoBsath ce6s, 3awMTHTL cebs oT

6one3HeH, KOTOPbie PacIaTLIBANM €0 BOJIO M TENO.» 3:102.

86
«OH BepHyJI CBOE MOTEPAHHOE 310POBbE, BEPHYN CMIOCOBHOCTD K TBOPYECTBY W NOYTH N0 KOHLA
CBOMX JIHEH He HMEN HH IPAXJIOCTH, HU ynaaxa.» 3:102.
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and mortality is more vested and, consequently, one of the most interesting aspects of
Youth Restored is the implicit dialogue it opens with the medical profession. To be
sure. the book is not the “awkward medical treatise™ (“nelovkii meditsinskii trakiar”™)
that Gorelev suggested it had been taken for when it first appeared;87 Zoshchenko in
fact never tired of repeating that the work was not written with a medical or scientific
readership in mind.®® Neither did the publication of Youth Restored pass unnoticed in

traditional literary circles; Vol'pe has suggested that the publishing of the book

sparked widespread interest and argument:

The appearance of this work in our literature in 1933 and 1934 was
a genuine literary event. Numerous discussions of the book were
started which continued for almost two years. Arguments.

misunderstandings and complaints to the writer reflected the wide
interest of readers in this work.*

Nonetheless, the interest of both medical researchers and practitioners was striking.
and to some extent came to dominate the pattern of the book’s formal reception,
initially at least. Listing the discussions of Youth Restored that Zoshchenko
participated in, Tomashevskii reveals that a large number of them (the majority of
those listed by Tomashevskii) involved medical audiences: on 21* March 1934 a
discussion was held at the Leningrad House of Scientists; another was held at the
Institute for the Protection of Child and Adolescent Health on 13™ April of that year
with another the following day at the House of Medical Workers. It was not until 10"

May that Tomashevskii notes Zoshchenko’s participation in a more conventional

87 A E Gorelev, Ispytanie vremenem, p.89.

8 For instance, in the course of his participation in a medical discussion of Youth Restored at the
Institute for the Protection of Child and Adolescent Health in Leningrad, Zoshchenko iterated the fact
that the book was not targeted at medical professionals no less than three times. See the excerpts of
Zoshchenko’s contribution to this debate published by lurii Tomashevskii; ‘Vystuplenie M. M.
Zoshchenko na dispute’, Zvezda, 1994 (8), p. 3, p.5 and p.6.

89 «[losBNEHWE 3TOTO TPOM3BCIEHHS B Hamel nurtepatype 1933-34 romoB Obino HACTOALIUM
NMTEpaTYpHbIM COObITHEM. Hauannch MHOTOYHCNEHHbIe 06CyKNeHHA 3TOM KHHIH, MPONOSKABLINECH

noutd ABa roaa. Cnopbl, HENOPasyMEHHs, NMPETECH3HM K MUCATEMO OTPAXKAIH WIMPOKUH WHTepec
wuTarenel K 3IToMy MPOU3BENEHHIO.» [skusstvo nepokhozhesti, p.226.
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literary discussion of the book at the Leningrad section of the Union of Writers.”
Thus Anatolii Gorelev was able to observe with a due note of irritation:

And indeed, the tale Yourh Restored called forth the liveliest

discussion ... but it was far from literary. The ambulances of the

medics, to a significant degree, came in ahead of literary criticism.”’
The highpoint of the medical reception of Youth Restored was undoubtedly marked by
two events: first was Zoshchenko’s invitation, “immediately after the appearance of
the tale” (“srazu zhe posle vykhoda povesti”), to participate in the Wednesday
seminars of the famous physiologist and Nobel laureate Ivan Pavlov:;’? second was the
publishing of a broadly encouraging article by the famous epidemiologist and
architect of the Soviet system of healthcare Nikolai Semashko.”

The extent and calibre of the medical interest in Youwrh Restored would have
been a remarkable achievement for a self-styled literary work at any time and in any
culture; in many ways, the book’s reception in medical circles constitutes a
fascinating foray into what today would be called the medical humanities. Perhaps
inevitably with this kind of cross-disciplinary dialogue, generally appreciative
scientific assessments (such as that of Semashko) were matched by implacably hostile
ones. The response by A. Nemilov is a typical example of the latter. He primarily

takes issue with Zoshchenko's lack of scholarly rigour, arguing that “the fundamental

% gee ‘Khronologicheskaia kanva’, p.352.

%' «M Bpamb, noBecTh BO3BpAlliCHHAs MOJONOCTb BhI3BANA OXMBIEHHEHIIYIO AMUCKYCCHIO ... HO
OTHIOAb HE INIMTepaTypHy1o. KapeThl MeAHWUMHCKON CKOpPOM NOMOWIM B 3HAYHTENbHOW CTENEHH
onepelniy nutepaTypHylo kputuky.» A E Gorelev, Ispytanie vremenem, p-89.

%2 Ju Tomashevskii (ed), ‘Vystuplenie M. M. Zoshchenko na dispute’, p.3. See also D M Moldavskii,
‘Povesti M. Zoshchenko kontsa 20-kh — 30-kh godov’, Russkaia literatura, (1970) 4, p. 50.

% The article was entitled ‘““Whether Youth Can Be Restored” - on the Tale Youth Restored
(‘«MOXHO JIM BO3BPATHTb MOJIONOCTLY - O MOBECTH «Bo3spallieHHas MonoaocTu»') and was printed in
Literaturnaia gazeta (No. 42) on 6™ April 1934. Semashko was not only a significant presence in

contemporary Soviet medicine; as an Old Bolshevik who had known Lenin in emigration, he was also a
prominent figure in both party and state.
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trouble with Zoshchenko is that he is methodologically feeble.”** However. he is also
particularly troubled by one of Zoshchenko’s recurrent images in Yourth Restored.
“Naively, mechanically. he [Zoshchenko] imagines the human organism as a complex
machine which it is necessary to learmn how to control”;”® with a deft citation from
Lenin’s Materialism and Empirio-Criticism, Nemilov simultaneously manages to find
a naively mechanistic materialism and a dangerously hidden source of
unacknowledged idealism in this same, seemingly innocuous metaphor.”®

From the outset Zoshchenko anticipated hostility towards Youth Restored from
the medical establishment and tried to deflect it early on in the book with comically
elaborate apologies to, and anxiety “for a group of persons who are. so to speak,

connected with medicine™ (“za gruppu lits. tak skazat', prichastnykh k meditsine™).”

Near the beginning of the book, the author-figure begs forgiveness:

[...] for the fact that he, while working away at his business, in
passing and, so to speak, like a pig, has wondered into someone
else’s vegetable garden, left muddy footprints, perhaps tramped
around and, quite possibly gobbled up someone else’s tumip98

This might seem a fulsome enough apology, but beneath the light-hearted
defensiveness of these protestations there is a certain acerbity coupled to quite a
profound point. Equating the disciplinary protectiveness of the medical profession
with a private vegetable patch is actually a pretty devastating satirical gesture, the

more so in the context of a culture where such private production was officially

% «OcHoBHas 6ena M. 30lLUKEKO B TOM, 4TO OH MeTononnuecky Becriomowen.» A Nemilov, 'Mikh.
Zoshchenko i problema omolozheniia’, p. 96. The same charge is also repeated on the very next page.

% «HaMBHO, MEXaHHYECKH, OH TIPEACTaBAseT cebe OPraHU3M 4YeNoBeKa BBMAE CNOXHOH MAalIMHbI,
KOTOpO# HYXHO HayuuThCs yrpaensaTs.» ‘Mikh. Zoshchenko i problema omolozheniia', p. 96.

% 'Mikh. Zoshchenko i problema omolozheniia', p. 97. This metaphor (which occurs at a number of
places in the text, see for instance 3:13, 16 and 17) was evidently something of a sticking point in the
scientific reception of Youth Restored, for Zoshchenko feit the need to pre-emptively defend it at the
discussion of the book at the Institute for the Protection of Child and Adolescent Health discussed

27bove. See Iu Tomashevskii (ed), ‘Vystuplenie M. M. Zoshchenko na dispute’, p.3.
3:6.

98
«[...] 32 TO, 4TO OH, paboTas B CBOEM JieNie, MUMOXONOM M, TaK CKa3aTh, KaK CBHHbA, 3a6pen B Uy Koi
oropo, Hacnewl, OblTh MOXET, HATONTaN H, Yer0 N06POro, COXPpan 4yxyio 6prokBy.» 3:6.
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regarded as a lamentably necessary hang-over from the past. The satirical point being
made in this double-edged passage becomes much clearer when considered alongside
the author-figure’s earlier suggestion that any indulgence shown by doctors towards
his straying into their disciplinary enclosure would be reciprocated in kind:

The author, in his turn, also promises them to be indulgent if he

happens to find himself reading tales, or some kind of stories, say,

written by a doctor, or a relative of this doctor, or even by his
neighbour."‘9

The comic irony here is that Russian literature is hardly without its writer
doctors: one thinks most immediately of Chekhov and Bulgakov of course. Indeed,
the Chekhovian intertext of the Volosatov tale only serves to underline this fact; the
more so since ‘A Dreary Story’ itself includes an embedded meditation on the limits
of a narrowly scientific medical outlook.'™ The satirical point here is really two-fold.
The narrower and more acerbic suggestion is that the disciplinary exclusivity so
jealously guarded by the medical profession is not extended by them to other
intellectual activities, most notably literature. It is interesting to note in this regard
quite how irritated Zoshchenko became when being lectured on writing by members
of the medical fraternity; at one of the discussions he even commented with barely
concealed anger that: “I have, if you’ll allow, been upset today by only one speech,

that of professor Ivergetov, who started to give me advice about how 1 should

% «ABTOp, B CBOIO OUEpPENlb, TOXE OO€WaeT UM ObITe CHUCXOANTENbHBIM, ECNH EMY CIIYHHUTCH YMTATh
IOBECTH HIH TaM, CKaXeM, paccKalbl, HaMHCaHHble BPauoM, WIH POACTBEHHUKOM 3TOTO Bpaua, Wi
Jaxe ero cocenom.» 3:6.

10 gee in particular the following passage where the disillusioned professor despairs of his own
science: “My therapist colleagues, when they teach how to treat, advise *to individualize each separate
case’. It is necessary to heed this advice in order to become convinced that the remedies, which are
recommended in textbooks as the very best and most fully suitable for the model case, turn out to be
completely unsuitable in separate cases. It is also exactly the same with moral illnesses.” («Mowu
TOBApHILH TEPaneBThl, KOT4a Y4aT JIEYHTh, COBETYIOT ‘HHAMBMAYAJIH3IUPOBATH Kaxabili OTAeNbHbIA
cmyuali’. HyXHO NOCTyWIaThes 3TOro COBETa, YTOOb yOGemMThCs, UTO CPEACTBA, PEKOMEHIYEMble B
yyeOGHMKAX 32 CaMble JyYilME M BNOJHE MPUroAHble IIA 1AGNOHA, OKAILIBAKITCS COBEPLIEHHO
HErolHBIMH B OTAENbHBIX ciydasX. To ke camoe u B HpaBCTBEHHbIX Heayrax.») A P Chekhov.

'‘Skuchnaia istoriia: 1z zapisok starogo cheloveka’, Povesti (Moscow: Khodozhestvennaia literature.
1968), p. 137.
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write.”'"! Yet beyond the narrow, slightly petulant satire of the one-way professional
exclusivity of the medical profession, the author-figure makes a broader and far more
profound point: that literature and medicine to a significant extent share a field. a field
that is big enough not only to accommodate both scientific and literary perspectives,
but also for those perspectives to benefit from a degree of mutual cross-fertilization.
The author seems to be suggesting that just as Russian literature would be noticeably
poorer without its writer doctors, so perhaps is medicine poorer without the
contribution of doctor writers.

This notion of medicine and literature as productively differing perspectives
on the same tangled reality does not appear ex nihilo in Youth Restored: as Linda
Scatton shows, the literary engagement with medicine in this later work finds
precedents in a range of fictional pieces stretching back into the twenties.'” Comic
stories such as ‘The Operation” (‘Operatsiia, 1927), ‘The Patient’ (‘Patsientka’, 1924),
‘On Guard’ (‘Na postu’, 1926) and ‘The Sick’ (‘Bol'nye’, 1928) all involve medical
settings or themes. Scatton suggests that in these and other medical stories “the
narrator comments chiefly on the patient’s attitude to the doctor, to his own malady
and/or to the curative process.”'® Zholkovsky also notes this extensive medical theme
in both the comic fiction and the later works; however, he adds a dimension of power-
play to it, seeing doctors in Zoshchenko’s fiction primarily as representatives of a
dispassionate, almost oedipal authority, the clash with which figures so prominently
in Zoshchenko’s creative imagination.104 Yet, in addition to these observations, it

might equally be suggested that a common theme in many of these earlier medical

101
«MeHs, eciM TNO3BONKTE, OrOpPYMiIa CErofHf TONbKO OnHa peus - npodeccopa Hseprerosa,

KOTOpbIA CTan NaBaTh MHE COBETHI, KaK MHe MMCaTsh.» ‘Vystuplenie M. M. Zoshchenko na dispute’

6.
o L Scatton, Evolution of a Writer, pp. 163-166.
1% Ibid, p.163.

' A K Zholovskii, Poetika nedoveriia, pp. 73-79.
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stories is the way they reconceive clinical settings from a non-medical perspective.
Thus, in the story ‘The Sick’ the focus of attention is switched from the consulting
room, which is actually never reached in the course of the story. to the waiting room
of an outpatient clinic. Here the waiting patients bicker and boast about the
seriousness of their respective illnesses, all the time ironically unaware that many of
them are perhaps sitting in the antechamber of death itself. Similarly, in “The
Operation’ the minor cosmetic surgery that gives the story its name is completely
upstaged by the hero’s amorous interest in the young female doctor. This comic
transference ends in a typically Zoshchenko act of embarrassing self-exposure when
the patient, who had not anticipated having to take his boots off for an eye operation,
s forced to reveal both worn-out socks that are “uninteresting. if not to say worse”,
and, indirectly, his inappropriate feelings towards the pretty young praclitioner.m5 In
both of these stories the medical perspective is quietly. but definitively. sidelined in
order to concentrate on concurrent human stories without an obvious medical
relevance.

The clash of medical and non-medical perspectives that is enacted in these
stories makes for an extremely fertile source of comic incongruity: but at the same
time it also interrogates the edges of what Michel Foucault would later call the
medical “gaze”: that mode of clinical observation “equipped with a whole logical
armature, which exorcised from the outset the naivety of an unprepared
empiricism.”'® To some extent at least, Zoshchenko’s medical misadventures
reintroduce the “naivety” and “unprepared empiricism™ of the non-medical gaze to

reveal the blind spots and iron-clad inflexibility of its medical counterpart. It is

05
105 «(HocHukM-TO Y MEHS HEHHTEPECHBIE, €C/IM HE CKazaTb Xyxe.» 'Operatsiia’, 1:398.

196 M, Fouqat_ﬂt, The B.irth. of the Clinic, trans. A M Sheridan (Abingdon: Routledge, 2003 [1963]), p.
131. T_he clinical gaze is Fhscussed throughout the book. but the nature of its exercise in clinical context
is particularly addressed in the chapter entitled *Seeing and Knowing' (pp. 131-151).
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interesting that the sidelined doctor who waits unseen at the margins of the storyline
in the ‘The Sick’ is called Opushkin; his name itself implicitly locates him at the edge
(opushka) of the dense forest of subjective forces and irrational drives swirling and
entangling themselves outside his consulting room. The doctor’s marginalising name
and narrative liminality combine to suggest the limited penetration of the medical
gaze into the real nature of the maladies that confront it.'% In a similar vein, it is
ironic that the eponymous operation in the story of that name involves cutting away
tissue obstructing the view out of one of the hero’s eyes; the medical gaze under
which it is carried out presumably remaining entirely un-operated upon. When the
hero jokingly suggests that “medicine is a shady business™, he of course primarily
voices his ignorance of medicine both at the level of science and social convention:
however, without realizing it, he perhaps also suggests precisely these unexamined
blind spots that subvert the clinical gaze.'®

Towards the end of ‘The Operation’, the hero's embarrassment in front of the

attractive female doctor leads to her performing the procedure through a fit of

hysterical laughter: “she was cutting and guffawing.”“’g The combination here of

surgical incision and cutting laughter is immediately arresting. Their conjunction in
the person of the doctor has the effect of making both share equally in the curative
function. Importantly though, while complementary, the actions remain separate: a
combination of the scientific and the human which the reader feels together constitute
a more comprehensive therapy than either in isolation. The medical theme in Youth
Restored is a development of these early fictional insights into the therapeutic

limitations of a purely medicalized approach. However. while this idea is artfully

107 <Bol'nye’, 1:416.
108 «MeauumHa — neno TeMHoe.» 1:398.
109 (Pexer u xoxoueT.» 1:399.
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suggested in the early comic fiction, it is only in Youth Restored that it is elaborated
into any kind of meaningful detail.

The need for a subject- centred, extra-medical perspective on mental health is
articulated fictionally in Youth Restored. In the tale, one of the reasons for the
ineffectiveness of the medical treatment that Volosatov initially seeks is the fact that
he is unable to contextualize it in subjective terms: “Nobody told him in simple and
understandable words about how his illness could have arisen and how to fight it,
apart from pills and preparations.””o The importance of this subjective understanding
of his affliction and its treatment is that in its absence well-intentioned, no doubt

clinically justified medical interventions can all too easily become assimilated into the

texture of the psychopathology itself:

Constant thoughts about his illness, the taking of medicines and
treatments cemented in his consciousness the idea that he was

seriously ill. The illness, fortified by medicines, had no intention of
leaving the patient.1 1

The suggestion here is that medical intervention often has unforeseen, psychological
side-effects irrespective of its efficaciousness in the treatment of an objectively
defined symptomatology. The deeper implication is that, because these side-effects
present subjectively they are largely imperceptible to the clinical gaze: yet. they can
be sufficiently counterproductive to completely undermine whatever clinical benefit
may accrue from the course of treatment itself.

If this subjective aspect of mental health remains beyond the purview of
medical science, then, in some senses, it is equally difficult to grasp on the part of the

patient; as Volosatov discovers in the fictional part of Youth Restored when he

110
«/ HUKTO He eMy pacckasajl MPOCThIMM M NMOHATHLIMYU CI0BAMW O TOM, KaK MOTJIa BO3HMKHYTb €ro
6one3Hb ¥ Kak ¢ Heil 60poTbes, TOMUMO NKMONL ¥ MUKCTYp.» 3:52.

i1
«TTocTosiHHbIE MBICTH O GONE3HH, NPHEMBI NEKAPCTB ¥ NPOLELYP COBEPLIEHHO YKPENUNH B €r0

CO3HAHHHU MbICIb, YTO OH TAXENO GoneH. bone3Hb, NOAKpeIUIEHHAsn MUKCTYPaMH, He HMeJla HAMEPEHHA
NOKKHAATh 6OJILHOFO.» 3:52.
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embarks on his own attempt to understand the mental dynamics of his illness, it is

something for which there is very little guidance:

And reading a pile of books, Vasilek was genuinely distressed and
sorry that there was not any kind of manual, any kind of single

collection of rules by which one should understand the workings of
one’s body and mind.'"

It is perhaps tempting to try and see Youth Restored as being just such a self-help
«manual” or a “collection of rules” for the understanding of mental well-being. Yet,
the problem with any such attempt is that, as suggested earlier in this chapter, the
form and structure of Youth Restored itself subvert the meaning of precisely such
abstract, universal truisms. In fact, the author-figure is quite forthright on this issue in
the commentary: “The author. in truth, did not plan to write a book of home remedies:
much less did he plan to give medical advice.”'"® What he offers instead is the more
modest ambition “to share his gleanings” (“podelit’sia svoimi znaniiami”) as a
lifetime sufferer from poor mental health.''

An idea of what this ambition amounts to in concrete terms can perhaps be
gathered from the author-figure’s discussion, early in the commentary. of the suicide

of Jack London. Having described the early demise of the American writer. the

author-figure asks himself:

What exactly is the inner mechanism of his demise? How can one
explain this catastrophe more precisely usinsg simple words. without
translating it into the language of science?''

112
«W, unTas rpyay KHHI, Bacunek HMCKPEHHE Oropyayics W anej, YTo HEeT KaKoro-to pyKkoBOACTBA.

KaKOro-TO OHOTO COOPHMKA MPaBHi, NO KOTOPBLIM HalneXallo NOHUMAaTh PaboTy CBOEro TeNia M CBOEH
neuxukn.» 3:53.

113
«ABTOp, TipaBa, He cobupaics mucaTh AoMallHero neyebHKKa u Tem Gonee He cobupancs nasarth
MeEMUMHCKHX coBeToB.» 3:115.

1143.52,

115
«KaxoBa e BHyTpeHHSs MeXaHHuKa rubenu? Kak npocTbiMH CIOBAMH, He NEPEBOAs Ha A3bIK HAYKH,
TouHee OOBACHHTD MEXAHK3M 3TOM KaTocpodni?» 3:84-85.
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What the author-figure is looking for is really a sort of everyday grammar of
emotional affliction, a language to articulate, understand and discuss mental ill-health.
Indeed, this is exactly what he offers his readers over the remainder of the
commentary. One does not have to accept his conclusions, or even the relevance of
the experiences he relates through his idiosyncratic readings of the tale and the lives
of others, but what all can take away from Youth Restored is both an assertion of the

vital need to understand mental health in subjective terms, and the outline of a

language in which to do so.

A Soviet Language of Melancholia

A full appreciation of the significance of this language of mental alienation is possible
only when Youth Restored is considered in its cultural context. The book is very much
a product of the Stalinist ‘Revolution from Above™ its four year long gestation
coincided with the unbridled ideological activism, oppressive labour discipline and
giddy cultural tempo of the first Five Year Plan; at this time, of course. the country
was also enduring the torments of the forced collectivisation of agriculture. with its
resultant famine and displacement. Youth Restored itself began to appear shortly after
the completion of the first Piatiletkka, and was concurrent with the promulgation of
the second in 1933. It is against this cultural background that the book needs to be
considered: it is this context that explains the frequent references to “overstimulation™
and “over-exhaustion” in the discussion of melancholia found in Yourh Restored.'"® In
fact, at least as much as it frames the discussion of mental alienation in terms of
melancholia, Youth Restored uses the term neurasthenia; while just as usefully vague

as melancholia, this term also carries the added implication of nervous fatigue,

116 . : e
For example: “The basic cause of neurasthenia is the over exhaustion, or rather, the overstimulation

an?
of the brain” («OcHOBHaA NMPUYHHA HEBPACTEHHHH ~ 3TO NEPEYTOMNEHUE, BEpHEE — NEpEPa3paKeHne
mosra»). 3:121.
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making it entirely appropriate to an era of exhaustion following the herculean efforts
of the Great Leap Forward. The linking of psychological strain, shattered mental
health and the pace of economic transformation is a theme identifiable throughout
Youth Restored. 1t is a recurrent motif in many of the letters from readers that are
included in the commentary section;l 17 but it is also made explicit towards the end of
the commentary when the author states his surprise at most people’s lack of

understanding of their own mental health: “it seems to me that knowledge of all this is

essential for people who work a lot.”''®

More importantly though, the stress and strain of the age was marked by a
concomitant restriction in available discursive means for making sense of the
inevitable mental exhaustion, illness or alienation in subjective terms. It was really
only psychoanalysis which offered an explicitly therapeutic discourse seeking to
promote subject-centred understanding of mental illness. Even some of the harshest
critics of the movement have conceded this fact: Emest Gellner's sociological study
of the psychoanalytic movement thoroughly undermines its shaky scientific
pretensions, but acknowledges the hold it has exercised over the twentieth-century
imagination primarily in terms of its language of the mind. He notes that “Freudian
terminology is an easy-to-learn, plausible jargon™ that allowed twentieth-century man
to fill in the gaps of an unconvincingly limited Enlightenment account of the mind.'"
In fact, “one of the main clues to understanding the significance and impact of
psychoanalysis is very simply this: it provided both an idiom and a justification for

recognising the pays reel [of the human mind].”'®" This subject-centred therapeutic

language taken together with its reimagining of mental malady as fundamentally

117 3-115-120.

8
''® «(MHe Kka3anoch, 4TO 3HaHHE BCETO 3TOr0 HEOGXOAMMO MONAM, KOTOpbIe MHOrO paboTaloT.» 3:159

"9 E Gellner, The Psychoanalytic Movement: The Cunning of Unreason (Oxford: Blackwell, 2003) p
191. ) T

20 1bid, pp. 14-15.
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continuous with non-pathological mental functioning constitute the most important.
and lasting. clinical innovations of the psychoanalytic movement. However. as the
discussion in chapter one indicated, the fortunes of psychoanalysis in the Soviet
Union waned over the twenties, being branded a bourgeois pseudo-science by the end
of the decade and being largely forced beyond the clinical pale by the early thirties.

In the context of the Soviet Union, what remained in the absence of
psychoanalytic therapies were various schools of Soviet psychology combining a
Marxist outlook with the physiological theory of mind championed by Ivan Pavlov
and his followers.'>' Neither of these theoretical foundations leaves much room for a
subjective perspective. The Marxist theory of the mind rehearses the Enlightenment
ideal of man’s innate perfectibility: it admits no inherent source of mental conflict in
the human subject; any such conflict can only be a reflection of dialectical
contradictions reigning in objective reality.'”? As Gellner notes. this makes for very
limited therapeutic relevance: “Marxism is curiously ill-equipped to offer any kind of
pastoral care or solace for individual anguish.”'?® The idea of reflection at the heart of
the Marxist view of mental function represents its closest source of kinship with
pavlov's theory of higher nervous activity. In the Pavlovian view, the mind is
constituted only by cortical structures, which in tum produce a straightforward
neurological reflection of the organism’s surrounding environment. The only way in
which the mind can come into conflict with its environment for any prolonged period

of time is through concrete physiological dysfunction which can only be ascertained

2! An important exception is Lev Vygotsky, a former literary critic turned psychologist whose
‘historico-cultural’ psychology attempted “to unify aesthetic understanding of the mind with scientific
explanation of it”. However, by the early thirties his theories had been condemned by the authorities
and Vygotsky’s own early death from tuberculosis in 1934 meant his ambition remained unrealized.
See D Joravsky, Russian Psychology: A Critical History (Oxford: Blackwell, 1989), p. xvi and pp. 253-
270.

122 y McLeish, Soviet Psychology: History, Theory, Content (London: Methuen, 1975), p.175.
123 £ Gellner, The Psychoanalytic Movement, p. 33.
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and treated medically. Thus. the melancholic, or indeed the sufferer from any mental
malady., would, in the Stalinist thirties, find themselves confronted by a therapeutic
establishment dominated by an understanding of mental illness as a physiological
anomaly inhibiting the unproblematic mental reflection of the environment.'** The
patient has no role at all, either in defining the nature of the pathology or in its
treatment. All this translated into a very real paucity of acceptable avenues for the
discursive understanding of mental illness beyond narrow medical categories based on

notions of physiological malfunction. For those wishing to understand and ameliorate

mental distress without recourse to medicalization, officially at least, there really was

nothing available.

If the stress and strain of the age acted as an aggravating factor in the
development of mental ill-health and psychological suffering. and if the paucity of
available therapeutic discourses made it difficult to understand and confront them,
then the growing ideological intrusiveness of Stalinist culture could only have made
these matters worse. Sheila Fitzpatrick notes how “happiness was a kind of civic
requirement” throughout the Stalinist thirties.'** This collective happiness was in fact
part of a broader ideal of the ‘New Soviet Man' amongst whose cardinal virtues were
optimism, cheerfulness, an unquestioning sense of collectivist belonging and
unshakeable ideological belief. All citizens were expected to aspire to this ideal and to
expunge from their personality all obstacles to its attainment.'* The incompatibility
of this stifling ideal of socialist humanism with depression, or indeed with any other
mental illness, need hardly be emphasized. However. there is perhaps a sense in

which depression and melancholia are particularly problematic within the context of

124 3 McLeish, Soviet Psvchology, pp. 174-178.

125 § Fitzpatrick, ‘Happiness and Toska: An Essay i i .

: Yy in the Histo : r .
Australian Journal of Politics and History, 50:3 (2004), p. 37lry of Emotions in Pre-war Soviet Russia
126 } McLeish, Soviet Psychology, pp. 161-168. '
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Stalinist ideological orthodoxy. Axiomatic to most understandings of depression is the
notion of grief and emotional pain in excess of ostensible cause. Yet in the Soviet
context where the system was predicated solely upon the total explanatory potential of
the official ideology, there were correspondingly strong restrictions on the discussion
of phenomena which defied simple causal explanation in terms of the reigning
ideology. With the declaration of the attainment of socialism in one country at the
seventeenth party congress in 1934 and the subsequent adoption of the Stalin
constitution in 1936, which entrenched the ideological fiction that the material basis
of socialism had have been achieved in the Soviet Union, this situation could only
have become worse: with the Marxist account of mental alienation and conflict
deriving solely from socio-economic contradictions, the attainment of socialism
effectively rendered non-pathological mental alienation politically impossible as the
socio-economic determinants of alienation (the only ideologically-sanctioned non-
medical explanation of alienation) were officially declared to have been overcome.
Caught between the political rigors and mental strains of a demanding age. and facing
an inflexible and powerful clinical establishment, the soviet melancholic would have
found in Youth Restored both a discursive space in which to reflect on being-in-the-
world, and the basis of an ideologically acceptable therapeutic language for the active
management of mental malaise. These same elements of linguistic innovation.
existential insight and therapeutic utility would be re-combined and developed even

further in Zoshchenko’s most philosophically ambitious work Before Sunrise. the

topic of the final chapter.
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Chapter 7

Literary Therapy

The therapeutic language developed in Youth Restored is further elaborated in Before
Sunrise, which was partially published in 1943. The thematic kinship between these
two works is asserted in the prologue to Before Sunrise. Here Zoshchenko suggests
that he “got the idea” (“zadumal”) for Before Sunrise “straight after my Youth
Restored saw the light of day.”'! Furthermore, when he suggests that he had been
collecting the material for Before Sunrise for “almost ten years” (“pochti desiat' ler”)
before the completion of that book, he similarly implies that his work on Before
Sunrise commenced while Youth Restored was still relatively hot off the press. In fact,

Before Sunrise even includes a short, but frank, appraisal of the weaknesses of its

predecessor:

Now, when ten years have passed by, 1 see perfectly the defects of
my book [Youth Restored]: it was incomplete and one-sided; and,
probably, I should have been scolded for this more than I was.?

The conclusion to which the reader is invited is that Before Sunrise can, to some
degree at least, be regarded as an outgrowth from Youth Restored, as an attempt to
improve on, even to re-work. the theme broached in that earlier work.

The prologue also contextualizes the genesis of the book in terms of the
extensive medical discussions that followed the appearance of Youth Restored. it thus
locates Before Sunrise on the same frontier between literature and medicine as its
forebear. That it is envisaged as a continuation of that same debate is reinforced by
the fact that over half of the prologue is cast in the form of a dialogue between the

author and the famous physiologist Aleksei Speranskii. The choice of Speranskii is

! «Cpa3y nocne Toro, Kak BbUTYCTHI B CBET MO0 “Bo3sBpallieHHy10 MOnonocTs .» 3:448.

2
«Cefuac, Kora NPOLLIO AECATh NIET, § OTIMYHO BHXY NedexThi MOeH KHMrHM: OHa Gbiia HEMONHOH H
0IHOGOKONR. Y, BEPOATHO, 32 3TO MEHS CNeNoBaNo Gonbiue 6paHUTL, ueM MeHs Gpanuu.» 3:451.
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important here: the author notes that he met the famous scientist (and one time student
of Pavlov) “in autumn 1934 (“osen'iu 1934 goda™), which makes the acquaintance
coincide with the period of the medical interest in Yourh Restored: moreover.
Speranskii was a physiologist who “devoted all his professional career to studying the
part played by the nervous system in the development of pathological processes™, a
clinical and academic interest with obvious relevance to the subject of Youth
Restored.’

In many ways, the prologue functions to recap some of the salient points that
emerged from those medical discussions of the earlier book. There is a restatement of
the fact that the book was primarily a literary production not intended for an
exclusively scientific audience; there is also a restatement of the idea developed in
Youth Restored that literature and medicine to some extent share subject matter.’
Zoshchenko may well have felt that such reminders were necessary after the ten-year
lapse in time that separates the two books, but, more importantly, it implicitly
acknowledges that this old debate from the early thirties must have seemed more than
a little extraneous in a Soviet Union which in 1943 was only beginning to turn the tide
in a fight for its very existence. The question of timeliness is a significant challenge
confronting Before Sunrise, as Zoshchenko was fully aware. In the preface he notes

precisely this fact, suggesting that it exercised his conscience before he set himself to

writing the book:

I was leafing through these notebooks [containing the materials that
would become Before Sunrise], bitterly regretting that there had
been no time to get down to this work, so apparently unnecessary

¥3:451.

* Obituary: A. D. Speransky, M.D., British Medical Journal, 2:5249 (12 August 1961), p.459.
® 3:450-451. Zoshchenk in Y ic

45 . enko even repeats a metaphor he used in Youth Restored which compared the
writer’s need to study psychology with the artist’s need to study anatomy. See 3:127 and 3:450.
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now. so far removed from the war, from the thunder of guns and the
screech of shells.®

Thus. perfectly conscious of how distant it was from the real concerns of the moment.
the author still proposed to place the book before the war-weary Soviet reader. In
justifying this undertaking he argues that, in talking “about the triumph of human
reason, about science, about the progress of consciousness”, the work “refutes the
‘philosophy” of fascism” in so far as it undermines a putative Nazi appeal to instinct
and unreason.” However, if Zoshchenko was hoping to make a propagandistic
contribution to the Soviet war effort by re-casting an old theme in terms of the
struggle against fascism, then in this he singularly failed. Before Sunrise was
famously withdrawn from publication half-way through its serialization in the journal
Oktiabr' amid a storm of vituperative criticism whipped up by the authorities.®

It will be argued later in this chapter that the equation of the book’s central
theme with the Soviet struggle against Nazi aggression is much more than a gesture of
patriotism or an attempt to make the book acceptable for a wartime readership:
however, at this point it is important to note only that the author’s assertion of the
work’s value in the fight against Nazi unreason reveals an important way in which the
discussion in Before Sunmrise moves beyond that staged in Youth Restored: it
introduces a deep concern with the irrational. The discussion in Youth Restored
tended to restrict itself to the conscious control of one’s mental well-being. but it
actually had very little to say about irrational or instinctual forces. To be sure. in his

reflections on the nature of inspiration and creativity, the author-figure in Youth

6
«51 NepenuChHIBAT 3TH TETPanM, FOPLKO COXKANEs, YTO He TIPHLLNO BPeMs MPUHATLCS 32 3Ty pabory,

CTOJb, Ka3anoch, HEHYXHYIO cefuac, CTONb OTIAIEHHYIO OT BOMHLI, OT rpoxora MyLlIeK M BH3ra
CHapAa0B.» 3:449.

;
«[..] o TopkecTBe YENOBEUYECKOTO PasyMa, O HayKe, O porpecce co3HaHus! Mos pabota onposepraet
‘¢punocopuio’ amuzmar. 3:449

¥ See G Carleton, The Politics of Reception, pp. 3-4 for a concise summary of the campaign of
vilification directed at Before Sunrise in 1943.
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Restored acknowledged that “sublimation” (“sublimatsiia™) and the “subconscious™
(“podsoznanie™) have a role to play in psychic function, but the nature of this role and
the relevant psychic dynamics are passed over in complete silence.” By contrast.
Before Sunrise is structured as a pitched battle between the powers of unreason and
rational control within the bounds of the melancholic subject.

That melancholic subject is the lonely figure of the narrator. Just as the author-
figure in Youth Restored held the separate elements of that fragmentary work in some
kind of order, so too the authorial voice in Before Sunrise comes to exercise a
presiding coherence over the disjunctive forces reigning within this book. However,
the key difference between the two is that the confessional aspect of Before Sunrise is
far stronger and much more prominent than in its predecessor. There is no author-
figure discussed in the third person, there is no authorial ‘we’: from the outset the
reader is addressed by a calm, first-person singular voice completely denuded of
ironic inflection or comic distance. It will be recalled that in Youth Restored. the
authorial voice had a comparable degree of parodic distance to that of Senrimenral
Tales; moreover, the confessional aspects of Youth Restored. while undoubtedly
present, were deliberately attenuated. In Before Sunrise. from the outset and
throughout, the reader is invited to assume a much closer relation between the narrator

and the elusive voice of the writer himself.

In his dialogue with Speranskii, the narrator also offers a disarmingly succinct
and straightforward description of the purpose of Before Sunrise: “In short, this is a
book about how I rid myself of much unnecessary grief and became happy.™'* It is
important to pause and take note of this sentence for two reasons. Firstly. it only

claims Before Sunrise 10 be an account of Zoshchenko's auto-therapy, and not that

%3:93-96; 3:143-149.

10

«BxpaTue - 3TO KHMra O TOM, Kak % W36aBWICS OT MHOrMX HEHYXHBIX OropueHud ¥ cran
CYACTNHMBLIM.» 3:451,
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therapy itself; the book is thus explicitly descriptive and elaborative, and presumably
intended primarily for the edification of others rather than being written for immediate
autotherapeutic need. Secondly, the sentence makes the book’s concern with
melancholia both explicit and dominant. This is worth remembering because it has not
been uncommon for critics in the past to downplay the centrality of the struggle with
melancholia in Before Sunrise in order to privilege other interpretations.'' The book
may well not be limited to the description of a personal struggle with melancholia,
indeed this study shall argue that this is precisely the case; however, melancholia is
central to Before Sunrise and if the theme of melancholia is sidelined then much that
is distinctive about the book is marginalized along with it.

The prominence of the author’s struggle with depression and melancholy
receives further reinforcement in the first chapter of Before Sunrise, which outlines
the history of Zoshchenko’s mental ill-health from its earliest adolescent
manifestations through to the particularly savage relapses of 1926/27 that have
already been discussed earlier in this study. The first chapter of Before Sunrise
borrows its title from a desperate line in one of Edgar Allan Poe's most melancholy
letters: “I am wretched, and know not why.”'? The reference is worth exploring in
depth for several reasons. The most obvious is that the melancholic content of the
letter in question reinforces the centrality of the melancholic theme in Before Sunrise.
Ostensibly an expression of gratitude to his friend and patron John Pendleton
Kennedy for help in obtaining much needed literary employment. Poe’s letter quickly
becomes dominated by the writer’s desperate need to voice his melancholic torments,

a depression all the more inexplicable for its continuance in the face of improved

" See, for example, the discussions of Rachel May’s and Gregory Carleton’s works on Zoshchenko in
the introduction to this study.

2 Hecqacremu — ¥ He 3Halo novemy.» 3:453. The line is taken from Poe’s letter to John Pendleton
Kennedy of 117 September 1835.
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circumstances. This melancholic shadow in the midst of worldly success has a
particular appropriateness for Zoshchenko's melancholic sufferings, which. in the
twenties and thirties, seemed most pronounced at the points when he was writing
some of his best works, and when his literary star was definitively in the ascendant.'?
The similarity between the two melancholy writers that this allusion brings
into focus is actually far deeper than this. In fact, Poe’s letter, in its yearning to give
expression to the melancholic self while simultaneously being conscious of its
awkward transgression of discursive convention, makes for a neat summation of the

central problem of Before Sunrise. The relevant passage is thus worth quoting at

length:

Excuse me, my dear Sir, if in this letter you find much incoherency.
My feelings at this moment are pitiable indeed. I am suffering under
a depression of spirits such as 1 have never felt before. 1 have
struggled in vain against the influence of this melancholy — You
will believe me when 1 say that 1 am still miserable in spite of the
great improvement in my circumstances. I say you will believe me,
and for this simple reason, that a man who is writing for effect does
not write thus. My heart is open before you — if it be worth reading.
read it. I am wretched, and know not why. Console me — for you
can. But let it be quickly — or it will be too late. Write me
immediately. Convince me that it is worth one’s while — that it is at
all necessary to live, and you will prove yourself indeed my friend.
Persuade me to do what is right. I do not mean this — I do not mean
that you should consider what I now write you a jest — oh pity me!
for I feel that my words are incoherent — but I will recover myself.
You will not fail to see that I am suffering under a depression of

spirits which will not fail to ruin me should it be long continued.
Write me then, and quickly.'*

This passage, written over a hundred years previously and a world away from the
Soviet Union of the forties, seems, nonetheless, to point precisely to the way in which

Before Sunrise begs to be read. In fact, so much of what this passage says finds direct

1B Chu.kovskii actually pointed out this very fact to the writer in 1930: see B Samov, *Zoshchenko v
dnevnikakh Chukovskogo’, Znamia, 1987, 6, p. 195 [pp. 185-196].

" From a letter of Edgar Allan Poe to John Pendleton Kennedy of 11™ September 1835, reprinted in

Artpm Hobson Quinn, Edgar Allan Poe: A Critical Biograph' (Baltimore MD: Johns Hopkins
University Press, 1997), p.225. Emphases in the original.
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reflection in Before Sunrise itself. The twice stated fear of incoherence, really a
concern about the breakdown not only in narrative coherence but also of style and
epistolary convention, seems particularly salient in this regard as it echoes a similar
sentiment voiced by the narrator of Before Sunrise. At the end of the prologue, just
before quoting the line from Poe, Zoshchenko makes a similar apology in advance for
stylistic lapses: “Psychic agitation will shake the style. Anxieties will extinguish the
learning. Nerves will be perceived as haste.”'® This anticipated roughness of style is
ostensibly attributed to the exigencies of writing in wartime, a reason that only partly
convinces given the fact that the same prologue stresses the book’s genesis reaching
far back into the thirties; in fact, the repeated references to psychological stress and
disturbance really point to a fear of melancholic incoherence comparable to that
expressed by Poe. Before Sunrise is very much a book teetering on the brink of
incoherence: it defies any easy classification: part-autobiography. part-popular
scientific treatise, part auto-therapeutic testimonial, it seems constantly poised on the
border between the confessional and the explanatory, the factual and the fictional.
Beneath the precarious unity lent to it by the melancholy narrator. these
heterogeneous discursive modes find an uneasy coexistence, but the disjuncture at the

heart of the book is never definitively overcome.

This discursive heterogeneity and formal ambiguity is a reflection of the
attempt in Before Sunrise, just like that in Poe’s letter, to inscribe the melancholic self
into extant discursive modes. It is thus a confessional gesture; as Poe said in the letter
referenced in the first chapter of Before Sunrise: *“a man who is writing for effect does

not write thus”. This open-hearted confessional pose is further reinforced

intertextually: the line immediately preceding the one that Zoshchenko quotes in

15
«JlymweBHble BOJIHEHHS NOKONEOMOT cTinb. TpeBoru noracAT 3HaHuA. HepBHOCTL BOCNpHUMETCS Kak
TOPOTUINBOCTD.» 3:453.
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Before Sunrise reads, “my heart is open before you — if it be worth reading. read it.”
This is precisely what the narrator asks of his readers in Before Sunrise: to read the
book not as jest or gesture, but as an act of self disclosure. This confessional narrator.
being forced to shoulder the burden of narrative coherence single-handedly, acquires
an almost vertiginous sense of isolation. This stifling loneliness is again shared with
the melancholic voice in Poe’s letter, whose breaks into imagined conversation and
intrusive self-reflection only deepen his stated desperation to hear the voice of
another. This longing for the words of others, for a way out of the melancholy
underground of the self rings throughout Before Sunrise; the book seems almost to cry
out for a shared discourse, an open correspondence, or even simply another voice. Yet
this is largely unforthcoming; the only constructive intersubjective exchanges occur
once the cure has been purportedly effected and are recounted as recollection. The
way out of the stifling alienation of melancholic selfhood, for both Poe and
Zoshchenko, is through the creation of personal meaning.

What is particularly noteworthy about the Poe reference in particular, and
indeed the whole first chapter of Before Sunrise, is its evocation of the abdication of
meaning lying at the heart of the melancholic condition; this defines the nature of the
melancholic suffering that Before Sunrise confronts, but it also, in turn. defines the
challenge of overcoming it as the need to wrench meaning from apparently causeless
suffering. That the struggle described in Before Sunrise becomes primarily a struggle
to fix meaning is quickly confirmed as the book moves onto a description of the first
part of the narrator’s autotherapy. This process of meaning creation involves attaching
a reason to the meaningless torments of melancholia. Unable to accept suffering

without reason, the narrator eventually decides that the elusive cause of his mental

suffering must lie in his past life:
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And suddenly I clearly understood that the cause of my misfortunes

lay in my life. There was no doubt — something took place,

something happened that affected me in a dispiriting way. e
Thus, the narrator decides the answer to his sufferings will be revealed only through a
systematic trawl through his own memory: “Then | thought: it is necessary to
remember my life.” '7 Before he even starts his anamnesis the narrator faces a
hermeneutic problem; he realizes that in order to avoid being overwhelmed by a mass
of recollections unconnected to his purpose, he will need some sort of selection
criteria: “I understood straight away that nothing would come from this without
introducing some kind of system to my recollections.”’® He explains that he chose
what he calls “psychic agitation” (“dushevnoe volnenie™) to be the guiding principle
in selecting relevant memories, stating that that: “Psychic agitation. like magnesium
light, lit up what had taken place. These were photographic moments lodged in my
mind.”"® It is important to note the full implication of this simile. The artificiality of
the metaphoric light source and the evocation of the art of photography serve
definitively to underscore the constructive aspects in what the narrator tries to portray
as a detached, impartial process of recollection. While maintaining the pretence to
some kind of free association, his anamnesis is actually being subtly. but definitively.
channeled into a particular hermeneutic framework. Crucially though, the narrator
feigns ignorance of the implications of his own metaphor and admits no attenuation of

the objectivity of his technique.

«Vl BIPYT 5 NOHSJ ACHO, YTO MPUYMHA MOMX HecuacTWH Kpoercs B Moe# ku3uu. HeT coMHeHus -

qTo-';o CITy4W10Ch, YTO-TO MPOM3OLUNC TaK0e, YTO NOAeHCTBOBANO Ha MEHA YTHETAlUNM oOpasoM.»
3:462.

«Torna s nogyMan: Hal0 BCTIOMHHATh MO XKH3Hb.» 3:462.

((HO cpasy NOHAJ, YTO H3 3TOTO HHUYEro He Bblﬁ}.'le'r, €CJIH HC BHECTH KaKle-HHﬁyIlb CHCTCMy B MOR
BCIIOMHRAHHA.» 3:462.

«JlylmiesHoe BOJIHEHHE, KaK CBET MarHus, OCBETWIO TO, YTO MPOU3OULN0. DTO OblIM MOMEHTAAbHbIC
¢oTorpadHy, OCTABUIHECH Ha NAMATL B MOEM MO3ry.» 3:462.
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The narrator commences his anamnestic project in the section entitled “Fallen
Leaves’ (*Opavshie list'ia’). The name is an allusion to a confessional work by the
Symbolist writer and philosopher Vasilii Rozanov which appeared in two volumes in
1913 and 1915. The importance of the Rozanov reference is not only that it reinforces
the confessional aspect of Before Sunrise by citing a similarly personal work; the
anamnestic records of this part of Before Sunrise are presented in a way that recalls
the detached, incompleteness of Rozanov’s late style. As Avril Pyman notes,
Rozanov, “a profound subjectivist”, developed a “mature prose style” that was “an
extension ne plus ultra of the intimate style adumbrated by Dostoevsky in Notes from
Underground and The Diary of a Writer: aphoristic, throw-away, take it or leave it
This is precisely what the reader is offered in this section and the next, which between
them contain around one hundred recalled vignettes. These are distinct episodes,
unconnected by narrative, recalled from the life of the writer between the ages of two
and thirty-two. They, therefore, quite neatly correspond to the period of ‘youth’ as
defined in Youth Restored.

These youthful recollections are as artistically satisfying as anything else that
Zoshchenko ever wrote; miracles of concision and clarity. taken together these
vignettes nonetheless feel dense with meaning. Yet. it is a meaning that always
manages to elude fixity or interpretation; one that seems tauntingly proximate. but is
always somehow already around the next corner. The reader thus feels perpetually on
the threshold of some sort of hermeneutic significance, but unable to capture this
perfectly in either thought or word. The recollections thus conform to a typically
symbolist notion of groping or growing towards some kind of metaphysical verity: a

kind of meaning that is always becoming, robed in words but ultimately ineffable.

* A Pyman, 4 History of Russian Symbolism (Cambridge: Cambridge University Press, 1994), p. 137.
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The Rozanov allusion noted earlier is perhaps especially relevant in this sense:
Rozanov regarded his “fallen leaves™ as slivers of his very soul, artefacts of a living
essence that precede and exceed all discursive logic, philosophical aim or textual re-
working: a sort of automatic writing of the divine life force.?! On the basis of the
centrality of potential, growth and becoming to the infant psyche, Rozanov modelled
his creative persona on a perception of the infant nature as a kind of biological
nirvana. Pyman notes the implications of this outlook for the literary word:

Words cannot be assigned an exact meaning ... they, too, have

‘potential’. To write as the child plays, using whatever small things

come to hand, is to start off a process of growth and change.?
This is precisely the effect that is attained when the vignettes that make up the first
half of Before Sunrise are read together; the notion of an extra-linguistic truth
gestured towards but ultimately indefinable is an abiding feature of this written
‘youth’.

This effect derives from the way that the narratively unconnected episodes in

Before Sunrise are rtendered mutually suggestive through a dense pattern of
metaphoric and metonymic interconnectivity. In a way that is comparable to the
Freudian primary processes of condensation and displacement, the disparate vignettes
coalesce into a kind of unity through shared symbolic resonances. Some idea of this
can be gleaned from comparing two of the vignettes, for instance. the one entitled
‘Someone has Drowned® (‘Kto-to utonul’) and the one called ‘Yes, He's Dead" (‘Da.
on umer’). In ‘Someone has Drowned’ the young narrator recalls witnessing a

drowned youth being retrieved from the river.

*! Tbid, p. 137. See also R Poggioli, Rozanov (London: Bowes and Bowes, 1962), pp. 26-28.

** A Pyman, 4 History of Russian Symbolism, p. 133.
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He is white, like paper. Hs eyes are closed. His arms are spread out

to the sides, and his body is covered up with green twigs. Nearby a

woman 1is on her knees. She stares fixedly at his dead face.”
The narrator learns from a passer-by that the silent staring figure is the drowned
youth’s mother and that her stunned silence arises from the enormity of her grief. The
narrator wills the corpse to move and renounce his death, “but he lies completely still,
and it becomes so terrifying to me that I close my eyes.”*

In the episode entitled ‘Yes, He’s Dead’ (‘Da, on umer’) the narrator witnesses
another scene of a dead man mourned by a distraught woman, although this time it is
the narrator’s father and mother. The narrator remains strangely detached throughout
the episode, watching from a door and unable to replicate the intensity of his mother’s
grief. This detachment he imputes to his having “a closed heart™ (“zakryroe serdltse™).
a phrase echoing a comment his mother made about his father and himself in a
vignette from a few pages earlier.?> Driven mad with “awful grief” (“uzhasnoe gore™).
the mother imagines that her husband may simply be deeply unconscious and resolves

to test his mortality for herself:
Mother unfastens a pin from her blouse. Then she takes father's
hand. And I see — she wants to pierce his hand. I cry out with horror.

“There’s no need to scream”, says mother, “I want to look. perhaps
he’s not dead.”

She pierces right through the hand with the pin. 1 scream again.
Mother pulls the pin out through the pierced palm.

“Look”, she says. “not a single drop of blood. Yes. he's dead. ..

2

2 «On Oenwifi, kax Gymara. [a3a y Hero 3akpBbiTbi. PyKM PackMHYTbl B CTOPOHbI, a TeNO €ro
MPHUKPLITO 3E€NC€HBIMH BETOYKAMH. P’U’.lOM C HUM Ha KONEHAX CTOMT KenwMnHa. OHa NPUCTAIILHO
CMOTPHT B €r0 MEPTBOE JINLO.» 3:533.

24
9 «Ho oH nexuT HeNoABWXHO. Y MHe NenaeTCs Tak CTPALIHO, YTO A 3aKpbIBalo rnasa.» 3:533
= 3:546. Earlier mention at 3:543.

% «Martb oTcreruBaet Gynasky oT cBoeit 6rysku. [lotoM Geper pyky oTua. M s BHxy — OHa XOueT
6ynaBKOH NPOKOJNOTE €My PYKy. SI BCKPMKHBAIO OT yiKaca.

- He Hano xpu4are, - rOBOPUT MaTh. - S XO4Y NOCMOTPETL, MOXET ObiTh, OH HE YMEP.

BynaBkoli OHa MPOKANLIBAET PyKy HackBo3b. Sl CHOBa KpUuY. MaTh BbIHHMaeT GynaBKy 3 MPOKONOTOH
NanoHy.
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As his mother begins to cry uncontroliably again, the narrator cannot look any more:
“I leave the room; | am shaking with fever.””” These two vignettes are distinct in
terms of narrative, time and character, yet they are similar in structure. There is the
same combination of dead man and mourning woman wracked by the unpredictability
of grief. The same bloodlessness of death strikes the narrator: the paper white face of
the drowned youth and the pierced hand that will not bleed. There is even a shared
sense of premature death across the two pieces: the drowned youth is just eighteen;”®
the father is forty-nine - “he’s still young” says the distraught widow.? Both scenes
share a moment of vainly willed defiance in the face of death: by the narrator in the
first; by his mother in the second. Finally, both episodes are too much for the young
narrator to bear: he closes his eyes in terror at the sight of the drowned youth: he
leaves the room in febrile horror having witnessed his mother's mutilating love for his
father. To be sure there are differences: most notably, the drowned youth is a stranger,
while the dead man is the narrator’s father; yet even here, the narrator regards both
episodes with the same strange detachment; this has the effect of eroding the
difference between his relationships with the protagonists.

Shades of the same anamnestic archetype can be seen in many other vignettes.
Pallor and bloodlessness accompany all men who, like the narrator’s father, represent
the dying old world of Imperial Russia. Thus, the imperious patron who has to be
petitioned for a pension following the death of the narrator’s father is “extremely
elderly, slender, pallid” (“ves'ma star. sukhoshchav. bleden™).*° This is even more

pronounced in the episode entitled ‘The Spirit is Higher, Young Man’ (*Dukh vyshe.

» - Nornsmy, - roBOPHT OHa, - HET HY KanenLKu KpoBH. [la, OH ymep...» 3:546.
. <1 BBIXOXY U3 KOMHaThl. Menst TpaceT Jiuxopanka.» 3:546.
**3:532-533.

* «[O]H coBcem MOnOnOH.» 3:546.
*03:591.
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molodoi chelovek’). In this episode, the coquettish wife of a lawyer sends her
husband to swim in the sea while she indulges an awkward flirtation with the

adolescent narrator on the shore. As the lawyer changes for swimming:

I see his stunted body, his sunken, sickly chest, and his feeble arms,

devoid of musculature. Catching my gaze on him, the court official
mutters:

“The spirit is higher, young man. The spirit, and not the body — this
is our concern, our beauty.”

Carefully stepping on the sand, Serge, as if walking on nails, %oes
down to the water. His arms, thin and lifeless, dangle like whips.”'

Although there is no actual death or grief, the lifelessness of the husband’s sickly
physique evokes the powerlessness and immanence of death. while the wife’s roving
eye, ever ready to alight on a new amorous object. indicates not grief, but a completed
mourning for an emotionally dead relationship. The husband’s invocation of the spirit
over the flesh has a degree of desperation, a delusional quality which serves only to
emphasize the pallid, formal, lifelessness of the whole scene.

This is just a small sample of the symbolic resonances which sound
throughout all the recalled vignettes; in this way all are bound into a web of poetic
significance that eludes either concrete meaning or linguistic schema. While
Rozanov’s fallen leaves are left in this amorphous state, deliberately kept safe from
the ‘deadening’ effect of philosophical pretext or editorial plan. Zoshchenko's are
conscientiously edited. They are grouped by date and interspersed with a commentary
in the style of a detached ‘analyst’ figure; this in turn casts the voice that narrates the

recalled vignettes as something like an unknowing ‘analysand’. Both voices remain

31
«$1 BHXY 4axnoe ero Teno. Bnamyio 4axoTounyio rpyib. U kankue pyku, SHmEHHbIE MYCKYNOB.
YBuas Ha cebe moit B30p, cynebHbi# paboTHUK GopMmouerT:

- Jlyx Bbilie, Mononol yenosek. Jlyx, a He Tejo — BOT B ueM Halna 3aboTa. Halla KpacoTa.

OctopoxHo cTynad Ha necok, Cepx. Kak no rBo3afM, MoeT k Boje. Ero pykW. Xylble H
Ge3KN3HEHHDbIE, OONTAIOTCA, KaK ILNETH.» 3:594,
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fully attributable to the author, so the effect that results is of an author re-reading that
automatic writing of his own soul which Rozanov was so anxious to leave untouched.
The process of ordering adopted by the ‘analyst’ is paradoxical and strikingly
complex. The recollections are grouped in such a way that they recede in temporal
sequence: they proceed from 1912 to 1926, before going back to 1899 when the
narrator was five years of age and then proceeding to fifteen years of age, before
going back to the age of two years and proceeding to five. Importantly the dating
convention of these groupings changes half way through: the recollections from the
ages of eighteen to thirty-two are grouped by calendar year (i.e. 1912 to 1926);
meanwhile those from the age of two onwards are grouped according the narrator’s
age without reference to the date. What this obfuscatory schema achieves is to hide
the fact that, although ostensibly covering the age range of two to thirty-two years of
age, there are in actual fact three years missing from the narrator’s anamnesis: from
1909 to 1912 when the narrator would have been between fifieen and eighteen years
old. Crucially though, as with the telling photographic metaphor, the narrator seems
completely oblivious to these not insignificant gaps in the scientific objectivity that he
claims for his method.

As the narrator stretches his memory to reach further and further back in time
he runs up against a predictable hitch: the earliest years of infancy lie beyond the
threshold of memory. To some extent, this is a problem that the narrator had foreseen
all along: at one point he suggests the age of five as the earliest realistic source of
memory because before then he remembers “almost nothing™.*? Yet. when his
recollections from this age yield nothing conclusive, he resolves to try and extend his

memory back even further to two years of age. At this point he reiterates the earlier

32 «51 NOYTHM HTHETO He NOMHIO.» 3:522.
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problem of infant amnesia: “However. it turned out to be not so easy to remember
these years. They were obscured in a kind of deadening fog.”* With some effort, the
narrator struggles to penetrate this symbolist-sounding fog of forgetting:

And there, through the faraway fog of oblivion, I suddenly began to

recollect something like separate moments, snatches, broken-off

scenes, lit up by some kind of strange light.

What exactly could light up these scenes? Perhaps, terror? Or the

psychic agitation of the child? Yes, probably terror and psychic

agitation cut through the obscuring wraps, in which my infant life
was shrouded.**

It will be recalled that “psychic agitation” was to be the “magnesium light” that
illuminated the relevance of particular memories for the explanation of the narrator’s
melancholia; as the definitive criteria guiding the direction of the anamnesis. it
therefore constitutes the first indication of the process of authorial selection and
interpretation which, while little commented on by the narrator, accompanies each
step in the autotherapy described in Before Sunrise. Indeed. the strange illumination
mentioned in the passage above is precisely this flash of penetrating magnesium light:
it is the flash of authorial interpretation and constructive intervention which
complicates the free association that the narrator ostensibly strives for. This of course
distorts the objectivity that the narrator claims for his approach: what purports to be
the impartial outcome of logical deduction begins to resemble a turn in an elaborate
piece of circular reasoning, the outcome of which was determined even before the
process of recollection commenced. Yet again though, the narrator seems unaware of

his transgressions against scientific method.

33

«OnHako, BCTIOMHHTh 3TH FOInl OKa3anoch Henerko. OHM Oblny OBEsHbI KaKUM-TO TYCKJbIM
TymMaHOM.» 3:558.
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The interpretative leaps and interventions of the narrator become an increasing
feature of the process as the reader reaches the end of the anamnestic part of Before
Sunrise; his editorial presence and the concomitant intrusion of his constructive
efforts at the expense of psychological observation becoming more acute. Gregory
Carleton has drawn attention to this aspect of Before Sunrise, noting that “the further
7Zoshchenko’s own search extends into the past, the more his empiricism slides.™*
Indeed, as the narrator reaches the limits of his conscious memory without finding the
key to understanding his melancholia, his active interpretative interventions come to
completely overshadow any dispassionate observation of psychological phenomena.
Unable to stimulate any recollection from beyond “the thick grey fog™ (“seryi plotnyi
tuman™) of infant amnesia, the narrator becomes convinced that the reason for his
melancholic sufferings must lie shrouded in these early years of infancy.*® At this
point he invokes the presiding colossus of the Soviet science of the mind: lvan
Pavlov. The narrator concludes that his melancholic sufferings must have arisen as a
result of neural connections formed according to a Pavlovian pattern during infancy:
“It seemed to me that my unhappiness could have arisen because erroneous
conditional connections were formed in my infant brain, which frightened me in later
life.3” The reason for the resort to Pavlov here is that the extreme plasticity of the
Pavlovian mind seems to offer the narrator hope in his desire “to destroy these
erroneous mechanisms that have arisen in my brain.™*® It is crucial, however, to note
the order of this revelation: the narrator is intuitively convinced that the cause of his
mental ill-health lies in his infancy and that it is aménable to cure before he reaches

for Pavlov to justify his conviction. Pavlovian psycho-physiology does not lead the

3% G Carleton, The Politics of Reception, p.144.
33:563.
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«MHe nokKa3anoch, YTO MO HECYacThe MOTJIO BOSHUKHYTb OTTOTO, YTO B MOEM MJIaIEHUECKOM MO3TY
S,BOSIIaHLI OLUIM HEBEPHbIE YCAOBHbIE CBA3H, KOTOPbIE YCTPAILANH MEHS B NanbHelemM.» 3:568.
** «[...] pa3pylIHTD 3TH OIIKGOYHBIE MEXaHH3MBI, BOIHHUKLLNE B MOEM MO3TY.» 3:568.
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narrator to his conclusion; that conclusion is actually already formed and Pavlov
provides a workable, ideologically acceptable conceptual vocabulary for the narrator
to dress up his conviction in the robes of scientific respectability.

However, the problem is that, for all the reassuring psychic adaptability it
appears to offer, Pavlov’s conception of the mind as part of an open organic system,
shaped in normal function by the external environment, does not leave space for either
subjective knowledge or willed cure of mental affliction. Thus the narrator’s yearning
to sever the erroneous neural connections he believes to lie at the heart of his neurotic
complex is hampered by the absence of a Pavlovian equivalent of the Freudian
transferential space: the means of bringing the pathology into subjective
consciousness. In the end the narrator comes to dream interpretation as the only way
to overcome this problem. As he acknowledges himself, by the twentieth-century.
dream interpretation was all but synonymous with psychoanalysis: nonetheless. the
narrator tries to wrestle the technique from the Freudian stranglehold.*® The irony is
that he does this in ways which recall the arguments Freud himself used in
commending the technique to a skeptical medical establishment.*® Thus. he stresses
the classical origins of dream interpretation and he makes the argument that it offers a

temporary solution while neurological science is insufficiently developed to offer an

alternative:

Science is incomplete. Truth is the daughter of time. Other. more
accurate approaches will be found. For now though, with the help of
thorough dream analysis, we can catch a glimpse into the far away
world of the infant, into that world not controlled by reason, into

that world of oblivion, where sometimes the source of our
misfortunes originates."’

3 3.569-571.

'S Freud, The Interpretation of Dreams, in The Standard Edition of the Complete Psvchological
Works of Sigmund Freud (London: Vintage, 2001), Vol. 4. '

41
«Hayka HecoBeplueHHa. McTvHa — noub BpeMeHH. ByneT Halinenbi unie, 6onee Tounbie nyTH. [oka
e C NOMOLUbIO TILATEILHOTO AHANH3a CHOBUAEHHA Mbl MOXKEM 3ariIIHYTh B AaNeKuii MUp MJaAeHLa, B
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The narrator tries to recall his dreams and realizes that he is haunted by the recurrence
of three particular dream motifs: “And here 1 recalled that most often I see tigers
which come into my room, beggars who stand at my door and the sea in which I
swim.” In a way that recalls Freud, the narrator then begins to analyze these motifs
as complex constructions of the dream-work which are broken down further into a
complex of four “painful objects” (“bol'nye predmety™) grounded in infant traumas.
These painful objects are: water (voda), the hand (ruka), the breast (grud") and
the stroke or blow (udar).* The image of the tiger, primarily in its roar and predatory
nature, is held to be a symbol which combines aspects of the punishing and vengeful
‘hand’ and the shock of the *stroke” or *blow’. It is suggested that the preconscious
origins of the image are to be found in an infant operation performed on the narrator
without anesthetic.** The image of the beggar, with his outstretched hand and hungry
lovelessness. unites the *hand’ that deprives with the ‘breast’ that nourishes, forming a
neurotic ambivalence directed at care, nutrition and ultimately all woman-kind. It is
thus unsurprising that the origins of the beggar motif turn out to be located in two
specific weaning traumas. The first pertains to the narrator’s mother encouraging him
to wean by smearing quinine on her nipples. thus forming a pathological association
in the mind of the infant between women. food and poison.*’ The second trauma
concerns an incident when the narrator’s mother dropped him while feeding during a

thunder storm; the combination of the clap of thunder and interrupted feeding was

TOT MHP, KOTOPbIA He KOHTPOJIMPYETCA Pa3yMOM, B TOT MUp 3abBeHus, oTkyaa uHoH pas GepyT Hauano
WCTOYHHKY Hawux 6en.» 3:575.

42

«H TYT f IPUNOMHMA, YTO Yaui€ BCEr0 A BHXKY THrpOB, KOTOpbIE BXOAAT B MOK KOMHATY, HHUILHX,
ngopble CTOSAT Y MOMX ABEpel, H MOpe, B KOTOPOM A Kynawch.» 3:576
*3:613.

4 3:608-610.
453:610.
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apparently amplified by the terror of the mother which the infant narrator literally
~imbibed with her milk.”*

There is a pleasing economy to the complex of “‘painful objects™ uncovered by
this process. From the perspective of the melancholic narrator, their principal benefit
is that they allow the psychodynamics of his melancholic neurosis to be formed into a
narrative. Thus they are rendered at once visible to his conscious self, amenable to
understanding and, because all stories can be re-written, amenable to adaptation. In
terms of the cure he claims for himself, this allows the narrator to historicize his
depression by positing the cause of his neurosis in an infant reality that can be
plausibly rejected as having no meaning in the psychic world of the adult.
Importantly, these same “painful objects™ resonate satisfyingly with the recalled
vignettes that make up the first half of the book. Turning back, for instance. to the
first recollection entitled ‘I'm Busy" (‘la zaniat’), the reader particularly notes that the
frustrated young wife making eyes at the adolescent narrator is described as “like a
young tigress from the zoological gardens - such bright, radiant. blinding colours.™’
What passed by as merely evocative description when read first time around. now
seems dense with psychological significance when re-read in the light of the “painful
objects™: the image of the young, flirtatious. married woman as a caged tigress whose
bright coloration builds progressively to blinding seems to contain within itself the
ambivalent allure and threat that Zoshchenko's dream analyses located in the
symbolic ‘breast’. Moreover. it will be remembered that the tiger was a recurrent
dream motif linked to the ‘hand’ of punishment and the ‘stroke’ or “blow’. the
expectation of punishment is a potent part of the heady mix of burgeoning young

desire and conjugal proscription that permeates this whole episode. All the other

4% (Sl Bcocan ¢ ee MOTIOKOM.» 3:611,
47

«OHa MOXOXe Ha MONOAYI0 THIPHLY M3 3000TMHECKOTO Caja — TaKue >Ke sPKHe, CHSIOLIHE.
ocnenyTeNbHbie KPacku.» 3:463.
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vignettes, with their catalogue of floods. drownings. storms, thieves. beggars, animals
on the loose and strained relations with women, are just as responsive to interpretation
in the light of the “painful objects™. The extensive symbolic resonances that emerge
on re-reading the vignettes serve to lend a kind of retrospective credence to the later
dream analyses and the complex of “painful objects” in which they result.

Irene Masing-Delic characterizes this aspect of Before Sunrise as structurally
akin to a mystery story.*® By this, she means the way in which ‘clues’ set in the first
half of the book feed into the ‘discovery’ of the “painful objects” and create the
heuristic effect that is intrinsic to the genre. However, her metaphor is also interesting
in a perhaps unintended way: the heuristic aspect of any mystery story is carefully
constructed to create its desired effect; much the same can be said about the heuristic
aspect of Before Sunrise itself. The sense in which the revelatory outcome is subtly
constructed is implied by the way that dreams repeatedly appear as if in answer 10
questions posed in conscious thought. Thus, Carleton notes that the narrator’s dream
analysis “has the tendency not just to uncover but to produce the desired data™.%
Pondering the place of the ‘hand” in the tiger motif. for instance. the narrator suggests:
“And here, while analyzing this symbolic image of the tiger. 1 had a dream which
corroborated the accuracy and correctness of this symbol.”™ It is difficult in this to
separate the mutual suggestiveness of the two reflections: this is a problem because.
for the narrator’s dream interpretation to attain the scientific objectivity he claims for

it, it is important that the dream be impartial and unmotivated. Another similarly

confused sense of dream, memory and desire impossibly entwined together can be

seen a page earlier:

“% | Masing-Delic, ‘Biology, Reason and Literature’, p.79.

4 G Carleton, The Politics of Reception, p.144.
50

«H BOT, aHANHM3MpYys 3TOT CHMBONMYeckHi o6pa3 THrpa. s yBWAEN COH, KOTOpbifi NOATBEPAWN
TOYHOCTb ¥ MPABWILHOCTb ITOTO CHMBONA.» 3:608.
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I remembered a dream from long ago. Perhaps it wasn’t even a
dream. Perhaps my memory had preserved something which had

actually hapPened at some point; but this remained in my memory
as a dream.”

Again, it is difficult here to disentangle what causes what; the effect is that the
reliability of all the epistemological components of this process of self knowing
become equally prejudiced.

This situation becomes still more ambiguous when one realizes that the
specific infant traumas, the knowledge of which was instrumental in fixing the
meaning of the dreams, were arrived at primarily by raiding the stock of family
anecdotes. The narrator’s knowledge of them thus preceded the interpretative project
described in Before Sunrise and so they hardly qualify as the outcome of objective
psychological observation. This is made explicit when the narrator actually describes
his mother relating his infant eccentricities (including the important weaning
traumas): “while recalling these eccentricities, mother would say that all this probably
arose because of her.”>? Not only has the narrator’s mother planted these ideas in his
head, she even offers them as the plausibly sounding psychological origin for which
they later become used in the autotherapeutic narrative staged in Before Sunrise.
Zoshchenko’s mother died in 1920, six years before the autotherapeutic process
described in Before Sunrise commenced; therefore this discussion and the crucial
information it yielded must have taken place before the dream interpretations that the
narrator describes. In fact. the reader does not even have to know the actual date of

Zoshchenko’s mother’s death to work out that it, and the crucial information about

weaning, predated the autotherapy described in Before Sunrise: her funeral is actually

51
«51 BcnoMHUN naBHHUH COH. BbITh MOXKeT, Jaxke 3To He 6L COH. BuITh MOXET, NaMATL COXPAHUAA TO,
;;270 KOFa-TO NMPOM30IIN0 HasABy. HO 3TO 0CTaNnoch B NaMATH KaK CHOBHAEHUE.» 3:607.

«I(])pnnounuax 3TH CTPaHHOCTH, MaTh FOBOPWJIA, YTO BCE 3TO, BEPOATHO, BO3HWKNO M3-3a Hee.»
3:610.
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described in one of the book’s recalled vignettes for the period 1917 to 1920.

implicating her in the process of recollection and making for a confusing circularity of

psychological reference.”

The narrator’s claims of scientific objectivity are further dented by the fact
that his dream analysis stimulates a whole raft of extra recollections to confirm his
conclusions, but which he was strangely unable to recover during the anamnestic part
of Before Sunrise. Before relating a collection of such memories he admits:

I probably wouldn’t have remembered these scenes if 1 hadn’t

already thought about what I'm thinking about now, trying to

understand from where this pain, this joy and regret arise. 4
This sense of an interpretative logic creating its own corroborating evidence becomes
even more obvious in the later parts of Before Sunrise, especially once the narrator
has effected his cure. He reinforces his new outlook by dredging up other memories
which, although contemporaneous with the melancholic recollections of the first half.
seem to be free from the pathological symbolism that characterized the early ones.
That these memories confirm the new pattern of his thoughts is proudly emphasized
by the narrator. Before relating the story entitled ‘Poor Fedia® (‘Bednyi Fedia’). the
narrator notes: “This is a story from ages past. And I would not have remembered it.
but the conclusions which I reached unexpectedly revived this story in my
memory.”*> A similar sentiment is expressed at the start of the next recollection
entitted ‘I'd Rather Go Blind’ (‘la luchshe oslepnu’): “I also wouldn't have

remembered this story if my conclusions hadn’t coincided with it."* The narrator's

pride in the way that memory now answers to his reasoned command is a reflection of

*33:500.
54

«O06 3THX cLEHaX %, BEPOSTHO, U He BCNOMHWA Obl, ecniy 6 He noxyman o Tom, 0 4eM JyMalo Tenepb,
g:srapaucb NOHATH, OTKYa BO3HHK/A 3Ta 60Nk, 3Ta PanoOCTh M COXKaNEHHe.» 3:593.

«3TO OveHb NaBHsaa MCTOpUA. U 1 Obl He BcnoMHMn © Heli. Ho BblBOIbI, KOTOpbie % clenan,
HEOXHMAAHHO, BOCKPECWIH 3Ty HCTOPHIO B Moel naMaTH.» 3:636.

56
«3ITY UCTOPHIO A TAKKE HE BCTIOMHI Obl, €CJIH 6bl MOH BbIBOZbLI He COBNAH ¢ Hell.» 3:637.
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his claim to have restored rational control over the subconscious elements of his
psyche. However, there is surely a danger here of the narrator. so to speak, having his
cake and eating it: if the memory is that susceptible to suggestion then it must further
call into question the objective validity of the earlier anamnestic section on which the
whole interpretative structure of Before Sunrise is built. However, characteristically,

the narrator still remains oblivious to these transgressions against scientific

objectivity.

Escaping Melancholic Selfhood

All this raises the obvious question: what exactly to make of the narrator’s
conspicuous but unacknowledged failure to live up to his own scientific standards.
The question is not insignificant, for whatever the reader takes from Before Sunrise
will be totally dependent on how he evaluates the outcome of the melancholic
autotherapy that is the book’s self-proclaimed raison d'étre. The transgressions
against scientific objectivity are altogether too blatant to be simply ignored by the
serious reader; yet, by the same token, they have to be reconciled with the spirit of a
book which, both explicitly and implicitly, demands that the narrator’s autotherapy be
taken at face value. The way to move beyond this impasse can perhaps be deduced
from an altogether unexpected source: Tsesar’ Vol'pe’s sensitive analysis of Youth
Restored. In seeking to understand how the reader should approach the all-important
commentary in that work, Vol'pe identified three common modes of reading Yourh
Restored. firstly, where the book is read as a straightforward scientific treatise which.
in its failure to attain methodological objectivity, can be rejected as flawed: secondly,
where it is read as a straightforward scientific treatise which, despite occasional error,

nonetheless makes valid, scientifically credible points; thirdly. where it is read as an
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ironic parody of the whole notion of scientific objectivity.”” For Vol'pe none of these
strategies is completely adequate to understanding the complexities of Youth

Restored; instead Vol'pe posits an approach which acknowledges that:

The commentary [of Youth Restored] is written by Zoshchenko in
all seriousness. And although Zoshchenko shows his ‘author’ to be a
slightly naive philosopher of life, nonetheless Zoshchenko is
interested in ‘elevating’ the author, and not in enabling his

discrediting, he is interested in bringing the ‘authorial mask” closer
to his own authentic writer’s voice.’

Although written with Yourh Restored in mind, this observation would seem to
be equally perspicacious in relation to Before Sunrise. The three common readings
that Vol'pe discerns find ready examples amongst critical approaches to Before
Sunrise.”’ However, much more importantly, Vol'pe’s prescription of a nuanced
reading style which acknowledges both the seriousness of the narrative voice and the

small degree of distance separating it from the voice of the writer is essential to a

T Ts Vol'pe, Iskusstvo nepokhozhesti, pp. 232-235. Vol'pe never had the chance to extend this
perceptive understanding of Youth Restored to Before Sunrise; he was killed whilst trying to escape the
Leningrad blockade in winter 1941, almost two years before the latter work appeared. Nonetheless, he
was aware of the work on Before Sunrise (then under the working title The Kevs of Happiness (Kliuchi
schast'ia)) and had been told by the author of its connection with Youth Restored (see p. 315 of the
same source). Thus it is perhaps not excessively inappropriate to apply some of his insights into the
early book onto the later one as well.

38 «(KomMmenTapuil Hanncad 30LIEHKO C NOJHOM Cepbe3HOCThIO. M X0Ta 3011EHKO NOKa3lblBaeT CBOEro
‘aBTOpa’ HECKOJBKO HaMBHbIM (Hnocopom *XHu3HK, HO 3OLUEHKO 3aHHTEPECOBAH B TOM, YTOObI
‘MOIHATL’ aBTOpa, @ He CnocoOCTBOBaTh €ro NHCKPEAMTALUMM, 3aUHTEPECOBaH B TOM, YTOOLI
npHUbIM3XTD ‘aBTOPCKYIO MAaCKy K NOMIHHHOMY nucaTenbckoMy ronocy.» Ts Vol'pe, Ibid. p. 235.

%% Gregory Carleton would be an example of the first type: he interprets the transgressions of objective
method as an indication of a failed attempt to secure definite knowledge of the self (see G Carleton,
The Politics of Reception, pp. 146-160). The second type of reader is reflected in those
psychoanalytically or autobiographically orientated approaches to Before Sunrise which seek to
understand the book as a simple transcription of Zoshchenko’s own autotherapy (Examples include V
von Wiren, ‘Zoshchenko’s Psychological Interests’, Slavic and East European Journal, 11 (1967), 1,
pp-3-22; 1 Masing-Delic, ‘Biology, Reason and Literature’, pp. 77-101; T P Hodge, ‘Freudian Elements
in Zoshchenko’s Pered voskhodom solntsa (1943)°, Slavonic and East European Review. 67 (1989), 1:
1-28. See also Krista Hansen’s autobiographical readings of the work: ‘Kto vinovat? Guilt and
Rebellion in Zoshchenko’s Accounts of Childhood’, D Rancour-Laferriere (ed), Russian Literature and
Psychoanalysis (Amsterdam & Philadelphia: John Benjamins, 1989), pp. 285-302. ‘ Autobiography and
Conversion: Zoshchenko’s Before Sunrise’, ] G Harris (ed), Autobiographical Statements in Twentieth-
Century Russian Literature (Princeton: Princeton University Press, 1990), pp.133-153.) An example of
the third type is Rachel May who advances an interpretation of Before Sunrise as an ironic exercise
exploring themes of censorship, both public and private (See R May, ‘Superego as literary Subtext:

S;(;r)y and Structure in Mikhail Zoshchenko's Before Sunrise’, Slavic Review. 55 (1996). 1. pp. 106-
124).
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proper understanding of the lonely melancholic narrator of Before Sunrise. A “slightly
naive philosopher of life” describes him perfectly, his naivety telling principally in his
complete unawareness of the scientific limitations of his self-styled. scientific
autotherapy. Importantly, the constructive and interpretative efforts which erode the
objectivity of the narrator’s autotherapy are made fairly obvious for the reader; the
effect of this is to posit a degree of distance between the naive narrator and the writer.
To be sure, the narrator of Before Sunrise is brought much closer to the “authentic
writer’s voice” than in Youth Restored (or indeed any other fictional work of
Zoshchenko’s for that matter); narrator and writer share both name and biography, but
they are still not perfectly synchronized: if they were, the narrator could not be
portrayed as naive. It is important to note, as Vol'pe does, that this intimation of
naivety in the narrator’s voice does not function to ridicule or demean him; in Before
Sunrise it has the more subtle purpose of allowing the reader to see all the unscientific
obfuscation behind the narrator’s technique, without the narrator himself having to
lose faith in it. In this lies a crucial point: no matter how much the reader may doubt
the scientific claims of the therapy, the narrator is always utterly convinced by it. This
underscores an important aspect of the therapy: it aims primarily at the creation of
subjective meaning; thus, its efficaciousness will only ever be relevant in equally
subjective terms. In a very real sense it does not matter whether the technique is
scientific or not; it does not matter whether it convinces others through its objective
correctness; if it drives the narrator’s private melancholic torments into abeyance then
it has worked on its own terms and has achieved something of no little importance.
The subjectivism of this process breaks out into the open at the point of ‘cure’.
The mock-objectivity of dream analysis and anamnesis quickly coalesces into the

description of the final confrontation with unreason as, quite literally, mortal combat
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at close quarters. As the narrator closes in on the subconscious basis of his neurosis,

he is struck by terror:

This terror held me tenaciously in its embrace; and it did not leave

me right away. It gripped me all the stronger the further 1 pushed

into that startling world, the laws of which I was for so long unable
to understand.®

Completely gone now is the language of science, to be replaced by a heightened

rhetoric of pitched struggle. As he pushes further into his subconscious, the narrator is

confronted by a horrifying vision:

The light of my reason lit up horrific slums, where terrors lurked,

where barbaric forces found a refuge for themselves, those forces
which had so darkened my life.*'

Those barbaric forces recall the references to the philosophy of Fascism as “a return
to barbarianism™ (“vozvrar k varvarstvi™);% thus the struggle against subconscious
forces is again equated with the epic national struggle against the Nazi horde. This
association is reinforced by the narrator’s adoption of military terminology to describe
the course of the struggle: “These forces didn’t pull back when 1 came right up to
them. They took up the fight; but this fight was already unequal.“63 The rhetoric of
battle continues as the narrator begins to prevail in his struggle with his subconscious

self: “my consciousness controlled his [the unconscious opponent’s] activity. Already
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«3TOT CTpax LEMKO Aepxkal MeHS B CBOMX 00BAThAX. Y OH He cpasy octasun mens. OH Ckuman
MeHS TEM CHIIHee, ueM riyOxke s IPOHUKAN B TOT NOpa3HTelNbHbl} MHD, 3aKOHb!I KOTOPOTO A TaK NOJiro
HE MOT TIOHATb.» 3:625.
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«CBET MOEro pasyma OCBETH] YXacHble TPYIOGbl, Tle TaunWCh CTPaXH, rlie Haxoawin cebe
TNPHCTAHHILE BapBAapPCKHe CHIIbI, CTONIb OMPAYaBLINE MOIO XH3Hb.» 3:625.
62 See for example 3:574.

6
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yoke HepaBHbif.» 3:626.
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with ease. 1 parried his strikes. Already with a smile, 1 met his resistance.”® It even
holds until the end, when, having grown weak, “the enemy ran.”®

In the end. the cure turns out to consist in subjecting the subconscious psyche
1o the dictates of reason. This is something that the narrator suggests with a series of
rhetorical questions once the battle is done and the cure has apparently been effected:

However, where exactly did the cure come from? Which

mechanisms were repaired? Why did age-old terrors bid farewell to
my person?

They bid me farewell only because the light of my reason
illuminated the illogicality of their existence. 66

However. the rather vague invocation of “reason” really raises more questions than it
answers. In fact, despite reason being evoked constantly throughout the remainder of
Before Sunrise and being elevated into the guiding motif of the latter half of the book.
the teader is never offered a conveniently explicit definition of exactly what the

narrator means by reason. The vagueness surrounding such a prominent term can only

function to invite readers to reflect on what might be meant by reason for themselves.
It is important to note in this regard, that the reference in the passage just quoted is to
“my reason”; it does not refer simply to “reason” in the abstract. Thus, the appeal here
is definitively not to some kind of abstract rationalism, much less to some kind of
Hegelian universal spirit. The healing reason that the narrator credits for his cure is

something rooted in the self; it is above all an attitude of subjective orientation in the

world.

«[M]oe co3HaHHe KOHTPONHMPOBANO ero NEACTBUA. Yike ¢ IErKOCTbIO # NApMPOBaN €ro yaaphi Yxe ¢
yNLIGKO# 5 BCTPedan ero COnpoOTHBICHHE.» 3:626.
6% «Bpar 6exan.» 3:626.

«OIHaKo oT4ero xe npuino uineyeHue? Kakue mexanusmbl Obutn ucripaBneHni? TloueMy naBHue

CTpaxy MPOCTHIIMCH ¢ MOel 0c060H? / OHM NPOCTHINCE CO MHOM TONBKO JHLIL TOTOMY, YTO CBET
MOEro pasyMa OCBETHJI HENIOTHYHOCTh HX CYIIECTBOBaHMUS.» 3:627.
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In fact, as the continuation of the passage cited above reveals. reason for the
narrator is more accurately a subjective orientation rowards the world: adopting the
Pavlovian-sounding jargon that he has made his own, the narrator explains:

These terrors were tied up with those objects, which were not
dangerous in the way that the infant perceived.

To sever this conditional, erroneous, illogical connection — that was
the task.

I severed these connections. I separated the genuine unfortunate

events from the conditional objects of fear [those “painful objects™}.

I invested these objects of fear with their true meaning. And this

constituted the cure. The absence of logic was cured by logic.”’
When the patina of Pavlovian terminology is rubbed away from this passage. the
reader is confronted with a kind of subjectively-willed psychological reorientation in
the world that has absolutely no basis in the Pavlovian theory of the mind. In fact,
more than Pavlov, this sense of the reevaluation of the individual psychological
relation to external reality recalls that Aurelian stoicism advanced earlier in Youth
Restored. For the narrator of Before Sunrise. reason would seem to reside primarily in
the exposure of internal psychic realities to the external world and their subsequent re-
appraisal in the light of the encounter. Interestingly. in this he approaches (although
almost certainly without knowing it) the Kleinian notions of integration and mourning
as psychological strategies for containing the depressive position. It will be
remembered that, for Klein, a degree of influence could be exercised over the
inscrutable, destructive forces raging inside the psyche through the appeal to objects

in the external world on which introjected psychic objects were based. By appealing

to the objective prototypes of internal objects in the external world. internal psychic
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BOCTPMHAN MnaneHell. / Pa3jopBaTe 3Ty yClOBHYy10, HEBEPHYIO CBSi3b — BOT B YeM Obina 3anava. / Al
pasopBan 3TH CBS3H. PasbenuHWI nonnuHHble Gelbl OT YCNOBHbIX 0GbEKTOB ycTpaiueHus. [lpuaan

3TMM O0bEKTaM YCTpalleHMS WX MWCTHHHOE 3HaueHne. U B 3ToM W 3aKI04aNOCh HINEUEHHE
OTcyTCTBHE JIOTHKH NEYWIOCH NOTUKO#.» 3:628.

368



realties could be rendered, to a degree at least, amenable to integration into the world
beyond the self. Thus, for Klein, as for the narrator of Before Sunrise. the ‘rational’ is
constituted by the rooting of selfhood in the world beyond the hermetic circularity and
interminable self-reflection of melancholic subjectivity.

This sense of finding some purchase over an otherwise unknowable inner
psychic reality in the world beyond the subject is a key element of the cure described
in Before Sunrise. Thus, just before the moment of cure, the narrator notes:

Before 1 would suffer defeat in the dark, not knowing with whom 1

was fighting, not understanding how 1 must fight. But now, when

the sun had thrown light on our duel, I saw the pitiful, barbaric face

of my enemy. I saw his naive ruses, I heard his war-like cries, which

so terrified me before. But now, when 1 had learnt the language of

the enemy, these cries stopped frightening me.*
This idea of throwing sunlight into the dark recesses of the subconscious is a theme
that runs right through Before Sunrise. The sunlit duel is a telling metaphor in this
regard: the duel, traditionally conducted in the half-light of dawn to make the
individual duelists harder to discern. is now opened up to the full light of day with the
result that the absurdity of the struggle is made manifest. Thus. it is the appeal to
external reality that constitutes the redemptive light of reason for the narrator; it is this
turning outward which enables incompatible psychic realities to be confronted and

tamed, perhaps even to be overcome.
The dueling metaphor above illuminates another important aspect of the
reason invoked by the narrator of Before Sunrise: its definition is wholly dependent

on an acknowledgement, albeit implicit, of the existence of unreason. In the same way

as light is meaningless without darkness, so it is only in contrast with the earlier

68

«S1 paHblue Tepnesn NOPaXeHHs B TEMHOTE, He 3Has, C KEM A GOPIOCh, He MOHWMAs, KaK % AOJKEH
Goporbca. Ho Temeps, KOTIa CONHUE OCBETHIIO MECTO MOENHHKA, i YBUIEN KalKylo W BapBapCKyio
MOpIY MOEro Bpara. 51 yBuaen HauBHbIe ero YJIOBKH. S yC/blllan BOMHCTBEHHbBIE €r0 KPHKH, KOTOPbIE

MEHA Tak ycTpallaid paHble. Ho Teneps, KOria § HayuHica A3bIKy Bpara, 3TH KPHKY NEPECTANIN MEHA
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dueling in the dark that the transfiguring light of reason in this metaphor has any
obvious meaning. Thus, paradoxically enough, reaching an understanding of the
nature of human reason relies precisely on reaching a similar understanding of the
nature of human irrationality: those “naive ruses” and that “language of the enemy”.
The implication of this is that reason, however ambitious the narrator’s claims for it
may be, can never absolutely supplant the irrational without in turn supplanting itself.
This non-metaphysical understanding of human reason means that the cure which the
narrator claims for himself must, by necessity, be provisional. In fact this is something
that the narrator himself hints at heavily at several places in Before Sunrise. Shortly

after the cure has been effected he notes of the neural reflex which structured his

pathological associations:

I cannot say that this reflex has disappeared completely. Some
symptoms of a mechanical order remain. But logic has rendered
them completely harmless — they have stopped being accompanied

by terror. And on the strength of this they have gradually begun to
fade.

The symptoms have thus been tamed perhaps, but definitely not abolished. However.
perhaps the most important statement of the provisional nature of the cure comes at
the end of the novel, just before the afterword; here the narrator asserts; "It won't do
for the lowest forces to gain the upper hand. Reason must keep on winning."”" The
reason for this rather gratuitous translation is to emphasize the fact that the “winning"
referred to is imperfective: pobezhdat’ rather than pobedir’. The significance of the
imperfective here becomes clearer when contrasted with the ending of Evgenii
Zamiatin’s novel We (My, 1921) whose final line Before Sunrise recalls. Victor

Erlich, who noted the coincidence. contrasts the two lines in terms of the obvious
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«S He MoOry cKa3aTb, YTO 3ITOT pednekc ucues NoNHOCTHIO. HexoTopbie CUMITOMBI MEXAHMHECKOTO

nopsaka octanuck. Ho noruka ux nonHocTsio oBesspeawia — OHM NEPECTANH COMPOBOXKNATHCS
CTPaxoM. Ml B CHITY 3TOTO OHM CTall¥ NOCTENEHHO YracaTh.»3:629.

70
«He neno, 4T0OkI HU3LIME CHIIBI ONEpPXKHUBANH BepX. Jlo/keH nobexnaTh pazyMm.» 3:691.
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irony in Zamiatin’s example;’' however, just as important is the fact that Zamiatin's
line is perfective to Before Sunrise's imperfective: “reason must win in the end.””
The Zoshchenko narrator’s imperfective line suggests an iterative struggle in which
reason must prevail again and again. Just like Melanie Klein’s, Zoshchenko’s
understanding of the psyche eschews fixity, viewing the rational ego as a life’s work
undertaken under the auspices of an open future.

This interdependence of reason and unreason is reflected in the
interdependence of the two halves of Before Sunrise: the ‘rational’ half would not
make sense without its ‘irrational’ foundation; the aesthetic attributes of the
‘irrational’ foundation require the ‘rational’ half to achieve a sense of philosophical
completion. In fact, of the two, it is only the ‘irrational” part that is aesthetically self-
sufficient; this fact does not escape the narrator who anticipates readers. on
encountering the ‘rational’ half of Before Sunrise. begging him “to write in the way
he began.”73 He explains that: “With the greatest of pleasure 1 would have fulfilled
this legitimate demand; however. the theme does not allow this to be done.”™ The
theme being the deliverance from the subconscious irrationality elaborated in the first
half of the book, the narrator’s response would seem to make sense: however. the

importance of unreason to the whole undertaking and the need to find a means of

representing it remains.

"'V Erlich, Modernism and Revolution: Russian Literature in Transition (Cambridge MA: Harvard
University Press, 1994), p.177. Erlich notes of the coincidence that “there is no reason to assume that
Zoshchenko was deliberately echoing Zamyatin™; indeed We was branded anti-Soviet on completion
and remained unpublished in the USSR until 1988, so there can be little likelihood that Zoshchenko
encountered the work legitimately. However, it should be noted that Zamiatin was one of
Zoshchenko’s teachers at the Petrograd House of Arts in 1921 when he was revising We: it is perhaps
not beyond the bounds of possibility that Zoshchenko encountered the book. or parts thereof, either in
manuscript form or through readings. Ultimately, all this must remain speculative: however, the
closeness of the citation, in terms of phraseology, theme and textual position, remains striking in the
extreme.

7 «[Plasym nomxen noGemutb.» E Zamiatin, My in Izbrannye proizvedeniia (Moscow: Sovetskaia
Rossiia, 1990), p. 154,
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«[...] nucaTe Tak, kak OH Hauan.» 3:642.
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«C npeBeNHKHM YNOBOJALCTBHEM $i MCMOJIHUN 6bl 3TO 3aKOHHOE Tpebopanue. OaHako Tema He
NOTMYCKaeT 3TOro cienarth.» 3:642.
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It is interesting in this regard that the dueling in the dark passage quoted above
alludes to the discovery of “the language of the [irrational] enemy™ that lurks in the
unconscious. If the narrator found the language of conquering reason in his
idiosyncratic, Soviet-sounding, Pavlovian voluntarism, then it is of no small
importance that this is complemented by a language of vanquished unreason worked
out mainly from the literature of Russian Symbolism. This tells particularly in chapter
headings containing the parts of the book dealing with the unconscious: the recalled
vignettes are mostly collected in the chapters entitled ‘Fallen Leaves’ and ‘A Terrible
World’ (‘Strashnyi mir’); as suggested already, the first is an allusion to a work by
Vasilii Rozanov, but the second is also a Silver Age allusion. evoking a poetic cycle
of this name by Aleksandr Blok (1909-1916). This cycle includes the poems that
make up ‘Danses Macabre’ (‘Pliaski smerti’, 1912-14). one of the poems of which
also provides a title for the chapter in Before Sunrise in which the narrator analyses

his dreams of water: ‘Dark Water’ (‘Chernaia voda’). In fact. the opening stanza of

this poem is quoted in full in Before Sunrise:

Ancient, ancient dream. From the gloom
Street lamps are running — but where t0?
Over there is only dark water,

Over there is only endless void.”

The poem actually plays a definitive part in fixing the meaning of the water motif that
torments the narrator through his dreams. Noting early in the chapter a dream
characterized by “turbid, almost black water™ (“mutnaia. pochti chernaia voda™). the
narrator immediately remembers the stanza just quoted and comes to the conclusion

that: *“1 was running from dark water, from an ‘endless void'."”* The closeness of the
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«Crapuilt, crapbit con. M3 mMpaka | ®onapu GeryT — xyna? | Tam — nuuib uepkas sona, | Tam — NHwb

3abBeHbe HaBceraa.» A Blok, 'Pliaski smerti' in Stikhorvoreniia (Leningrad: Sovetskii pisatel’, 1955), p.
358 [pp. 356-363). For citation in Before Sunrise see 3:578.
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fit between the dream and the poem makes the poetry seem almost subcutaneous. part
of the narrator’s unconscious, perhaps even the language of that unconscious.

The reader is thus little surprised to learn that with the cure comes a rejection
of this Silver Age-inflected language of unconscious dream and memory. This
rejection is absolutely not a judgment on the quality of the poetry: the narrator
describes the “outstanding verses, outstanding poetry” (“otlichnye stikhi, otlichnaia
poeziia”) of his youth;77 Briusov is described as “not a bad poet at all” (“ochen’
neplokhoi poet”);78 Blok is praised to the hilt: “Blok, like a focal point, united in
himself all the sentiments of his time. But he was a genius. With his genius, he
ennobled everything that he thought and wrote about.””® What the narrator claims to

take issue with is a kind of pervasive cult of melancholia that he finds in the works.

Talking of Briusov, the narrator asserts, without a hint of irony:

But how unbalanced he was! What melancholia overcame him from
time to time! What hysterical notes can be heard in his music, in his
thoughts! What a catastrophe resides in his heart!®

However, there is perhaps a sense in which the narrator is castigating himsel{ as
much, if not more, than Briusov: one feels that the narrator’s impassioned rejection of
poetry so obviously ingrained in his soul has a great deal to do with the rejection of a
part of himself for which that poetry stands. He twice refers to it as poetry “of my
time” (“moego vremeni™), moreover, he remains deeply affected by it: *I won't hide it

from you — tears appeared in my eyes when 1 suddenly recalled these forgotten

77 3:599.
8 3:600.

79
«Bnok, kak B (oxyce, coeanHun B cebe BCe uyBCTBa CBOero Bpemenn. Ho oH Gbin renuit. OH
obnaroponn CBOMM reHHEM BCE, O YEM OH DyMman, nucan.» 3:600.

80
«Ho kako¥ oH HepoBHbift! Kakas Menanxonus ononepaet ero no spemeHam! Kakue uctepuieckne
HOTKH CJIbILIATCA B €ro My3bike, B ero Mbicnsx! Kakas katactpoda npucytceyet B ero cepaue!» 3:600.
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sounds.”®! But. perhaps most revealing in all this is the narrator's admission that: *
was crying for that sad poetry which was akin to me.”%

If the intertextual echoes of the Silver Age are invoked to be rejected as part of
the rejection of an irrational selthood, divorced from reality, then it is interesting to
note that the rational selfhood advanced in its place is marked by its own intertextual
allusions. Perhaps most interesting among these is Tolstoy’s A Confession (Ispoved').
The ‘rational’ discussion of the achievements, exploits and potentials of human reason
covers three chapters, the headings of which are ‘Reason Conquers Death’ (‘Razum
pobezhdaet smert’), ‘Reason Conquers Suffering’ (‘Razum pobezhdaet stradaniia’)
and ‘Reason Conquers Old-Age’ (‘Razum pobezhdaet starost”). These same three
human inevitabilities lie at the heart of Tolstoy’s spiritual and existential crisis in 4
Confession; he is prevented from participation in life because: I knew that there was
old age, suffering and death.”®® The outcome of Tolstoy's crisis was a realization of
the faith needed to stabilize rational meaning; the citation of him in a section
concerned overwhelmingly with human reason has the function of enlisting precisely
this aspect of 4 Confession. However, it is not Tolstoy’s Christian convictions that are
invoked, rather it is the notion of belief in a purely psychological sense: conviction as
a precondition of rational thought. It is interesting in this regard to note that the
narrator of Before Sunrise reverses the order of Tolstoy's depressing litany of
existential limitations: Tolstoy's builds from old age to death: the narrator’s the other

way around. The inversion implies a sense in which Tolstoy’s schema has been turned

on its head: the most obvious way being that 4 Confession is a personal work which

8! «He cKpOI0 OT Bac — y MeHS NOABHAACH CNE3bl Ha rnasax, Koraa s BApYr NMpUNOMHKN 3TH No3abbiTbie
3By|<u » 3:599.

«[ﬂ] OMaKMBAIO Ty NEYANBLHYIO NMOI3HI0, KOTOPas Gblia MHE CPOLHK.» 3 599
¥ «[3]Han, uTO eCTb CTAPOCTD, CTPaNaHK, cmepTh.» L Tolstoi, Ispoved', p
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gives rise to a prescriptive philosophy of life: the narrator by contrast aims to reach a
personal truth from that same prescriptive Tolstoyan philosophy.

To some degree at least, the reader had been primed to look out for these
Tolstoyan echoes back in the prologue: in the dialogue with the physiologist,
Speranskii suggests the similarity of Before Sunrise to “Tolstoy’s philosophy”, which
“was useful only to him and no-one else.”®* To this, the narrator replies:

Tolstoy’s philosophy was a religion, not a science. This was a faith
which helped him. I am already far from religion. 1 am talking not

about faith and not about a philosophical system. I am talking about
iron formulas, tested by a great scientist.

On the face of it. this passage repudiates any concern with faith; but it is artfully
contradicted by the intertextual allusions to 4 Confession that appear towards the end
of the book. The only way in which these two features of the text can be reconciled
(and, 1o be sure, they do demand to be reconciled) is by separating religious faith from
belief in a broader, psychological and epistemological sense: the Russian vera, like
the English faith or belief, supports both meanings. If the passage above is re-read in
this way, it can be understood to repudiate only religious belief (1 am already far
from religion™) rather than faith as an epistemological category. This distinction is
crucial, because the narrower opposition between science and religious belief leaves a
small, no doubt heretical, space for personal faith in a scientific worldview: faith in
the validity, reach and progress of scientific knowledge. It is precisely this faith in
science that the narrator of Before Sunrise draws on for his cure; it is precisely this

faith in science that underlies the scientific pretences of his less than scientific cure.
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. «dunocopus Toncroro [...] 6bina nonesHa Tonbko eMy W HUKOMY Gosiblue.» 3:452.
«@Punocodus Toncroro 6una penurus, a He Hayka. D10 Oblna Bepa, koTopas emy nomorna. S xe

nanek OT pejaMruu. 5l roBopio He o Bepe W He 0 (unocodckol cucteme. S roBOPIO O XKeNE3HBIX
(opMynax, MPOBEPEHLIX BEIHKHM yUeHnIM.» 3:452,
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It is telling that the narrator’s invocation of ‘scientific faith is never directly
voiced. Like those melancholic textual truancies that punctuate his comic fiction. the
call to faith in Before Sunrise resides in the gaps: in the scientific inadequacy of the
narrator’s ‘scientific’ cure; in the obliquity of intertextuality; and, perhaps the biggest
gap of all, the almost seventeen year autobiographical lacuna that separates the last
recollection and the time of the book’s publication. The narrator explains that the
autobiography stops at this point because “from the age of thirty” the narrator, having
effected his cure, “became a completely different person”.86 However, we only have
his word for this, and the reader cannot entirely escape the suspicion that the
narrator’s silence from this point on is required, as much as anything else, in order not
to shake his faith in his own cure. Indeed, surely even the most hard-bitten, scientific
reader would not begrudge him this, for, as the first half of Before Sunrise shows,
beyond his ‘cure’ all that awaits the narrator is the dead beauty of his own
melancholic underground.

The threatening shadow of Dostoevsky’s underground man, with his
deformed, self-lacerating consciousness, stands over the whole of Before Sunrise:
Zoshchenko’s book adopts a looser. but still comparable bipartite structure to
Dostoevsky’s tale; it replicates a similar generational divide between a youth
characterised by romantic idealism and a maturity characterised by utilitarian
positivism; both books share a concern with the unreason at the heart of human
rationality; both books extol the need for individuals to create subjective meaning in
life; both books also share the same oppressive narratorial loneliness. There is even
room in the intertextual echo chamber that is Before Sunrise for a direct quote from

Notes from Underground (Zapiski iz podpol'ia, 1864). Dostoevsky is cited as an

8 «C TPHILATH JIET A CT&)l COBCEM APYTHHM HENOBEKOMY; 3:452.
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example of a writer whose mental ill health distorted his artistic vision: the narrator
misquotes a line from Notes from Underground in support of his claim: “too lofty a
consciousness, and even any consciousness is a disease™’ Yet the citation is naively
self-defeating: it misreads a line spoken by a character as pure authorial speech in
replication of an error Zoshchenko had had to endure on occasion with regard to his
own writings. In fact, the real effect of this citation is to prompt reflection on the
similarities between Before Sunrise and Notes from Underground, something perhaps
confirmed by the narrator’s observation straight after his discussion of Dostoevsky

that; “Perhaps, in this book of mine someone will see an error similar to the one that |

am now talking about.”®®

A Cure for Whose Il1s?

In the dialogue with the physiologist which is included in the prologue. the narrator

agrees to an injunction made by Speranskii against generalizing from his experience

and making promises to his readers as regards a cure.* Indeed he reminds himself of

this promise punctiliously throughout Before Sunrise. Echoing a similar line in Yourh

Restored, he tells the reader that: “This is not a book of home cures™”’ Moreover, he

also makes two formal warnings to the reader which are tantamount to the injunction:
‘don’t try this at home.”®' However. there are times when the narrator chafes against

his promise. After the cure has been effected, the narrator is clearly desperate to

«CnMmKOM BbICOKOE CO3HaHHE M Naxe BCAKOE CO3HaHWe — GonesHb.» 3:662. This is actually a
conflation of two nearby lines from early in the novel, firstly: “All the same. | am strongly convinced
that, not only a great deal of consciousness, but also even any consciousness is a disease™ («Ho Bce-
Taku 2 Kpenko ybexkaeH, YTO HE TONLKO OYEHb MHOFO CO3HAHMf, HO JaxXe H BCAKOE CO3HAHME
Gonesuby). But also: “[...] to think too much is a disease, a real, full-blown disease.” («... CIHILKOM
CO3HaBaTh — 3T0 OonesHn, HacTosmas, nonHas Gonesub.» F M Dostoevskii, Zapiski iz podpol'ia in
Sobrame sochinenii v desiati tomakh (Moscow: Khudozhestvennaia literatura, 1956-58) T4, p-136-137.

® «BbITh MOXET, U B 3TON MOe#l KHUre KTO-MHGO YCMOTPHT owubky, NonoGHYI0 TEM, O KOTOPbIX %
ceifaac roopio.» 3:622.

89 3.452.
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generalise from his experience; reminding himself of his promise to the physiologist.

the narrator retorts:

That’s as may be! I am only talking about my life, about my days of
sadness and about days of deliverance.

I am not going beyond the bounds of my illness, which I managed to
get rid of.

No doubt, however, people, having my characteristics and my
sensitive psyche, can endure similar calamities. And here, I fancy, it
is possible to make some generalisation — within the bounds of those
illnesses that are generalized under the name psychoneur031s

In this passage, there is a certain recalcitrance about his promise to the physiologist:
the narrator cannot help dropping in that not only was it “my illness™. but that *J

managed to get rid” of it as well, reinforcing the extra-medical aspect of his cure: the

“generalized under the name ‘psychoneurosis’™ is also quite sly. gently reinforcing the

medical profession’s own reliance on generalized symptomatologies.
In view of this it 1s worth looking at those warnings a little closer. The first
warning is made during the period of dream analysis and occurs in the form of a

footnote related to a resurgence of melancholic symptoms during the autoanalysis. It

reads:

Let this [relapsed] state of mine warn the reader off similar
experiments. One can investigate the psyche and analyze dreams
only under a doctor’s observation. This kind of self-treatment led to
difficult consequences for me. And only a professional ability to
think and analyze saved me from still greater misfortune. The reader
does not have to follow my example; that is more than dangerous.”

«Hy uto x'! Beab 4 roBopio TOJBLKO JHLIL O CBOEH XW3HH, O CBOMX NEHalbHbIX JHAX W O AHAX
ocBoGoXneHuA. / Sl He BBIXOXY 3a Npefenbl Moed 6one3Hu, KOTOpYIo MHe yaanoch yopate. / OnHako
HET COMHEHHS, JIOAH, MMEIOLIME MOM CBOWCTBA, MOIO UMBCTBMTENbHYX MCHXUKY, MOTYT TepneTh
nonoGHsbie xke Geactsus. U TyT, MHe IyMaeTcsi, MOXHO CAenaTh HekoTopoe ofobLieHne — B Npeaenax
Tex Gonesnell, KOTOpble 0606IUAIOTCH HAIBAHUEM ‘ICUXOHEBPO3’.» 3:629.

** «IlycTh 3TO MOE COCTOSHHE OCTEPEKET YHTATENS OT NOAOOHBIX OnbIToB. ToNbKO NOA HABNIOAEHHEM

Bpaua MOXHO MPOHM3BOAMTL MCCNELOBAHME NCHXMKH W AHAIM3HPOBATb CHbl. Takoe camoneyeHne

MPMBENO MEHA K TOKEALIM NPCREACTBUAM. K Tonbko b NpodeccHOHANbHOE YMEHBE NYMaTbh M
AaHAJIM3NPOBATh CNACN0 MEHA OT eme Oonbluefi Genwl

. UuTaten, He MNOMKEH CNENOBaTh MOEMY
npumMepy. 1o Gonee yem onacko.» 3:606.
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However, as so often with Zoshchenko, this is not nearly as unambiguous as 1t seems
at first glance. It is worth noting that there is a distance implicit in the articulation as a
footnote: Before Sunrise does not rely on a system of referencing in the way Yourh
Restored did and footnotes are comparably few and far between. In fact every
sentence of the warning seems to suggest its own implicit qualification. Firstly, the
threat of melancholic breakdown will warn off only those who are not already in the
grip of depression; for those who are the warning is essentially meaningless.
Secondly, the recommendation to seek medical assistance with dream interpretation
and psychological analysis is belied by the fact that the narrator’s autotherapy was
premised precisely on his failure to find a medical cure. In fact, this particular line is
really more provocative than sincere, especially given the scepticism of the
contemporary Soviet medical establishment to precisely these non-scientific and non-
medicalized approaches. Thirdly, anyone ready to cede the core existential skills of
thinking and analyzing to professionals is arguably beyond cure, and would do well
both to heed this warning and, probably stop reading Zoshchenko as well. Finally, that
the example of the narrator should not be aped is implicit in the nature of the cure
which the narrator claims for himself: it is a subjective reorientation towards external
reality; it is learning the language of own's own unconscious. It is worth noting that
the effect of the last line is more to enjoin the reader to find their own cure than it is a
proscription of doing the same as the narrator: the reader “does not have 10” (“ne

dolzhen”) heed the narrator’s example, he is not told not to (“dolzhen ne™).

Virtually the same warning is repeated in the epilogue with the same ironic
reference to professional capacities for thought and medical supervision.”® However.

for all his punctilious reiteration of it, the narrator does actually break his promise to

% 3:689.
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Speranskii in Before Sunrise. Reflecting on his reasons for writing the book. the
narrator insists that: “I am writing it with the hope that it will be useful to people."gg

Remembering his undertaking to Speranskii not to promise anything to readers. he

decides to go ahead anyway:

But I am promising to a moderate degree.

To some, perhaps, my book will bring respite, amusement. To
others it will return mental balance. A third group it will anger, and
force to think things over. It will force them to come down from

Olympus to listen to the pronouncements of an 1gnoramus to whom
happened something that only happens to dogs.”®

As in Youth Restored, there is the same acknowledgement of readers seeking
entertainment and distraction, although where they might find that in a demanding
book like Before Sunrise is not indicated. There is also an explicit acknowledgement
that the book is intended to help those in states of mental distress and alienation. This
has been implicit throughout Before Sunrise and is articulated with some clarity in the
discussion of suffering towards the end of the book. Noting that science had already

found the “keys” to ameliorating many sufferings. the narrator suggests:

However, keys have still not been properly fitted to those complex.
intimate mechanisms which arise in the depths of our psyche and
which act on us, as we have seen, to such an inordinate degree.

Not without timidity 1 tried to fit these keys. That's as may be. if
people say that these keys don’t fit their. perhaps, sophisticated
mechanisms, then I'll reconcile myself to this, I'll go away like a
locksmith, who picked at the lock for a bit, but didn't open it
because of his under-qualification or by reason of evening drinking.

«51 nrITy ee ¢ Hanexno#, uto oHa OyaeT nose3Ha moaam.» 3:641.
«Ho s obemaio B ymepenno#t crenenu. / OgHuM, ObITb MOXET, KHHMa MOS AOCTABHT OTAbIX.
passnedense. JIpyrum BepHeT IylueBHOEe paBHOBecHe. TPETbMX paccepiMT. 3acTaBHUT 3alyMaThCA,

3aCTaBHT COMTH ¢ OnuMmna, 4To6 NOCNyWaTh, YTO MPOM3HOCHT Heyd, C KOTOPbIM CIYYHNOCH HEUTO
TaKoe, 4YTO CIYYaeTCs TONbKO ¢ cobakamu.» 3:641.
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In general — I don’t know how it is for other doors. but for my door
the keys fit.”?

This is precisely the kernel of the therapeutic gesture that the narrator makes: he
offers up his experience to anyone it may help. Central to his outlook is a respect for
the subjectivity of illness and suffering, and a good-natured willingness to accept the
limits of his insight. Indeed, one feels that, even if the narrator’s experience does not
prove directly useful, then, to extend his own metaphor, it at least gets those locked
out thinking about keys and locksmiths rather than languishing in vulnerability on the
stairwell. It is interesting that the passage opens with an assertion (polite and in the
passive voice, but an assertion nonetheless) of a space beyond universal medical and
scientific knowledge. In fact, the image of the half-trained. drink-befuddled locksmith
is arresting and stands in stark contrast to the professional thinkers and analyzers
invoked in the warnings. and the detached Olympians referred to in the passage
quoted earlier.

It is perhaps at this point that one begins to realize who those distant
Olympians are, or at least who some of them are. Perhaps the most obvious candidates
are those god-like Pavliovian mind-doctors whose cold neurological perspective
clouds out all other discourses of mental being-in-the-world. In this respect. it is not
insignificant that they are invited to listen to the experiences of a dog: dogs were. of
course, the species of choice for Pavlov’s various experiments. In a similar vein. back

in the prologue, the narrator had described the role of literature in medicine as akin to

having “a conversation with a dog”, thus implying the need to represent the patient-

77 «OnHaxo ewe He NOMHOCTLIO NOAOOPAHBI KNOYK K TEM CNOXKHBIM HHTUMHBLIM MEXaHH3MaM, Kakue
BO3HHUKAIOT B IITyOMHE Halliel NCHXHKK ¥ HEWCTBYIOT Ha HAC, KAaK Mhl BUAEAHW, B CTONb HEMOMEPHOH
crenend. / He 6e3 poGoctu 4 nompoGosan nonobpars 3TH KMOYK. Hy 4TO X, €ciin oM CKaKyT, 4TO
3TH KJIIOYH He MOAXONSAT K UX, OBITH MOXKET, H30WIPEHHBIM MEXAHU3MAM, TO A U NPUMHPIOCH HA ITOM.
yAny, Kak cnecapb, KOTOpbIf, NOKOBBIPSIB 3aMOK, Tak M He OTKpbUl €ro B Cully cBoed manoft

KBaIM(HUKALMK WIH HO MPUYMHE BYepaliHel BbinuBkK. / B obluem, He 3Halo, Kak Ans APYrux aBepeft,
a 1A MOMX JIBepelt KiHo4YM noaxonst.» 3:673-674.
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eye view in the medical encounter.”® In fact, for readers who could cast their minds
back to Youth Restored, it might even be remembered that the author-figure in this
work had described himself as “the dog on which” he “performed all the
experiments.” Thus the mind-doctors are being enjoined to listen to their patients, to
take the occasional view from the experimental cage, and possibly even to learn
something from Zoshchenko’s bungling, but good-natured locksmith of the soul. It is
interesting that, when viewed in this way, the narrator’s adoption of the Pavlovian
language of reflexes for his own ‘canine’ needs actually acquires quite a sharp
satirical edge; although easy enough to miss the first time round, this satirical
underside can still cut the heart out of all the obsequious praise of the Pavlovian
genius that is everywhere in Before Sunrise. *®

There are, however, higher gods on the Soviet Olympus and the reference to
Pavlovian neurologists is sufficiently oblique to allow the metaphor to embrace other
referents. It is, perhaps, at this point that one might recall the unconvincing
association of the narrator’s mental travails and the national struggle with Fascism.
There is something slightly ‘bolted-on’ about this strand of Before Sunrise. but it is a
constant presence throughout the book and demands to be taken seriously. It emerges
at several points in Before Sunrise, but perhaps most significantly in the passage
immediately preceding the one challenging Olympians to come down from the

mountain. Restating the question of timeliness, the narrator asks himself:

What drives me to write this book? Why in the grave and menacing

days of war am 1 mumbling on about my own and others'
indispositions from days gone by?

% «[PJasroBop ¢ cobako#»; 3:451.

*” For an example of the latter see the prologue where Pavlov is credited with any and all utility that
resulted from the narrator’s method; asked by Speranskii whether his method was Freudian. the

narrator answers: “Absolutely not. It was Pavlov. I made use of his principle. It was his idea.” («Bosce
Het. 370 Gbin I1aBnos. S nonb3oBascs ero NPUHLUMNOM. 3T0 Gbina ero naes.») 3:452.
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Why speak of wounds not sustained on the field of battle?

Perhaps this is a post-war book? Perhaps it is destined for people

who. once the war is finished, will be in need of similar psycho-
therapeutic reading?'%

This perhaps would not have been an unrealistic ambition, for, as Anna Krylova has
shown, by 1944 (the year after the first half of Before Sunrise appeared and was
promptly banned) Soviet writers were beginning to interpret their ideological mission
as ‘engineers of human souls’ in terms of a mandate for conceming themselves with
the post-war rehabilitation of war invalids, including those psychologically scarred by
the ﬁghting.m' However, there is no guarantee that Before Sunrise would have fared
any better the following year: as Krylova shows the topic remained politically
contentious in reflection of “the Soviet leadership’s deep anxiety over the
psychological state of post-war Soviet society.”'® However, we will never really
know what might have been because the narrator decides that the time for the book is
now and re-rehearses the by now familiar argument about the book striking a blow
against Fascist irrationalism in the name of human reason.

If the narrator’s confronting and overcoming of his own unreason is to have
any significance in the national struggle against Nazism, it would depend on the war
against Germany being construed as a comparable struggle between Soviet reason and
Nazi unreason. This reading of the narrator’s struggle in the context of the national

struggle is the kernel of the propagandistic point that the narrator claims for Before

'% «Yr0 3acTaBnseT MeHs nucath 3Ty KHUTY? Tlouemy B TSXKHe M MPO3HblE AHH BOHHBI 5 Gopmouy o
CHOMX H UYXKHX HEJOMOTaHHAX, CTYYHBLIHXCH BO BPEMA OHO? / 3aueM roBOPHTHL O PaHaX, NONYUeHHbIX
He Ha noasAX CpaxeHHHH? / Moxer 6biThb, 3TO nNocneBoeHHas kKHHra? Y oHa npeaHasHayeHa NOIAIM,
:coclm, 33KOHYMB BOHHY, OyXyT HyKaaTbcs B NOAOOGHOM IYyIIECTIACHTENLHOM YTeHHNU™» 3:640.
A Krylova, ‘“Healers of Wounded Souls™: The Crisis of Private Life in Soviet Literature. 1944-
110246‘-' The Journal of Modern History, 73:2 (Jun 2001), p. 314.
~ Ibid, p. 316. In fact, as Krylova discusses, those works which succeeded in exploring the theme of
psychologically scarred war veterans, such as the Stalin Prize-winning Simply Love (Prosto Liubov',
1944) by Vanda Vasilevskaia, were those that relied on more or less time-honoured means of squaring

tl}e ideological circle — in this case the redemptive love of a female non-combatant, with a concomitant
silence about female war trauma. See pp. 325-331 of the same source.
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Sunrise in as much as it posits the Soviet Union as the bastion of humanistic reason
holding back the tide of barbaric irrationality. However, this positing of the narrator
as a microcosmic instance of an international confrontation between forces of reason
and irrationality is not at all easy to contain within this simple propagandistic schema.
This is because the narrator’s conquest of unreason in the here and now was
dependent on his rooting out of irrational forces within his own psychic history: it is
the irrational prevalence of infantile obsessions without a grounding in mature,
contemporary reality that constitutes the heart of the narrator’s neurotic unreason; it is
also the ruthless exposure of these sources of unreason to the demands of that same
contemporary reality and the consequent ‘forgetting’ of the irrational significance
which marks the prevalence of reason. The problem, from the point of view of a
propagandistic reading, is that if one then inverts the metaphoric association and reads
back from the narrator’s struggle with unreason to the Soviet one, then one is left with
the clear suggestion that the Soviet battle against unreason should ultimately include a
confrontation with its own sources of historical irrationality.

To be sure, the narrator leaves the metaphor as a one-way comparison:
moreover, the reader is not at all invited to invert it. However. it is surely in the nature
of metaphoric parallels that they can be read both ways; the curious and attentive
reader, the kind Zoshchenko never ignored in his writing. will surely be unable to
resist the temptation. Should it be done, the reader is then led to look for instances in
the history of the Soviet Union where infantile obsessions without realistic grounding
jeopardised the rational working of party. state and society. This would seem to offer
a perfect description, albeit in psychological terminology. of the rampaging political
madness of the purges. It should be noted in this regard that Before Sunrise is a work

whose genesis coincides quite closely with the historical trajectory of the purges
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themselves, from their gradual inception in the mid-thirties through the high-point of
repressions in 1937-38 to their slowing by the end of the decade. Just as Yourh
Restored. with its concern with over-work and mental exhaustion. carried the imprint
of the Soviet culture during the first piatiletka and the Great Leap Forward, so Before
Sunrise is a book marked, scarred even, by the experience of the purge. In this context
the painful dissection of pre-revolutionary biographical details and revolutionary
credentials that is so prominent in Before Sunrise perhaps acquires more sinister
historical echoes. But perhaps the most important inflection of all is the way in which
the history of the narrator’s neurotic complex is so starkly marked by terror (strakh);
terror is everywhere in Before Sunrise: it runs throughout the recalled vignettes, it
saturates the dream analyses and it is an aggravating feature of all the relapses that the
narrator endures.

This all-pervading terror makes many of the descriptions of his struggle sound
particularly ominous when re-read as social allegory. For instance. during the final
confrontation with his neurosis the narrator experiences acute melancholic terror:

There is no doubt, this was an extremely severe case of
psychoneurosis. The main arteries along which life flowed were hit.

Food and love. water and the punishing hand predetermined the
saddest finale. Death was inevitable. Death from hunger. terror and,

perhaps, even from thirst. A fear of punishment and a persecution
complex could have a place in the finale.

This finale could easily be called mental illness. Meanwhile all this
was only a violent response (more precisely, a complex of
responses) to the conditional stimuli. Moreover the response was
expedient from the point of view of the unconscious animal psyche.
The basis of this response was a defensive reflex. The basis of the
response was protection from danger, animal terror, infantile terror.
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Reason did not control this response. Logic had been destroyed.
And terror acted to a pernicious extent.'”

When this account is re-read in terms of the Terror it becomes immediately
suggestive. The sense in which ordinary life becomes suddenly untenable, the
pervasive fear of punishment and paranoid delusion, the threat of personal
destruction, all these could equally describe life during this baffling period of
institutional madness. The suggestion of inappropriate defensive responses to spectral
threats based on infant perceptions seems a particularly convincing explanation of the
purge dynamic: that desperate un-masking of non-existent enemies with non-existent
affiliations to implausible-sounding organisations whose names (Trotskyite,
Menshevik, White Guardist) more often than not evoked threats more salient to the
regime’s infancy. Even the psychological terminology does not seem entirely
inappropriate. Meanwhile, the last paragraph of the passage might well stand as an
epigraph to the whole era of the terror.

Read in this way. the parallels asserted between the narrator’s and the nation’s
struggles have less of a propagandistic purpose and function more as an oblique call
for reform: they invite a sincere acknowledgement of. and collective moving on from
the irrationalities of the past and the re-orientation of the Soviet system towards
external reality and an open future. That invitation to distant Olympians might equally
apply to party cadres and ultimately to the leadership itself. whose abstract reasoning.

in its detachment from life, threatens always to slip into the persecuting. self-

193 «HeT coMHeHHs, 3T0 6bln BeCbMa TkeNblH cryuait NCUXOHEBpO3a. 3aneThbl OblH rNaBHbIE APTEPHH,
no KOTOpbIM CTpyWnack ®H3Hb. / Ena W moGoBb, BOZA M Kapawlluas pyKa npelonpeneianu
nevanbHeHnnit pusan. Fubens Gbina Heusbexua. Tubensb OT ronoaa, cTpaxa U, MOXeT ObiTh, Nake OT
kaxabl. CTpax HAaKa3aHWUS U MaHUs TIPECNeNOBaHUS MOTIH MMeTb MecTo B ¢uHane. / DTOT QuHan
nerko GuIN0 Ha3BaTh NCHXHUYECKOH GonesHwlo. Mexay Tem 3To Guin Beero auuwb OypHuifi oTBET
(BepHEH, KOMIUIEKC OTBETOB) Ha YCNOBHbie pazapaxuten. [lpuueM oTBeT uenecoobpa3nbill ¢ TOUKM
3peHns Gecco3HaTeNbHOMN KHBOTHOH NcUXHMKK. B ocHoBe 3TOro orBeTa nexan o6opoHHbil pednekc. B
ocHoBe oTBeTa ObiNa 3allMTa OT OMACHOCTH, CTPax >KMBOTHOTO, CTpax MJageHua. Pasym He
go:z'rgonuposan 3TOT OTBET. Jloruka Gbina HapyweHa. M ctpax neficTeoBan B ryGUTENLHOM CTENEHHK.»
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Jacerating. irrational frenzy of the philosophical underground. Of course. ordinarily
there was no room at all for such bold, philosophically-extensive debate in Soviet
culture, but the loosening of political controls during the war perhaps made this seem
momentarily possible. In a way the narrator was correct, this was a book for its time:
it was written for that brief window of opportunity in the middle of the war when the
tide had turned definitively at the front, people had begun to return from evacuation
and there was a growing sense of anything being possible. This breathless optimism
tells particularly in the afterword to Before Sunrise. The narrator describes sitting in a
hotel room in Moscow having returned from evacuation and listening to news of

advances by Red Army troops on the Dnepr in October 1943.

And so. the dark army, the army of fascism. the army of gloom and
reaction wends its retreat.

What happy and joyous words! However. it could not be otherwise.
It could not be that people would win who came out against
everything that is dear to humanity — against freedom. against
reason; for slavery, for the bestial howl in place of humane speech.

Our valiant Red army is chasing off and destroying the enemy.
whose dark thoughts have become darker still. !

Needless to say, that period of optimism was short-lived: it was quickly followed by
the re-imposition of traditional Stalinist control and Before Sunrise disappeared along
with the fleeting period of hope that it was written for.

Before Sunrise clearly represents something new in the Zoshchenko oeuvre: it
has a breadth of philosophical ambition that few. if any, of his previous works can
match. However, it also marks a new achievement in writing melancholia into the

public realm: Before Sunrise manages to bind the melancholic self into the national

1 «Mrak, uepHas apmms, apMus GaliM3Ma, apMHS Mpaka W peakuuu, naturcs Hasan. / Kakue
CYACT/IMBblE U PANOCTHbIE cnosa! Bripouem, HHaue ¥ He MOTAO ObiTh. He Morno GbiThb, 4TOb nobenunnu
JIOAY, BLICTYNUBIIME MPOTUB BCETO, YTO AOPOro HapoAaM,— NpOTHB ¢BoGOIbI. MPOTHB pasymMa — 32
pabcTBo, 3a 3BepHHbIH BON BMECTO uenoBeyeckoi peun. / Hawa nobnectHas Kpachas ApMus rOHMT 1
YHUUTOXKaeT NPOTHBHUKA, YEPHbIE MbICJIH KOTOPOro CTanH ewe uepxeit.» 3:692,
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story in a way that is without precedent in his previous works. It bravely projects a
melancholic truth into the public realm, and in the process diagnoses socio-political
pathologies through the lens of the narrator’s private ones. This is already aeons away
from the reticent, voiceless, textual truancies of Zoshchenko’s melancholic aesthetic
of the twenties. However, the comparison with the work from the twenties begs one
final (and impossibly melancholic) question: if, as this study argues, those
melancholic silences in the twenties spoke to and of the writer's own suffering
beyond words, then where precisely in Before Sunrise does Zoshchenko the writer’s
melancholia reside. This is not quite the same as that of Zoshchenko the narrator, for,
as was suggested earlier, while the narrator is a biographical composite of
Zoshchenko, in his depiction as a “naive philosopher of life” he is not perfectly
synonymous with the figure of the writer. Moreover, it should be noted in this regard
that Zoshchenko always emphasized the literary above all else in Before Sunrise: in
the prologue he insisted to Speranskii that “this will be a literary work™:'® in a private
letter to his wife and son. he also de-emphasized the autobiographical aspects of the
book, insisting that, “this is not an authentic biography. this is literature.”'

This is not, of course, to say that the biographical details contradict in any
way: there is every indication that they do not. It is rather to question the extent to
which the melancholic truth of the narrator of Before Sunrise reflects that of the
writer, and, by extension, to question the extent to which Before Sunrise overcomes

that fundamental unwritability of melancholic selfhood which has been encountered

195 (310 HyneT MuTEpaTypHOE NpousBenenue.» 3:451.

1% «[3]ro He ecTh nopiuHHas Guorpadus. ITo nuTepaTypa.» Letter to V V Zoshchenko of 17.11.43
collected for publication by V V Buznik, ‘1z pisem M. M. Zoshchenko k V. V. Zoshchenko (1941-
1954y in N A Groznova et al (eds), Mikhail Zoshchenko: materialy k tvorcheskoi biografii, 3 vols. (St
Petersburg: Nauka, 1997-2002), Vol. 1, p.94. The assertion was in response to his wife's quite
understandable ire at the portrayal of their marriage in Before Sunrise as. for his part. an emotionally

detached acquisition of a mother substitute. The offending incident is the episode entitled ‘A New
Path’ (‘Novyi put”): see 3:501.
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again and again in this study. In this regard. it is important to remember that Before
Sunrise only purports to be an account of an autotherapy and not that therapy itself. In
looking for the real melancholic self of the writer one is thus definitively directed
elsewhere; but where to exactly? A clue perhaps comes at the moment of cure, when
the narrator, collapsing exhausted from his intra-psychic duel, notes that: “My
weapons — paper and pencil — lay by my side.”'”” As much as anything else, the cure
is written: in unknowing accordance with Klein’s notion of creative reparation and in
a foreshadowing of Kristeva’s idea of melancholic art, the deliverance from
melancholic inwardness apparently comes through writing. But, if Before Sunrise is
not this written cure, then, one might ask, where is it and why was it not possible to
offer this to the reader instead?

At this point it is worth remembering the fact that the anamnestic end-point of
Before Sunrise is the breakdown of 1926 and 1927, after which the narrator claimed
to be an entirely new man. As argued earlier in this study, this same period marked
the onset of all those experiments in authorship and situated reading that came to
characterize so much of Zoshchenko’s fiction of the thirties. It is surely not too great a
jump to conclude that the original, actual. written cure is contained precisely in these
post-1927 works that had already been offered to the reader and that have been
discussed in the last few chapters of this study. Support for this conclusion is perhaps
to be found in the following passage where the narrator of Before Sunrise denies the

anticipated accusation that his cure has taken away his literary gift along with his

melancholia, rather, he insists that:

107
«Moe opyxHue — Gymara H KapaHalll — NEXaNK pAIOM CO MHOH.» 3:626.
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My hand has become firmer, my voice clearer. and my songs more
joyful. I have not lost my art. And the sureties of this are my books
of the last twelve years. The surety is this book of mine.'®*

It will be recalled that in those books of the previous twelve years. 2
melancholia, based in the writer’s own history of mental ill-health, could be found in
the textual disjuncture created by the interpolation of the author-figure. If the
melancholic truth of the writer in these works resided in this textual disjuncture, then
it seems natural to turn to comparable gaps in Before Sunrise in pursuit of the writer’s
melancholy in this book as well.

Surely the most intriguing such gap in Before Sunrise is that yawning three
year hiatus in the anamnesis between 1909 and 1912 that was suggested earlier in this
chapter. Moreover, it is interesting to note that it was in 1911, pretty much in the
exact arithmetic centre of this anamnestic blank space, that Zoshchenko the writer met
Nadezhda Rusanova-Zamyslovskaia, that femme fatale who stalks so much of
Zoshchenko’s fiction and who recurs throughout Before Sunrise under the name of
Nadia V.'® All this raises the tantalising possibility that Nadia V may lie near the
heart of the writer's own particular melancholic truth in Before Sunrise. There is
certainly something archetypal about Nadia V as she appears in the book: despite her
relatively late chronological position in the period of the anamnesis. she is actually
introduced surprisingly early in Before Sunrise. in the second vignetie at the start of
the anamnestic section in fact; moreover, as the narrator’s (and the writer’s) first love.
she seems to prefigure all the other doomed romantic liaisons and troubled relations
with women in the recollections that follow. This makes for something of a suggestive
structural prominence which is only compounded by the narrator’s curious reluctance

to allow the image of Nadia V to be conflated with, and thus reduced to. a totalizing

108
«Mos pyka crana TBepxke. U ronoc 3oH4e. U necnu Becenei. S He norepsn moe uckycerso. M

T&My Nopyko# MOM KHHTH 3a NOCNeaHHe ABeHanuarth net. Tomy nopyko# 3Ta Mos kHura.» 3:689.
See 3:464, 486-487, 481-482,491-492, 516-517 and 618-619.
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Freudian schema; at one point, confronting the fears that coalesce around the image of

Nadia V the narrator fiercely rejects the notion that these are sublimated fears of his

own mother:

But she was not like my mother at all. In her appearance there was
absolutely no resemblance. That’s as may be. | also was not terrified

by the image of my mother. I was terrified only of that which was
connected with the hand and thunder.'"°

There is a curious sense here of the narrator’s intuitive need to keep Nadia V apart, in
a separate psychological category; a sense that is only overcome by appeal to his own
all-embracing mythology of “painful objects”. However, having been party to all the
artful evasion, empirical instability and circular reasoning behind the genesis of the
“painful objects”, neither the reader nor the writer can accept as definitive this appeal
to the narrator’s own totalizing mythology. This then leaves an oblique and ill-defined

intimation of Nadia V’s separateness. at least in the narrator’'s psychological self-

perception.

Yet, all this only ever remains at the level of suggestion; Nadia V ultimately
remains a bafflingly-silent, looming presence in Before Sunrise. In the final count the
problematic image of Nadia V, who haunts so much of the book, remains unresolved
as a kind of melancholic lacuna at the heart of the work that ultimately resists
reduction to the terms of the narrator’s own curative mythology of painful objects. or
indeed to any other curative mythology for that matter. Thus. for all the book’s
innovation, experimentation, ambition and complexity. and without detracting from
the genuine development that Before Sunrise represents in Zoshchenko's long textual

engagement with melancholia, there nonetheless remains a sense in which the

110
«Ho Benb 0Ha BoBCe He Oblla NOX0Xka Ha MO0 MaTh. B ee 06nuke He Hbino Hukakoro cxoactsa. Hy

uTo X. 51 ¥ He cTpaiwmnics o6pa3a Moe#t MaTepy. Sl cTpawMICs AL TOro, UTO GbIIO CBA3AHO ¢ PYKOH
W rpoMoM.» 3:619.
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ultimate unwritability of melancholia persists in it: in some ways we have not really

come so very far from that early melancholy aesthetic of textual truancy after all.
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Conclusion

This study has argued throughout that melancholia. whether named or unnamed.
latent or manifest, inflects Zoshchenko's work to a significant degree. Whether
functioning silently within larger aesthetic structures or being addressed discursively,
melancholia and melancholic traces inhere across a wide variety of works: early or
late, comic or serious, short or extensive. While the obliquity of it clearly varies
across different works and particular periods in Zoshchenko’s artistic career,
melancholia nonetheless remains an abiding feature of the writer’'s artistic
imagination. For this reason alone Zoshchenko’s textual melancholia is a worthwhile
object of study in its own right However. as a unifying strand extending across the
oeuvre, it is also of particular relevance to the ongoing critical project of uniting the
comic and serious halves of the Zoshchenko canon. Reading the melancholia across
Zoshchenko’s oeuvre makes obvious the limited nature of the insight into
Zoshchenko's writing that results from regarding separate parts of his creative output
in isolation; it thus provides a further demonstration of the enormous importance of
considering the canon holistically and of properly situating individual works within
that canon.

Exploring the nature and development Zoshchenko's textual melancholia
across his artistic career reveals the existence of a consistent melancholic vision
rooted in the writer’s own sufferings that underlies all of Zoshchenko's melancholic
writings; yet, at the same time it provides evidence of the significant textual
developments which transform that vision from the unvoiced absence at the heart of a
comic aesthetic into a more generalized. discursive and philosophical engagement

with melancholia. The case of Zoshchenko's textual melancholia thus strongly points
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to a complex inner unity of the Zoshchenko oeuvre through all its gradual evolution in
form, style and technique.

This notion of pronounced textual evolution within the context of a consistent
authorial vision is particularly important for a proper understanding of Zoshchenko’s
literary engagement with melancholia. As the foregoing analysis has suggested, the
melancholic truancies which voicelessly structure the comic aesthetic that
Zoshchenko honed throughout the twenties are gradually brought into greater
discursive relief through the introduction of a more or less parodically inflected
authorial voice from the late twenties onward. As this study has tried to emphasize
throughout. the emergence of this voice does not supplant the underlying melancholy:
rather its optimistic inflection brings that melancholy into starker relief as the
wordless textual or intertextual supplement to the joyful optimism of the discursive
surface: in a sense. the authorial voice provides the light against which the dark can
assume a meaningful shape. Both the optimism of the authorial voice and the
supplemental pessimism of the unvoiced melancholia thus remain locked in mutual
dependence on each other for their very definition: being two parts of the same
dialectic, they become inseparable aspects, both of the literary effect achieved in these
works, and of the authorial persona at their centre. It is crucial to note that this effect
is contingent upon the authorial voice never managing to solidify into self-sufficient.
monologic discourse. Indeed, this is precisely the case in all of Zoshchenko's later
works: although it grows increasingly direct and is brought closer and closer to pure
authorial speech, in none of Zoshchenko’s mature literary works does the authorial
voice ever completely attain the appearance of self-sufficiency. To be sure. the parody
shrinks, losing all of the comedy and much of the pejorative inflection: however. it

pointedly fails ever to attain the appearance of perfect synchronisation with the
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putative voice of the writer: while the mask is stretched progressively tighter across
the writer’s face than is the case in the earlier work. the narrative voice in the mature
work remains no less of a mask.

This insight, while crucial to a proper appreciation of Zoshchenko’s textual
melancholia, is also important for a broader interpretation of the later works. By
emphasizing the complexity, polyphony and enduring metaphysical reticence of these
later works, it ameliorates a contemporary critical tendency to view these mature
works, particularly Before Sunrise, as straightforward, monologic and even piously
homiletic. This latter tendency perhaps owes something to Kornei Chukovskii’s
important memoir of his long friendship with Zoshchenko. Chukovskii ruefully noted
Zoshchenko’s conscious abandonment of comic irony in the early thirties and
described the writer’s subsequent development as a thirst “to teach and preach”
(“pouchat' i propovedovat').! Chukovskii even set this development in the context of a
supposed tendency on the part of certain Russian writers (he presumably had Gogol
and Tolstoy in mind) to turn their back on art in favour of proselytization and
pedagogy.’ The problem with this view is that. while it offers important insights into
Zoshchenko’s personality. motivations and attitudes as a writer. being a memoir.
Chukovskii’s opinion 1s neither primarily based on. nor entirely coincides with, the
texts themselves. Whatever his personal motivations might have been. Zoshchenko's
works, even the late ones. simply do not preach. The conscious avoidance of any form
of ultimate narrative closure in any of the works would undermine any overt attempt
at homily. Moreover, the intricate structure of an optimistic narrative palimpsest
overlaying unregenerate melancholic pessimism makes for a poor propagandistic

vehicle. To be sure, the author’s enjoining of the reader to embrace future-oriented

'K Chukovskii, Sovremenniki.

K p. 544. The account of the disavowal of irony is at pp. 538-539.
? Ibid, p. 545. ]
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optimism. social adaptation and immersion in the collective is heartfelt and sincerely
articulated. However, this is only one aspect of the authorial voice in the later works:
the melancholic pessimism that the overt discussion evokes introduces a note of
ambiguity that checks the propagandistic excesses to which the ‘author’ is
occasionally vulnerable.

Thus Chukovskii’s view of the simple-hearted didacticism of the later works is
open to challenge. When Zoshchenko’s mature works are read in the context of his
career-long textual engagement with melancholia they acquire a new narrative
subtlety, discursive sophistication and pedagogical reticence. The authorial voice in
these works is tempered by the melancholic undertow which it itself evokes. and the
apparent didacticism of the authorial voice is interrupted: its polemical thrust is split,
being directed as much toward itself as to others. This instance of self-interrogation
softens the pedagogical edge of the authorial voice and makes the didacticism
immediately harder to discern. To this must be added the fact that the tendency in all
the longer, mature works to emphasize the subjective particularity of knowledge and
experience weakens any putative moralization, as do the works" origins in careful acts
of reading, both of self and other. Moreover. the sustained concern. especially evident
in Youth Restored, The Sky-Blue Book and Before Sunrise, with exposing the limited
reach of abstract ideas is hardly consonant with ‘teaching and preaching’. To be sure,
the later works are not without their agendas: while evoking and acknowledging the
wordless truth of the melancholic self, they consistently urge adaptation to the
demands of social Being and external reality. However. in this they do not display
significantly more didacticism than could be found in much of the satirical work of
the twenties. That the mature works offer a different reading experience to that of the

earlier comic stories hardly needs saying: they are of course longer: they are much
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less funny. often deliberately unfunny and what humour remains is frequently much
more acerbic; they make fewer allowances for the superficial reader and also demand
more in terms of attention. memory and mental dexterity from the diligent one.
However, they are not markedly more didactic than their predecessors: if their points
are frequently made more trenchantly than might have been expected in the work of
the twenties, then this reflects a more pronounced philosophical ambition in the
mature works and not a regrettable lapse into cant and homily.

The greater philosophical ambition that characterises these later works is also
intimately connected to Zoshchenko’s textual struggle with melancholia. In fact. the
single most important critical benefit to accrue from the study of Zoshchenko's
textual engagement with melancholia is the insight this affords into the ideational
content of Zoshchenko's art. Zoshchenko has, of course, long been acknowledged as a
comic writer of rare genius: he is also widely valued as an innovative prose stylist:
however, he remains generally underappreciated as a thinker. This is unfortunate, for
the existential outlook that motivates Zoshchenko's attempts to give textual shape to
his melancholia has a philosophical profundity which speaks far beyond the limits of
either his own time or those of his particular psychopathology.

Zoshchenko's textual engagement with melancholia grapples with a dilemma:
the yearning to voice the subject-centred truth of melancholia while eschewing
pathological self-obsession. The horns of this dilemma are surely most pronounced in
Zoshchenko’s melancholic aesthetic of the twenties. That early authorial model.
typical of the comic fiction of the twenties, whereby an intricately. but privately.
written self was repeatedly committed to textual anonymity, would seem to be prone
to private ‘melancholizing’. Yet, alongside this, those frequently melancholic textual

truancies. while in all likelihood speaking to and of the author's own melancholy.
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nonetheless attain a more objective, aesthetic function by becoming an indispensable
aspect of the existential satire that these pieces enact. It is this satirical function of
melancholia that is strengthened and developed in the mature fiction. where its
philosophical ambition is greatly enhanced.

Thus Zoshchenko fashions his melancholia into the kernel of a generalized
philosophical outlook. In this regard, it should be noted that Zoshchenko's later
melancholic writing, while ostensibly more confessional, remains remarkably
restrained in its discussion of the particularities of the writer’s own melancholia:
there is no extended agonizing over symptoms; there is no attempt to heroize his
sufferings (quite the opposite in fact): there is also no direct reflection on the
particular (rather than the generic) causes of his pathological grief. These particulars
are not necessarily hidden (one thinks here of the significant frequency of allusion to
the Rusanova-Zamyslovskaia affair for instance). but they are referenced obliquely.
seldom discussed in their own right and are never allowed to predominate.
Zoshchenko’s philosophical melancholia does not lead 1o a reading of melancholy in
the world in the mode of. say. Robert Burton: rather. in Freudian fashion. it locates
the source of melancholia in the disjuncture between self and world. and. going
beyond Freud himself, locating it in the more particular disjuncture between self and
word.

In this way Zoshchenko's melancholia comes to assume a particular
philosophical and existential importance: its wordless. causeless grieving comes to
stand for the surplus of subjectively experienced. embodied existence over that which
is reducible to Being in language: it becomes the result of that residual aspect of
subjective existence which refuses to yield to collective ontology. That is why it is a

suffering beyond words, and why it colours language with a morbid pallor. This
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notion of melancholia lying in a psychological realm beyond the bounds of language
has obvious similarities with Kristeva's understanding of the condition as the
impossible mourning for a primal immanence lost with the subject’s birth in speech.
Indeed, this similarity tells in the fact that both Kristeva and Zoshchenko seem to
suggest amelioration of the condition by re-inscribing the melancholic subject, as far
as possible, into discursive reality, particularly through writing. However, here is
perhaps also where they differ. Kristeva seems to see this re-inscription in
overwhelmingly poetic terms, as (following Mallarmé) a search for a “‘total word,
new, foreign to the language’”, one which is capable of “capturing the unnameable.™
She thus tends to look to those poetic moments of lyrical immanence with the word as
key to bridging the symbolic gulf separating the melancholic subject from the realm
of language.4 Zoshchenko. by contrast. always makes the gulf explicit. perhaps even
unbridgeably so. He rigidly maintains those melancholic spaces intact. leaving them
as unvoiced interruptions disturbing the discursive surface of the text. Standing as
testimony to the limits of language. his melancholic silences constitute a linguistic
pragmatism and philosophical reticence worthy of the Wittgenstein who insisted that
“what we cannot speak about we must pass over in silence™.*

Indeed. melancholia in Zoshchenko always remains resolutely wordless. This
is perhaps more obviously the case with the early comic fiction: however, even when
it 1s addressed more directly in the later works, melancholia still never acquires the
capacity to speak for itself. Even in the explicitly therapeutic Before Sunrise.
melancholia remains a wordless absence only given shape by the self-consciously

rational and optimistic voice of the authorial narrator: when called on to speak for

* Black Sun, p.42.

“ See especially her discussion of Gérard de Nerval (whose metaphoric “soleil noir de la mélancolie™
Provides the title for Kristeva's book). Ibid, pp. 139-172.

* L Wittgenstein. Tractatus Logico-Philosophicus, trans. D F Pears and B F McGuinness {London:
Routledge & Kegan Paul, 1961[1921]), p. 151.
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itself. it can only do so mediated through the intertextually appropriated words and
images of others. Yet this voiceless presence contains all of the existential insight of
Zoshchenko’s important melancholic truth: the subject will always fail to perfectly
lose (or perfectly find) himself in the collective embrace of language; he will always
fail to attain a complete purity of Being in language.

This melancholic insight, its origins in psychopathology notwithstanding,
elucidates an important aspect of the general human condition: language will always
be more or less unequal to the total experience of subjective Being. Just as it is in the
nature of embodied humanity to aspire to a purity of linguistic and social Being, so it
is also in their nature to fail in this aspiration to a greater or lesser degree. That this is
a human or linguistic failure. and not just a melancholic one. is perhaps confirmed by
those legions of hapless skaz narrators and bemused Zoshchenko heroes who
comically skirt around the melancholic void at the edge of language and social Being.
Moreover, in their profusion of naive misunderstandings and baffling eccentricities.
all these heroes unknowingly demonstrate the inescapable fact that. for all its
inadequacy. there is no meaningful alternative to Being in language. A common
thread that runs through all of Zoshchenko's work is the implicit assumption that
language, for all its inadequacy, is all that stands between the subject and himself.
And as the bewitching beauty. but ultimate meaninglessness of the infinite symbolic
regresses making up the first half of Before Sunrise make clear. Zoshchenko. like
Dostoevsky and Tolstoy before him, had absolutely no faith in the stability of a
psyche turned in on itself. Not presented with any alternative to language and social
reality, the challenge of Zoshchenko's melancholia for the individual thus becomes
learning to live amongst the silences and blanks of a socio-linguistic reality that can

only ever imperfectly absorb the full experience of embodied selfhood. The reader is
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shown the necessity of finding a meaningful subjectivity in the discursive realm. but
also of accepting the ultimate distance of this discursive subjectivity from the actual
experience of selfhood: in a sense, he is urged to learn how to live parodically. at a
certain remove from his own sense of self. This is a theme that in essence does not
change from the earliest work to the latest; readers are always urged to establish
themselves properly in the external world, to fashion a meaningful, personal, socio-
linguistic existence, but also of not losing sight of the fact that that existence will
never wholly coincide with their sense of themselves. The cost of not adequately
accepting this need to live both within and without language is the endless cycle of
melancholic torment that prompted Zoshchenko's textual engagement with
melancholia in the first place.

This sense of fashioning one’s own place in a discursive realm fundamentally
insufficient to the ineffable fullness of selthood has a special resonance in the Soviet
setting because of the extremity. inflexibility and radical collectivity of Soviet
discursive reality. As several commentators have noted. the Word assumed a special
importance in Soviet culture, particularly in its Stalinist variant. Both Keith Livers
and Evgenii Dobrenko have stressed the centrality of the Word in the cultural
mythology of Stalinism, a mythology and civilisation founded and justified primarily
in the discursive realm.® Indeed, Boris Groys has depicted the whole Soviet
experiment. and indeed the very idea of communism itself. as an attempt to effect the
“linguistification™ (“Versprachlichung™) of socio-economic reality.” This centrality of
the Stalinist Word surely goes some way to explain the uncommon tenacity of the

regime’s efforts to dominate, mould and micromanage Soviet discursivity. In a culture

® K Livers, Constructing the Stalinist Body, pp. 124-125. E Dobrenko, ‘Iskusstvo sotsial'noi navigatsii:

Eche;l;i kul'turnoi topografii stalinskoi epokhi’, Wiener Slawistischer Almanach. bd. 45 (2000), p. 128
pp. 93-134}.

B Groys, The Communist Postscript, trans. T H Ford (London and New York: Verso. 2009 [2006]). p.
Xv, pp. 1-31 and pp. 55-74.
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so completely founded on a pervasive and inflexible discursive reality. the need for
the individual subject to find a meaningful home in that social and linguistic reality
acquires a more than usually pronounced existential urgency. Thus. Zoshchenko's
textual melancholia, by staging the aporetic clash between an intrusive, inflexible and
demanding social and linguistic reality and an effusive, unstable and dependent
subjectivity, really cuts to the heart of the Soviet totalitarian experience of the 1930s.
By posing an existential choice between personal adaptation to the rigorous demands
of Stalinist discursive reality and the chaos and pain of alienated selfhood,
Zoshchenko’s textual melancholia invites reflection on accommodation with the
regime through existential necessity rather than ideological zeal. It thus complicates
the simplistic dichotomy of opposition and support that continues to dominate
understandings of the era, particularly in the West: in hindsight. it perhaps also invites
reflection on the almost superhuman qualities required to offer genuine opposition
within Stalinist culture.

This same reflection on the existential demand for accommodation with the
regime can perhaps also be extended to the writer himself. Reading Zoshchenko's
urge for adaptation in the context of his textual melancholia reveals that his
acceptance of the regime is primarily existential. and not based on any principle of
moral or political metaphysics; if Stalinist reality is the only external reality. then the
subject has no choice but to ground himself in that reality. to some degree at least.
Zoshchenko’s loaded silences and poignant truancies represent the scars of a
necessary existential immersion in a restrictive discursive reality that exists bevond
the reach of subjective choice. In this context. the oblique note of protest at the
impossible restrictiveness and irrationality of this reality in Before Sunrise becomes

both braver and more poignant than might otherwise appear. For all this. however. the
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relevance of Zoshchenko’s existential vision, while very much a product of its time. is
not anchored in the particularities of the Stalinist context. It is in the nature of human
Being to confront the melancholic necessity of subordinating a plenteous selfhood to a
conversely pallid discursive existence. Twenty-first century humanity, while usually
spared the excesses of Stalinist discursivity, nonetheless has not escaped the basic
melancholic dilemma Zoshchenko describes; in an intensely mediated world in which
humankind is relentlessly urged to find self-realisation in commodities both textual
and physical, alienated moderns in the twenty-first century are perhaps almost as

much in need of Zoshchenko's melancholic counsel as were his Soviet

contemporaries.
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