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Claudia Criveller, Andrea Gullotta

Introduction to the 13™ issue of Avtobiografisi

The thirteenth issue of the jour-
nal Avtobiografif is devoted to
the memory of trauma and its
literary expressions within the
genres of autobiography, mem-
oir, and autobiographical fiction,
offering in this special issue a
broad perspective on the evolu-
tion of these literary forms in
Russian, Serbian, and Ukrainian
literatures. The contributions
published here explore the dy-
namics of traumatic memory,
conditions of alienation and re-
pression, as well as the modes of
transmission and autobiograph-
ical representation in contexts of
political and cultural oppression.
Some features characterizing the
examined works are also observ-
able in distinct texts analysed in
the ‘Papers’ section, which fo-
cuses on the autobiography gen-
re in Ukrainian literature from
the late nineteenth to early
twentieth centuries, and on the
genre of self-reinvention and
myth-making developed in Rus-
sian Modernism, particularly in
the work of Aleksei Remizov.

A central concept linking these
studies is that of ‘internal emi-
gration’, introduced by Natalia
Lebedyntseva. While recon-
structing the system of repres-
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sion in Ukraine, Lebedyntseva
frames this concept as a form of
alienation experienced under os-
tracism, detention, psychiatric
isolation, and exile. This form of
inward emigration enables indi-
viduals to preserve their identity
and neutralize external pres-
sures by creating an alternative
dimension separated from social
reality. Her reflections on the
memory process in conditions of
social exclusion are built upon
the biography of the poet Vasyl’
Stus, who spent many years im-
prisoned. Lebedyntseva high-
lights how Stus’s memory is
marked by a pronounced physi-
cal and emotional component,
linked to bodily perceptions
such as odours and pain, con-
trasting it with a state of ‘non-
memory entailing identity loss
and non-existence. This condi-
tion manifests both in Stus’s de-
tention and in exile, the latter
also experienced firsthand and
constituting a further form of
alienation. She argues that in-
carceration can be understood
as an extreme form of ‘internal
emigration’, where soul and
body detach from the subject in
a psychological dissociation
from the surrounding world.

distributed under the terms of the CC BY-NC-ND 4.0



The renunciation of Soviet citi-
zenship and acceptance of exile
are interpreted as extreme acts
of ‘self-immolation’, ‘self-exile’,
and ‘self-destruction’. In this
context, traditional autobio-
graphical narrative and auto-
fiction appear insufficient for
representing such painful modes
of self-narration, where exile
and self-renunciation become
founding principles of self-aware
existence. The distance from
one’s existential space, the sen-
sory and emotional absence,
lead to a ‘wasteland’ state of
non-existence and sleep are re-
curring motifs in Stus’s work.
This notion of distance is revis-
ited in an interview with the
playwright Ivan Vyrypaev, con-
ducted by Giulia De Florio for
the ‘Materials’ section, which
guides readers through the is-
sue. Vyrypaev stresses that the
distance between subject and
object, including the distance
from the creative process, is not
only common—as Lebedyntseva
suggests—but  essential  for
achieving  awareness, = now
threatened by forms of uncon-
scious ‘liberalism’ and transfor-
mations induced by artificial in-
telligence.

Lebedyntseva further develops
the category of ‘memories’, un-
derstood as processes of emo-
tional self-representation that
function as an ‘assembly point’,

a contact territory bridging past
and present, where the memory
object is artistically transfigured
through the subject’s percep-
tion. This approach again reso-
nates with Vyrypaev’s distinc-
tion between source and object,
observing how the memory pro-
cess generates literary creation.

Rosanna Morabito’s article ex-
amines the concentration camp
experience in the former Yugo-
slavia, focusing on the Goli Otok
camp and the Serbian writer
Dragoslav Mihailovi¢. Morabito
demonstrates how traumatic
memory acquires a peculiar na-
ture in the absence of consoli-
dated verbal memory, often dis-
sociated and fragmented: sensa-
tions experienced during trauma
fail to form a coherent narrative
and entail temporal and some-
times spatial distance. Mihailo-
vi¢’s works often take the form
of hybrid narratives where auto-
biography and historical testi-
mony—typically transmitted
orally by former internees and
transcribed many years later—
overlap. Writing thus becomes a
space of denunciation, memory
preservation, and trauma repro-
cessing, offering partial relief
and assuming high ethical value.
Simone Guagnelli also investi-
gates traumatic memory, focus-
ing on the memorialistic work of
Ol'ga Adamova-Sliozberg, an
amateur author whose produc-
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tion is characterized by the oral
genesis of the material and its
initial dissemination in samiz-
dat. Guagnelli conducts a philo-
logical analysis of different
manuscript versions and linguis-
tic choices, tracing the ongoing
writing and transformation pro-
cess in which multiple genres,
registers, and narrative levels
coexist with precise technique.
Tetiana Cherkashyna recon-
structs the evolution of autobi-
ography in Ukrainian literature
from the late nineteenth century
through the early 1920s, with
special attention to the period of
Ukrainization coinciding with
Ukraine’s inclusion in the USSR.
Although the autobiographical
genre developed from classical
models and Western influences
(Rousseau, Goethe), it became
closely linked to the country’s
major political and nationalist
movements during this time.
Cherkashyna discusses authors
such as Panteleimon Kulish,
Mykola Kostomarov, Hanna
Barvinok, and Mykhailo Draho-
manov, whose autobiographical
work in exile integrates the per-
sonal dimension with historical
and sociopolitical contexts. For
entire generations of Ukrainian
authors, autobiography assumed
a testimonial role, documenting
society, civic ideals, and social
engagement as evidence of their
time.

Autobiognafésl - Number 13/2024

A different study is presented by
Maria Teresa Badolati on Aleksei
Remizov. His vast autobiograph-
ical corpus is also situated with-
in the space of emigration and
similarly, as in Stus’s case, com-
prises hybrid forms—including
tales, novels, poems in prose and
verse, legends, essays, autobiog-
raphies, and dramas—unified by
a strong autobiographical im-
print. According to Badolati,
Remizov’s early twentieth-
century experimental works sur-
pass widely spread contempo-
rary forms like autofiction, offer-
ing unique approaches to myth-
making of the self, which
Vyrypaev describes as ‘unique’.
In his interview with Giulia De
Florio, Vyrypaev highlights key
concepts such as ‘structure’ and
‘word’ in his dramaturgical art.
He argues that autobiography
transcends plot linearity and at-
tains truth through thematic
harmony and language, which
eternalizes what is fragmentary
and ephemeral. This perspective
engages directly with reflections
on trauma and memory, under-
scoring language’s decisive role
in reworking and fixing traumat-
ic autobiographical experiences.
In summary, this issue investi-
gates the processes of formation
and representation of traumatic
memory in autobiographical and
memorialistic forms, showing
how memory—under conditions



of alienation, exile, and repres-
sion—becomes a field of artistic
elaboration and identity con-
struction. The dynamics of dis-
sociation, inner exile, and self-
renunciation emerge as recur-
rent and complex elements in
these narratives, contributing to

a redefinition of autobiograph-
ical writing within extreme his-
torical and political contexts.

Autobiografésl - Number 13/2024
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Andrea Gullotta

Introduction: Autobiography of Socialist Trauma

Introduction to the special cluster Autobiography of Socialist Trauma - Part 1

In his essay ‘My life, several of
my lives’ Varlam Shalamov
writes:

CTuxy Hazmo ObLIO OTAATH
cyar0y U COOCTBEHHYIO
KpoBb. Hazo mnwmcare o
CBOEM UM  IIO-CBOEMY.
(Shalamov 2013: 307)’

Other than providing an ex-
traordinarily precise insight into
Shalamov’'s own relationship
with his writing, this sentence
serves as a monumental slogan
for the literature generated by
traumatic conditions. Shalamov,
a budding poet in his youth, had
gone through the ‘meat grinder’:
arrested in 1929, he spent a total
of 18 years in the Soviet concen-
tration camps, from the Western
camps in the Vishera region, to
the years spent in atrocious
conditions in the Eastern Koly-
ma, an experience that would
eventually define him as a writer
and shape his relationship with
the word, as explained in the
quoted sentence and in several

" ‘I had to give my destiny and my own
blood to poetry. You must write about
yourself and in your own way’. Transla-
tions in this article are my own - A.G.

Autobiognafésl - Number 13/2024
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other essays, written by Shala-
mov to describe his poetics and
make sense of his creative pro-
cess. His direct experience of re-
pression influenced his literary
output not only under a themat-
ic point of view, but also for
what concerns his style: both his
poems and especially his prose
texts were directly impacted by
trauma. As preliminary research
has shown, his use of repeti-
tions, silences/omissions and
switching of tenses — as well as
many other stylistic features -
can be linked to some of the
most typical problems encoun-
tered by patients who suffer
from Post-Traumatic Stress Dis-
order (Gullotta 2021). However,
Shalamov was not aware of this
condition: his essays devoted to
his writing process seem to be
the attempt of a writer to under-
stand his writing process in view
of the sudden re-emergence of
traumatic flashbacks and the

physical reactions Shalamov
had:

Kaxapiii pacckas, Kaxzaas
¢dpasa ero mpeaBapuTeb-
HO NMPOKPHYaHa B IyCTOH
KOMHAaTe — sI BCerja TroBO-

distributed under the terms of the CC BY-NC-ND 4.0
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pl0o cam c coboii, Korja
nuury. Kpuwy, yrpoxaro,
wiayy. Y cnes MHe He
OCTAaHOBUTh. TONBKO TIIO-
cjle, KOHYasl paccKas WU
YacTh PaccKasa, s yTUpalo
cne3pl.  (Shalamov 1998:
382)°

In addition to this specific as-
pect — which is shared by other
traumatised authors, see for in-
stance the switching of tenses in
Primo Levi’s Se questo é un uo-
mo (Roggia 2018) - the writings
of authors who spent a term in
the Gulag were influenced by
the peculiar nature of Soviet re-
pressions. While (apart from ex-
ceptions) the victims of the Hol-
ocaust, the Apartheid or other
traumatic historical events were
repressed because of their be-
longing to ethnic of political
groups opposed to or repressed
by state power, the victims of
Soviet repression were hit be-
cause of their belonging to cate-
gories which were identified as
enemies by the state regardless
of their actions but were unclear
to the victims: if we exclude the
relatively rare cases of people

* ‘Each tale, each of its sentence is ini-
tially shouted out in an empty room -
when I write, I always talk to myself. I
shout, I threaten, I cry. And I can’t stop
the tears. Only later, when the tale or
part of it is written, I wipe my tears
away'.

Special issue

who were actively fighting
against the Revolution and/or
the Soviet power (White army
officers, Socialist revolutionar-
ies, Trotskyists in their fight
against Stalinists in the early
stages of the fight for power be-
tween the two leaders - indeed,
Shalamov was one of them),
people were arrested without
any clear reason. Railway work-
ers, scholars of Eastern cultures,
engineers, foreigners etc. were
repressed for reasons unbe-
knownst to them: while the path
of dehumanisation they would
undergo was overall similar to
that of people repressed in other
historical contexts, victims of
Soviet repression usually would
not have the possibility to rely
on their identity (Jewishness,
blackness, belonging to political
movements and so on) to face
the extreme conditions in which
they were forced to live.” De-
tached from their environment
and relations, humiliated and
often tortured or subjected to
violence, sent to remote areas

> There are, of course, exceptions, such
as the representatives of political fac-
tions opposed to the Bolsheviks like the
Socialist revolutionaries - see, in this
regard, Olitskaia 1971 — or the members
of national communities, such as the
Ukrainian women who organised a se-
ries of counter-practices of survival
based on their national cultural back-
ground, as studied by Oksana Kis (Kis
2022).

Autobiografésl - Number 13/2024



where they would need to rea-
dapt to a completely new reality
made of abuses and violences,
the victims of Soviet repression
would often need to readapt to
life, a new life where all their
references were annihilated and
where they would often live un-
der the rule of homo homini lu-
pus, and were therefore often
forced to reconstruct their own
self in view of the context.
When, during detention or after
surviving the camps, they tried
to describe what happened to
them in their memoirs, tales,
poems etc., they would need to
address a series of common
challenges, such as that of nego-
tiating their personal stories
(and therefore the image they
wanted to keep of themselves in
their writing) with the unspeak-
able (or speakable) experiences
they had lived. The very nature
of Soviet repression was decisive
in shaping their texts: recreating
a self on paper after it was de-
stroyed by the authorities and
their representatives for no clear
reason was a typical trait of all
the writings of repressed people.
This created a variety of outputs
with shared narrative, stylistic
and aesthetic choices, which
characterise the writing of trau-
ma in the Soviet context. This is
why, when considering the
shared features of a large num-
ber of text which form the vast

Autobiognafésl - Number 13/2024

corpus of literary texts com-
posed by authors who under-
went repression in the Soviet
Union, we can speak of a specific
‘autobiography of Soviet trau-
ma’.

While it is not possible in this
introduction to explain in detail
the peculiarities of the ‘autobi-
ography of Soviet trauma’, it is
relevant to underline that such
dynamics were at play not only
in the Soviet Union. As de-
scribed by many researches (see
for instance Pucci 2020), during
or after WWII the countries who
eventually formed the so-called
Soviet bloc (both those who
were included in the Warsaw
Pact, and those who aligned to
the Non-Aligned Movement) ei-
ther sent their officials to the
USSR to shape their repressive
organs, or were formed in situ by
Soviet officials after the end of
the war. This led to the creation
of similar repressive systems in
the Socialist countries which
were based on the Soviet model.
While obviously each country
with time developed their own
repressive systems and had dif-
ferent degrees of intensity of re-
pression, the ideological matrix
which informed state repression
and some concrete repressive
practices were the same in all
the socialist countries, from Ti-
to’s Yugoslavia to Ceausescu’s
Romania and so on.

11
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The project Literature of Social-
ist Trauma: Mapping and Re-
searching the Lost Page of Euro-
pean Literature aims to study the
literary texts generated by these
repressive contexts in the Social-
ist countries. The aim is to un-
derstand whether there is a hid-
den, transnational and multilin-
gual literary genre in European
national literatures based on
shared features in literary texts
composed in repressive contexts
but written in different lan-
guages in the former Socialist
countries of Central and Eastern
Europe. A first set of outputs has
highlighted promising lines of
research, such as the stylistic
and compositional similarity
identified between oral poems
composed in Yugoslavian and
Soviet camps by Hungarian,
Russian and Serbian authors
(Papp 2024, Dusani¢ 2024). This
special cluster, and the second
part which will be published in
the 2025 issue, follows up on the
first outputs and focuses specifi-
cally on issues related to life
writing, trying to tackle them
from particular angles: Simone
Guagnelli’s article proposes an
innovative philological study of
Ol'ga Adamova-Sliozberg’'s Put’
[Path] which aims to understand
if behind what seem to be delib-

Special issue

erate authorial choices - as seen
in the text’s variants — can be in-
deed identified as aspects relat-
ed to representational issues of
trauma. Natalia Lebedyntseva
chooses to work on another ter-
rain, that of the repressed body,
analysed in the numerous hy-
postases proposed by Vasil’ Stus
in his poetry of trauma. Rosanna
Morabito works on Dragoslav
Mihailovi¢’s memoirs of Goli
Otok through the prism of
trauma studies, and in particular
though Van der Kolk’s ground-
breaking work on the represen-
tation of trauma. This way, these
authors - and those whose work
will be published in the follow-
ing issue — move the first steps
towards the study of the ‘auto-
biography of Socialist trauma’ in
European literature.

The research presented in this article was conducted within the frame-
work of the PRIN 2022 PNRR project “Literature of Socialist Trauma:

Autobiografésl - Number 13/2024



Mapping and Researching the Lost Page of European Literature
(LOST)”, ID: P2022745X8, CUP: B53D23029360001, Principal Investiga-
tor: Andrea Gullotta (University of Palermo). The project was funded by
the Italian Ministry of Education, Universities, and Research (MIUR)
under the 2022 PRIN PNRR Call for Proposals, Directorial Decree No.
1409 of September 14, 2022. Simone Guagnelli and Rosanna Morabito’s
articles were translated from Italian into English using the project’s
funds.

Autobiognafésl - Number 13/2024
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Simone Guagnelli

Auto-Biographies and Soviet Trauma: The Case of

Ol'ga Adamova-Sliozberg. Preliminary Remarks

The present article proposes a first reconstruction of the complex editorial
path of Ol'ga Adamova-Sliozberg’s memoirs Put’ [Path]. The ultimate goal of
the research is to provide a coherent analytical rendering of the genesis and
textual dynamics of the work and to understand whether some authorial and
editorial choices may be seen as traces of trauma. Bearing in mind the perspec-
tive of trauma - considered here as a potentially useful interpretative key in
cases where textual or structural clues can be detected - it is possible to read
the cultural documents linked to the memory of Soviet repression also in
terms of their linguistic and compositional signals. Thus, the philological work
on the texts by authors who underwent repression may help to get a clearer
understanding of the relation between trauma and representation in autobio-

graphical works.

In the immense production of
memoirs related to personal ex-
perience within the repressive
Soviet system, the auto / bio-
graphical legacy of Ol'ga Ada-
mova-Sliozberg (1902-91)" is par-
ticularly important from both a
cultural and an academic point
of view in regards to the analysis
of the impact of trauma on liter-
ary writing, as it presents a
whole range of potentially rele-
vant characteristics, which were
indicated several years ago as

" A series of contributions of a merely
biographical or purely introductory na-
ture have been dedicated to Adamova-
Sliozberg — whose testimony is a direct
source of historical-literary reconstruc-
tions (SolZenicyn 2001, Applebaum
2017) - in Russia and Italy (Korzhavin
1993, Magnanini 2004, Fici 2013, Chuda-
kova 2015; Sicari 2019, 2021).

Autobiognafésl - Number 13/2024
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being specific of the genre to
which it belongs:

The memoirs of the Gulag
are an unusual corpus of
writings, due to the com-
bination of the autobio-
graphical element, the ur-
gency of the testimony
and the effect of the trau-
ma on the narrative: an-
other distinguishing fea-
ture is the influence of the
clandestine circulation of
these texts on the style,
which one hopes will be
thoroughly  investigated
(Gullotta 2011: 241).

Having trained as an economist

and not destined to become a
literary = writer, = Adamova-

15
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Sliozberg left a relatively cir-
cumscribed legacy, both in
terms of genre and volume, the
whole being reduced, essential-
ly, to memoirs written over a
long period of time (Put’) [Path],
with the first written work da-
ting between 1946 and 1958
(Vilenskii 2001: 253). This text,
which began to circulate in sa-
mizdat from at least 1956, has
been published since 1989 in
journals, anthologies or as a
book in its own right, in partial,
supplemented or ‘complete’ edi-
tions that are not without inter-
esting textual differences, some
of which will be assessed in this
article (Adamova-Sliozberg 1989,
1993, 2002, 2009, 2012, 2015,
2019; Vilenskii 1989, 2004).”

Put’ is also the title of a small
collection of poems ‘written’ by
Adamova-Sliozberg ‘in her head’
over the course of the twenty or
so years of her confinement
within the ‘zone’ (Adamova-
Sliozberg 1992, 2001, 2006;
Vilenskii 2005, Panikarov et al.

* The success of the text, which also in-
spired theatrical performances (Nepa-
chareva 2004), is illustrated by its trans-
lation into several languages: as part of
Vilenskii’s anthology, in French (Ada-
mova-Sliozberg et al. 1997), English
(Vilensky 1999), German (Adamowa-
Sliosberg 2009), Czech (Babka et al.
2009) and Polish (Wilenski 20m); as a
book in its own right, in Italian (Ada-
mova-Sliozberg 2003) and English
(Adamova-Sliozberg 20m).

Special issue

2010, Deriabina et al. 2023) and
also partially included within
the memoirs which share the
same title.

Subsequently, at a time coincid-
ing with the twilight of her ex-
istence, the author worked on
writing further short memoiris-
tic portraits, dedicated to single
members or moments of her
family, which were often includ-
ed as an appendix to the book
editions of Put’ under the com-
prehensive title of Rasskazy o
moei sem’e [Tales about my fam-
ily].

To complete the data of Ada-
mova-Sliozberg’s  biographical
journey, Put’ (which inevitably
focused on the author’s fate and,
more importantly, on the collec-
tive fate of fellow Soviet citizens,
and particularly women, be-
tween 1935 and 1956) is joined by
the author’s participation in at
least two documentaries dedi-
cated to the collective oral re-
construction of the experience
of detention in the Soviet Union
(Goldovskaia 1988),> and by the

3 The website of Memorial Italia

(https://www.memorial-italia.it/luogo-
dogne-luce-muto/) shows a link to a
documentary which can be found on
YouTube
(https://youtu.be/8SEOmBeZRWw [ac-
cessed 19 December 2024]), which - as
stated there - was curated by Memorial
and directed by Daria Chubova. Entit-
led ...Iuogo d’ogne luce muto, it is divi-
ded into three episodes (‘La collettiviz-
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testimony of her relatives, par-
ticularly her children Aleksandr
Zakgeim and El'ga Silina
(Zakgeim 1992, Zakgeim et al
2006, Krugovych 2016, Silina
2020) and great-grandson Fédor
Katasonov (Ivanushkina 2016,
Fedor 2018, Gordeeva 2021, Korni
2022).*

zazione e la fame 1932-1933’; ‘La costru-
zione del canale Stalin 1932-1937;
‘1937'). Adamova-Sliozberg appears in
the closing minutes of the third episode
(1:49:13 to 1:49:50), recounting ‘the epi-
sode of the mirror’, seen for the first
time after four years of confinement, in
which she sees her mother’s reflection.
This anecdote had already been told,
albeit in different words, in both
Goldovskaia’s documentary and in Put .
* A defence expert in the deeply contro-
versial and highly unjust trial against
[urii Dmitriev, Katasonov — who spoke
at the trial in his capacity as paediatri-
cian - clearly explained how he sees a
strong link between the preservation of
the memory of the Gulag experienced
by his great-grandmother and the au-
thoritarian deviations and political per-
secution that characterise Russia today:
‘B Moeii 6aOyLIKMHOM KHIDKKE eCTh eé
nogpyra o Tiopbme YKenst beixoBckas,
KOTOpasi MNpOMaJaeT B  KaKOM-TO
MOMEHT, HHUYero He H3BeCTHO, YTO C
HeH cTaso Aasblle, U JIMUTpHeB HalIE
eé B crirckax. OHa paccTpesisiHa Oblia B
Canpgapmoxe B ConoBenikom atarne. [lo-
3TOMYy B KAaKOM-TO CMbicie JIMuUTpueB
CBSI3aH M CO MHOM, U C MOEM CeMbEMH, U C
HAIIMM TpeJaHueM. 5| He 3Haj, YeCTHO
rOBOpsl, HUYEro Mpo Hero O TeX Iop,
IIOKa He HAa4ya/IoCh 3TO [e/I0, U MHe I0-
3BoHu [Opa Camopnypos, aszoIIKa
MOH, U CKasaJ, YTO B Jejie UUIYT IKC-
NepTOB TeJUaTPOB, KOTOpPble MOTYT
NPOKOMMeHTHpoBaTy [In my grand-
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This contribution takes the form
of a preliminary investigation
aimed at probing the possible
existence of an implicit traumat-
ic dimension in the writing of
Adamova-Sliozberg and, in view
of a more articulate and system-
atic analysis of the phenome-
non, it proposes firstly to recon-
struct and arrange the complex
editorial path - and stratifica-
tion - revealed by Put’, in the
conviction that this is a critical
step, necessary to achieve a co-
herent analytical rendering of
the genesis and textual dynam-
ics of the work. Bearing in mind
the perspective of trauma - not
considered here as certain, but
as a potentially useful interpre-
tative key in cases where textual
or structural clues (such as edi-
torial discontinuities, recurring
ellipses, marked stylistic varia-
tions or anomalies in the con-
struction of the discourse) can

mother’s book there is her prison friend
Zhenia Bykhovskaia, who disappears at
some point; nothing is known about
what happened to her afterward, and
Dmitriev found her on the lists. She was
shot in Sandarmokh, part of the ‘Solovki
transport’. Therefore, in a way, Dmitriev
is connected to me, my family, and our
history. Honestly, I didn’t know any-
thing about him until this case started,
and my uncle, Iura Samodurov, called
me and said that the case was looking
for pediatric experts who could provide
commentary| (Gordeeva 2021). On San-
darmokh and the persecutory court
case of lurii Dmitriev, see Flige 2022.
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be detected - it is possible to
read the cultural documents
linked to the memory of Soviet
repression also in terms of their
linguistic and compositional
signals. Six aspects of particular
relevance are identified in the
case of the study of Adamova-
Sliozberg’s written production,
all of which are present or can
be traced from the text and its
context of production: 1) the bi-
ography of the author and her
family, before, during and after
repression; 2) the places and pe-
riods of detention, with the cor-
responding disciplinary condi-
tions; 3) the circumstances and
initial aims of the drafting of the
writing; 4) the period and the
methods actually used for writ-
ing; 5) the forms of circulation
and reception of the text, from
the samizdat versions to the
printed editions; 6) the presence
of postmemory (Hirsch 2012),
understood as transgenerational
transmission of trauma.

All these aspects are recognisa-
ble in the case in hand, but they
will not be treated uniformly:
the analysis proposed here fo-
cuses particularly on the editori-
al path and linguistic dynamics
of the text. The twofold philo-
logical task undertaken here is,
on one hand, to investigate cer-
tain aspects of the author’s ges-
tation and drafting of her mem-
oirs over the years, and, on the
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other, to reconstruct the main
biographical stages as they
emerge from the various forms
of self-portrayal that she elabo-
rated. To simplify the identifica-
tion of printed and archival ma-
terials relating to Put’, which are
useful for biographical recon-
struction and the argumentation
of textual differences, a table
with an indication of the pub-
lished sources and of the type-
scripts preserved in the Fund
202 (opis’ 1) of the Moscow
branch of Memorial is proposed
here, with a single correspond-
ing abbreviation?

. DRN: first partial printed
edition published in Druzhba

Narodov  (Adamova-Sliozberg
1989).°
. VIL-1:  first complete

printed edition published in the
first edition of the anthology ed-
ited by Semen Vilenskii, Dodnes’
tiagoteet [It Still Anguishes Me];
there are 38 chapters plus a

> The table is limited to materials often
cited in this article. For an even more
complete reference, please see the final
bibliography.

® A fragment of Put’, entitled ‘Iz pe-
rezhitogo’ [From Lived Experience], was
published in Zvezda (Adamova-
Sliozberg 1990). According to an un-
published typescript by Adamova-
Sliozberg’s daughter (Silina 2019: 99),
whom I thank for sending it to me, in-
dividual chapters of the text also have
appeared in issue 5 (1990) of Raduga
and issue g (20m) of Niva.

Autobiografésl - Number 13/2024



short biographical-introductory
text by the author dating back to
1988 (Vilenskii 1989).

) VOZ-1: first book edition,
edited by the  publisher
Vozvrashchenie; it consists of 41
chapters (the chapter ‘Skelet v
shkafu’ [A Skeleton in the Clos-
et], found in all other complete
printed editions, is missing) plus
an introductory text. It is also
the first edition that mentions
the Rasskazy o moei sem’e in the
appendix, with seven depictions
of family members of anecdotes
(Son is missing) (Adamova-
Sliozberg, 1993);’

J VOZ-2: second book edi-
tion, edited by the publisher
Vozvrashchenie (Adamova-
Sliozberg 2002).

J VIL-2: second edition of
VIL-1 (Vilenskii 2004).°

7 It is also available online on the
vgulage.name platform
(https://vgulage.name/books/adamova-
sliozberg-o-1-put-2/).

® The text is identical to that of VIL-1:
‘TlepBoiit ToM «/logHech TAroTeeT» BbI-
XOJIWUT BTOPHIM U3JaHHEM. BHOCHUTD Ka-
Kue-TM00 WM3MEeHEHHsI B TEeKCThI YKe
yIIEAUIMX aBTOPOB — @ TaKUX abCOIIOT-
HOe GOJIPLIMHCTBO — MbI He MOCYHUTATN
Bo3MoxxHbIM' [The first volume of Dod-
nes’ tiagoteet is being released as a sec-
ond edition. We did not consider it pos-
sible to make any changes to the texts
of authors who have already passed
away - and such are the overwhelming
majority] (Vilenskii 2004: 6). The textu-
al references in this contribution are
taken from this second edition, availa-
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. VOZ-5: fifth book edi-
tion, edited by the publisher

Vozvrashchenie (Adamova-
Sliozberg 2015).
) AST: sixth book edition,

edited by the publisher AST
(Adamova-Sliozberg 2019).

o DELO-1: 191 typewritten
pages containing 36 pieces, plus
an introductory text (Delo 1).

o DELO-2: 223 typewritten
pages containing 43 pieces, plus
an introductory text and two
appendices: ‘Nadezhda Va-
silevna Grankina’ and ‘Vstrecha
s drugom iunosti’ (Delo 2).

o DELO-3: 189 typewritten
pages containing 36 pieces, plus
an introductory text and two
appendices: ‘Igor’ Adrianovich
Khorin” and an untitled text dat-
ed 1966 (Delo 3).

o DELO-4: 237 typewritten
pages containing 43 pieces, plus
an introductory text (Delo 4).

. DELO-5: 227 typewritten
pages containing 42 pieces, plus
an introductory text (Delo 5).

Writing And Editing

ble online at imwerden.de
(https://imwerden.de/pdf/dodnes_tyag
oteet_tomi_2004__ocr.pdf). An antho-
logical and partial version of the text
has also been published on other occa-
sions (Adamova-Sliozberg 1990, Vilen-
skii 2001).

L
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With regard to the time of gene-
sis and composition of Put’, the
elements available are sufficient
to shed light on some facts.
Adamova-Sliozberg began plan-
ning her memoirs during the
Kazan’ period, between the early
summer of 1938 and the spring
of 1939, but had already started
to mentally compose poems in
the meantime, some of which
would become part of her mem-
oirs. From this point of view,
Adamova-Sliozberg’s written
testimony is situated at the level
of ‘text o, a draft elaborated by
the subconscious before being
written down, a sort of pre-text
conceived in the very moment in
which the subject experiences
the reality that will become the
subject of their writing’ (Pieralli
2013: 225).

As several later accounts show,
Adamova-Sliozberg had begun
writing her memoirs (conceptu-
ally planned, as she recalls in her
book, already at the time of her
confinement in Kazan’) between
1946 and 1949, after the first re-
lease from the camp. Fearing a
second arrest, Adamova-
Sliozberg had hidden the pages
containing the text inside bot-
tles buried in the grounds of her
family dacha, but when she re-
turned from the camps for good,
the exact location of the hiding
place could not be identified, re-
sulting in the permanent loss of

Special issue

the first draft of the initial chap-
ters of Put’, later rewritten from
the author’s memory. No com-
plete written confirmation of
this circumstance by the author
herself actually seems to exist,
only the account passed on by
her family.” The author men-

 ‘HaumHas ¢ 1946 roga, B Te Tpu roja
IO CCBUIKH, KOTOpPble OHa HeJerajibHo
MpoXXKuaa B MOCKBe 110/, THETOM HeTpe-
Kpaljaouleiicss yrpo3sl apecTa, OHa
Havajia mucaTh. JTO ObUTO Ge3 mpeyBe-
JINYEHUs] CMepTEeIbHO OMacHO, MU Mama
TalHO 3apbIBajia HAIMMCAHHOE B 3€MJII0
Ha gade. Ho cefivac, B 1955 roay, 3apsl-
Thle OYTBUIKM C JIMCTKAMH HAWTH He
ynanock. OHa Havama cHavana’ [She be-
gan to write in 1946, during those three
years before her exile, which she spent
illegally in Moscow under the constant
threat of arrest. To write was literally
life-threatening, therefore my mother
secretly buried what she wrote in the
ground at the dacha. But in 1955 the
buried bottles with the sheets could not
be found. She started again from the
beginning] (Zakgeim et al. 2006: 59);
‘TlepBbIii BapUaHT KHWATH OHA Cejasa
ele B 1946—1949 rojax, KOrja BbIpBa-
nach ¢ Konbimsl. [Tucats o narepsix 6bi-
710 GOMBLUION CMEJIOCTHIO, TMOCKOJIBKY
IIPU OCBOOOXKIEHHUH [ABaA TOJAMUCKY
O HepasrJallleHuH, U B TI000H MOMEHT
MaMy MOTJ/IM apeCcTOBaTh MOBTOPHO. Py-
KOIMCHA MbI MOMEILAM B OYTBUIKH H
3aKambIiBa/ii Ha jgave. Korga mama Bep-
HY/IaCh 4Yepe3 MATh JIeT MOC/ie BTOPOTO
apecra, Mbl HUYero He Hauutn. Ho oHa
OYeHb JIErKO Bce BOCCTAHOBUIIA U JOTTH-
ChIBaJIa KHWIY elle 36 JieT, [0 KOHIA
»wusuu' [She made the first version of
the book back in 1946-1949, when she
escaped from Kolyma. Writing about
the camps required great courage, be-
cause upon release one had to sign a
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tions the concealment of the
text in her introduction to VIL-
2, but makes no reference to the
loss of the first originals: ‘Otcto-
Zla MOH 3allMCKH, HaYaThie emie B
1946 TOmy, HE pa3 3apbiThie B
3eMJTI0 B OyThIJIKAX M CHOBA BbI-
PBITHIE, TIPO/IO/DKEHHBIE B DITOXY
3aCTOST 6€3 HA/IeXK/Ibl YBUAETh UX
HarevaTaHHbiMu' [Here are my
notes, begun back in 1946, re-
peatedly buried in bottles in the
ground and dug up again, con-
tinued during the era of Stagna-
tion without any hope of seeing
them printed] (Vilenskii 2004:
11). The same consideration can
be made with regard to a text
from 1990 (‘Mne 88 let’ [I am 88
years old], DELO-6: f. 1) in
which Adamova-Sliozberg
speaks about the beginning of
the process of writing the text.

secrecy pledge, therefore my mother
could have been arrested again at any
moment. We placed the manuscripts in
bottles and buried them at the dacha.
When my mother returned five years
after her second arrest, we found noth-
ing. But she very easily restored every-
thing and continued writing the book
for another 36 years, until the end of
her life] (Silina 2020: 33). This recon-
struction has been passed down and
preserved through the generations to
her great-grandson Fedor Katasonov
(Fedor 2018).

' The text, originally titled ‘Mate-
rinskoe gore’ [The Grief of a Mother],
would later be published in the Ras-
skazy o moei sem’e series under the title
‘Deti’ [Children].
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She mentions the bottles, but
makes no reference to no longer
being able to locate them and
having to rewrite the first chap-
ters from scratch.”

Adamova-Sliozberg resumed
writing in Karaganda (1954-55),
but we do not know exactly
what she wrote and until what
point she continued her writing

" ‘Sl oueHpb pazia, YTO HaNMCaaa O Mepe-
JKUTOM TIOJ, >KUBBIM BI€YaT/IEHUEM,
HAYaB MHCAThH ellle B 1946 roay, ocBo6o-
JOUBILIKCH TIOC/IE TIEPBOTO apecTa, OTCHU-
J€B B TIOPbMax U JIarepsix BOCEMb JIET U
IpoBeJisl Ba roja 6e3 mpaBsa Bble3sa Ha
Konemve. Ilucana s Hoyamu, Apoxka ot
cTpaxa — BeJb IPU OCBOOOXKIEHHH C
Hac Opanu TMOAIMMCKY O Hepasrjalle-
HUU. YMpOoM 3acoebleana HanucaHHoe 8
6ymbLiKy, 3anevamsléana cypeyvom U
3akanwieana 6 3emaio’ [I am very glad
that I wrote about my experiences while
they were still vivid, having started
writing back in 1946, after being re-
leased from my first arrest, having spent
eight years in prisons and camps, and
two years in Kolyma without the right
to leave. I wrote at night, trembling
with fear — after all, upon our release
we had to sign a pledge of secrecy. In
the morning, I would put what I had
written into a bottle, seal it with wax,
and bury it in the ground] (the sentence
in italics was deleted when the text was
published; DELO-6: f. 11). The purpose
of the reconstruction here is not to cast
doubt on the truth of the account by
Adamova-Sliozberg’s relatives, but to
emphasise the author’s decision not to
reveal this episode - far from marginal
with regard to the genesis of her writ-
ing, at least of the first part of her
memoirs - in texts or paratexts at-
tributable to her.
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(the only thing we are certain of,
as we shall see later, is the com-
position of the chapter ‘Liza’).
The second writing period was
witnessed by Korzhavin, also in
Karaganda at that time ‘B
HeKoTopo¥  mosycchuike  [In
some sort of half-exile] (‘Memy-
apsbl Onbru JIbBOBHBI
AnmamoBoii-Cnvo36epr s 4uTaI
OJHUM W3 TEPBBIX, M0 Mepe HUX
Hanucauust [I was among the
first to read the memoirs of Olga
Lvovna Adamova-Sliozberg, as
they were written]), who con-
firms that he distributed the text
- which had, by then, become to
all intents and purposes a sa-
mizdat text - in his intellectual
circles: ‘B 50-e — 60-e rogpl, s
MOKAa3bIBaJ 3T MeMyapbl MHO-
ruM TpodeccuoHaIbHbIM JTUTe-
patopam’ [In the 1950s and 1960s
[ showed these memoirs to
many professional writers] (Kor-
zhavin 1993: 3). Most certainly in
1963 (therefore, in the wake of
the publication of Odin den’
Ivana Denisovicha [One Day in
the Life of Ivan Denisovich],
1962) the ‘manuscript’ was deliv-
ered to the editorial department
of the publisher Sovetskii pisatel’
(Adamova-Sliozberg 2022: 277)
and was reviewed, probably for
internal use, positively by Frida
Vigdorova (18 November 1963)
and the editor-in-chief of the
publisher Fedor Koluntsev (27
July 1964). By this time, the
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Khrushchevian thaw was coming
to an end, and the publication of
the text was postponed.

A first, albeit partial, printed
version of Put’ appeared in 1989
in Druzhba Narodov. VIL-1, the
first ‘complete’ version (the only
one published while the author
was still alive) appeared that
same year, as the premiere text
of the first edition (published by
Sovetskii pisatel’) of the anthol-
ogy Dodnes’ tiagoteet, edited by
Vilenskii. Vozvrashchenie pub-
lished five editions of the book
between 1993 and 2015. In 2019,
the text was published as a book
by Ast. All of the book editions
are divided into 42 chapters,
with the exception of the first,
VOZ-1, which, for reasons un-
known to me, lacks the chapter
‘Skelet v shkafu’ (also included
in VIL-1). From 2009 onwards,
the editing of the text began to
offer the tripartition of the
memoirs, maintaining this for-
mat until 2019 (1. from the eve of
the first arrest to the transfer to
Magadan; 2. the entire experi-
ence at Kolyma; 3. from the first
return to rehabilitation).

Bearing in mind the differences
between the various editions,
not only in structure but also in
content - and particularly be-
tween VIL-1, VIL-2 and VOZ-,
VOZ-2, VOZ-5, as will be dis-
cussed here - it would be helpful
to understand which text should
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be considered as the author’s fi-
nal version, especially for the
purpose of identifying the lin-
guistic traits that reveal a possi-
ble trauma, to be explored in fu-
ture contributions. It is definite-
ly VIL-, published when Ada-
mova-Sliozberg was still alive.
The textual differences and ad-
ditions in the posthumous book
editions are, however, so signifi-
cant and substantial that they
must also be attributed to the
drafting process and the will of
the author herself, although it is
not always clear when they were
actually written. We are aware
that, at least until mid-July 1991,
the author was struggling with
the writing of Rasskazy o moei
sem’e. Certainly, and this is also
confirmed by her family, Ada-
mova-Sliozberg rethought and
reworked her literary testament
until the latter years of her life:

MaMa yBHJeJa OIyOTHUKO-
BaHHON OOJ/BINYI0 YacCTh
HAIMMCAHHOTO W B KOHIIE
YXU3HU TOATOTOBHIIA K TIe-
YaTH TIOTHYI0 KHUTY CBOUX
BocriomuHanuii  [...] o
CaMOTO KOHIIA YXU3HU Ma-
Ma Mpojo/DKaaa paboTaTh
HaJl TOTOBSIIEHCS K OT-
OeTbHOMY W3JAHUI0 KHU-
roii. [locmegume rmaBbI
HalMCaHbl B  CepelUHe
uios1 1991 roza. Yepes
Mecsl, MaMa C DHTY3Ua3-
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MOM  BOCIPHHSJIA  Kpax
['KYII. A B gexkabpe ee He
ctasio [Mum saw most of
what she had written pub-
lished, and at the end of
her life prepared for publi-
cation a complete version
of her memoirs [...] Until
the very end of her life,
mum continued to work
on the book, which was
being prepared for publi-
cation as a separate book.
The final chapters were
written in mid-July 1991. A
month later, mum enthu-
siastically welcomed the
collapse of the State
Emergency = Committee.
And in December passed
away| (Zakgeim et al
2006: 59, 61).

A further question concerns the
possible differences between the
samizdat version, which circu-
lated in the late 1950s and 1960s,
and at least VIL-1. In my opin-
ion, the samizdat drafts pre-
served by Memorial - which, ac-
cording to their description,
date back to the late 1980s - al-
ready allow some assumptions
to be drawn from the paratextu-
al elements produced in the
1960s. | refer both to the two re-
views ‘for internal use’ written
for the publisher Sovetskii
pisatel’, and to the first of two
letters written by Solzhenitsyn
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to Adamova-Sliozberg on 27 De-
cember 1967 (VOZ-2: 280-81).
Quite apart from the flattering
assessment of the work as a
whole, both reviews insist that
the author, in view of the print-
ed publication, should have
‘YHUYTOXUTH XPOHOJIOTUYECKUH

paspbiB, 3aMOJHUTH  IMYCTOTY
Mexay raaBou  “‘Ckermer B
mKady’ W B3aKITIOYHUTETHHBIM

KyckoMm (1949-# rox)’ [eliminat-
ed the chronological gap and
filled the void between the chap-
ter ‘Skelet v shkafu’ and the final
bit (1949)], a sentence which we
find extremely interesting and
which Vigdorova follows up with
an equally valuable completion:
‘YuraTtenp BHpaBe 3HATh, KakK
repouts “[lytu” BepHy/mach m0-
MO, KaK CJIOXXHJIaCh €e >KU3Hb
nmocie Broporo apecra  [The
reader has the right to know
how the protagonist of Put’ re-
turned home and how her life
turned out after her second ar-
rest]. This would seem to mean
that, until 1964, from the point
of view of the narrative, the
work stopped at 1949, the sec-
ond arrest. The indication of the
year in brackets in the quotation
also refers directly to the chap-
ter entitled ‘1949 god. Kamera
No. 105 v Butyrskoi tiurme’
[1949. Room n. 105 in the Butyr-
ka Prison], with the title remain-
ing the same for DRN and VIL-1
but then becoming absent, re-
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placed by the chapter ‘Povtornyi
arest’ [Repeated Arrest] (fol-
lowed by seven other chapters)
and narratively developing al-
most twice the content of the
previous version.

Solzhenitsyn’s letter dated 1967
offers us further insights into the
editorial process. His reading
was particularly attentive and
interested in view of his ongoing
work on The Gulag Archipelago.
In addition to his praise of the
author, there is a whole series of
comments, suggestions, contra-
dictions, clarifications and re-
quests. This series of data en-
riches our ability to compare the
structure of the proto-samizdat
edition to the versions printed
from the late 1980s onwards. For
example, the sentence ‘B Cysga-
sie o BammmMm gatam Bel mpo6sI-
J1 1, a He 2 Mecsaua (10 mas -
Hay. uroHs) [According to the
dates you wrote, you spent 1
month in Suzdal’, not 2 months
(May 10 - early June)] tells us
that, in the samizdat version in
Solzhenitsyn’s possession, the
beginning of June is indicated as
the ad quem termination of the
experience in Suzdal’, while in
all the versions printed in Russia
(including DRN), the date is
stated as being 10 July 1939.” All

” Archival sources and, strangely
enough, even translations, partially di-
verge on this point. The correct ‘10 July’
is found in three versions (DELO-1: f.
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the chapters that Solzhenitsyn
mentions by title and praises are
in the first two parts of the post-
humous tripartition (e.g. ‘Basia’
[Basia], ‘Nenavist” [Envy], ‘Al-
tunin i otlichnaia velikolepnaia
‘Zoloto’ [Altunin and the Amaz-
ing Fantastic ‘Zoloto’]). The re-
quests by the author of The Gu-
lag Archipelago include the fol-
lowing: ‘Mosi nu4Has mpockoa:
eCc/li MOXHO — pacuudpyire
MHe Takue damunuu: Mapus
BapransH, /Iusa liBeTkoBa, JKe-
uss Co6onp (u Ilerpos), Mors-
“Ommconyuk’” [I have a personal
request: if possible, decipher the
following names for me: Maria
Vartanian, Liza Tsvetkova, Zhe-
nia Sobol’ (and Petrov), Motia-
‘Edisonchik’], which is interest-
ing because only Motia-

73, DELO-4: f. 79, DELO-5: f. 79), while
in the other two we find ‘10 June’ (DE-
LO-2: f. 74, DELO-3: f. 68). As regards
the translations, the French (Adamova-
Sliozberg et al. 1997: 71) and Italian
(Adamova-Sliozberg 2003: 83) versions
state June, while the German transla-
tion (2009) correctly states July. The
French translator, who only had VIL-1
at her disposal, completely omitted the
chapter ‘Ania Bublik’ (not only the
chapter is absent, the narration is inter-
rupted in the place where the chapter
should be and resumes, incoherently,
afterwards), while the Italian translator
mentions in the introduction (Ada-
mova-Sliozberg 2003: X) that their base
version ‘is that of 1989, with some inte-

grations from later editions’, up to
VOZ-2.
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‘Edisonchik’ and Liza Tsvetkova
appear in the various printed
editions. Indeed, and this fact is
preserved in the author’s type-
scripts, in the early samizdat
versions Adamova-Sliozberg had
hidden many of the characters’
real names behind pseudonyms.
In this specific case, these are all
central figures in the first chap-
ters, relating to the Lubianka
and Butyrka prisons. Vartanian
(actually Varganian: DELO-2,
DELO-3) is Daniélian (actually
Danielian for DELO-1 - which,
however, as usual, corrects the
previous Varganian in pen — DE-
LO-4 and DELO-5); Sobol
(again in DELO-2 and DELO-3,
which, however, present a note
in the margin certifying the true
identity and year of birth as
1898) is Gol'tsman (DELO-1
again presents the correction in
pen, while DELO-4 and DELO-5
already state the correct word-
ing); the  writer  Petrov,
Gol'tsman’s husband, is actually
Ivan Filipchenko (again DELO-1
makes a correction in pen, DE-
LO-2 and DELO-3 refer to the
authentic name in a footnote;
DELO-4 and DELO-5 already re-
veal the real identity). Solzheni-
tsyn evidently reads an anti-
graph of DELO-2 and DELO-3, a
version not yet corrected in the
margin.
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Rationalised Chronology of ‘The
Way of the Cross’

Born in Samara, on the River
Volga, on 1 August 1902 into a
family of Jewish tailors, Ada-
mova-Sliozberg always consid-
ered herself alien to any reli-
gious sentiment: ‘Sl — eBpeilixa.
S — 4yenoBeK pPyCCKOM KY/IbTY-
pol. [...] EBpefickoro s3pika He
3Hal0. PelMrunosHocTp MHe 4yXX-
na’ [I am Jewish. I am a person
of Russian culture. [...] I do not
speak Hebrew. Religiosity is al-
ien to me] (Adamova-Sliozberg
1993: 227). Her  mother,
Nadezhda Il'inichna (Shneider),
a key point of reference for Ol'ga
during her worst years, was born
in Moscow; her father, Lev Aro-
novich, born in Smolensk,
moved to Moscow at the age of
13. El'ga Silina recalls that:

MamuHbl TIpeKH HMeNu
MpPaBO J>KUTh BHE YePThI
OCeJJIOCTH ¥ TOCETHUIIHCH
cHa4vasla B MockBe, HO TIO-
CJle TIOKYIIeHUs Ha 1japs, B
KOTOPOM Yy4YacTBOBAJI €B-
peli, u3 MoOCKBBI HU3rHamu
Bcex eBpeeB. Tak ceMbs
Cnunosbepr oxkaszanmach B
Camape, rae B 1902 oy u
poaunace Mosi Mmama Ojib-
ra /IeBoBHa [My mother’s
ancestors had the right to
live outside the Pale of
Settlement and initially

Special issue

settled in Moscow, but af-
ter the assassination at-
tempt on the Tsar, in
which a Jew participated,
all Jews were expelled
from Moscow. So the
Sliozberg family ended up
in Samara, where my
mother, Olga L'vovna, was
born in 1902] (Silina 2020:
28).

From childhood, Adamova-
Sliozberg knew about the hor-
rors of the anti-Semitic pogroms
of the time of Nicholas II from
the stories told by her grandfa-
ther Aron. This feeling of fear
intensified in 1913 with the Beilis
trial: ‘OHO M3 caMbIX CTPAIIHBIX
BII€YAT/IEHUH, TMOBIUSBLUIMX HA
MOIO ZeTCKYI0 Ayury, 6b110 “mesno
Beitnnca” [One of the most ter-
rible impressions that influ-
enced my soul when I was a
child the was ‘Beilis affair’]
(Adamova-Sliozberg 1993: 254).

After finishing school, in 1919
she moved to Moscow, where
she attended university and
graduated with a degree in Eco-
nomics. In Moscow she met [u-
del’ Ruvimovich Zakgeim (nei-
ther Iudel’ nor Adamova-
Sliozberg ever joined the Com-
munist Party) whom she mar-
ried in 1928 (Vilenskii 2004: 10).
Iudel’ was born in Vitebsk in
1898 to a very religious family
where ‘TOBOpW/IM TOJNBKO TmO-
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eBpeticku’ [spoke only Hebrew]
(Adamova-Sliozberg 1993: 233).”

B ‘Orten, GbII aTEMCTOM, HO HWHTEPECO-
BaJICSI PA3/IMYHBIMU PEIUTHSIMU U XO-
polIo B HMX pa3bupascs, U elje BO
BpeMsi 0Oy4eHHsI ero MPUIIACHIA YH-
TATh JIEKIMH TI0 UCTOPUHU peuruii’ [My
father was an atheist, but he was inter-
ested in various religions and was well
versed in them, and was invited to give
lectures on the history of religions al-
ready at the time when he was a stu-
dent] (Silina 2020: 28). Adamova-
Sliozberg dedicated one of the sketches
in Rasskazy o moei sem’e to her first
husband’s family, focusing particularly
on the figure of his father (‘Moii cBekop
PyBum EBceeBuu 3axreiim 6bU1 MoJT4a-
JIUBbIMA €BpeM, IOrPY)XeHHBbId B CBsI-
weHHbie KHurK [My father-in-law, Ru-
vim Evseevich Zakgeim, was a silent
Jew, immersed in sacred books], Ada-
mova-Sliozberg 1993: 251). To prevent
his son from attending school on Satur-
days, Ruvim Evseevich initially denied
[udel’ the chance of enrolling in a Rus-
sian institute, until a teacher, realising
the boy’s talents, convinced his father
to do so. Iudel’ found Russian hard, es-
pecially written Russian. His wife
writes: ‘Sl BmocieAcTBMM HAllIa €ro
rMMHa3uyeckuii Tabenb. [lo  Bcem
npeJMeTaM 5, 0 PyCCKOMY — 2 WJIH 3.
OpHako roja 3a /Ba OH OBJIafieN1 pyc-
ckum si3sikoM’ [I later found his high
school report card. He got 5s in all sub-
jects, but a 2 or 3 in Russian. However,
in about two years he had mastered the
Russian language] (Adamova-Sliozberg
1993: 233). Their daughter also mentions
this aspect: ‘Korma Bbiexan u3 uepTsI
0CeJJIOCTH, PyCCKOro oH He 3Hal. Ho
nama GbUT OYeHb CIIOCOOHBIM, JOBOJIBHO
OBICTPO BBIYYHII SI3BIK U B 1922 TOZY IO-
CTynu1 B AKaZieMUI0 KOMMYHHCTHYE-
ckoro Bocnutanus uM. H. K. Kpymnckoit’
[When he left the Pale of Settlement, he
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In 1925, Tudel’ began teaching
Notions of political science at
the Faculty of Biology at Mos-
cow University and, in around
1931, took the chair of Dialectics
of nature, despite not yet having
the necessary academic qualifi-
cation, which he would only ac-
quire in 1935 thanks partly to the
help from Adamova-Sliozberg in
writing his doctoral dissertation
(Adamova-Sliozberg 1993: 234-
35; Silina 2020: 229). Passionate
about medicine, from 1925
Zakgeim organised a study
group on the history of medi-
cine, attended by various doc-
tors and academics (Adamova-
Sliozberg 1993: 237). The group
would continue to meet with
some regularity for about ten
years, until Iudel’ (along with
most of its members) was ar-
rested on 10 March 1936, charged
with being part of an organisa-
tion preparing an assassination
attempt on Stalin.”* At the time

did not know Russian. But Dad was very
bright, he learned the language fairly
quickly, and in 1922 he entered the
Academy of Communist Education
‘N.K. Krupskaia’] (Silina 2020: 28).

* ‘Ero 0OGBMHMIM B TOM, 4TO OH TPOII-
KHUCT-TEPPOPHUCT, YYACTBYIOIUI B 3aro-
Bope npoTuB CTasvHa. Y HUX B YHUBEP-
CUTeTe [eiiCTBOBaJl CBOEro poja Kpy-
XKOK, TI7e OOCY)XJalMu TOTUTHYECKYIO
cUTyauuio B cTpaHe. Tyza BXoOwIM He
TOJIBKO CTYZE€HTBI, HO U TIPerojaBaTe/In
[He was accused of being a Trotskyist
terrorist involved in a conspiracy
against Stalin. There was a sort of circle
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of Zakgeim’s arrest, Adamova-
Sliozberg was employed at the
General Directorate of the leath-
er industry. On 27 April 1936,
Adamova-Sliozberg too was ar-
rested, charged with conspiracy
against the life of Kaganovich.
As her daughter recalls: ‘B 06-
BUHUTE/IPHOM 3aK/IIOYE€HUH Y
MaMbl ObUIO HamucaHo: “Mora
C/IBIIIATh AHTUCOBETCKHE PA3ro-
BOpDbl M He JI0OHecCja’, a TaKKe
YTO OHA Y4aCTBOBaJIa B 3arOBOpe
06 y6uiictBe Karanosuua' [In
my mum’s indictment was writ-
ten: ‘She could have overheard
anti-Soviet conversations and
did not report them’, and also
that she participated in a con-
spiracy to assassinate Kaga-
novich] (Silina 2020: 31). This
marked the beginning of the
family’s long struggle to prevent
Adamova-Sliozberg and Iudel’s
children from being placed in an
orphanage as ‘children of ene-
mies of the people’, and to have
custody given, as would indeed
happen, first to their grand-
mother Nadezhda, and later to
their aunt Elena.® Iudel’s agony

at the university where they discussed
the political situation in the country. It
included not only students but also fac-
ulty members] (Silina 2020: 29).

> All this is told by Adamova-Sliozberg
in Rasskazy o moei sem’e, particularly in
the chapters ‘Bor’ba rodnykh za moikh
detei’ [My Parents’ Fight for My Chil-
dren] and ‘Elena L'vovna Sliozberg’
(Adamova-Sliozberg  1993:  238-45).

Special issue

lasted only a few months: while
the family received the fateful
notification of a sentence of 10
years without the right to corre-
spondence’, he was actually shot
in Moscow as early as 4 October
1936.

The beginning of Adamova-
Sliozberg’s way of the cross
(‘Nachalo krestnogo puti’ [The
Beginning of the Way of the
Cross] is the title of the second
chapter of her memoirs) winds
through stations whose names
and dates (sometimes even
times of arrival and departure)
are almost always indicated in
Put’ with absolute precision. On
the day of her arrest, Adamova-
Sliozberg was taken to Lubianka
prison, where she was interro-
gated three times during her
four-month stay, always for sev-

Elena, a doctor, was her older sister; her
son Vadim, the Dima remembered by
Adamova-Sliozberg, is the father of Iurii
Samodurov, one of the founders of
Memorial (1989) and director of the
Sakharov Centre from 1996 to 2008.
Samodurov himself recounts his link to
Adamova-Sliozberg in a documentary
on the history and persecution of Me-
morial, highlighting how this experi-
ence influenced his later choices in the
field of dissent (Gol'dentsvaig 2021).
Adamova-Sliozberg’s Moscow house-
hold also included the second of her
sisters, Paulina, a singer, married to
Vladimir Arkad’evich Tronin. Her
younger brother, Mikhail L'vovich, a
physicist, was living at the time in Len-
ingrad (Pamiat’ n.d.).
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eral hours, without ever admit-
ting her guilt. In August 1936,
she was transferred to Butyrka
prison in Moscow, to cell num-
ber 105, where she remained for
three months. The trial was
scheduled for 15 November, at
Lubianka, and lasted about 15
minutes. In the end, Adamova-
Sliozberg was sentenced to eight
years’ imprisonment in strict
solitary confinement and a fur-
ther four years’ disqualification
from political rights. After two
days spent at Lubianka prison,
her journey to the Solovki is-
lands began. The train journey
and the crossing of the White
Sea on a steamer named SLON
took four days.

Regarding the date of the next
leg of the transfer to Kazan’
prison (‘B mrone 1938 roma Hac
nose3u B Kazaup') [In June 1938
we were taken to Kazan’], the
information is only included in
VIL-1 and VIL-2 (Vilenskii 2004:
47). The reference is at the end
of the ‘Solovki’ chapter and the
transition to the chapter entitled
‘Kazanskaia t'iurma’ [The Prison
in Kazan’]. If we compare VIL-1
(the first printed version that
can be considered sufficiently
complete and the only one that
is not posthumous) with the
book editions, we can see that
the former has an additional in-
termediate chapter (‘Ania Bub-
lik’), which is structurally absent
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in the book editions, but inter-
polated in the ‘Solovki’ chapter,
the difference being that, in
VOZ-1, the narration is placed at
the end of the chapter, whereas
in the others, e.g. VOZ-2, VOZ-5
and AST, it is situated within it.
These are structurally different
versions: this is confirmed by a
further chronological fact, da-
ting back to the spring of 1938,
when the author-protagonist
learns from two prisoners that
“keHckast TioppMa Ha Cosi0BKax
JIUKBUUPYETCSI, U BCEX 3aKIIIO-
YEHHBIX TIePEeBO3SAT Ha MATEPUK.
To >xe oxwugano u Hac [the
women’s prison on Solovki is be-
ing closed and all the prisoners
are being transported to the
mainland. The same destiny
awaited us]. The next sentence
(‘A MBICJIEHHO orysizesna
MOJITOPAa TOJa, IPOXKUThIE HA
CosnoBkax’) [I mentally looked
back over the year and a half
that I spent on Solovki] is in fact
included in VIL-1 and VOZ-1 but
— again - absent in VOZ-2, VOZ-
5 and AST, which close the
chapter with the sentence I
quoted, followed by the chapter
on Kazan’ prison. This creates a
clear break, a gap, both chrono-
logically and descriptively (an
unusual element in Adamova-
Sliozberg’s very detailed ac-
count), between the two stages.
From this point of view, VIL-1
ends the chapter, before the sen-
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tence concerning the move to
Kazan’ ‘in June 1938, with the
poem  ‘Bespokoinaia  belaia
noch” [A Restless White Night]
written in two quatrains, which
become three in VOZ-1, followed
by the episode concerning ‘Ania
Bublik’ (which, as mentioned,
forms the next chapter in VIL-
1)."® The poem is also found in
VOZ-2, VOZ-5 and AST, but
with four quatrains, and is
placed in the first third of the
‘Solovki’ chapter, immediately
after the reflection, almost iden-
tically present in the various
versions, during sleepless nights,

'® Of the first five dela (the most com-
plete) in Memorial’s archives of Ada-
mova-Sliozberg, only in one case (DE-
LO-1: f. 55) is there an indication of the
date of transfer to Kazan’, recorded,
however, at the beginning of the chap-
ter ‘Kazanskaia tiurma’ together with
the poem (including the title, ‘Bessonit-
sa’ [Insomnia]) in six quatrains. In par-
ticular, only three (DELO-2, DELO-4,
DELO-5) contain the chapter ‘Ania Bub-
lik’ and only two others (DELO-4, DE-
LO-5) mention the poem ‘Bespokoinaia
belaia noch’ (in both cases in six quat-
rains). ‘Bessonnitsa’, ‘mentally com-
posed’ at Solovki in 1937, is found in the
book of poems (Adamova-Sliozberg
1992: 14-15) in six quatrains, but with a
first verse that is slightly different from
all the editions of the memoirs
(‘Solovetskaia belaia noch”). Compared
to the booklet of poetry, the quatrains
in VIL-1 are the first and the fourth,
with VOZ-1 containing the first, fourth
and sixth, and VOZ-2, VOZ-5 and AST
containing the first, fourth, fifth and
sixth.

Special issue

on how ‘MOXHO ympaBIATH
MBIC/IIMU: OJHH IMYCKaTbh, [IPY-
rie rHatb. MoXXHO He BCIIOMU-
HaTh, HE )KaJIeTh, HE TeP3aThCs
YYBCTBOM BHHBI Tepes CoOO0H,
nepes, MyXeM, Tepej], MaTepbio
3a TO, 4TO Hedodesana 4mo-mo,
KOr'o-TO 00ues1a, MaJio JII0OUIIa,
Maso >kanema. Moxno... Ho
o4YeHb TPyAHO [you can control
your thoughts: let some in, drive
others away. You can stop re-
membering, stop regretting,
stop being tormented by guilt
towards yourself, towards your
husband, towards your mother
for not having finished some-
thing, for having offended
someone, for not having loved
enough, for not having pitied
enough. You can... But it’s very
difficult].” All this suggests that,

7 The italics in the sentence are my
own: they indicate a verb that is missing
in VIL-1, only appearing from VOZ-1. In
addition to the sentence quoted by me
in the text, VIL-1 and VOZ-3 include,
with respect to VOZ-2, VOZ-5 and AST:
Tlocie makoii HOYM 51 BCTaBajla, KakK
M30MUTas, ¥ BXOAWIA B HOPMY TOJIBKO
MOCJIe Yaca TMMHACTUKH Tepef OTKPbI-
ThIM OKHOM' [After such a night, I would
wake up feeling beaten and only get
back to normal after an hour of gym-
nastics in front of an open window] (the
italics are my own). In all the archival
editions, both the verb and the follow-
ing sentence are present, but in one
case (DELO-1: f. 48) the verb is deleted,
while takoi is added in pen; the latter is
absent in two versions of the text (DE-
LO-2: f. 50, DELO-3: f. 45) but found in
the remaining ones (DELO-4: f. 51, DE-
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from VOZ-2 onwards, there was
also a substantial editorial inter-
vention in the structure of the
work, while the differences be-
tween VIL-1 and VOZ-1 might
still have been partly introduced
by Adamova-Sliozberg or ac-
cepted by her.

Returning to the chronology of
the ordeal, according to what
can be reconstructed from the
author’s text, Adamova-
Sliozberg spent just over ten
months in Kazan’ prison. She
began her transfer by train, with
other female prisoners, to Vla-
dimir prison on 10 May 1939, ar-
riving the following day, to be
immediately taken on an open
truck to Suzdal’ prison. She
spent two months there and, on

LO-5: f. 51). It should be noted that,
immediately after the arrest in 1936, the
dominant thought that had plagued the
author like a sense of guilt had been
precisely the idea of having left some-
thing unfinished (Yro-to s He
nogenana’) [not having finished some-
thing] and being incapable of precisely
defining the missing action (‘Her, e
TO... YTo-TO eme s He caenana...’) [No,
not that... I have not done something
yet], immediately after leaving and
walking out of the house (correspond-
ing to the threshold between a before
and an after, which is typical of a trau-
ma: ‘Bcé. Orpesana xusub. S ofHa
MPOTHB OT’POMHOM MAIIMHbI, CTPALTHOH,
3710/ MAIIMHBI, KOTOpasi XO4YeT MeHsI
yunutokuts’) [That’s it. Life is cut off.
I'm alone against a huge machine, a ter-
rible, evil machine that wants to destroy
me].
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10 July 1939, the final transfer to
Kolyma began for her and her
group (first on a closed truck
and then, after a night spent
back at Vladimir prison, on a
teplushka to the ‘east’). On 14
August 1939° the prisoners ar-
rived at the sorting centre in
Vladivostok,” ending up at the

® 16 August, according to VIL-1 and
VIL-4 (Vilenskii 2004: 64). Archive find-
ings present: ‘14 August’ (DELO-4: f. 84,
DELO-5: f. 84), ‘14 July’ (DELO-2: f. 78,
DELO-3: f. 73); the first (DELO-1: f. 79),
which is presumably the antigraph of
VIL-1, corrects the previous ‘14 July’ to
16 August’ in ink.

' The author, who also mentions a day’s
stopover spent ‘B CBepJjOBCKe HIHA B
Wpxkyrcke’ [in Sverdlovsk or in Irkutsk],
not only indicates the dates of the be-
ginning and end of the transfer (10 July
to 14 August 1939), but also establishes
the duration of the journey as 34 days.
Regardless of the accuracy or otherwise
of the calculations (in the following
chapter the author speaks, for example,
of four years spent in prison at the time
of her arrival in Vladivostok, an indica-
tion that is understandably convention-
al and vague, considering that three
years and 109 days had passed since her
arrest on 27 April 1936), it is worth
pointing out here that the precision
with which the author wishes to indi-
cate the number of days, sometimes
hours, and the exact transcription of
dates and times of certain key events,
deserves a separate debate in the as-
sessment of the symptoms of trauma;
these are all indicative not so much of
how memory works, but of the use of
memory made by Adamova-Sliozberg
during the years of repression, probably
with a view to the later drafting of her
text.

31



32

women’s labour camp in El'gen
(Dal’'stroi). Adamova-Sliozberg
was released on 27 April 1944
(exactly eight years after her ar-
rest), but with the obligation of
perpetual confinement at Koly-
ma.

Meanwhile, Adamova-Sliozberg
‘learned of her husband’s shoot-
ing and found the support of a
good man, Nikolai Adamov [...]
who was also confined after fin-
ishing serving his sentence’ (Fici
2013: 65). The chapter, of the
same name, dedicated to Ada-
mov, is among those that, in
terms of structure and content,
present an overall difference be-
tween VIL-1 on one hand and
VOZ-1, VOZ-2, VOZ-5 and AST
on the other. In short, in VIL-,
the chapter on Adamov is pre-
ceded by the chapter ‘Verochka’
(which is that immediately after
in the book editions) and in a
greatly abridged version.*

** Adamov, the son of a miner from
Donbass, a refined intellectual - as
Adamova-Sliozberg describes him - had
graduated in veterinary medicine in
1927 and was arrested in 1935 for speak-
ing out against Stalin, serving a five-
year sentence (from 1937) in Magadan,
at the terrible ‘Serpentinka’ prison
camp. Having served his sentence,
Adamov worked in Ilagodnoe, in the
Magadan region, at a freight depot (of
which he became the manager), where
Adamova-Sliozberg also found em-
ployment as a bookkeeper soon after
her release.

Special issue

In VIL-1, the narration of the
events of this specific period is
substantially interrupted here
(with the author going on to in-
form us that, after living with
Adamov for two years, ‘B 1946
rogy 6Garofapst XJ0MOTaM MOUX
POJHBIX MHE PA3PeIIVIN yeXaTh
¢ Koapmmer' [In 1946, thanks to
the efforts of my relatives, I was
allowed to leave Kolyma], Vilen-
skii 2004: 106), while it is partic-
ularly detailed in VOZ-1, VOZ-2,
VOZ-5 and AST, but without
specifying the dates and places
that had characterised the first
part of the narrative. Adamov is
then transferred to Burkhala (‘B
60 KujaoMmeTpax oT SromHoro’)
[60 kilometres away from
lagodnoe|, while Adamova-
Sliozberg begins teaching Rus-
sian literature courses (‘boabuie
BCEro Ha CBeTe 51 JIIOOJI0 pyc-
ckyto sutepatypy [I love Rus-
sian literature more than any-
thing in the world], Adamova-
Sliozberg 1993: 227)* at a school
for adults in lagodnoe attended
by employees of the NKVD (‘s
JaKe He TOJO3peBasa, 4YTO B

*" A love of reading and of Russian liter-
ature in general is present throughout
the book, forming one of its main
threads. As her daughter would state
years later: ‘Mama oueHp mOGHIA
JIUTEpaTypy, He MOIJIA XUTh 0e3 KHUT
[Mum loved literature very much. she
couldn’t live without books] (Silina
2020: 32).
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Poccun B3pocibie mogu MOTyT
ObITh TAKMUMH HErPAMOTHBIMU )
[I didn’t even suspect that adults
in Russia could be so illiterate].
In 1944, he is forced to leave
lagodnoe for having spoken in
class about the interest of the
‘Germans’ Marx and Engels in
Russian literature. Adamov and
Adamova-Sliozberg then decide
to get married and moved to
Burkhala together.

Meanwhile, in Moscow, Ada-
mova-Sliozberg’s brother Mi-
khail mobilises his connections
to promote his sister’s return.
She travels to Magadan to get
close to Nikishov, director of the
Dal’stroi of Kolyma. The ardu-
ous journey proves fruitless and
Adamova-Sliozberg has to turn
back. Later, however, she man-
ages to obtain permission from
Nikishov to go to Moscow for a
fortnight, after which she is to
‘YyexaTb Kyza-HUOYIb KUIOMET-
pPOB 3a 200-250 OT MocCKBBI' [gO
somewhere 200-250 kilometres
from Moscow]. She leaves Ko-
lyma at the beginning of July
1946,* setting out on a journey

22 «

B Hauase urosnst 1946 roza st Beiexana
¢ Konemver' [At the beginning of July
1946, | left Kolyma] are the opening
words of the chapter ‘Vozvrashchenie’
[The Return] in VOZ-1, VOZ-2, VOZ-5
and AST, but no precise date is given in
VIL-1 (which indicates a more vague ‘B
1946 rozsy Grarofapst XJIOMOTaM MOUX
POOHBIX MHE pa3pellvii yeXxaTb C
Kossimer’ [In 1946, thanks to the efforts
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of my relatives, I was allowed to leave
Kolyma] at the end of the previous
chapter, Vilenskii 2004: 106). In this re-
spect, it is interesting that all the type-
scripts kept in the archives mention the
precise date of ‘31 August’ (DELO-1: f.
140 - but with a pencilled correction
changing the month to June’ - DELO-2:
f. 160, DELO-3: 132, DELO-4: f. 167, DE-
LO-5: f. 161). Further on in the same
chapter, it is interesting to note that, in
the sentence ‘Tlocie jayu MbI nmepeexa-
1 B TOPOJ, B KBapTHpy Ha I[leTpoBke,
rae st do 3aMyxcecmeda TPOXKWJ/IA ILEeCT-
Haguate ser [After the dacha, we
moved to the city, to an apartment on
Petrovka, where I lived for sixteen years
before getting married] (Adamova-
Sliozberg 2019: 221), the part written by
me in italics, has been changed to ‘mo
apecra’ [before arrest] in VIL-1 (Vilen-
skii 2004: 109), in VOZ-1 it is missing
(‘rme s mTpoOXWMAa IIECTHAALATH JIeT
[where I lived for sixteen years]; Ada-
mova-Sliozberg 1993: 168) and only
from VOZ-2 onwards does it assume its
final and correct form (Adamova-
Sliozberg 2002). If we turn our attention
to the author’s typescripts, the matter
becomes more complicated, because
while in two cases we have the simpli-
fied sentence (‘rme s mpokuaa
mectHazuate ner [where 1 lived 16
years]; DELO-4: f. 172, DELO-5: f. 166),
yet another variant is found in the other
three (‘rme s mpokuiaa ¢ ceMHaALATH
JIET U [I0 apecTa, T.e. UIeCTHAALATD JIeT
[where I lived from when I was 17 to the
moment of my arrest, a total of 16
years]: DELO-1: ff. 142-14, but included
in the next chapter, ‘Nikolai Vasil’evich
Adamov’; DELO-2: f. 164, DELO-3: f.
136). Considering that the house on Pe-
trovka, where she had lived until her
marriage, was her parents’ house - and
definitely not the one where she had
lived from the age of 17 until her arrest,
which took place in the house where

33



34

that will last a month;
Sliozberg’s indications turn out
to be exact: ‘wecmb nHeit mapo-
X0Z0oM, desamHadyams [IHEU
Moe3/I0M, Jia ellle XXAATH NAMmb
gHe B mnoprty Haxogka, moka
copmupytor smrenon’ [six days
by ship, nineteen days by train,
and then we waited five days in
the port of Nakhodka for the
train to be formed] (the italics
are my own). On 6 August, she
is in Moscow; from there she
travels to the family dacha in
Zagorianka (30  kilometres
north-east of Moscow) to meet
her mother and children. De-
spite being banned from staying
in Moscow, she spends three
years practically living at her
parents’ house at 26 Petrovka
Street: ‘Camoe yzuBHTENIBHOE,
4yTO s mpoXxwaa B Mockse Ha
[leTpoBke Tpu roja U Ha MeHs
HUKTO He [IOHEC, XOTS O MOeM
CYILIECTBOBAHUU 3HAU [ECATKU
mogen. Bce atu Tpu roga s xu-
na B HenpepbsiBHOM cTpaxe’ [The
most amazing thing is that I
lived in Moscow on Petrovka for
three years and no one reported

she and her husband lived on Novaia
Bozhedomka Street (Pamiat’ n.d.), now
Dostoevskii Street (Shmukler 2017) -, it
almost seems as if the memory of the
past before the trauma has become
blurred, as if the author struggles to dis-
tinguish the phases, the life lived in her
parents’ house and the one with her
first husband where they were both ar-
rested.
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me, even though dozens of peo-
ple knew about my presence
there. I lived in constant fear for
all those three years].

Adamova-Sliozberg was arrested
a second time on 29 August 1949
as a ‘repeat offender” and was
taken to Malaia Lubianka pris-
on. At the end of October she
was transferred again to cell
number 105 at Butyrka prison,
the same cell where she had
been imprisoned after the first
arrest. Her deportation began in
mid-December, on a Stolypin
wagon, to Kazakhstan, stopping
in Kuibyshev for about a month.
From there, ‘B paHHUX cymepKax
sHBapckoro maHs' [in the early
twilight of a January day], on a
freight wagon, at a temperature
of minus 30, the female prison-
ers spent 16 days travelling to
Karaganda (‘Exanu mo Kaparas-
OBl MBI LIecTHaAuaTh aHeit’) [It
took us sixteen days to get to
Karaganda]. Chapter V ssylke’
[In Exile], covering the deporta-
tion to Karaganda, presents very
different wording from VIL-1
and VOZ-1, VOZ-2, VOZ-5 and
AST, but with important details

» Shortly before, she had also been
joined in Moscow by Nikolai, an ele-
ment that is omitted from almost all the
typescripts. While, in VIL-1, the pur-
chase of the tickets to leave Moscow on
30 August 1949 is still attributed to
Adamova-Sliozberg, in VOZ-1 it is al-
ready attributed to Adamov.
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and dates from a biographical
point of view and as regards the
rendering of memory through
writing, which can be found in
both accounts. The narrative
presented in VIL-1 is particularly
brief, but provides, for instance,
the date of Nikolai Adamov’s ar-
rival in Karaganda, indicating it
as April 1949 (‘B anperne 1949 ro-
na ko mHe B Kaparanay npuexan
Mol My Hukomaii BacunbeBuu
Apamos’ [In April 1949 my hus-
band Nikolai Vasilevich Adamov
came to visit me in Karaganda],
Vilenskii 2004: 123). This date is
highly unlikely because, accord-
ing to the timeline that she her-
self, as we have seen, reported
for this journey, she would have
arrived in Karaganda no earlier
than January-February 1950; in-
deed, VOZ-1, VOZ-2, VOZ-5 and
AST make no mention of the
date of Adamov’s arrival. They
do, however, preserve the
memory of the fact that ‘/lerom
Ha KaHMKYJIbI K HaM MpHe3)Xalu
mou fetr’ [My children came to
visit us during the summer holi-
days], something which is not
present in VIL-1.** Similarly, we
know from the book editions of

** The element does not seem to be pre-
sent even in the typescripts preserved
by Memorial. It can be assumed that
Adamov arrived in Karaganda in April
1950 and that Adamova-Sliozberg’s
children visited in the summer of the
same year.
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her life in Karaganda, of her em-
ployment as a seamstress (‘Beap
BCE >Ke s MoYb MOopTHbBIX) [after
all, I am the daughter of tailors]
and of her close friendship with
Emka Mandel (Naum Kor-
zhavin), Aleksandr Esenin-
Vol'pin, Valeriia Gerlin (who had
shared a cell with Adamova-
Sliozberg at Butyrka prison in
1949) and Iurii Aikhenval'd.”
Nikolai Adamov was arrested
again on 29 April 1951.

At the end of 1954°° (in the
meantime, of course, the busi-

* See the recollections of Adamova-
Sliozberg’s children in this regard
(Zakgeim et al. 2006: 59-60) and an ar-
ticle devoted to Esenin-Vol'pin’s Kara-
ganda period (Gross 2022: 1337-38).

*® The information is present only in
VIL-1, VIL-4 and in all the dela in the
archive. The dela do not, however, indi-
cate Dzhezkazgan as the destination,
but Moscow (‘Hakowen, B KoHIE 1954
roZiad C MeHsI TOX€ CHSIIA CChUIKY, U s
noexasna xjonorats B Mocksy’) [Finally,
at the end of 1954, my exile was also
lifted, and I went to Moscow to peti-
tion]. Another difference between VIL-1,
VIL-4 and the dela on one hand and
VOZ-1, VOZ-2, VOZ-5 and AST on the
other is that, in the former, the infor-
mation is placed at the beginning of the
chapter ‘Reabilitatsiia’, while, in the lat-
ter, it is in the chapter entitled ‘Nikolai
Adamov. Konets puti’. DELO-1, as usual,
is particularly interesting because it al-
ways presents corrections in ink, made
by the author herself, after Vilenskii’s
revision. In this case, first the clarifica-
tion is made (in italics in the quotation)
that ‘B Havase 1955 s moexana X/I0OMO-
tath B MockBy [At the beginning of
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ness with the doctors had bro-
ken out and Stalin had died, all
these events being detailed in
the various editions of Put’) she
is released from her sentence of
perpetual  confinement and
leaves for Dzhezkazgan, and the
prison camp where Adamov is
being held. Three years of im-
prisonment have left him very
old and he has become ill with
tuberculosis. Adamova-Sliozberg
spends a week with him and ob-
tains permission to take him to
Karaganda.

It is at this point in the narrative
that VOZ-1, VOZ-2, VOZ-5 and
AST offer, as opposed to VIL-,
an important element regarding
the stages of the writing of
Adamova-Sliozberg’s memoirs,
that ‘B ator mepuog B Kaparasn-
Zie s1 BHOBb Ha4aJsia MUCATh CBOU
BOCIIOMHHAHUsI,  TMpepBaHHbIE
BTOpbIM apectoM [During this
period in Karaganda, I resumed
writing my memoirs, interrupt-
ed by the second arrest] (Ada-
mova-Sliozberg 1993: 219). In
particular, the author says that
she finished the chapter ‘Liza’
there, narrating the period of
her imprisonment in Kazan’ (be-
tween June 1938 and 10 May

1955, I went to Moscow to petition] and
then both statements are deleted, leav-
ing simply ‘HakoHel, B KoHLIe 1954 roga
¢ MeHst Toe cHsui ccbutky [Finally, at
the end of 1954, my exile was also lifted]
(DELO-1: f. 186).
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1939) and that she read it to

Adamov  (Adamova-Sliozberg
1993: 282).
In 1955 ~ Adamova-Sliozberg

leaves for Moscow and Adamov
travels to Voronezh, both to ob-
tain rehabilitation. Adamov sub-
sequently  visits = Adamova-
Sliozberg in Moscow several
times, but without ever manag-
ing to actually fit into his wife’s
circle and family (‘B mamreii ce-
Mbe OH He MOT HauiTu ce6st. OH
OB YY)KOU B MO€l cpejie M OCT-
po ayBcTBoBazn 310" [He couldn’t
find himself in our family. He
was a stranger in my environ-
ment and felt it acutely], Ada-
mova-Sliozberg 1993: 220). They
decide to live separately, writing
and meeting from time to time,
until Adamova-Sliozberg re-
ceives the news of Adamov’s
death in 1964 (Adamov n.d.).
Adamova-Sliozberg was finally
rehabilitated on 6 June 1956;
twenty years and forty-one days
after her arrest on 27 April 1936,
as she herself writes. She died in
Moscow on 9 December 1991 (16
days before the end of the
USSR), while still working on
her memoirs.*”

*7 Rasskazy o moei sem’e contains pre-
cise elements in this sense: ‘TlepBoro
aBryCTa 1991 rofja MHe JO/DKHO HCITOJI-
HUTBCSI BOCEMBJECST IEBSITh JieT. Jmo
6ydem uepe3 dee Hedeau’ [I'm supposed
to be 89 on August 1, 1991. That’s in two
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Conclusions

The investigation carried out in
the present study has offered a
first systematic reconnaissance
of the process of writing, trans-
mission and transformation of
Ol'ga Adamova-Sliozberg’s col-
lection of memoirs, in the con-
viction that the comparison be-
tween typescript (samizdat) and
printed versions, starting from
the complex editorial stratifica-
tion of the work, is a necessary
prerequisite for a philological
analysis that can lead to a symp-
tomatic identification and read-
ing of trauma in writing.

The editorial variants, which are
evident from this first compari-
son between typescripts and
printed texts, reveal a work in
constant evolution, in which tes-
timonial impulse and documen-
tary intention intersect with
conscious narrative and compo-
sitional choices that cannot be
dismissed as purely ‘spontane-
ous’ or ‘mnon-literary’. On the
contrary, we find elements that
invite us to consider Put’ as a
hybrid textual object, in which
the author - despite having no
literary training — demonstrates
a growing awareness of the tes-
timonial and documentary value

weeks] (Adamova-Sliozberg 2015: 257;
the italics in the quote are my own).
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of her writing, so much so that
she picks up the material again,
corrects it, rewrites and expands
it until just a few months before
her death.

The polyphonic nature of the
collection - understood as the
coexistence of different genres,
registers and testimonial levels -
reflects the complexity of Ada-
mova-Sliozberg’s memoirs,
which consist of a network of
texts and paratexts, direct and
indirect voices, poetic fragments
and Dbiographical reconstruc-
tions, published and archival
materials. This structure is not
the product of a narrative con-
struction planned according to
standard literary models, but the
stratified outcome of an expres-
sive need that evolves over time.
The body of material, constantly
expanded and revised, bears
witness not only to a stubborn
desire to remember and to make
others remember, but also to an
arduous path of re-processing
trauma, which is sedimented in
the very form of the text. In this
perspective, Put’ should be read
not only as a memory of surviv-
al, but as a field of linguistic and
narrative investigation, the anal-
ysis of which requires attentive
comparative and historically sit-
uated reading.

In this context, it is essential to
bear in mind that all book edi-
tions of the work are posthu-
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mous, and that their variants -
while probably based on materi-
als drafted or approved by the
author - require caution in at-
tributing conclusive authority to
a single edition. Indeed, the only
complete version published in
Adamova-Sliozberg’s lifetime is
VIL-1, which is an indispensable
point of reference, especially in
the light of the unpublished sa-
mizdat drafts, the complete
comparison of which represents
a further step to be taken to fully
identify the telltale scriptural
signs of the possible trauma ex-
perienced by the author.
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Natalia Lebedyntseva
The Repressed Body in the Existential Experiences

of Vasyl’ Stus

The article explores the discourse of corporeality in the poetic works of Vasyl’
Stus. In situations of constant external control (prison, exile, special regime
camp), the existential conflict characteristic of Stus’s artistic worldview inten-
sifies. The themes of internal rupture between body and spirit become more
pronounced. The poet conceptualizes the soul and body not as identical to the
subject; they are separated from ‘themselves’ and transcend the boundaries of
the integrated, transcendent . As a result, the physical world in which the
artist exists becomes a space of non-presence. Instead, the motif of sleep as a
memory-dream is activated, returning to the dreamer sensations stored in the
emotional memory of the body. This conscious ‘inward journey’ becomes a
form of ‘internal emigration’, allowing the poet to exist in conditions intolera-
ble for such existence: outside his physical body, yet within the mental body’s

force field.

The issue of the artist’s existence
under a repressive political sys-
tem has been explored in a wide
range of studies. Scholars have
examined various aspects of this
problem, from the direct experi-
ence of imprisonment (in con-
centration camps, prisons, res-
ervations, etc.), as addressed in
the works of K. Caruth (Caruth
1996), O. Solzhenitsyn, P. Potter
(Potter 2016), D. Gailiené, and
many others (Gailiené 2005), to
the broader understanding of
any political system as a practice
of coercion (e.g., M. Foucault’s
Discipline and Punish: The Birth
of the Prison, H. Arendt’s The
Origins of Totalitarianism, Peo-
ple in Dark Times, and K. Jas-
pers’  Philosophical Autobiog-

raphy). Despite a significant
body of work, however, the topic
of individual resistance and sub-
ordination under the Soviet to-
talitarian regime remains rele-
vant and requires further explo-
ration. This article focuses on
the specific experience of con-
scious, consistent opposition to
Soviet totalitarian practices dur-
ing the period of the ‘sixties’
(1960s - 1970s), particularly as
reflected in the poetic work of
one of Ukraine’s most promi-
nent dissidents, Vasyl’ Stus.

Ukrainian culture developed in
conditions of total repression for
most of the 20th century (from
the 1930s to the 1980s). Howev-
er, while the Stalinist purges
primarily focused on the physi-
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cal elimination of potential dis-
sidents (‘enemies of the people’),
Brezhnev’s rule was marked by
greater psychological pressure
and specific disciplinary practic-
es aimed at breaking the will
and dignity of individuals. As
Mykhailo Osadchy put it: ‘The
cruelty we experienced was not
like under Stalin, when it was
physical, such as being forced to
pull wheelbarrows day and
night. The repressions of the
Brezhnev era were characterized
by psychological abuse. Every-
thing was aimed at destroying
the human psyche in a more so-
phisticated way’ (Pidgirnyi 2002:
44).'

Such observations are found not
only in the memoirs of Mykhailo
Osadchy, a prominent Ukrainian
dissident writer who served two
sentences in Soviet labour
camps, but also in the testimo-
nies of many other Soviet politi-
cal prisoners of that time. Ac-
cording to O. Gomilko, ‘the de-
struction of the human “I” self,
of the personality as a form of
human existence, that is one of
the main tasks of a totalitarian
regime and a prerequisite for its
development’ (Gomilko 2o0o01:
208). Furthermore, a compara-
tively ‘softer’ form of repression,
which was introduced and in-

' Unless otherwise indicated, all transla-
tions in this article are my own - N. L.
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tensified gradually (in Ukrainian
literary discourse, a process re-
ferred to as the ‘tightening the
screws’), gave individuals time
to decide on their civic stance
and behavioural strategy. Many
artists, for example, chose to ac-
cept censorship restrictions and
work within the ideological
framework set by the regime.

This had its advantages in mate-
rial terms - the opportunity to
receive housing, state awards, to
publish work in state publishing
houses, etc. At the same time,
there were a few nonconformists
who did not want to put up with
the violation of human rights or
restrictions on freedom of
speech and conscience and who
expressed their views openly,
and their fate was often tragic.
Unable to leave the country,
these artists tried to resist the
totalitarian system from within:
‘we reacted to this totalitarian
evil ... we resisted ... it was the
only opportunity to preserve our
moral and psychological bear-
ings (struktura). Because you
have to react to evil (Semen
Gluzman, Pidgirnyi 2002:209).
In response, the system alienat-
ed dissenters, deprived them of
social guarantees and profes-
sional prospects, arrested and
punished them, thus turning the
most active ‘dissidents’ into out-
siders, ‘prisoners of conscience’
and, in fact, ‘internal emigrants’.
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The very concept of ‘internal
emigration’ in modern humani-
ties is primarily related to the
experience of intellectuals living
under authoritarian or, more of-
ten, totalitarian systems (Py-
lypushko 2018b). According to
most scholars, the phenomenon
of ‘internal emigration’ occurs
when neither emigration outside
the country nor full-scale inte-
gration into society (or a specific
community) is possible due to
socio-cultural conditions created
and strictly regulated by a politi-
cal authority. In such a situation,
persons are forced to psycholog-
ically distance themselves from
the dominant ideology and offi-
cial social structures, avoiding
open confrontation and adopt-
ing a position of ‘non-
involvement’ in state politics. In
doing so, they adapt to the cir-
cumstances of reality while sim-
ultaneously distancing them-
selves from them (Tsymbal 2012:
200-10). According to B. Py-
lypushko, such a ‘special form of
escapism [...| provokes reflection
through art, strengthens the
creative aspect of individuation,
and can serve as a means of
post-traumatic  therapy’ (Py-
lypushko 2018a: 11).

There is also a broader under-
standing of ‘internal emigration’
(Litinskaia 2012) as a conscious
physical or psychological depar-
ture from society that does not
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necessarily result from authori-
tarian or repressive pressure, but
can stem from a voluntary dis-
tancing from any social identity
due to its rejection. Thus, the
term ‘internal emigrant’ can be
applied to those who ‘are con-
cerned with preserving their
own freedom, immersed in in-
trospection, declare abstract
humanism, and generally cease
communication with the outside
world’, and whose position is de-
fined by ‘political confrontation
with any state system’ (Kaufman
1983) and by psychological dis-
sociation (‘mental dissociation’)
from their country or environ-
ment (Gildea et al. 2013: 198).

From this perspective, interpret-
ing ‘internal emigration’ as one’s
conscious separation within a
specific political system or
community allows it to be seen
as a form of individual resistance
to external pressure — a more or
less active protest against the
unacceptable realities of life.
Such an interpretation aligns the
phenomenon of ‘internal emi-
gration’ with dissidence, while
also highlighting its fundamen-
tally different trajectory: if the
goal of the dissident movement
is the open demonstration of
disagreement with the authori-
ties and with official ideology, a
direct protest aimed at changing
the situation (status quo), the
‘internal emigrant’ moves in the
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opposite direction - whether
from outside or from within the
situation - seeking to create his
or her own autonomous space of
relative psychological (and, if
possible, physical) security. At
the same time, ‘internal emi-
grant’ can adopt various forms
of rejection, ranging from ignor-
ing reality to completely neutral-
izing it, which sometimes leads
to self-destruction (for example,
through deviant or provocative
behaviour). As with ordinary
emigration, however, the nostal-
gic motif of the lost homeland
plays an important role in the
worldview of these persons - all
of them effectively ‘outsiders’ -
and is transformed in their im-
aginations into a symbolic
‘espace sans lieu’ or ‘space with-
out a place’ (Althusser 1974: 87).

Not only those who seek to iso-
late themselves from the influ-
ence of state institutions, but al-
so the most active dissidents,
whom the state itself begins to
isolate within its own territory,
may find themselves in a situa-
tion of alienation. Under condi-
tions of ostracism, imprison-
ment, solitary confinement, psy-
chiatric detention, exile, or other
forms of being subject to total
control, one is forced to ‘emi-
grate’ within the self, creating a
separate, alternative dimension
to preserve one’s identity and, as
much as possible, neutralize ex-
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ternal pressure. The bodily
mode plays a significant role in
this process. After all, even if the
‘punitive systems’ of modern so-
ciety, according to M. Foucault,
‘do not make use of violent or
bloody punishments, even when
they use “lenient” methods in-
volving confinement or correc-
tion, it is always the body which
is at issue - the body and its
forces, their utility and their do-
cility, their distribution and
their submission’ (Foucault 1995:
25).

Obviously, any form of emigra-
tion shapes a specific worldview,
through which exiles position
themselves in an alien or hostile
physical space, significantly af-
fecting their bodily experience
of worldly existence. In a situa-
tion of ‘internal emigration’,
however, which does not neces-
sarily involve territorial move-
ment, bodily sensations and so-
matic reactions can take on a
distinctive symptomatic charac-
ter, reflecting the individual’s
psychological state of alienation
and separation from an undesir-
able reality.

In poetic discourse, the problem
of emigration as a forced and
therefore traumatic form of al-
ienation is represented through
direct emotional experiences
that are primarily connected
with motifs of
memory/forgetting, loneli-
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ness/seclusion, existence/non-
existence, one’s/another’s (hos-
tile) world, and one’s/collective
identity. These motifs are clearly
marked through bodily corre-
lates, creating particular meta-
phors for the artist’s creative
world. The experience of ‘inter-
nal emigration’ interpreted
through bodily symbolism is
particularly compelling in the
poetic work of Vasyl’ Stus, one
of the most renowned Ukrainian
dissident writers of the second
half of the 20th century.

The story of Vasyl’ Stus’s wan-
derings and his steadfast, con-
scious opposition to the repres-
sive Soviet system begins on
September 4, 1965. On that day,
during the premiere of Sergei
Parajanov’s film Shadows of For-
gotten Ancestors, Stus supported
Ivan Dzyuba’s protest against
the first wave of political arrests
targeting members of the young
Ukrainian intelligentsia.” A few
days later, he was expelled from
the graduate school of the Taras
Shevchenko Institute of Litera-
ture of the Academy of Sciences
of the Ukrainian SSR (now the
National Academy of Sciences of
Ukraine) for ‘systematic viola-

* For more information about this event
see:  https://uinp.gov.ua/istorychnyy-
kalendar/veresen/4/1965-premyera-
filmu-tini-zabutyh-predkiv,
https://portalhistoryua.com/event/prot
est-na-premyeri-tinej-zabutyh-predkiv/
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tions of the norms of behaviour
for graduate students and em-
ployees of scientific institutions’.
For several years, Stus was de-
nied the opportunity to work as
a writer and had to take on vari-
ous odd jobs: at a historical ar-
chive, stoking a furnace, in a
mine, on the railway, etc. In
January 1972, like many other
Ukrainian artists, Stus was ar-
rested on charges of ‘anti-Soviet
agitation and propaganda’; he
was sentenced to five years in a
concentration camp in Mordovia
and three years of exile in Koly-
ma.

This sentence only strengthened
the artist’s conviction of the
need to resist the totalitarian
system: ‘The more torture and
abuse I endure, the greater my
resistance against the system of
the abuse of man and his ele-
mentary rights, and against my
own slavery’ (Stus 2008: 381).
While in prison, he initiated the
formation of the ‘Society for the
Perpetuation of the Ukrainian
Language’, about which, accord-
ing to Mykhaylo Osadchy, he
wrote a statement in 1977 that
was secretly distributed among
prisoners and passed on to An-
drei Sakharov (Pidgirnyi 2002:
43). In 1978, Vasyl’ Stus officially
renounced Soviet citizenship.
Despite the risk of further pun-
ishment, he decided to join the
Ukrainian Helsinki Group, es-
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tablished in 1976, and did so
immediately after returning
from exile at the end of 1979.

As a result, in October 1980,
Vasyl’ Stus was arrested again as
a ‘recidivist’. He perceived the
second sentence - 10 years of
imprisonment in special regime
camps and 5 years of exile - as
an inevitable consequence of
maintaining a conscious civic
stance under Soviet totalitarian-
ism, and continued to protest.
He declared a hunger strike,
demanded proper working and
living conditions for prisoners,
and more. This stricter regime of
imprisonment, the lack of op-
portunity to correspond with his
family, a de facto ban on his
wife’s visits, the absence of
communication altogether (for a
year, Vasyl’ Stus was kept in soli-
tary confinement, not allowed to
speak during walks, and had
books and personal notes taken
away), poor nutrition, and sys-
tematic punishment through
isolation in a cold cell without
warm clothing made the writer
more hot-tempered, anxious,
and irritable. These hardships
did not break his will, however.
Even when anticipating the end
- once again punished with soli-
tary confinement for reading a
book in his cell while leaning on
the upper bunk - Stus declared a
dry hunger strike in protest.
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According to his friends,
throughout this time, the poet
continued to write poems, com-
piled a collection of free verse
entitled Bird of the Soul (which
was unfortunately confiscated
by the guards and is now con-
sidered lost), and in his final
years, worked on translations of
Rilke’s elegies from German. To
a large extent, such work served
as a form of escapism for the
Stus, a means of spiritual self-
preservation in the absurd reali-
ty of captivity. As Yevhen
Sverstyuk notes, ‘The extent of
his renunciation in the camp in
recent years was simply terri-
ble... It reminds me of Rilke’s
Orpheus and Eurydice, when
Eurydice walked away, all filled
with death’ (Pidgirnyi 2002:
208). A certain symbolism can
also be found in the date of
Stus’s death on September 4,
1985 — exactly 20 years after his
protest speech at the premiere
of Parajanov’s film at the
‘Ukraine’ cinema.

Unfortunately, Stus’s status as
one of the most famous Ukraini-
an dissidents, who consistently
opposed the repressive Soviet
system, somewhat overshadows
his own poetic creativity. This
issue of his literary reception has
been repeatedly addressed, par-
ticularly by Dmytro Stus (Stus
2008:3-4),  Yurii  Sherekh
(Sherekh 1986: 57), Marko
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Pavlyshyn (Pavlyshyn 1997: 159-
60, 172), and others, all of whom
emphasize the need to ‘over-
come stereotypes in the percep-
tion of Vasyl’' Stus’ (Polishchuk
2011: 48) and to uncover the uni-
versal cultural meanings of his
work. This article proposes a
discursive analysis of the bodily
dimension of Stus’s worldview,
as reflected in his poems, allow-
ing for a departure from estab-
lished approaches to his work
and revealing the deeper per-
sonal foundations of his experi-
ence of complex existential situ-
ations. These foundations shape
the poet’s unique style and, to
some extent, express his philos-
ophy of being.

The human body retains a last-
ing memory of all its experiences
- physical, emotional, mental,
existential, and so on. In verbal
expression, these memories are
often invoked through associa-
tion with physical sensations
and states (such as smells,
sounds, tastes, sensations of
touch, pain, nausea, pleasure, or
numbness), as well as through
bodily symbolism itself. Moreo-
ver, as numerous studies have
shown, ‘the body’s memory
stores much more information
than consciousness’ (Fuks 2007).
Most often, recurring images re-
lated to the body are interpreted
as ‘somatic markers’ through
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which consciousness shapes its
being in the world.

In Vasyl’ Stus’s poetry, several
bodily correlates can be distin-
guished: screams, pain, blood,
throats, hands (palms), veins,
hearts, eyes, and faces. Among
these, the image of the throat
holds the most complex symbol-
ism, being associated with
breathing, the voice, blood
(haemorrhage), the pulse, and
even the beginning of existence
(‘And I float not with the cur-
rent, / but against it - as if into
the throat / of spilled screams.
As if returning / to an ancient
birth™). The throat symbolizes
both relentless, real life (‘and the
son runs, / as blood runs from
the throat!*), and a way of
speaking, of expressing oneself
creatively (‘And the poems go,
and go, and go, / like blood from
the throat”).

The central existential theme
(and leitmotif) of the artist’s en-
tire creative output is pain,
which can take on both negative
connotations (black, hellish, suf-
fering) and positive ones (young,

> ‘Ilopora caMoBTedi, HemigBlajHa...
(‘The path of self-escape, uncontrolla-
ble...’, Stus 2003: 167).

* ‘Hacamiocsi, 3 pO3/IyKu HaBeps/ocs...
(‘I dreamed, a bizarre dream of separa-
tion..., Stus 2003: 254).

> ‘Bik 6m He Gaumtu i He uyTh..' (‘]
would not see for ages, nor would I even
hear...’, Stus 2003: 139).
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ardent, wilful), as it emerges as
the core principle of human ex-
istence:

TU B LIbOMY CBITI - JIULI
KaBaJIOK MYKH,

OTepIUIUM 1 pO3PiyKeHUH,
MoB pTyTh.® (Stus 2003: 57)

For Stus, pain seems to be a de-
sired sensation and a signifier of
conscious life. It serves as both a
necessary prerequisite for and a
dominant element in the con-
cept of ‘deathexistence’/
‘lifedeath’ (‘It Was Not Destined
to Hide from Fate’) found in his
worldview. A living soul, even if
lost in the ‘between-the-worlds’,
in the space of ‘alien existence’,
reveals itself — and thus, must
endure pain:
posmevyeHa, ax Oima 3
camo00JI10,
AK LATKA
JIAKOHIYHUI KPUK
yCecBiTy, MaJlIeHbKUI
IIPOTHK COHIIS,
BUYXKIIMU 1 3a0/TyKaHUH Y
tizi.” (Stus 2003: 97)

TeKJIa,

® You are but a figment of suffering in
this world, / lukewarm and liquefied
like mercury.

7 [R]ed-hot, white with self-pain, / like a
speck of hell, a laconic cry / of the uni-
verse, a small speck of sun, / alienated
and lost in the body.
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What is unexpected in this con-
text is the way the lyrical sub-
ject’s conscious self relates to his
physical body, which rises above
the T in its essential existence
and into which the subject still
needs to mature. Pain, it turns
out, is not so much a physical
experience as a metaphysical
one - it signifies life, but is sepa-
rate from the body, which sym-
bolizes ontological integrity and
full inclusion in the organic flow
of being:

Tw, HapOJUBIIVCh,
BUTOJIIB JINIIEHD,

a He mpupic go Tina. He
THAIIOB

cBoei mrori.® (Stus 2003:
97)

For Vasyl’ Stus, ‘growing into’
one’s own flesh is a painful pro-
cess of self-improvement, the
ability to renounce the self, to
let go of one’s ego, in order to
achieve the true fulfilment of be-
ing — an absolute, sensual fusion
with the world in all its fullness.
After all, only the ultimate exis-
tential experience, the moment
of being in union with the world
through pain, offers the oppor-
tunity to accept one’s existence
and imbue it with meaning:

% You, having been born, only became
naked, / and did not grow into the
body. You did not reach / your flesh.
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Tu tyTr. Ty Tineku TyT. TH
TyT. TH TYyT -

Ha LT CBIT! |
MMOeIUHYNM O0jIeM
obmepcst 00  HaTYXHi
KPOHH COCOH.

A cTOriH 1XHIH, BIYHICTIO
IIPOIIAXJINY,

BUBHMIIYE  TOKapu [0
nokop.’ (Stus 2003: 49)

Here, humility is understood as
the awareness and acceptance of
one’s own fate, one’s existential
choice, in which pain is not suf-
fering (punishment), but the
manifestation of a living force,
the deep ontological meaning of
the world’s existence.

Another important aspect of
Stus’s concept of being is ‘ar-
dour’ - a passion that should fill
every moment of a person’s life
and, in fact, makes one truly
alive. This passion manifests it-
self either as a love frenzy, in
which one can ‘lose one’s limit
to oneself, or as a frenzy of life
itself - a struggle, competition,
or arbitrary act through which
one can mature into and fulfil
oneself. In any context or situa-

? You are here. You are only here. You
are here. You are here - / for the whole
world! And with a single pain, / lean
against the mighty crowns of the pine
trees. / Their groans, fragrant with
eternity, / raise punishments to humili-
ations.
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tion, for the poet, this frenzy is
always a moment of maximum
emotional ‘burning’ - from the
well-known ‘be livid, soul, be liv-
id, and do not weep (spii,
ayliie, sipiii, a He puzait) to the
later ‘the soul flees your body, /
making a hole in the body while
rushing out’ (Stus 2003: 284).
Frenzy, rampage, pure anger,
ardent pain - are states of the
highest ‘test’, of accomplished
self-conscious being in its fullest
existential sense.

At the same time, the poet envi-
sions the conscious course of life
as a return to the beginnings of
the world, a remembrance of
what has already occurred and
must find its completion - or re-
alization - through death. Thus,
Stus actualizes the concept of
memory as the recognition, re-
membrance, and consciousness
of a person’s existence in the
world:

IlaBHO 3a0YyTO, 1110 € XUTH
i 11O € CBIT i IO € TH.
Y BnacHe Ti/o yBIUTH

IAHO JIALLIE
HecaMOBUTUM. "’ (Stus
2003: 119)

10 «

To live’ has lost the meaning it once
had:

the notions of ‘the world’ and ‘you’
have perished.
The right to enter one’s own flesh, so
cherished,

is granted only to the restless mad
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In other words, the maximal
manifestation of a living (fren-
zied) life is not just memory, but
the memory of the body - as the
most enduring and true essence
of existence, its quintessence. At
the same time, this full, passion-
ate bodily existence is a sign of
its passing, because ‘manifesta-
tions are self-destructions’, and
only a petrified, solid form
‘knows self-preservation’ (Stus
2003: 47).

All memories that appear in the
poetic world of Vasyl’” Stus are
linked to bodily sensations. At
the same time, when the body is
remembered as an object (for
example, the body of a beloved),
visual images prevail:

[ pasom 3 TOGOW MU
3aX0ZMMOCS BU3OUPYBaTH

pO3/paToBaHi yCTa, oOui,
ram siTi,

MOTJISIAU, TYOH, TI1edi,
pO3LIYKAaEMO Bce - [0

HAMMEHILIOTO MaHIrTs,
1100, 3aTUCHEHa B cebe, K
B KYJ/Ia4OK,

TH CTaBajla UUIBHOIO M
HEeYLIKOHKEHOTO,
pecTaBpoBaHa IS MOTO
OXPHUILIOTO

(‘This Pain Is Like the Wine of Dying
Throes’, trans. by Alan Zhukovski).
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rOpJI0BOTO LIETIOTY
macts.” (Stus 2003: 51)

In the above quote, the list of
body parts that are significant
for the restoration of identity in-
clude a category of ‘memories’
that are shared by both the sub-
ject and the object of these
memories. Remembering oneself
and one’s own feelings serves as
a kind of ‘assembly point’, a ter-
ritory of contact that connects a
person to the present moment,
transforming ‘eyes’ into ‘gaze’
and ‘irritated lips’ into ‘lips’.
Nonetheless, this transformation
occurs not only through the sub-
ject, with his active, visually
fixed action (restoration), but
also for his sake, for his ‘whisper
of happiness’.

The subject’s body primarily
records touch, sound (such as,
for example, a ‘hoarse throaty
whisper’, which combines these
two sensations), and smell, es-
pecially smell, because it is
through scent (in scent) that the
most lasting emotional memory
is preserved. In Stus’s poetry,
everything connected with im-

" And together with you we start col-
lecting / irritated lips, eyes, memories, /
looks, lips, shoulders, / we will find eve-
rything - down to the smallest detail, /
so that, squeezed into yourself, as in a
fist, / you become whole and un-
harmed, / restored for my hoarse /
throaty whisper of happiness.
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portant, significant experiences
has a smell: red apples, earth,
human blood, sunflowers, bees,
and tears all share the same
scent of childhood (in the poem
‘Streams’); the ‘sad palms’ and
‘bitter lips’ of his wife have their
own scent; and even the poems
themselves ‘smell of rue, which /
is already half-forgotten, / and
they smell of mint’ (Stus
2003: 139).

The poet’s memory (if not of
childhood or erotic lyrics) is
primarily painful: memories are
like knives, the feeling of the
earth ‘like a painful dream’, the
image of the beloved like ‘a
speck of my pain’. It is precisely
this pain that sus-
tains / manifests a person in the
world, making him or her con-
scious. To feel pain, to be aware
of it, and to accept it is to live
one’s own life as a true, tangible
physical existence. Only a living
(and conscious, self-aware) body
is capable of feeling pain. Simi-
larly, memory must hurt in or-
der to remain live matter, to re-
main the ‘mental body’ of the
personality.

The opposite state, the state of
non-memory or oblivion, means
the loss of identity and inhabit-
ing a space of non-existence, a
detachment from the general
flow of being:
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Pika >XUTTS y)Xe Tede MOB3
MeHe.

[ >xau-He-)Xau, 1 CKIUIBKU
He YeKau —

Ta 000irae Teyis masaeHa
3a0yTy ropy i 3abyruit
raii.” (Stus 2003: 341)

In Vasyl’ Stus’s life, such a space
of non-existence becomes real
starting from January 12, 1972,
the moment of his imprison-
ment. In the poem ‘Already
then, when diving into the for-
est’, the poet interprets memo-
ries of the final days before his
arrest as disturbing signs of an
approaching disaster, manifest-
ed through physical sensations
of a freezing body (the cold
hands, a numb heart, stiff arter-
ies) and perceptions of sur-
rounding space (gloomy drawn-
out lanterns, unsettling still-
ness). All moments of living con-
tact with the world are per-
ceived as threatened:

SIKUM BIHYJIO XOJIOJJOM Ha
MeHe

B LI BUYYXITHA BITYWHI,
OTyT,

Je Kpal MeHi 37aBaBcCs
cepLeM cepls,

" The river of life is already flowing past
me. / And wait-don’t wait, and no mat-
ter how long you wait - / And the wild
current runs around / the forgotten
mountain and the forgotten grove.
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a CTOTiH KpOBU - OOpiii
3HaKyBaB!” (Stus
1986: 292)

It is as if the process of psycho-
logical alienation from the world
to which the subject can no
longer belong begins even be-
fore the actual isolation. As the
author later realizes, this painful
feeling of alienation from every-
thing that constituted the es-
sence of his existence (the heart
of the heart) turned out to be a
final farewell - not only to the
most significant landmarks of
Vasyl’ Stus’s life but, in fact, also
to himself:

S HemomiTHO TmepeiILOB
MEXY

camoro cebe. | nexxy Ha
croai

BITYM3HM, MaM'ATi, >Kary,
cBoOOIY,

He 3Harouu, mo borosi
CKaXXy

3a 110 Mirpauimo ayui Ta
tizma." (Stus 2008: 194)

B How cold it blew upon me / in this
alienated homeland, here, / where the
land seemed to me the heart of the
heart, / and a wail of blood marked the
horizon!

" T have imperceptibly crossed the bor-
der / of myself. And I lie at the bottom /
of homeland, memory, longing, free-
dom, / not knowing what to say to God
/ or this migration of soul and body.
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In this text, dated March 1972
(almost two months after the ar-
rest), the soul and body are per-
ceived by the poet as distinct
from the subject; they are sepa-
rated from ‘themselves’ and lose
their meaning: they move (mi-
grate) beyond the boundaries of
the transcendent, integral ‘I" and
find themselves ‘at the bottom’,
in the space of non-presence.

As  psychological  research
proves, such experiences lead to
‘a splitting of “being within one-
self” [in which a] person per-
ceives his [or her] own body as
something foreign, alien’
(Yazvinska 2013: 10-11). This spe-
cific detachment from one’s own
bodily sensations and emotions,
provoked by an unacceptable
situation of external coercion
and violence, can be interpreted
through the lens of ‘internal em-
igration’, and in its extreme
forms, borders on escapism.
Moreover, the entirety of Stus’s
behaviour in prison and exile
demonstrates his conscious and
consistent rejection of the Soviet
political system as ‘a system of
the abuse of man and his ele-
mentary rights’ (Stus 2008: 381).
The most eloquent gestures of
this rejection are his actual re-
nunciation of Soviet citizenship
and, in a certain sense, his sym-
bolic renunciation of real life.
Stus wrote a statement about
renouncing citizenship twice,
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and in the second, dated Octo-
ber 18, 1978, emphasized: ‘Hav-
ing Soviet citizenship is an im-
possible thing for me. Being a
Soviet citizen means being a
slave. I do not accept such a role’
(Stus 2008: 381). His symbolic
renunciation of life can be seen,
in particular, in his hunger
strikes (including the final one,
declared by the poet to be ‘to the
end’), acts of protest with which
Stus reacted to manifestations of
injustice, both in relation to
himself and to other political
prisoners. For him, this was al-
most the only way to preserve
himself, his own consciousness
and his personal human dignity.
Sherekh defined such an un-
compromising position as Stus’s
creation of the ‘psychological
complex of a kamikaze with a
high and final life mission’
(Sherekh 1986: 28).

In the context of the ‘big zone’,
as the Soviet Union was ironical-
ly called by its citizens, real im-
prisonment paradoxically gave a
person greater freedom of
thought and self-expression. Po-
litical prisoners of the Soviet sys-
tem felt freer internally, because
they no longer had to pretend
and seek compromises with
their own conscience: ‘We came
from this double-minded world.
They have already removed this
skin of falsehood that we all had’
(Semen  Gluzman, Pidgirnyi
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2002: 208). Vasyl’ Stus’s son ex-
plained this phenomenon as
well, reporting that his father
‘wrote from the zone that he felt
very good. He was good there
because he felt free there. Ulti-
mately, it seems to me that free-
dom was the main indicator of
happiness for him, simply being
free of barriers. We are under a
cap here, you can’t say anything
[if you want to] get into an insti-
tute or university, you have to
make some kind of compro-
mise... And there he could afford
to say what he thought. He is in
prison for this’ (Dmytro Stus,
Pidgirnyi 2002: 135).

The idea of finding oneself
through self-denial - whether
voluntary or in the context of to-
tal control and coercion - the
arbitrary rejection of real life for
the sake of a true, authentic life
(‘sudden self-immolation and
eternal / conversion to the body’
(Stus 1986: 400), becomes the
leading concept, the fundamen-
tal principle of self-conscious ex-
istence in the works of Stus dur-
ing his period of exile. The poet
constantly emphasizes the arbi-
trariness of his choice: self-
immolation, self-exile, self-
destruction, self-torture appeal
simultaneously both to the lone-
liness and to the selfhood (i zo
CaMOTHOCTI, i 10 camocri) of this
deadly confrontation with the
system:
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... B KocmivHIN cTyX1
BiAirpiBae  Hac
BOTOHb

Bif, camocIajieHHs..."”

(Stus 2003: 375)

e

The direct bodily sensations that
define the artist’s physical exist-
ence gradually shift into memo-
ries of the past or individual
moments of ‘relived’ experience
in the present (such as meetings
with relatives, dreams, visions,
or fragments of the landscape
that evoke memories of home).

In Stus’s work, the body is not
merely a part of the living world:
it is directly integrated into the
organic natural space of being.
The loss of this space leads to
the loss of the ability to fully ex-
perience the world through the
body, in fact, it marks a loss of
life in its existential sense. The
poet’s bodily detachment from
his physical location is marked
by somatic signs of cold and
blindness, as well as a dramatic
shift in spatial coordinates. A
prison cell or place of exile be-
comes an artificial space divided
into squares (a square heart in a
square circle, a square sun, a
square step), or an anti-space
perceived as an endless, colour-
less wasteland (empty sand, a

> ... In the space frost, / only the fire of
self-combustion warms us.
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dead desert, barren and black all
around). The soft, fluid lines of
the natural world, rich with
sounds and smells, are replaced
by the harsh geometry of sharp
angles:

... KBagparypa
TaeEMHUX 06ix i pomOwu
CaMOTH,

1 NTPSAMOKYTHUKH CTapUX
HaracTem,
1 /1iHI1 cIafiHI yCeBIOKOPH,
1 BEPTHUKA/IBHUUA
noHazzipHuii mem.”® (Stus
1986: 200)

The poet’s body reacts to the
harsh new conditions of exist-
ence by blocking sensations of
blindness (blind fingers, blind
soul, half-blind spirit) and flashes
of ‘deaf-mute pain’. Not only the
human body, but the entire
world becomes cold, blind, and
deaf (‘the blind veil of the sky’;
‘the mercury of the prison twi-
light, blind, like a scar’; ‘deaf-
mute water’; ‘the blinding sky -
blinds with deaths!). This mu-
tual alienation leads to the cata-
strophic destruction of the
foundations of existence, which,
in turn, causes the subject, who
becomes aware of the inevitabil-

'® .. The squares / of secret troubles and
the rhombuses of solitude, / the rectan-
gles of old misfortunes, / and the lines
descending of all humility, / and the
vertical, unobservable ache.
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ity of this catastrophe, an almost
physical pain: ‘A mirror/ of the
broken heavens with shards of
radiance / hurts a longing
gaze’ (Stus 1986: 200).

Thus, the body seems to ‘switch
off from the real, present reality
for the author, and to focus all
sensations on memories of the
past and projections of a possi-
ble, but lost, future. The space of
the lyrical subject’s physical
presence is marked as ‘ground-
less’, ‘boundless’, and ‘shoreless’.
It becomes an empty territory of
death, a cold wasteland, a non-
existence, where the ‘black-black
raven’, the harbinger of the
apocalypse, outlines ‘Mesolithic
circles, like holes in the universe’
(Stus 2008: 167-68).

A sky without earth, like a soul
without a body, that is, without
a boundary that gives form and
meaning to the vital potential of
the spirit, deprives existence of
validity and support. This motif
closely aligns with the problem
of  groundlessness, which
Sherekh described as a state of
internal emigration for ‘fugitives
within countries’ (Sherekh 1998:
390). For Stus, as the previous
analysis has shown, rootedness
is a vitally necessary feeling of
existential involvement in the
world, of physical presence in it
- not only an organic connection
with the living matter of the
world (natural environment, na-
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tive land, etc.), but also a literal
rootedness in one’s own material
essence, in the body. A soul that
loses the ability to hear its
‘roots’, that is, its connection
with the body, loses its land-
marks for purposeful movement
and, therefore, its development
(‘We gladly leave our own nests’,
Stus 2008: 185).

At the same time, the angelic
spirit, ‘pinned with sharp spears
/ to its own body - the likeness
of the cross’, loses ‘the right of
self-evasion, / of self-exceeding
extreme limits’ (Stus 2003: 146).
In this poem, which begins with
the line ‘You, angel, are thrown
into hell’ and is dated January 31,
1972 (the third week after his ar-
rest), the semantic field of the
‘body’, which encompasses its
own physical needs and limita-
tions, also includes ‘beloved
ones, friends, hopes’, ‘pitiful
loneliness’, and ‘a night filled
with alienation’. That is, an at-
tachment to one’s physical exist-
ence, a dependence on every-
thing that emotionally connects
a person to the world, becomes
an additional punishment and a
sacrificial trap for the rebellious
spirit.

The poet’s body itself is trans-
formed into a ‘vertical coffin’, in
which a ‘disoriented, deaf soul’
is imprisoned:
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3aTUCHYTIA MHUHYIAM i
MaiOyTHIM,

TOOI aHi 3HAWTUCH, Hi
3aryOUTHUCH —

TM MOTrO TiJla SIPO-YOPHA
TiHb.” (Stus 2008: 185)

Between the past and the future,
instead of the present, the soul
finds itself ‘suspended’. Without
a body (only a painful, fiery-
black shadow), trapped between
memories and vain hopes, in the
alienated space of non-life, the
soul is torn not only from its
own living flesh, but also from
the subject itself (‘you fly at a
distance from me, you beckon’).
The splitting of the personality
into a dead (mortified) body, a
disoriented soul, and a reflective
T leads to the total collapse of
the world, in which impossible
combinations include not only
‘soul with body, joy with sor-
row’, but also the ontological
primaries of being: ‘life with
death’ and ‘heaven with earth’.

In contrast to the notion of
physical death as the freezing of
space and disembodiment, the
motif of sleep emerges as a
memory-dream that returns to
the dreamer lost bodily sensa-
tions and, therefore, returns
himself. More precisely, it is the

7 Trapped between the past and the fu-
ture, / you can neither be found nor lost
- / you are the fiery black shadow of my
body.
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return of his own reflection in
the water:

I och BOHO: BiZOMTKOM ITIO
BO/I1

Bpas nomnimusno
TBOE 00TUYYS

[...]

Tenep cebGe — mi3Haew mo
0imi?

[lo cuBiii ronoBi - Temnep
mizHaem?”® (Stus 2003: 153)

CyMHe

Recognizing himself in the flow-
ing image on the water (which
diverges into red streaks) evokes
in the poet’s memory a similar
situation from the past, when
‘desired fate was met - eye to
eye’ (KajaHa CTpisach OO -
Biui B Biui) sharpening the
awareness of a lost, unlived life
and unfulfilled hopes: ‘Not in
yourself, you return from your-
self’.

The boundary between what
happened before and what can
happen in the future appears in
Stus’s artistic world as a liminal
space, where emotional
memory, recorded in bodily sen-
sations, intertwines with imagi-
nary visions and dreams to cre-
ating another phantom (or sym-
bolic) dimension of being:

*® And here it is: like a footprint on the
water / Suddenly, your sad face floats...
/ Now you will recognize yourself by
your misfortune? / By your gray head -
now you will recognize yourself?
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Tpumaiics 60 mNOTOMOIK.
Th - 3a rpaHHIO,

e BUAWBO TOMAAETHCS
CBSTE.

Tam - YkpaiHa. 3a Mmexero.
Tam,

niBinre cepus.” (Stus 2008:

251)

Through sheer willpower, the
subject consciously transforms
himself into an emigrant who
carries his homeland close to his
heart. It exists beyond the con-
fines of present reality and is
there, beyond, where the artist
seeks to be. The image of his na-
tive land pains him, yet it is re-
vived in that pain, becoming
physically tangible and, there-
fore, embodied, real. As Sherekh
noted of this peculiarity of Vasyl’
Stus’s writing, ‘Dreams in the
life of an exiled prisoner are part
of his biography, and in his po-
etry, they serve as a gateway to
another reality’ (Sherekh 1986:
34).

Certain motifs characteristic of
the state of ‘internal emigration’
appear in poems that Vasyl’ Stus
wrote long before his imprison-
ment, however, at the time
when the pressure of the repres-
sive system was just beginning

" Stay on the other side. You are be-
yond, / where the holy vision sways. /
There is Ukraine. Beyond the border.
There, / to the left of the heart.
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to intensify. According to the
poet’s recollections, this oc-
curred sometime after 1962*°. In
the poem ‘On a Sleepless Night’,
dated 1964, the concept of emi-
gration itself emerges as an anx-
ious premonition of alienation,
an identity crisis, a threat to ex-
istence:
EmirpanTom. [it-6ory.
JIDKKO.
I Ha KOBApPI — Of, BIKOH -
I'paTH.
I MOAyLIKa MOSI
CKYMOBJDKEHaQ,
i CKyloBmKeHa rosoBa.”
(Stus 2003: 41)

1

Here, the image of the emi-
grant’s bed becomes a metaphor
for the broader issue of (not)
finding one’s place in the world
(my pillow is tousled), which is
directly tied to the search for
one’s identity (a tousled head).
The state of restlessness and un-
certainty, of being lost in the
suddenly alienated space of a
night room in the middle of ‘fad-
ing Kyiv’, leads, both in this
work and more generally in the
poetry of the ‘Winter Trees’ pe-
riod (1970) to existential themes

20

See the letter to his wife dated
16.05.1981 (Stus 2008: 405).

* An emigrant. Oh my God. A bed. /
And on the blanket - from the windows
- bars. / My pillow is tousled, / and my
head is tousled.
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of loneliness, anxiety, the mean-
ing of existence, and death.

In the artistic conception that
Vasyl’ Stus developed in his The
Vanishing Blossom (1971), dedi-
cated to the work of Volodymyr
Svidzinsky, the problem of exist-
ence, of conscious being, is in-
terpreted as a both universal and
purely artistic spiritual collision:
‘A person who has felt his own
orphanhood and vulnerability in
the world has become hardened
under the hungry sky [..] And
then he runs away - from the
world and from himself (Stus
2008: 362-363). For such a per-
son, art becomes a form of ‘sur-
render to the difficulties of ex-
istence’, replacing real life with
the cult of suffering: ‘Making us
unused to life, art teaches death’
(Bimyuyroum Hac YKUTH,
MHUCTENITBO HaB4Ya€ cmeprti). In
this tragic perspective, the artist
is likened to a spiritual kamika-
ze, as Sherekh wrote, he is
doomed: ‘A bee, releasing its
sting, dies. So does the artist’
(Stus 2008: 357). According to
this concept, any poet is a priori
an outsider-suicide who rejects
‘normal existence’ in favor of
‘the lost and unattainable’. He
‘searches for himself in that ex-
panse through which he, always
contrary to reality, defines the
space of his individuality. But,
searching for himself, he also

Autoli

Special issue

loses what he has’ (Stus 2008:
356).

The problems of the fatal dis-
connection between the biologi-
cal, sensual, and intellectual
revolutionary principles, of crea-
tivity as inevitable alienation
from the world, and of the gen-
eral catastrophic nature of
worldly existence, as outlined in
The Vanishing Blossom, form
most of the foundation upon
which the ‘internal emigrant’
code is built. This code guided
Stus throughout his life. Exter-
nal totalitarian pressure only
strengthened and deepened this
guiding principle. In fact, per-
sons drive themselves into an
existential trap: ‘With horror, we
realized that all the rivers of his-
tory flow backwards. [...] we be-
come victims of our history, our
actions, victims of ourselves’
(Stus 2008: 364).

The same motif of reverse
movement (against the flow of
time, ‘from the mouth to the
sources’) is pervasive in the po-
etic discourse of Vasyl’ Stus. The
future is opaque (‘I peer into
tomorrow - darkness and dark
darkness’), and the present is
entirely composed of fragments
of the past (‘All life is like a look
/ into the past age. Over the
shoulder’). That is, the present is
merely an imitation of real life in
the here and now (Stus
2003: 124). Returning to the ori-
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gins of existence, to the time
‘even before birth’, can ‘reset’
the situation, rendering past life
inactive, because ‘you are dead /
in a dead world’ (Stus 2008: 107).
In conditions of imprisonment,
these complex temporal layers
acquire new meanings. Accord-
ing to Filip Zimbardo, it is cru-
cial to maintain a temporal per-
spective in a situation of total
control or severe social pressure,
relying on one’s own past (re-
member who you are), and con-
sidering the future consequenc-
es of one’s actions in order not
to lose oneself in the ‘eternal
present’ and to reduce its influ-
ence. Zimbardo argues that
‘when the past and the future
unite to restrain the extremes of
the present, that situation loses
power’ (Zimbardo 2014: 179). In
Stus’s poetic reception, the pro-
spect of the future seems to be
impossible in principle, and so it
is shifted to the past, thereby
making time into a circle (‘the
future is all in the past’), but
leaving it outside the present.
For the writer, this reflexive
‘movement into oneself
(Sherekh 1986:33) becomes a
counterbalance and, perhaps, a
form of salvation from destruc-
tive reality, a means of self-
preservation:

Mu  HiGuTO
CBivamas —

o6epHeHi
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€IUHOB/IaCHY bi3114%
cBiTimmo.”*  (Stus  1986:

140)

Indeed, for Vasyl’ Stus, bodily
involvement in life is a direct
connection to the specific physi-
cal space of existence. Thus, the
loss of this organic space leads
to the loss of the very possibility
of bodily experiencing life: ‘Your
soul has collapsed here, / your
chest has become half empty
(Stus 2003: 189). As a result, the
poet constructs a phantom ex-
istence, one that resides in
memories and dreams:

Bepuu m0 MeHe, mam’site
Most!

Hexan Ha cepue aspxe
BaroTolo

MOSI 3eMJISI 3 PaXMaHHOIO

XypOoro

Hexait
Teyist
6omail y cHi, y Mas4Hi
cTpymye.” (Stus 2003: 201)

[uinpa  ypoua

His life is concentrated in the
spaces of memory, as a recollec-
tion and reconstruction of the

** We are like candles turned upside
down - / we illuminate our own souls.

* Return to me, my memory! / Let my
land lie heavy on my heart / with quiet
sorrow / [...] / Let the charming current
of the Dnieper / at least flow in a
dream, in a delusion.
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past, which is understood by
him as a movement backward -
not only to the times of youth
and childhood but much further
- to the dreams ‘with which you
began / even before birth’ (Stus
2003: 162).

This is a conditional existence
within the conditional space of
‘self-sleep’, where the poet
dreams of himself, where ‘self-
passing-by is  your lot’
(caMompOoMUHAHHS -  TBIH
npuzgin) (Stus 2003: 167). The
discovery of one’s own integrity
becomes a permanent immer-
sion in memories, because all
the future has already happened
(or was about to happen) in the
past (‘and I remember every-
thing - as if I were alive’ (Stus
2003: 242). This new existence
represents a form of ‘internal
emigration’, allowing the poet to
exist under conditions of im-
prisonment that are intolerable
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for physical existence: outside
the boundaries of one’s own
body, yet within the force field
of the mental body. Thus,
through the memory of the body
(and more profoundly, the
memory of the lost world: ‘The
forgotten sky / hurts like an am-
putated hand’, Stus 2003: 162),
the phantom somatics of unreal-
ized or repressed existence are
brought to life in Vasyl’ Stus’s
poems.

The research presented in this article was conducted within the frame-
work of the PRIN 2022 PNRR project “Literature of Socialist Trauma:
Mapping and Researching the Lost Page of European Literature
(LOST)”, ID: P2022745X8, CUP: B53D23029360001, Principal Investiga-
tor: Andrea Gullotta (University of Palermo). The project was funded by
the Italian Ministry of Education, Universities, and Research (MIUR)
under the 2022 PRIN PNRR Call for Proposals, Directorial Decree No.

1409 of September 14, 2022.

Autoli

1 - Number 13/2024



Bibliography

Althusser 1974: Althusser, Louis. 1974. Montesquieu. La politique et
lhistoire (Paris: Presses Universitaires de France)

Caruth 1996: Caruth, Cathy. Unclaimed Experience: Trauma, Narra-
tive and History (Baltimore: The Johns Hopkins University Press)

Foucault 1995: Foucault, Michel. 1995. Discipline and Punish. The
Birth of the Prison, transl. from the French by Alan Sheridan (New York:
Vintage Books [A Division of Random House])

Fuks 2007: Fuks, Tomas. 2007. “Nauki o zhizni” i zhiznennyi mir’,
Topos, 2 (16): 5-21

<https://en.ehu.lt/wp-content/uploads/2017/11/Topos-2007-
2_s1eegdc6ocgi2.pdf> [accessed 23 March 2025]

Gailiené 2005: Gailiené, Danuté (ed.). 2005. The Psychology of Ex-
treme Traumatization: The Aftermath of Political Repression. (Genocide
and Resistance Research Center of Lithuania. Akreta, Vilnius)

Gildea et al. 2013: Gildea, Robert, James Mark, and Anette Warring
(eds). 2013. Europe’s 1968: Voices in Revolt (Oxford: Oxford University
Press)

Gomilko 2001: Gomilko, Olha. 2001. Metafizyka tilesnosti: kontsept
tila u filosofskomu dyskursi (Kyiv: Naukova dumka)

Kaufman 1983: Kaufman, Liia. 1983. Tvorchestvo pisatelei-
antifashistov v Germanii v gody natsizma. Problematika. Poetika. Avto-
réf. dissertatsii (Moskva)

<https://dissertation.com.ua/node/m17162> [accessed 23 March
2025]

Litinskaia 2012: Litinskaia, Dzhinna. 2012. ‘Tipy sovremennogo
eskapizma i fenomen ekzistentsialnogo eskapizma’, Yaroslavskii peda-
gogicheskii vestnik, N° 1 (T. I): 308-11

Pavlyshyn 1997: Pavlyshyn, Marko. 1997. ‘Kvadratura kruha: prole-
gomeny do otsinky Vasylya Stusa’, in Kanon ta ikonostas: Literaturno-
krytychni statti (Kyiv: Vydavnytstvo ‘Chas’), 157-74

Pidgirnyi 2002: Pidgirnyi, Bohdan (ed. by). 2002. Netsenzurnyi
Stus. Knyha u 2-kh chastynakh(Ternopil: Pidruchnyky i posibnyky),
chastyna 1

Polishchuk 2011: Polishchuk, Yaroslav. 2011. “Tvorchist Vasylia Stusa
v heokulturnomu konteksti..., Ucrainistica, 9: 48-59

Potter 2016: Potter, Pamela M. 2016. Art of Suppression: Confront-
ing the Nazi Past in Histories of the Visual and Performing Arts (Califor-
nia: University of California Press)

Autobiognafésl - Number 13/2024



66

Special issue

Pylypushko 2018a: Pylypushko, Bohdan. 2018a. ‘Vnutrishnia emih-
ratsiia myttsia v umovakh totalitarnoi diisnosti (na prykladi dosvidu
Oleksandra Aksinina)’. Avtoref. dysertatsii (Kyiv)

<http://elib.nakkkim.edu.ua/handle/123456789/3276> [accessed 23
March 2025]

Pylypushko 2018b: ——. 2018b. ‘Stanovlennya fenomeny “vnutrish-
noii emihratsii” u zakhidnomu naukovomu dyskursi’. Art-prostir, 3: 19—
24. <https://doi.org/10.28925/2519-4135.4.2018.3.4> [accessed 23 March
2025]

Sherekh 1986: Sherekh, Yurii. 1986. ‘Trunok i trutyzna. Pro “Pal-
impsesty” Vasylia Stusa’, in Stus V. Palimpsesty. Virshi 1971-1979 rokiv,
ed. by Nadiia Svitlychna (New York: Suchasnist), 17-58

Sherekh 1998: Sherekh, Yurii. 1998. “Zustrichi z Zakhodom’, in Po-
rohy i zaporizhzhia. Literatura. Mystetstvo. Ideolohii, u 3 t. (Kharkiv: Fo-
lio), 1: 390—423

Stus 1986: Stus, Vasyl'. 1986. Palimpsesty. Virshi 1971-1979 rokiv, ed.
by Nadiia Svitlychna (New York: Suchasnist)

Stus 2003: Stus, Vasyl'. 2003. Palimpsest (Kyiv: Fakt)

Stus 2008: Stus, Vasyl'. 2008. Taborovyi zoshyt, ed. by Dmytro Stus
(Kyiv: Fakt)

Tsymbal 2012: Tsymbal, Tetiana. 2012. Fenomen emihratsii: dosvid
filosofskoi refleksii (Kyiv, Kryvyi Rih: Vydavnychyi dim)

Yazvinska 2013: Yazvinska, Olena. 2013. Teoriia i praktyka fenomeny
tilesnosti v psykholohii. Avtoreferat dysertatsii (Kyiv)

Zimbardo 2014: Zimbardo, Filip. 2014. Effekt Lutsifera. Pochemu
khoroshie liudi prevrashchaiutsia v zlodeev (Moskva: Alpina non-fikshn)
<http://loveread.ec/read_book.php?id=45825&p=179> [accessed 23
March 2025]

Autobiografésl - Number 13/2024



Rosanna Morabito

Memoirs of Trauma Halfway between History and

Literature: Dragoslav Mihailovi¢

Dragoslav Mihailovi¢’s experience in a concentration camp only appears in his
literary works in 1990, with the publication of the first volume of Goli otok, a
collection of testimonies from former inmates of the camp on the Adriatic Is-
land. The autobiographical introduction to the first volume of Goli otok writ-
ten by Mihailovi¢ differs from the documentary approach of the volume, ena-
bling an analysis of the relationship between literary writing and the pro-

cessing of trauma.

Dragoslav Mihailovi¢ was forced
to live in the Goli otok concen-
tration camp when he was 19
years old. Only about a quarter
of a century later did he begin
writing his documentary works
and memoirs, for which he can
now be considered ‘najupornijim
proucavaocem golootocke trau-
me’ (‘the most tenacious scholar
of the Goli otok trauma’, Purisi¢
Becanovi¢ 2022: 55).

Dealing with memoirs dedicated
to an extremely traumatic expe-
rience, both for those directly
impacted and for the society in-
volved, makes it necessary to
consider the particular ways in
which trauma influences the in-
dividual, and not only the indi-
vidual: ‘nobody wants to re-
member trauma. In that regard
society is no different from the
victims themselves’ (Van der
Kolk 2014: 195).
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The autobiographical discourse
about trauma is different from
other types of autobiographical
discourses, due to the specific
psychophysical conditions gen-
erated by the extreme experi-
ence. Neuroscience explains ‘the
difference between “narrative
memory - the stories people
tell about trauma - and the
traumatic memory itself (Van
der Kolk 2014: 180). By its very
nature, the latter is very differ-
ent from the memories that
form our autobiographical nar-
rative: since the ‘lack of verbal
memory is central in trauma’
(Van der Kolk 2014: 182), ‘trau-
matic memories are fundamen-
tally different from the stories
we tell about the past. They are
dissociated: The different sensa-
tions that entered the brain at
the time of the trauma are not
properly assembled into a story,
a piece of autobiography’ (Van
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der Kolk 2014: 195). The term
dissociation is used here ‘to de-
scribe the splitting off and isola-
tion of memory imprints’ (Van
der Kolk 2014: 181) of trauma,
which cannot be integrated into
the current narrative of life on
the basis of which the individual
distinguishes past and present.
These two forms of memory are
linked to different, separate
parts of the brain, which Van
der Kolk calls the ‘rational brain’
(including the language area and
consequently narrative
memory), and the ‘emotional
brain’, which triggers uncontrol-
lable reactions at a physical lev-
el. Therefore, ‘trauma is much
more than a story about some-
thing that happened long ago.
The emotions and physical sen-
sations that were imprinted dur-
ing the trauma are experienced
not as memories but as disrup-
tive physical reactions in the
present’ (Van der Kolk 2014:

205).

1. The Historical Context

Yugoslavia under Tito was inter-
nationally famous as the country
of socialism with a human face.
Nevertheless, it was no stranger
to the Stalinist policies of perse-
cuting dissidents.

The most systematic repressive
practices, with the creation of
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what was a small universe of
concentration camps, are linked
to the country’s expulsion from
Cominform (Informbiro in Ser-
bian and Croatian, which led to
the supporters of its policy being
called ibeovci) in 1948, following
the breakdown of political rela-
tions between Tito and Stalin
(Banac 1988; Jambres$i¢ Kirin
2007; Previsi¢ 2019, 2020). From
an international point of
view, Tito’s refusal to submit
to Cominform exposed the
country to the risk of a military
reaction from the colossus of the
East, and at the same time
turned Yugoslavia into a useful
pawn for the Western powers in
the struggle against Soviet
Communism. Internally, the
break with the USSR unleashed
a fierce struggle between the in-
ternal fractions of the Yugoslav
Communist Party, with the swift
elimination of a considerable
part of the communist cadres,
who were replaced by a massive
influx of new members. It was
also necessary to uproot the cult
of Stalin, which had been wide-
spread in the population until
then, and replace it with the cult
of Tito.

Official documents identify
55,663 ibeovci, of whom 15,737
were arrested, but it should not
be forgotten that the documents
were partly destroyed (to what
extent?), especially after the fall
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of Aleksandar Rankovi¢ (Previsic¢
2020: 256). Rankovié, a Serb,
was the number two in the
Party and the all-powerful head
of the secret service from 1944
until 1966, when it emerged that
he had been spying on Tito him-
self.

In fact, his removal marked the
second major internal purge
within the Party, after that of
1948 (the third one took place in
1971-72 following the so-called
Croatian Spring).

The place of detention that was
most notorious for its unspeak-
able torture was Goli otok (Bar-
ren Island), a system of camps
on the small Croatian island be-
tween the coast and the island of
Rab, run by the federal secret
service for internal affairs, the
UDBA, which, according to Pre-
visi¢’s data, imprisoned around
13,000 people.

Goli otok is an island on the
Adriatic coast of Croatia, meas-
uring approximately 4.5 square
kilometers. Geologically speak-
ing, it is made entirely of rock
and has no natural water source.
This, together with its harsh
climate, has caused it to remain
uninhabited. The internees of
the camps, with rudimentary
and unsuitable tools, were
forced to build several stone and
wooden buildings on the island,
along with a few pathways, and

Autobiognafésl - Number 13/2024

planted some, albeit sparse, veg-
etation.'

The ‘Goli otok system’ existed
from July 1949 to 1956, with four
labour camps for ibeovci political
prisoners,” alleged supporters of
the 1948 Resolution and of the
USSR (for men, women, military
personnel and for ‘diehards’),?
and was then reorganised for
common criminals and placed
under the control of the Croa-
tian Republican UDBA (the
prison was decommissioned in
1988). The prisoners in the vari-
ous camps never came into con-
tact with each other.

The particularity of the system
was that it was run by the pris-
oners themselves and this meth-
od was adopted shortly after the
opening of the first camp on
the island.* In theory, the police

" The creation of the few green areas
that still exist today was also a form of
torture, as the prisoners had to protect
the little seedlings with their bodies
for hours in order for them to take
root.

* The camps of Sveti Grgur, Ugljan and
Ramski rit were run in the same way.

> Women were mainly interned on the

small island of Sveti Grgur (St. Gregory,

in which the same methods were used

and the same activities performed as

Goli otok).

* This began with the arrival of the so-
called Bosanci (Bosnians), a large group
of ‘prisoners’ from the central prison in
Sarajevo, some of whom were common
criminals (apparently, also ex-SS and
Chetniks) and former UDBA agents,
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had a merely supervisory func-
tion, while all activities, includ-
ing torture and abuse, were left
to the prisoners, who were di-
vided into categories according
to their level of docility and
readiness to abjure their ‘mis-
guided’ political convictions and
expose other cominformists
(whether real or not).

The camps were also productive,
and the work there focused
mainly on the exploitation of the
island’s stone, but also on pro-
cessing wood from the Croatian
coast and, as time went by, on a
variety of craft activities. Thanks
to the brutal exploitation of the
prisoners, the international
trade in raw materials and prod-
ucts from the island was highly
lucrative for the UDBA.

In theory, the system was sup-
posed to politically re-educate
the prisoners; in practice, how-
ever, the sort of self-
management carried out there,
intended to dehumanise the
prisoners and turn them into
docile tools in the hands of the
secret service. ‘Re-education’

trained and/or with an inclination to
perform all sorts of violence. They min-
gled with the common prisoners and
took on the management of the camp’s
various activities, supervising the ‘re-
education’ of the prison population
from a privileged position through slave
labor, beatings and both physical and
psychological torture, with the aim of
breaking down all possible resistance.
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was only achieved when the
prisoner ‘reviewed his position’
(usually under torture) and
agreed to ‘complete the report’,
the statement (given in the pre-
trial prison after arrest, again
under torture). This meant join-
ing the UDBA’s information
network, exposing other alleged
ibeovci, often without any
grounds, and participating in
the beatings of other prisoners,
in order to escape the violence
and terror. It should be noted
that, according to many former
prisoners, the so-called ‘investi-
gators’ were undercover agents,
sometimes criminals, often sad-
ists. The essence of self-
managed concentration camps,
a sort of hybrid of Nazi, Stalinist
and Yugoslav monarchist prison
methods, consisted in making
prisoners the torturers of their
fellow inmates through a variety
of practices, turning them into
‘informers’ (the so called revi-
dirci), i.e. people who had real-
ised the seriousness of their be-
trayal of the Party, had reformed
and agreed to work against the
enemies of the state through
violence and informing. In order
to regain their freedom after
their re-education, prisoners had
to sign a statement that commit-
ted them to never reveal the ex-
istence of the camp and to col-
laborate with the secret services
in the future. After leaving the
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camp, along with all the difficul-
ties caused by the impossibility
of finding suitable employment
and the destruction of their fam-
ilies during their absence, thanks
to the persuasive and dissuasive
action of the secret police, for-
mer prisoners remained under
surveillance for years and years.
The world of concentration
camps extended far beyond the
island: there were prisons and
labour camps in the various re-
publics, where political prison-
ers were treated appallingly. The
most notorious prisons for the
detention of so-called comin-
formists included those of
Ramski Rit, Glavnjaca (Belgrade,
Serbia), Stara Gradiska (Croatia,
formerly the site of a concentra-
tion camp during the Ante
Paveli¢ regime), Zabela (PoZare-
vac prison, central Serbia), Sto-
lac (BiH, Herzegovina), Ugljan
(an island opposite Zadar),
Bileca (BiH, Republika Srpska,
eastern Herzegovina).

The regime’s repression of dissi-
dents and ‘disobedients’ contin-
ued even after the camps were
closed (Anti¢ 2016; Gruenwald
1987; Cvetkovi¢ 2019).

The truth about the labour and
re-education camps was careful-
ly concealed from the popula-
tion by the authorities, also part-
ly thanks to the mandatory si-
lence of the ex-deportees, alt-
hough there were in any case se-
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cret rumors of their existence.
As argued by Durisi¢ Becanovi¢
(Purisi¢ BeCanovi¢ 2022: 54-55),
for decades, the authorities
made Goli otok a ‘ne-Cinjenica’
(‘non-reality’) and forbade semi-
otization by preventing it from
being discussed. Meanwhile, the
break with Stalin provided Tito
with great advantages in inter-
national politics, as much in
terms of financial support from
the West, the United States and
the International Monetary
Fund above all (Ceh 2015), as in
terms of political credibility,
which made it possible for Tito
to lead the creation of the Non-
Aligned countries Movement.

After 1980, the year of Tito’s
death, it became possible to
speak more freely about the
most controversial topic in the
history of socialist Yugoslavia,
Goli otok, and literary accounts
of former prisoners, memoirs
and works on the subject be-
gan to be published.” Pseudo-
historical and other types of

> On literary accounts before the 1980s,
see Kadi¢ 1978; Gruenwald 1987. A
number of films on the subject were
also released in the early 1980s. These
were followed by several documen-
taries, starting with Goli Zivot (Bare ex-
istence) shot by Danilo Ki§ in Israel
with director Aleksandar Mandi¢ and
aired as a series in 1990, which showed
the Yugoslav general public the horror
of Goli otok through the accounts of
two former prisoners (Beganovi¢ 2006).
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texts also appeared, often with
the intention of justifying what
had taken place, but for a long
time there was a lack of in-depth
scientific studies, partly due to
the prolonged closure of the
UDBA archives. In short, ‘zabo-
ravljanje golootocke traume bilo
je dugorocno i relativno uspes$no
sprovedena  strategija  soci-
jalistickog rezima’ (‘forgetting
the trauma of Goli otok was a
long-term and relatively effec-
tive strategy of the socialist re-
gime’, Durisi¢ BecCanovi¢ 2022:
56).

Many more works on the subject
of Goli otok were produced in
the 1990s, along with numerous
articles in magazines and news-
papers (Moscarda Oblak 2007:
74). However, the great interest
in Goli otok that spread
throughout Yugoslavia in the
1980s was short-lived. The peri-
od during which the subject be-
came public knowledge explains
the rapid decline of the gen-
eral public’s attention from the
1990s onwards. The country fell
apart in a decade, with new
wars and the creation of new
concentration camps, as well as
new national states, which led to
the reshaping of the collective
memory of the communities in-
volved.

In the countries that succeeded
Yugoslavia, the communist vic-
tims of the communists were no
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longer of interest, especially be-
cause they could not be inte-
grated into the nationalist public
discourses prevailing at the
time. This was due to the fact
that the persecution of dissi-
dents was not ethnically based,
since in theory it was founded
on ideological issues. In actual
fact, it was founded on internal
struggles at the top of the Party
and the paranoia generated in
the powerful leadership group
by the clash with Cominform.
The Croatian island as an im-
portant place of remembrance
for various national communi-
ties has long been the subject of
debate, but it has not yet been
‘memorialised’,® or institutional-
ized as such (Badescu 2019).

2. Dragoslav Mihailovi¢

Dragoslav Mihailovi¢ was born
in 1930 in Cuprija, in the Morava
River region of central Serbia, a
place that often features in his
works with its cultural and lin-
guistic connotations. During his

® Associations of prisoners, their rela-
tives and supporters of remembrance
demand that the island be turned into a
memorial. In Croatia, it is important to
mention the Goli otok ‘Ante Zemljar’
association and the Documenta center
for confrontation with the past (Centar
za suocavanje s prosloséu Documenta).
Similar associations are also present in
other former Yugoslav republics
(Badescu 2019: 391-94).
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high school years, he was a
member of the Communist
Youth League of Yugoslavia, a
youth branch of the Communist
Party, until its dissolution at the
end of 1948, when he applied
to join the Party. In 1950, after
finishing high school, he was ar-
rested as an ibeovac - without
any real proof - in his
hometown Cuprija. He was sub-
sequently transferred to other
prisons (Kragujevac, Ada Cigan-
lija), ending up in the Goli otok
‘re-education’ camp, where he
spent 15 months, until the end of
spring 1952. Following his re-
lease, he endured financial diffi-
culties for a long time and was
unable to find suitable and sta-
ble employment due to his past.
He began publishing short sto-
ries in 1958, and literary fame ar-
rived in 1967 with his first collec-
tion, Frede, laku no¢, which won
an award in the same year.” He
then published his first novel,
Kad su cvetale tikve, the first lit-
erary work in Yugoslavia that al-
luded to the repression against
the ibeovci without, however,
mentioning either them or the
island, which immediately be-

7 According to the author, the prize was
awarded due to a kind of misunder-
standing, facilitated by the brief relaxa-
tion of police control following the
deposition of Rankovi¢, as the jury did
not apparently know about his past at
Goli otok (quoted in Hodel 2021: 16-17).
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came a cult book. However, the
play based on the book in 1969
was so explicit that it irked the
Party’s top leadership. It was
pulled from the stage after five
performances, albeit without
explicit official censorship, con-
firming the preventive effective-
ness of the police’s deterrence
measures against citizens, who
were led to punish themselves to
avoid incurring the reaction of
the authorities (Peri¢ 2012: 95).
Following this event, which
deeply disturbed cultured socie-
ty, the book also disappeared
from the bookshops and was
therefore effectively banned, for
nine years.

From 1971 Mihailovi¢ devoted
his time to his literary activi-
ties, and received numerous
prestigious prizes and awards for
his books, screenplays and col-
lections of short stories over the
years. He was still controlled by
the secret service however, until
1990, and was only rehabilitated
in 2006. In the early 1990s he
was one of the founders of sev-
eral Serbian associations that
exposed and studied the repres-
sion perpetrated by Tito’s re-
gime. He died in 2023 (Nini¢
2017: 10-12).

2.1 Mihailovi¢ was a ‘paradig-
matic’ figure of Serbian narrative
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neorealism from the 1960s.® His
literary works (mainly novels
and short stories, but also dra-
mas) often contain a significant
autobiographical element. This
‘latentni autobiografizam’ (‘la-
tent autobiographism’, Panti¢
2009: 21), was due both to the
frequent and distinct setting of
his narratives in his home re-
gion, with its linguistic and cul-
tural characteristics, and to the
repetition of themes and motifs.
Critics have repeatedly observed
how, in his long literary career,
the writer often returned to set-
tings, character types and
themes, even developing his
short prose into novels, and the
same applies to his theatrical
works.”

® ‘Li¢ni ton ispovesti i iluzija go-
vorenija nametnuli su se kao nova
paradigma’ (‘The personal tone of the
confession and the illusion of the spo-
ken word have imposed themselves as a
new paradigm’, Jerkov 1991: 121). Jerkov
(Jerkov 1991) is very critical of the narra-
tive of this new realist wave in Serbian
literature and also as part of Mihailovi¢’s
work. Miroslav Panti¢ (Panti¢ 2009: 23)
has a different opinion, but equally de-
scribes Mihailovi¢ as a ‘paradigmatic
figure’.

® ‘Skoro svaki njegov roman nalazi
analogiju u nekom aspektu njegovih
kradih proznih djela. Isti je slucaj kad je
re¢ i o dramskom opusu’ (‘Almost every
one of his novels finds analogies with
his shorter prose in some aspects. The
same also applies to his dramatic work’,
Peri¢ 2013: 705).
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Allusions to imprisonment and
internment had already ap-
peared in his earliest works, but
only in the 1990s was there a
substantial change with respect
to his previous fiction (Ili¢ 2012).
His experience in the concentra-
tion camp became an explicit
and central theme, while his lit-
erary writing began to be con-
sidered as ‘documentary prose’
(auto-fiction, fictio documentaria
or ‘Goli otok prose’) which fixed
his personal memories of his
camp life in literature.

The theme of the camp had ac-
tually been part of Mihailovic’s
work for a long time, and in 1978
he began secretly contacting
former prisoners and tape-
recording ‘conversations’ with
them.” It was only in 1990 that
he published the first volume of
a large collection of witness ac-
counts, which was to grow to
five volumes and around 2,600
pages, Goli otok (I, Mihailovi¢
1990; II, Mihailovi¢ 1995; III,
Mihailovi¢ 1995; IV Mihailovi¢
2011; V, Mihailovié 2012).

' Mihailovi¢ says that, for 25 years, he
thought he was not up to the task of
tackling a subject that would require
Dostoevskii’s skills. This was until the
death, in 1978, of a former prisoner,
considered to be a kind of living
memory of the reality of Goli otok,
which prompted him to start collecting
the accounts of the victims (Mihailovi¢
2016: 13-19).
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After his first step in documen-
tary writing, with the first vol-
ume of Goli otok, Mihailovi¢’s
personal experiences of the con-
centration camp, as well as those
of other former prisoners, ap-
peared clearly in Mihailovic’s fic-
tion with the collection of short
stories Lov na stenice of 1993,
which was followed by other lit-
erary works on the subject of
Goli otok. The fate of the vic-
tims, but also the fates of their
persecutors - equally tragic in
their own way - remained cen-
tral to his literary production.

The Lov na stenice collection is a
hybrid work which combines au-
tobiographical and historical
testimonies in nine short stories
linked by the main first-person
narrator, who participates in or
witnesses the events narrated,
and by the space and time of the
repression against real or pre-
sumed ibeovci, including pre-
trial prisons, labour camps and
the widespread practice of tor-
ture (Ac¢imovi¢ 2018: 87-111;
Kecojevi¢ 2021). The book in-
cludes parts of the memories of
Mihailovi¢ and his fellow pris-
oners, and all the characters,
both victims and persecutors,
appear with their real names,
which emphasizes the testimo-
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nial value of the work (Jeremi¢
2007)."

The actualization of the individ-
ual and collective trauma of the
1950s, using the tools of oral his-
tory, preceded and accompanied
the literary transfiguration of
the traumatic reality that con-
tinued throughout the last nar-
rative phase of Mihailovi¢’s pro-
duction.”

In his process of elaborating his
trauma, documentary evidence
and historiographic research
turned out to be necessary, and
expressing his traumatic experi-
ence (and his fellow prisoners’
personal experience) in a literary
form was also necessary (Ili¢
2012: 73). Writing was no longer
simply a place for condemning
and preserving the memory of
what those who endured the
suffering cannot forget and what
society must not forget, but also
a place where the tormenting
memory of trauma is repro-
cessed, which may provide at
least partial relief. Mihailovi¢’s
literary narrative was now essen-
tially autobiographical, a sort of

" It is worth noting the negative opin-
ion of the work expressed by Jerkov
(Jerkov 1994).

” On the relationship between docu-
mentary and strictly literary (fictional)
writing in Mihailovi¢’s oeuvre, see
Acdimovi¢, who argues there is no clear
dividing line between the two, due to
the presence of the same creative pro-
cesses in both (Aé¢imovi¢ 2009).
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‘fikcionalizacija jastva’ (‘self-
fictionalisation’, Zlatar Violié
2009: 40) which returned the
powerless victims, narrator and
characters, performativity in
the narration.” Narrating crime
means reporting and condemn-
ing, ja koji iskazuje, promatra i
sudi onom ja u iskazanom’ (‘the
narrating self observes and judg-
es the narrated self, Lerider
2009: 131).

Goli otok is a hybrid work, rang-
ing from journalism to non-
fiction literature and memoirs,
but above all it is a documentary
work, a collection of witness ac-
counts compiled with the meth-
ods of oral history (Portelli
2014), accompanied by Mihailo-
vi¢’s historiographic or journal-
istic texts (introductions, long
notes) and numerous other doc-
uments (letters, lists of victims
and witnesses, etc.). In the
notes, especially, and in the in-
troduction to the individual ac-
counts, Mihailovi¢ painstakingly
reconstructs the infernal trajec-
tory of the repression of the Yu-
goslav regime. The author stud-
ied historiographic sources and
collected all sorts of data over
several decades, attempting to
penetrate its intricate sociologi-
cal, cultural-historical and polit-

B ‘Autobiografsko govorno lice postaje
performativni subjekt’ (‘The autobio-
graphical narrator becomes the per-
formative subject’, Smit 2009: 99).
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ical-historical ~ aspects.  For
Mihailovi¢, as well as for his in-
terlocutors, the recovery of the
traumatic memory of the con-
centration camp after decades of
silence has a strong testimonial
ethical value as a report against
a regime and an era, in defense
of the victims. Such an action
takes responsibility for them as
well as for the culture of the
community they belong to (Zla-
tar Violi¢ 2009: 42), and func-
tions as a reminder for future
generations. As Mihailovi¢ him-
self points out (Mihailovi¢ 2018:
184) at the end of a particularly
intimate and rich ‘conversation’
full of Mihailovi¢’s observations
and memories between the au-
thor and his friend Fedor Pifat
(the first to agree to record a
witness account), the mnemonic
and narrative recovery of the
trauma for them, as participants
and victims, also serves as ‘neku
vrstu izlecenja’ (‘a kind of heal-

ing’).

3. Memory, Trauma, Memo-
ries

In order to highlight the rela-
tionship between the memory of
trauma and literary writing, [ am
going to examine the introduc-
tory text to the first volume of
Goli Otok entitled Kruna na
zlocinoj glavi (The Crown on the
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Head of Crime, Mihailovi¢ 2016:
5-46), and in particular the first
and last sections,”* which differ
dramatically from the rest of the
text in terms of form and con-
tent, as well as from the author’s
subsequent literary  writings
dedicated to the theme of the
camp. The first part of this book
(Mihailovi¢ 2016: 5-13) is neither
documentary nor journalistic; it
is an autobiographical memaoir,
narrated in a literary style and
can be defined as a ‘literary ex-
pression of a  dreamlike
memory. Various themes are
touched upon in the text, start-
ing with how, 25 years later, in
1978, the author decided to col-
lect the witness accounts, and
on what criteria he based his
choice of interlocutors (high
moral standing and sincerity, ex-
tensive experience and
knowledge of the subject, and,
finally, good expressive skill).
Many of the former prisoners he
contacted refused to cooperate,
because they were unable or
unwilling to speak difficult
truths about events ‘izvan hu-
manisticke istorije sveta’ (‘out-
side the humanistic history of
the world’, Mihailovi¢ 2016: 20).
The readers of the book are also

* The book is divided thematically into
several parts separated by spacing. Ili¢
(Ili¢ 2012: 72) highlights its ‘Cista literar-
na forma’ (‘pure literary form’), without
however analyzing it.
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characterized in a certain sense:
‘ovo nije knjiga za ljude koji rig-
idno drze do svog visokog
misljenja o ljudskoj vrsti’ (it is
not a book for people who are
rigidly attached to their high
opinion of the human race’
Mihailovi¢ 2016: 20). Many pages
are dedicated to the criticism of
official historiography on the
subject, many to historical
events and Yugoslavia’s relations
with Eastern European countries
from 1948 onwards. The West is
also criticized, since it supported
Tito’s Yugoslavia economically
for its own political interests,
because it was anti-Soviet, with-
out taking into consideration
the real lack of democracy in the
regime. Moreover, there are re-
ports about the national compo-
sition of the population of pris-
oners and numbers concerning
the various types of repression,
data that are not and cannot be
confirmed by documents. The
last part of the text (Mihailovi¢
2016: 44-46) abandons the jour-
nalistic-historical tone once
more, without, however, qualify-
ing as a memoir, and, together
with the first part, forms a ‘liter-
ary’ frame that offers many in-
sights into literature as an ex-
pression of trauma.

3.1. ‘Mudi me jedan san, za koji
znam da nije san’ (1 am tor-
mented by a dream that [ know
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is not a dream’): this is the open-
ing sentence of The Crown on
the Head of Crime. It is a
memory that is not recognised
as such, a memory that is reject-
ed but cannot be eliminated and
is always lurking in the shadows,
as is common in traumatic
memory. It is almost completely
forgotten (Mihailovi¢ 2016: 13),
and the narrator reconstructs it
with his narrative memory, ra-
tionalizing it (with expressions
like ‘mora biti’, ‘nije moglo biti’,
‘it must have been’ or ‘it couldn’t
have been’), but which fails to
emerge fully from emotional
memory. It is the memory of the
island seen from the sea, from
the boat taking a large group of
former prisoners back to the
mainland after they have served
their sentences and completed
their ‘re-education’.

The autobiographical subject
does not remember the exact
circumstances of his release and
the journey back to life ‘outside’,
and some elements are also ab-
sent from the memories of many
other former prisoners:

Zasto se polaska sa Golog
toliko  slabo  sjecam?
(Mihailovié 2016: 5).

Koliko nas je tu? [na
brodu] Pripremajudi ovu
knjigu, to pitanje sam
postavio,  sigurno, Vvise
hiliada puta i valjda ni-
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jedanput nisam dobio od-
resit odgovor (Mihailovi¢
2016: 9).

(Why do I remember so lit-
tle about leaving the is-
land?

How many of us are there?
[on the ship] While I was
putting this book together,
I must have asked this
question several thousand
times and probably not
once did I receive a straight
answer. Mihailovi¢ 2016: 5-

9)

The feelings that accompanied
that journey are forgotten too:
‘Da li sam se prema onima koji
ostaju mozda ose¢ao pomalo i
kriv?’ (‘did I perhaps feel a cer-
tain amount of guilt about those
left behind?’, Mihailovi¢ 2016: 5).
In the memory, the place was
‘potpuno nestvarno. Onog casa
kad se odmaknem od njega,
Znao sam, vise necu verovati da
je takvo mesto zemaljska kuga
uopste mogla poroditi. A on je
ipak ostajao upravo tamo’
(‘completely unreal. The mo-
ment [ left it, I knew I would
never again be able to believe
that such a place could have
been generated by the terrestrial
globe. And yet it was still right
there’, Mihailovi¢ 2016: 5).

Some memories of people and
events that took place on the is-
land delay the description of a
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crucial scene. In the crowded
boat that slowly sails along the
coast, no singing (frequent and
compulsory on the island) can
be heard and the atmosphere is
heavy. Everyone is burdened by
having been obliged to sign a
pledge to become an informer
for the UDBA, everyone has a
shattered life behind them and a
totally uncertain future, no one
feels joy about their return to
freedom. The narrator is also
convinced that he will soon be
sent back to the island.

He feels isolated and stares
blankly into space. Until he
catches sight of something: ‘I
onda sam to ugledao’ (‘And then
I saw it’, Mihailovi¢ 2016: 9, all
italics in the quotations are
mine, RM.).

A dazzling white scree is de-
scribed as swaying slightly (a
projection of the boat’s move-
ment) and ‘haoti¢an kao da je
skrkan odnekud s neba’ (‘chaotic
as if it had fallen from some-
where in the sky’, Mihailovi¢
2016: 10). Once past the rock, a
‘work brigade’ appears on the
shoreline, which the narrator
knows can consist of anywhere
from a few dozen to a couple of
hundred people spread out
along three or four hundred me-
ters. He wonders if they can see
them, although he knows with
certainty that they can. For the
first time, the narrator looks
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from the outside at the world he
had been a part of just a few
hours before and the impression
it makes on him is totally alien-
ating.

The group of people on the is-
land looks ‘na pomalo neobi¢nu
vojsku’ (‘like a rather odd army’,
Mihailovi¢ 2016: 10). Due to their
ragged, torn greyish clothing,
the men look greyish too. They
are scorched by the sun, un-
shaven, dirty, their faces perhaps
marred by something else, they
look like ‘nepoznate dvonozne
prasnjave bube’ (‘unknown two-
legged dusty insects’), skinny,
with long arms and legs, ‘Strklja-
sti i neskladni’ (‘lanky and dis-
cordant’), ‘rade u pani¢nom uz-
budenju’ (‘working in convulsive
agitation’), ‘pokretima koji su od-
seCni, kratki, brzi, kao drveni
(‘with sharp, short, quick, almost
wooden’ movements). No one is
standing still, except for those
who are pick-axing the stone; the
others, in pairs, are picking up
huge boulders and carrying
them, hurrying all over the
place, as if driven by ‘mitraljeski
rafali’  (‘machine-gun fire’,
Mihailovi¢ 2016: 1), then run-
ning back to pick up another
boulder. It is ‘kao u nemoj
pozori$noj predstavi’ (‘as a silent
theatrical performance’, Mihai-
lovi¢ 2016: 12). The narrator
watches, completely estranged
(dissociated), although it is
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something he knows very well:
‘Tek usredsredeniji, primec¢ujem
da i u tréanju s teretom ima
nesklada’ (‘only when I concen-
trate more, do I notice that, in
the running with the boulder,
there is discordance’ (Mihailovié¢
2016: 12). Some slip, sometimes
the person at the front of the
pair is pushed by the one at the
back or pulled by others with a
kind of halter. This continuous
and discordant motion along the
whole line looks like a ‘skakutav,
iskrivljen ~ balet’  (‘ungainly,
jumping ballet’, Mihailovi¢ 2016:
12). There are moments when
the running stops, as if someone
is refusing to work. The narrator
knows that this is not possible,
that no one would voluntarily
refuse, and yet, totally disassoci-
ated, he asks himself: ‘Pitaju li se
oni to: $ta je sad opet? (‘Are
they wondering what is happen-
ing again?, Mihailovi¢ 2016: 12).
Then everyone stops, drops their
load and goes to where the in-
terruption happened, until the
person who caused it disap-
pears from view, while the
men gathered around him ag-
itate their hands and feet. It is a
beating. Meanwhile, on the oth-
er side they scurry around even
more furiously, as if - according
to the narrator - the others want
to distinguish themselves from
those who have thoughtlessly
caused the interruption.
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‘Dva-tri minuta brod se vuce kraj
tog prikazanja; ali i kad ga
mimoide, ja se kao omadijan
osvrcem za njim, i za sve to
vreme otuda ne dode ni jedan
jedini glas’ (‘For two or three
minutes the ship slowly ad-
vances alongside that vision;
but even when it has sailed past
it, I turn to look at it as though
bewitched, and all this time not
a single sound can be heard,
Mihailovi¢ 2016: 12). At times,
the subject has the impression
that he can see gaping mouths,
faces which have actually be-
come purple from screaming,
but ‘ne, nista od toga. Ona su
sasvim bezoblicna i mrtvacki
ozbiljna i deluju kao da im glas-
no izrazavanje osecanja, prosto,
ne prili¢i’ (‘no, there is none of
this. The faces are completely
expressionless and deadly seri-
ous, giving the impression that
expressing emotions out loud is
simply not appropriate for them’,
Mihailovi¢ 2016: 12).

As the boat sails away, that fren-
zied performance of wooden
puppets remains completely si-
lent in the distance, and silence
reigns on the ship as well.

That silent scene, watched from
outside in slow motion and with
an absolute sense of extraneous-
ness, clearly expresses his disso-
ciation from his emotional
memory.

Autobiografésl - Number 13/2024



This sort of ‘dreamlike memory’
contrasts with the flat, realistic
style of the narrative memoirs
that appear in the writer’s liter-
ary works. The silence of the dis-
tant gaze, emphasized repeated-
ly, is in stark contrast with the
memories of many survivors who
talked about the infernal din of
shrieks, beatings, moans, chants
and slogans that accompanied
their existence at Goli otok.
Despite the enormous amount
of documentary material pub-
lished, the theme of Goli otok
remains constant in Mihailovi¢’s
literary writing, as if due to
some sort of obsessive compul-
sion. We know that trauma re-
mains indelibly etched upon the
victims, but also that ‘Telling the
story is important; without sto-
ries, memory becomes frozen;
and without memory you cannot
imagine how things can be dif-
ferent’ (Van der Kolk 2014: 220).

3.2. ‘Potekao iz politike, zlocin
Golog otoka se samo politikom
ne moze objasniti’ (‘Triggered by
politics, the crime of Goli otok
cannot only be explained by pol-
itics’): this is the incipit of the
last part of the text examined,
which delimits the literary
‘frame’ of The Crown on the
Head of Crime (Mihailovi¢ 2016:

44).
Here the Mihailovi¢’s gaze ex-

tends to the anthropological and
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ethnological dimension of Goli
otok and its memory. From the
very first stories whispered by
survivors to a few trusted indi-
viduals, the Goli otok phenome-
non turned into the subject of
an underground popular narra-
tive, and quickly became
part of the cultural heritage of
the peoples of Yugoslavia. A se-
cret story yet known to all
which, changing through oral
transmission, spread unstoppa-
bly, like a kind of popular belief,
encouraged, rather than oblite-
rated, by forty years of complete
official denial.

As with all stories of extreme
trauma, ‘uzas koji je vejao iz on-
og Sapata bijo je do te mere
nestvaran’ (‘the horror that em-
anated from that whisper was so
unreal’, Mihailovi¢ 2016: 45) that
it could only resemble ghost sto-
ries.

Istina o tom uzasu bila je
toliko fantazmagori¢na da
je svako izdvojeno, od-
redeno kazivanje o njemu
ispadalo pomalo lazno.
Istina o neuhvatljivom
moze biti jako neistinita.
(The truth about this hor-
ror was so unreal that eve-
ry single story about it was
inherently a bit untrue.
The truth about what is in-
conceivable can be really
untrue, Mihailovi¢ 2016:
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45).
Bol, patnja i uZas na

Golom otoku bili su toliko
nestvarni da ih dobro
moze iskazati jedino pot-
puno slobodna imaginacija
narodnog predanja.
Pristupajuc¢i radu na ovoj
knjizi kao svedok, zrtva i
ucesnik, 1 trazedi kao
saradnike druge svedoke,
zrtve i u¢esnike, znao sam
da c¢emo svi zajedno, a
ponajpre ja, biti nedosto-
jini istine o kojoj zelimo
da govorimo. [...]

Zato mislim da se prava
istina o Golom otoku na-
lazi u legendi o njemu. [...]
Tek tamo, negde u
udaljenoj, mrac¢noj visini,
nalazi se mrac¢na, zalobna
istina 0 nama

(The pain, suffering and
horror at Goli otok were
so unreal that they can
only be properly ex-
pressed by the completely
unfettered imagination of
folk tradition.

As 1 set to work on this
book as a witness, victim
and  participant, and
sought out other witness-
es, victims and partici-
pants as contributors, I
knew that all of us togeth-
er, myself first and fore-
most, would be unworthy
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of the truth we wanted to
speak about. [...| That is
why I think the real truth
about Goli otok is to be
found in the legend about
it. [...] Only there, some-
where in the far dark
heights, lies the dark
mournful truth about us,
Mihailovi¢ 2016: 45-46).

Those who study trauma, record
the immense difficulty patients
have in talking about a reality
that is unacceptable, unbelieva-
ble, unreal: ‘the essence of trau-
ma is that it is overwhelming,
unbelievable, and unbearable’
(Van der Kolk 2014: 196). For
much of his life, through his
narrative, documentary and
journalistic writing, Mihailovi¢
countered the unspeakable es-
sence of evil (historical, political
and anthropological) that domi-
nated the experience of Goli
otok as a whole, with its premis-
es and consequences, which
aimed to erase the individual
and his humanity. The unspeak-
ability of trauma is what Mihai-
lovi¢ translates as ‘unreality’ and
entrusts to legend.
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“With Ukraine in the Heart”: From the History of
Ukrainian Autobiography in the Nineteenth and

Early Twentieth Centuries

This article is devoted to the study of the history of Ukrainian autobiography.
The object of analysis is Ukrainian autobiographies of the nineteenth and early
twentieth centuries, written by well-known Ukrainian writers, ethnographers,
and public and cultural figures of that time who contributed to the formation
and affirmation of Ukrainian statehood. The article examines the autobiog-
raphies of Volodymyr Antonovych, Dmytro Bahalii, Oleksandr Barvins’kyi,
Mykhailo Hrushevs’kyi, Mykhailo Drahomanov, Sofiia Rusova, Yevhen Chykal-
enko, and other well-known Ukrainians who had a clearly defined view of life
and were active members of hromadas (Ukrainian intelligentsia societies) and
of the scholarly and political societies of the time and who were, for this rea-
son, often persecuted by the state. The autobiographies analysed here were
among the first examples of classical Ukrainian autobiography to comprehen-
sively reveal the life and creative path of the autobiographers. These texts were
structured according to a classical scheme: family history, the birth of the au-
thor, the specifics of their family upbringing, school, and university education,
their professional and social activities. At the same time, they also contained
blocks typical of the description of a person’s life at that time related to the so-
cial and academic activities of the authors which centred on the Ukrainian na-
tional cause. Often, Ukrainian autobiographies of this period functioned as
apologias. An important element of these texts was to leave a ‘living testimony’
to the autobiographer’s life, the lives of the people around them, the moods
and interests that prevailed in the society of the time, and the socially signifi-
cant events that the autobiographer witnessed or participated in.

The Ukrainian autobiographical
tradition dates back to the
twelfth century, with the ap-
pearance of the Tale [Povchan-
nia] of Volodymyr Monomakh,
which was then joined by syn-
cretic texts by Vasyl' Zago-
rovs’kyi, Matvii Stryikovs’kyi,
Vasyl’ Hryhorovych-Bars'kyi and
others - all texts in which one
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can trace the interweaving of au-
tobiographical, historical, di-
dactic and other types of litera-
ture." Ukrainian autobiography
of the twelfth to eighteenth cen-
turies was not yet systematic
and mostly consisted of individ-
ual autobiographical or autobio-

' See Shevchuk 2008.
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graphical elements, which, like
autobiography of that period
globally, lacked the complex
critical and self-reflective analy-
sis of the autobiographers’ lives
typical of classical autobiog-
raphies of later periods, after the
appearance of Rousseau’s Con-
fessions [Les Confessions, 1782]
and Goethe’s Truth and Poetry
[Dichtung und Warheit, 1811].>

The basic rules and norms of
Ukrainian autobiography were
developed in the second half of
the nineteenth century, during a
period of the strengthening of
the Ukrainophile, nationally ori-
ented movement when the ‘most
prominent Ukrainians’ of the era
began to write and publish long,
comprehensive autobiographies
that exhibit elements character-
istic of such texts such as exten-
sive factuality, a chronological
structure, retrospectivity, double
perspective (contrasting then
and now), an interest in psy-
chology, self-analysis, and self-
reflexivity.> The emergence of

* In this article, when analysing the the-
ory and history of global autobiography,
[ rely on the theory of the French re-
searcher of autobiographical writing
Philippe Lejeune (Lejeune 1971, 1975,
2004, 2005).

> This is the expression used in by
George Luckyj in his 1989 anthology
About Themselves [Sami pro sebe, 1989]
to refer to consciously active Ukrainian
public, literary, scientific, and political
figures of the turn of the nineteenth

Papers

classical autobiographies in
Ukrainian literature written un-
der the influence of the afore-
mentioned standard examples of
this genre can be related in the
first instance to the significant
shifts then underway in the po-
litical, social, and intellectual life
of the country. In the second
half of the nineteenth century,
nationalist ideas gained consid-
erably in strength in Ukraine
(which was under the yoke of
the Russian Empire, of which it
was then a part) as the move-
ment for the establishment of a
national identity, which had be-
gun several decades earlier after
the Polish uprising of 1830, en-
tered a new phase. The first
Ukrainian autobiographers (in-
cluding Panteleimon Kulish,
Mykola Kostomarov, and Hanna
Barvinok) were founders of and
active members in the first polit-
ical organisation of the Ukraini-
an national movement, the
Brotherhood of Cyril and Meth-
odius, which was banned by the
Russian tsarist government in
1847 because its goal was to lib-
erate Ukrainians from tsarist
rule and create a common Slavic

and twentieth centuries who stood at
the origins of the Ukrainian national
movement of that time and were active
in the development of Ukrainian state-
hood in the early twentieth century.
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federation centred in Kyiv.* Ex-
perts in the history of Ukraine,
especially of the Cossack era, did
a great deal of educational work,
including through their scholar-
ly, journalistic, and literary texts,
to prove that Ukrainians are a
separate nation, distinct from
Russian, Polish, and other Slavic
nations and emphasising
Ukraine’s long-standing demo-
cratic traditions. It was during
this period of the Ukrainian na-
tional movement that Kulish
and Kostomarov wrote their au-
tobiographies.

In the middle of the nineteenth
century so-called hromadas,
non-governmental educational
organizations began to operate
in various cities in Ukraine or-
ganising community schools
that promoted Ukrainian lan-
guage and Ukrainian culture and
history.”> Almost all authors of
autobiographies in Ukrainian in

* Panteleimon Kulish (1819-1897) was a
Ukrainian writer, folklorist, ethnog-
rapher, linguist, critic, editor, transla-
tor, active public figure, and member of
the Ukrainian national movement. My-
kola Kostomarov (1817-1885) was a
prominent Ukrainian historian, ethnog-
rapher, ethnopsychologist, writer, uni-
versity professor, and active public fig-
ure. Hanna Barvinok (real name
Oleksandra Bilozers’ka-Kulish, 1828-
1911) was a Ukrainian writer, folklorist,
active public figure, member of the fem-
inist movement, and the wife of Pan-
teleimon Kulish.

> See Pobirchenko 2000.
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this period were active figures in
these communities (Mykhailo
Drahomanov, Volodymyr An-
tonovych, Olena Pchilka, Sofiia
Rusova, Yevhen Chykalenko,
Oleksandr Barvins’kyi, and oth-
ers). With the accession of Alex-
ander II to the throne in the ear-
ly 1860s, political life in the Rus-
sian Empire became more liber-
al. Alexander II carried out a
number of reforms, including of
the military, the judiciary, and
the zemstvo (local government).
One of the most important of
these reforms was the abolition
of serfdom. People who had
been members of secret organi-
sations and movements in the
1830s and 1850s and who had
been imprisoned returned from
exile. The reforms were incon-
sistent, however, and any sign of
national movements on the part
of non-Russian peoples within
Russian Empire (primarily Poles
and Ukrainians) was brutally
suppressed. In 1863, the Valuev
Circular was issued, banning any
publications in the Ukrainian
language. The Ems Ukaz of Al-
exander II in 1876 constituted in
effect a complete ban on every-
thing Ukrainian - language, cul-
ture, the printing of works in
Ukrainian and about Ukraine, its
history, culture, and traditions -
and instituted  repressions
against Ukrainians using any
language. This ban provoked re-
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sistance from politically con-
scious Ukrainians. Some of the
older civic activists went into ex-
ile. Young Ukrainians, dissatis-
fied with the passivity of older
civic activists, began to join Rus-
sian socio-political organisations
and participate in revolutionary
movements aimed at overthrow-
ing the tsarist government.
Many young Ukrainians joined
the illegal organisation Land and
Liberty [Zemlia i volia] and, after
that split in 1879, became mem-
bers of the secret revolutionary
organisation People’s Liberty
[Narodna volia].® Drahomanov,
one of the leading figures in the
Ukrainian national movement of
the time, was dismissed from his
position as a professor at Kyiv
University and forced to leave
Ukraine and settle abroad. In ex-
ile, he wrote his autobiography.
Drahomanov advocated cosmo-
politanism and Ukraine’s entry
into a single European space as
part of a broad federation that
would include Russia. While his
writings were banned in the
Russian Empire, which included
a large part of Ukraine, they lat-
er became widespread in the
western lands of Ukraine, which
were ruled by the Austro-
Hungarian Empire. Some of the
leaders of the Ukrainian national

® See Sarbei 1994, Yanyshyn 2008 for
more on these topics.
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movement of the late nineteenth
and early twentieth century
moved there from lands con-
trolled by the Russian Empire,
including the historian Mykhailo
Hrushevs’kyi, who later became
the head of the Ukrainian Peo-
ple’s Republic established in 1917
and centred in Kyiv. It was on
these lands that an active politi-
cal, social, and intellectual
Ukrainian life developed at the
turn of the nineteenth and
twentieth centuries, and it was
here that the chronicles of the
‘prominent Ukrainians’ of the
time continued to be published.
These were mostly older public
figures whose children (such as
Sofiia Rusova) were active public
figures of the younger genera-
tion and participated in secret
revolutionary organisations.
These autobiographers (in par-
ticular, Oleksandr Barvynskyi)
were members of local societies
of the time that were engaged in
the study and promotion of
Ukrainian history, language, lit-
erature, and culture - the
Prosvita and the Shevchenko
Scientific Society.’

The next surge in Ukrainian au-
tobiography occurred in the late
1920s, during the short period of
Ukrainianisation after a signifi-
cant part of Ukraine had been

7 See Sarbei 1994, Naumov 2006,

Yanyshyn 2008, Procyk 2019 and others.
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absorbed into the USSR as the
Ukrainian Soviet Socialist Re-
public, in the wake of the un-
successful attempt to create a
separate state with Kyiv as its
capital, the Ukrainian People’s
Republic. At this time, a signifi-
cant number of the former lead-
ers of the Ukrainian national
movement found themselves in
exile, primarily in what was then
Czechoslovakia. Later, however,
some of them, including
Hrushevs’kyi, returned to Soviet
Ukraine and became involved in
the development of Ukrainian
historical, linguistic, and literary
studies there. In this same peri-
od, specialist periodicals were
created to publish research into
the history, language, literature,
and culture of Ukraine from dif-
ferent periods of its historical
development. Hrushevs’kyi
launched the publication In One
Hundred Years [Za sto lit, 1927-
1930], which published materials
on the social and literary life of
Ukraine in the nineteenth and
early twentieth centuries. At his
request, ‘prominent Ukrainians’
of the time (including Sofiia
Rusova, Vasyl’ Chahovets’, and
Liudmyla Myshchenko) wrote
autobiographies for this publica-
tion. In this same period, both
Hrushevs’kyi and another prom-
inent pro-Ukrainian histrorian,
Dmytro Bahalii, celebrated ma-
jor anniversaries and used these
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occasions to write their autobi-
ographies. Given that these
works were published in Soviet
Ukraine, the authors cautiously
avoid describing their lives dur-
ing the last decade, ending their
stories at the moment when a
Ukrainian state independent of
other countries is still in prepa-
ration. As such, historical events
in Ukraine in 1917-1921 did not
feature in autobiographical ac-
counts until public figures of
subsequent generations came to
write their memoirs, mostly in
exile. It was abroad that promi-
nent political figures such as
Serhii  Yefremov, Volodymyr
Vynnychenko and others pub-
lished diaries as well as autobi-
ographies and memoirs.

With their comprehensive de-
scription of their own lives in
the context of the socio-political
and intellectual life of their
country, Kulish, Kostomarov,
Barvyns’kyi, Chykalenko, Rusova
and Hrushevs'’kyi had laid the
foundations of classical Ukraini-
an autobiography. The next
phase in the evolution of
Ukrainian autobiography would
not begin until a century later,
at the end of the twentieth and
beginning of the twenty-first
century, when readers were once
more able to access foundational
texts through anthologies and
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new editions.® The same period
saw the publication of major au-
tobiographies by Ukrainian pub-
lic and cultural figures, such as
Mykola Rudenko, Ivan Dziuba,
Iryna Zhylenko, and others.’

The first Ukrainian classical au-
tobiographies have still not been
studied in detail. The first brief
overview was given by George
Luckyj in his preface to the an-
thology = About  Themselves
(Luckyj 1989). In a brief excur-
sion into the history of Ukraini-
an memoir literature, some texts
were mentioned by the authori-
tative Ukrainian researcher of
nonfiction writing, Oleksandr
Halych (1991, 2001, 2008). Mariia

® In 1981, Hrushevs'kyi’s autobiography
was republished abroad (Vynar 1981); in
1989, George Luckyj published the an-
thology About Themselves (Luckyj 1989)
in New York, in which he collected ex-
cerpts from autobiographies of promi-
nent Ukrainian public figures of the
nineteenth century. In 1990 the full text
of Kostomarov’s autobiography was re-
published in Kyiv (Kostomarov 1990).
The first edition had been published in
the late nineteenth century with some
fragments removed due to censorship;
in 2001, the autobiography of Kulish’s
wife Hanna Barvinok was reprinted in
Kyiv (Barvinok 2001), and four years lat-
er Kulish’s autobiography was reprinted
in Kyiv (Kulish 2005); in 2002, the full
text of Bahalii’s autobiography was re-
printed in Kharkiv (Bahalii 2002); in
2004, the full text of Rusova’s memoirs
was reprinted in Kyiv (Rusova 2004).

? See Dziuba 2008, 2013, Rudenko 2013,
Zhylenko 2011 and others.
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Fedun’ (2010) has produced a lit-
erary analysis of individual au-
tobiographical texts written by
western Ukrainian autobiog-
raphers at the turn of the nine-
teenth and twentieth centuries.
Valeriia Pustovit has examined
the epistolary heritage of the au-
thors under study through the
prism of  nation-building
(Pustovit 2008). However, the
overwhelming majority of con-
temporary researchers into the
history of Ukrainian autobio-
graphical literature address texts
from later periods, studying
mostly contemporary autobio-
graphical texts without referring
to the original sources of the
Ukrainian autobiographical tra-
dition. Given how little atten-
tion has been given to texts from
the end of the nineteenth and
beginning of the twentieth cen-
turies, the purpose of our article
is to provide a structural and ty-
pological analysis of the first
Ukrainian autobiographies of
the classical type - the texts that
laid the foundations of Ukraini-
an autobiographical writing.

The texts studied in this article
are the classic autobiographies
of prominent Ukrainian public
figures Kulish (2005), Hanna
Barvinok (2001), Kostomarov
(1990), Barvyns’kyi  (1989),
Nechui-Levyts'kyi (1989), Dra-
homanov (1989), Chykalenko
2011), Antonovych (1989),
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Rusova (2004), Myshchenko
(1929), Hrushevs’kyi (1926), and
Bahalii (1927, 2002), all written
in the second half of the nine-
teenth and first decades of the
twentieth century. The particu-
lar focus of the analysis is a con-
sideration of the structural and
typological characteristics of
these first classical autobiog-
raphies of the Ukrainian tradi-
tion, the identification of their
main structural and typological
blocks, and the specifics of the
construction of the image of the
self they construct.

Autobiographical texts of every
historical era have their own pe-
culiarities, and Ukrainian auto-
biography of the nineteenth and
early twentieth centuries is no
exception, as is evidenced in
texts of various structural and
typological models. One group
consisted of classical compre-
hensive autobiographies that re-
counted the author’s life and
creative path in its entirety.
They were constructed accord-
ing to the classical biographical
scheme with the following prin-
cipal thematic blocks: family
history; information about the
author’s parents; birth and
childhood of the protagonist;
peculiarities of  upbringing;
home, school, and education at
the gymnasium and then univer-
sity; professional and social ac-
tivities; personal and everyday
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life and so on. At the same time,
they also contained sections par-
ticularly characteristic of life in
nineteenth-century Ukraine,
such as: participation in the
formation and running of hrom-
adas and the political and scien-
tific societies of the time; refer-
ences to arrests, imprisonment,
and exile related to these activi-
ties; information about travel-
ling around Ukraine to collect
ethnographic,  archaeological,
folklore and other material, for
cultural and educational pur-
pose; trips to European coun-
tries to for further academic
training etc. The autobiog-
raphies of this group were creat-
ed mainly in the crucial years of
the authors’ lives and usually in
adulthood. They served as a kind
of summary of their scientific,
pedagogical, social and political,
cultural and educational, liter-
ary, and literary-critical activi-
ties.

Among the authors of this type
of Ukrainian autobiography
were Mykhailo Drahomanov,
Mykola Kostomarov, and Pan-
teleimon Kulish, who were all
active participants in the social,
political, and cultural life of
nineteenth-century Ukraine,
and who could thus not avoid
describing their own political,
ideological, and spiritual beliefs
in their autobiographies. It is,
therefore, not surprising that
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these works are mostly apologet-
ic and confessional in nature
and, in addition to providing
basic biographical information,
contain detailed explanations of
the personal beliefs that the au-
thors expressed in their academ-
ic and literary critical publica-
tions, and explanations of the
motivations behind their actions
in certain controversial situa-
tions.

Kulish’s autobiography My Life
[Moie zhyttia] was written in
August 1867, when the author
was in government service in
Warsaw. This was a difficult pe-
riod in Kulish’s life, since, on the
one hand, in his capacity as tsar-
ist official he participated in the
suppression of the Polish na-
tional liberation movement,
and, on the other hand, he was
under constant surveillance by
the Russian government, which
saw him as unreliable because of
his close ties to Ukrainian and
Galician hromadas. Consequent-
ly, the autobiography had to
serve as a kind of apologia for
the author, justify his sometimes
controversial activities. This text
was written in Ukrainian and
was intended mainly for the
Ukrainian reader, with whom
the author constantly emphasis-
es a close connection in the pag-
es of the work, stressing that ‘his
father was of an old Cossack
family’ (Kulish 2005: 96) and
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that ‘Kulish’s mother was a sim-
ple person’ (Kulish 2005: 98),
who ‘knew how to speak only
Ukrainian, and what she had in
her head, she took it all not from
books, but from the living folk
speech’ (Kulish 2005: 99)." The
author tried to convey to
Ukrainian readers as accurately
as possible his experiences of the
misunderstandings that occa-
sionally arose between him and
the Ukrainian hromadas of Kyiv,
Lviv, and St Petersburg. Howev-
er, the work was written in the
third person, which helped the
author to distance himself from
his own text and emphasize the
greater objectivity of the narra-
tive. Kulish does not always suc-
ceed in this because of the high
emotional tone of the narrative
and his numerous digressions,
remarks, and instances of self-
reflection. Kulish’s autobiog-
raphy was first published in 1868
in nine issues of the Lviv weekly
Pravda, a year after it was writ-
ten, while the writer was still in
Warsaw, and, as Shokalo notes
in a note to the 2005 reprint
(Kulish 2005: 95), the work was
submitted for publication by Bi-
lozers’kyi, a friend of Kulish.

Drahomanov had a somewhat
similar motivation for writing

' Here and throughout, translations of
the autobiographical texts from Ukrain-
ian and Russian are my own.
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his own life story, as he turned
to writing an autobiographical
note while in exile.” The main
text of the autobiography was
written in 1883 in Geneva, where
the author had settled in 1876
because of the risk of arrest and
because he was prohibited from
living in Ukraine. In 1889, the
text was supplemented with in-
formation about Drahomanov’s
public and literary critical activi-
ties in the period 1883-1889.
However, the work was first
published only in 1896, after the
author’s death.” Just like Kulish
before him, Drahomanov was
persecuted for his active civic
position. As Luckyj notes in the
preface to About Themselves, ‘He
was an internationalist and
cosmopolitan. In addition to the
obstacles of the tsarist govern-
ment and misunderstanding
among his countrymen, he tried
to build the “political culture” of
the nation’ (Luckyj 1989: 11). His
ideas were not always supported

1

Mykhailo Drahomanov (1841-1895)
was a Ukrainian historian, philosopher,
publicist, university professor, literary
critic, folklorist, active public figure and
member of the Ukrainian national
movement, advocate of political auton-
omy and socialist. He was the brother of
the writer and active public figure Ole-
na Pchilka (Ol'ha Drahomanova-
Kosach) and uncle of the famous
Ukrainian writer Lesia Ukrainka (Larysa
Kosach-Kvitka).

" This refers to Pavlyk 1896.
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by the Ukrainian community, so
even in exile far from Ukraine,
Drahomanov was forced to en-
gage in polemics with his oppo-
nents and provide extended
comments on his political, sci-
entific, literary and critical arti-
cles in his autobiography, giving
his own account of his own so-
cial and cultural activities. As
Drahomanov admits at the end
of the main part of his autobiog-
raphy:

Throughout my life I have
had to argue with many
people - with different
parties at the same time.
Not a week passes without
me encountering an arrow
directed against me from
the national camp: Mos-
cow, Polish, German, con-
servative as well as revolu-
tionary; I also get hit from
the Ukrainophiles (mostly
Galician ones) [...]. Before
starting a polemic with
any group or even an indi-
vidual, I almost always
sought gentle means of
repair and took up a print-
ed polemic only when I
came across ‘mauvaise foi’
(bad faith) and insincerity
from my opponent. I en-
gage in polemics only as
long as I think it is neces-
sary to clarify my oppo-
nent's opinion and mine.

95



After that, I shut up and
endure everything without
response, especially per-
sonal attacks on me. (Dra-
homanov 1989: 136)

As Luckyj aptly puts it, Draho-
manov’s autobiography is, first
and foremost, ‘an account of an
outstanding political figure and
thinker’, since ‘it contains few
personal details and is devoted
to work and ideology’ (Luckyj
1989: 12).

Unlike the works of Kulish and
Drahomanov, Kostomarov’'s au-
tobiography is not confessional
or apologetic. It was written in
Russian. Kostomarov describes
his own life in a balanced and
reasonable manner, focusing on
his academic, pedagogical, ar-
chaeological, ethnographic, and
critical activities. As such, his
autobiography is mainly focused
on professional and social mat-
ters. Kostomarov worked on his
autobiography in the last years
of his life. Due to health prob-
lems, he was unable to write the
text himself and dictated it to
his wife Alina Leontiivna in the
summer of 1875. In the summers
of 1876 and 1877, after travelling
to Valaam and Narva, the text
was added to, and until 1881
Kostomarov personally edited
the text, making certain correc-
tions. The autobiography is well
structured, contains fifteen
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chapters, and covers a signifi-
cant period of the author’s life —
sixty years, ending with the
events of 1877. We can conclude
from a note by Kostomarov’s
wife in the final chapter
(Kostomarov 1990: 637) that the
work remained unfinished, as
Kostomarov planned to continue
the text and at the same time to
change some of the chapters
that had already been written, in
particular the unfinished title of
that final chapter, chapter XV,
‘Classes and Trips. Illness. Be-
reavement. Rest.... Like Draho-
manov’s autobiographical notes,
Kostomarov’s autobiography
was first published after the au-
thor’s death. In 1890,
Kostomarov’s Autobiography
[Avtobiografiia] was published
in the journal Literary Heritage
[Literaturnoe nasledie] in abbre-
viated form (without the sec-
tions ‘IV. Arrest, Imprisonment,
Exile’, ‘VIII. Student Unrest. Clo-
sure of the University’, and ‘IX.
St. Petersburg University in the
Early 1860s’) and with plentiful
notes. In 1910 and 1917, Chapters
IV, VIII, and IX, which were not
published in the previous edi-
tion for reasons of censorship,
were first published in Moscow
in 1922.

An important role in the autobi-
ographies of the nineteenth cen-
tury was assigned to the Ukrain-
ian studies of the authors, which
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is why, when providing infor-
mation about their own geneal-
ogy, these authors repeatedly fo-
cus the readers’ attention on
their Ukrainian, mostly Cossack,
roots. Even Kostomarov, who
begins his Autobiography by say-
ing that ‘the family nickname I
bear belongs to the old Great
Russian families of nobles or
children of the  boyars’
(Kostomarov 1989: 57) and goes
on to describe how his grandfa-
ther Petr Kostomarov joined
Bohdan Khmelnyts'kyi and was
promoted to the rank of Cossack
(Kostomarov 1990: 11-12). Kulish,
whose father ‘was of an old Cos-
sack family’ (Kulish 2005: 96),
and Drahomanov, who notes at
the beginning of his autobiog-
raphy that ‘my father and moth-
er belonged to the petty gentry,
descended from the Ukrainian
Cossack officers’ (Drahomanov
1989: 115), also find Cossack
roots in their family.

Nineteenth-century = Ukrainian
autobiographies are primarily
histories of the formation and
development of an individual, so
considerable attention is paid to
accounts of upbringing in the
family home and to education.
As a rule, the protagonists of
these works received similar ed-
ucations. For example, Kulish’s
upbringing was handled by his
mother because ‘the son was
hiding from his father, and the
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father did not care about his
son’ (Kulish 2005: 98), while
Kostomarov and Drahomanov’s
upbringing and education were
more the concern of their fa-
thers. As Kostomarov recalls,
‘My childhood until the age of
ten was spent in my father’s
house without any tutors,
watched over by my father him-
self. After reading Emile by Jean-
Jacques Rousseau, my father ap-
plied the rules he had read to
the upbringing of his only son
[...]. Constantly forcing me to
read, he began to inspire me
from my tender years with a
Voltairean lack of  belief
(Kostomarov 1990: 60). Draho-
manov’s father was also involved
in his son’s education: ‘I adopted
a love of reading and a kind of
politics from my father from an
early age, and at his urging,
while still a student at the
Hadiach district school (1849-
1853), I read almost all the inter-
esting books from his library -
mostly travel and historical
works (including Karamzin’s
History of the Russian State [ls-
torila gosudarstva rosiiskogo]
twice)’ (Drahomanov 1989: 115),
for which the son was later very
grateful to him: ‘I must thank
my father from the bottom of
my heart for developing intellec-
tual interests in me and there
was no moral discord or conflict
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between us.” (Drahomanov 1989:
116).

Later, the autobiographers stud-
ied at local district schools, col-
leges, or gymnasiums, and then
became students of the histori-
cal and philological faculties of
Kharkiv or Kyiv universities.”
Almost all autobiographers of
the time mention that ‘the sci-
ence at the school was dry, dead,
and abstract’ (Nechui-Levyts'kyi
1989: 233). The subjects taught
were mainly Greek, Latin, Ger-
man, and French, mathematics,
geography, history, and litera-
ture. As Nechui-Levyts'kyi re-
calls, ‘most of the lectures were
in Latin and Greek. We were
forced to learn everything by
heart, word for word’ (Nechui-
Levytskyi 1989: 233)."* University
education was not much differ-
ent.

After graduating from universi-
ty, these nineteenth-century au-
tobiographers were actively en-
gaged in scientific, pedagogical,
socio-political, cultural, educa-
tional, literary, and literary criti-
cal work. In his autobiography,
Kulish recalls how he taught in
Kyiv and Luts’k, and eventually,

B Today these are V. N. Karazin Kharkiv
National =~ University = and  Taras
Shevchenko Kyiv National University.

“ Ivan Nechui-Levyts'’kyi (real name
Ivan Levyts'kyi, 1838-1918) was a Ukrain-
ian writer, ethnographer, folklorist, ed-
ucator, and public figure.
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due to financial problems, be-
came more involved in literary
and publishing activities, which
brought better income. Due to
great need, he also agreed to
government service, which did
not bring him much pleasure.
Kostomarov and Drahomanov
began their professional careers
as teachers in gymnasiums in
Rivne and Kyiv, and later, after
defending their dissertations,
moved on to teaching at univer-
sities, which they would go on to
describe in detail in their auto-
biographies.

Their professional, cultural, and
educational activities involved
numerous trips to Ukraine and
European countries, and thus
the description of these trips be-
comes an integral part of their
autobiographies. = Kostomarov
describes his trips in the most
detailed way, devoting several
chapters of his autobiography to
them. From the pages of
Kostomarov’'s Autobiography, a
vivid palette of the life of
Ukrainian and European cities of
the time, their customs, every-
day problems, ordinary residents
and the most famous people
with whom the author met, are
described.

The autogeography of nine-
teenth- and early twentieth-
century writers is quite exten-
sive, as most of them actively
travelled to study or explore the
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world around them. The reader
of their autobiographical works
is presented with a wide pano-
rama of European and Ukrainian
cities of the time including: Ber-
lin, Heidelberg, Vienna, Zurich,
Warsaw, Poznan, and Kyiv in
the autobiography of the cos-
mopolitan Drahomanoyv;
Kharkiv, Poltava, Kyiv, Kre-
menets’, Pochaiv, Vyshnivets/,
Berestechko, Rivne, and others
in Kostomarov’s autobiography.
Among the great variety of Eu-
ropean and Ukrainian cities and
towns, Kharkiv and Kyiv are
mentioned most often in nine-
teenth-century Ukrainian auto-
biography.

Many  Ukrainian  autobiog-
raphers of this period were born
in rural areas (on family estates)
or in small provincial towns, but
their conscious youth and adult
lives were spent in large cities
such as Kharkiv or Kyiv, where
they received higher education
at local universities and were
engaged in active scientific, ped-
agogical, social, cultural, and ar-
tistic activities. Consequently,
the first perception of these cit-
ies began with leaving one’s na-
tive area and describing one’s
unforgettable first impressions
of the city, which did not always
coincide with the stories of peo-
ple who had visited them before.
Here is how Nechui-Levyts'kyi
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recalls his first trip to Kyiv to
study:

From the Bohuslav school
I went to the Kyiv Theo-
logical Seminary when I
was fourteen. The village
women told me many
amazing things about Ky-
iv, most of all about the
‘Lion’ (a fountain in Podil,
Kyiv), about big bells and
ancient churches, and my
father praised the Dnipro
River and the Lavra. I had
never been to any city be-
fore, and I went to Kyiv
with a vivid imagination,
hoping to see all those
wonders. However, 1 did
not like the ‘Lion’, the
bells, the old churches, or
the Lavra. The dark old
churches with their dark
nooks and crannies and
tombs made me sad. I was
very impressed by the city
with its houses and the
huge Dnipro River with its
green banks. (Nechui-

Levyts'kyi 1989: 234)

Some interesting observations
about Kyiv in the mid-
nineteenth century were left by
Kostomarov, who came here to
work after studying at Kharkiv
University and was unpleasantly
surprised by the way the city
looked at that time:
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Recalling my survey of Ki-
ev at that time, I cannot
but be surprised to note
the difference between the
city at that time and the
appearance it has at the
present time. Pechersk
was the centre of commer-
cial activity; in the area
now included in the for-
tress were rows of shops,
most frequented by the
public; the university
stood almost in the field,
in the midst of hills and
sand mounds inconven-
ient for passage; the Old
Town was unpaved, dotted
with ugly mud huts and
hovels, and besides had
large vacant lots. Khresh-
chatik then had no shops,
no benches, no hotels.
Most of it was made of
wood, there were no
pavements at all, and in
wet weather it was even
more muddy and slushy.
There was no embank-
ment along the Dniepr at
all; its bank from Podol
under the mountain was
literally impassable, and I
had planned to walk along
the bank from Podol with
the intention of getting to
the Lavra, but was forced
to return because it was
impossible to walk down
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the slope, especially in
rainy autumn. The city
was poorly lit, so walking
at night was a real pun-
ishment. For me, who
came from Khar'kov, Kiev
seemed to be a much
worse city than the for-
mer. (Kostomarov 199o:

95-96)

The pages of the autobiog-
raphies of that time also present
a panorama of the cultural and
artistic life of the cities. It is per-
haps theatrical life that receives
the most attention. Kostomarov
recalls in his autobiography:

Until 1840, the Khar'kov
Theatre was housed in a
wooden building on a long
square called the Theatre
Square [...]. Since 1840, the
theatre has been housed in
a newly rebuilt stone
building at the other end
of the same square, and
was run by a directorate.
Throughout my stay in
Khar'kov, I attended per-
formances quite often, and
during my service as an
assistant inspector, I was
even obliged to attend
them frequently. The
Khar’kov theatre in all the
years I knew it was not de-
void of more or less gifted
actors and actresses ap-
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pearing on the stage.
(Kostomarov 1990: 91)

These nineteenth-century auto-
biographers had a clearly de-
fined position in life and were
active members of local com-
munities (Ukrainian communi-
ties in Kharkiv, Kyiv, Lviv,
St. Petersburg, Geneva, etc.), po-
litical and scientific societies
(the Brotherhood of Cyril and
Methodius, the Southwestern
Division of the Russian Geo-
graphical Society). And it was
this activity that eventually led
to their persecution by the tsar-
ist government. And while Dra-
homanov mentions the ban on
living and working in Ukraine
only in passing, Kulish and
Kostomarov go into great detail
about the details of their arrests,
interrogations, and subsequent
exile to the provinces of Russia.

Kulish served his exile in Tula
and this period, according to the
author himself, was very difficult
for him and his family: ‘The life
of Kulish and his family in Tula
was difficult. Governor
Kruzenshtern looked at him in a
jingoistic way. Other people in
Tula looked at him like fools, as
if they had lived not under Tsar
Mykolaj but under Tsar Borys.
He did not know anyone, only
his master, a blacksmith, an Old
Believer’ (Kulish 2005: 126), but
despite this, ‘he worked there on
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foreign languages and wrote The
Tale of Boris Godunov and the
False Dimitrii [Povest’ o Borise
Godunove i Dimitrii Samo-
zvantse|, the historical novel
Aleksei the Unicorn [Aleksei Od-
norog] and the novel drawn
from Ukrainian life The Seekers
of Happiness [Iskateli schast’ia]’
(Kulish 2005: 125-26).”

Due to his health problems,
Kostomarov was offered a choice
of four cities in southeastern
Russia - Astrakhan, Saratov,
Orenburg, or Penza. And as he
notes in his autobiography, ‘after
thinking about it, I chose Sara-
tov because I thought it would
be better to swim there’
(Kostomarov 1990: 489). Unlike
Kulish, who lived in exile sepa-
rated from other townspeople,
Kostomarov immediately be-
came actively involved in the lo-
cal community, which included
many exiled families. At the
same time, he continued his his-
torical research, in particular,
research on Bohdan Khmel-
nyts’kyi, and began collecting
local ethnographic material. The
exile became a difficult test for
Kostomarov; due to his arrest,
he was forced to cancel his wed-

® The Tale of Boris Godunov and the
False Dimitrii, a historical novel Aleksei
the Unicorn, and the novel The Seekers
of Happiness were written by Pantelei-
mon Kulish in Tula, during his exile, in
Russian.

101



102

ding and break up with his fian-
cée. At the same time, his nu-
merous ailments began to pro-
gress. As the author himself
notes:

despite all the activities I
was doing at the time, I
was very depressed, and
the khandra affected my
nerves: | resumed my for-
mer thoughtfulness and
tendency to exaggerate my
ailments or even create
non-existent ones. [ began
to receive treatment; but
because there were no ex-
perienced and skilful doc-
tors in Saratov, I found
myself in the hands of
such Asclepiuses who be-
gan to stuff me with works
of Latin cuisine, and I, out
of fear of diseases that I
did not have, acquired real
diseases — the inevitable
consequences of the poi-
sonous substances with
which [ was treated.
(Kostomarov 1990: 492)

Quite often in their autobio-
graphical works, these authors
resort to extensive commentary
on their own scientific, pedagog-
ical, literary, and critical activi-
ties. For example, Kulish ex-
plains in detail the history and
publication of his works, gives
them a critical description, fo-
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cuses on autobiographical ele-
ments in his own fiction, and
describes the reception of his
works by his contemporaries.
Kostomarov and Drahomanov
also provide a detailed bibliog-
raphy of their scientific, literary,
and critical works.

A typical feature of nineteenth-
century Ukrainian autobiog-
raphy is their concentration on
the authors’ professional and
public activities with only a
passing mention of their person-
al and everyday lives. When de-
scribing their personal life, nine-
teenth-century autobiographers
usually limit themselves to dry
factual information. For exam-
ple, very little information about
his wife, Oleksandra Mykhaili-
vna, better known by her pen
name Hanna Barvinok, can be
found in Kulish’s autobiography.
The author refers to the fact of
their marriage: ‘Kulish turned
his thoughts about his family,
his ideal, to Bilozers'kyi’s sister,
and in the winter of 1847, having
arrived in Ukraine, he married
her’ (Kulish 2005: 121). He later
explains that ‘young Kulishykha
[his wife], an enthusiast like
himself, gave all her wine (three
thousand karbovanets) as a sac-
rifice for mother-Ukraine’ (Kul-
ish 2005: 124). He does not dis-
cuss their sometimes very diffi-
cult married life, but it is note-
worthy that the author, who
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speaks of his wife with great love
and warmth throughout the
work, does not mention her
name anywhere, referring to her
simply as ‘the woman’ or ‘my
mistress’. Drahomanov also pro-
vides limited information about
the fact of his marriage: ‘In 1864,
my fiancée’s mother died, and I
had to get married earlier than I
thought. So I immediately be-
came a man with a family’ (Dra-
homanov 1989: 121). Kostomarov
left more information about his
relationship with his wife. In the
third chapter, the happy protag-
onist is preparing to get married
to his former student Angelina
Kragel'ska, better known as
Alina Leontiivna:

On 13 February, I became
engaged to a girl, Alina
Leont'evna Kragel'skaya,
whom I had known at the
boarding school of Mad-
ame de Melian, where I
had taught since 1845. Af-
ter she left the boarding
school, I saw her and met
her mother in Odessa,
where I went to bathe in
the sea in the summer in
1846, and after returning
to Kiev I visited their
home for some time, be-
came closer and got to
know her better. The
wedding was scheduled
for after Easter, on Thom-
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as Sunday [the name in
Orthodoxy for the first
Sunday after Easter]|, 30
March 1847. (Kostomarov

1990: 112-13)

As the author further notes,
however: ‘the day of my wedding
was approaching, and I was pre-
paring for it, not suspecting that
a cloud was gathering over my
head, from which I was to be
struck’ (Kostomarov 199o0: 113).
As a result, in the fourth chap-
ter, the young people are sepa-
rated, seemingly forever, due to
Kostomarov’s arrest, imprison-
ment, and subsequent exile, but
at the end of the autobiography,
in the last chapters, he recalls
how he decided to meet with
Alina Leontiivna, the widowed
mother of three children, when
he was already elderly and very
ill, how he visited her at her es-
tate in Didivtsi, and how on 9
May 1875, after twenty-eight
years of separation, they finally
got married (Kostomarov 199o:
642).

However, not all the details of
the personal and socio-political
life of nineteenth-century auto-
biographers are reflected in their
autobiography. The texts men-
tioned contain certain autobio-
graphical gaps left by the au-
thors, usually for personal rea-
sons or because of censorship.
Kostomarov, for example, when
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describing the history of his
family, ignores the fact that he
was born before his parents, the
landowner Ivan Kostomarov and
the serf Tetiana Melnykova,
were married, and that, accord-
ing to the laws of the time,
Kostomarov was his father’s serf,
and the fact that after his fa-
ther’s tragic death in 1828, he
became a serf of his close rela-
tives, the Rovnevs. Kostomarov
also does not mention his moth-
er’s financial agreement with the
Rovnevs, thanks to which he be-
came a free man. However, the
topic of serfdom is repeatedly
raised in his autobiography. Kul-
ish avoids a detailed description
of his government service in
Warsaw, briefly noting at the
end of the work that ‘it is too
early to speak about Kulish’s life
in Warsaw’ (Kulish 2005: 137).
Similarly, for personal reasons,
he does not dwell on his com-
plex relations with some Ukrain-
ian communities, as, in his opin-
ion, ‘it is too early to talk about
the Moscow Ukrainian commu-
nity, the Poltava and Kharkiv
communities’ (Kulish 2005: 134).
In this way these autobiog-
raphies became the first classical
examples of comprehensive
Ukrainian autobiographies with
a high degree of artistry, com-
prehensively revealing the au-
thors’ life and creative path.
They are a valuable source of in-
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sights into the life of people of
that time who adopted a clear
civic position and took an active
part in the social, political, cul-
tural and educational life of the
country. Thus, the pages of
nineteenth-century  Ukrainian
autobiography primarily por-
trayed the image of a nationally
conscious citizen whose main
concern was serving their peo-
ple. At the same time, the per-
sonal faded into the back-
ground, giving way to the social.
According to Oleksandr Halych,
‘interest in memoir genres al-
ways arises in crucial epochs,
when fundamental changes are
underway that affect the inter-
ests of the broader society, radi-
cally altering the established life’
(Halych 1991: 3). Therefore, it is
not surprising that the early
twentieth century gave rise to a
large number of memoirs that
performed not only a cognitive
and aesthetic function, but also
an ideological one. A special
place in the Ukrainian autobiog-
raphy of the time was given to
the memoirs of prominent polit-
ical and public figures who, with
a high degree of documentation
and varying degrees of artistry,
recreated on paper the story of
their individual lives in the con-
text of the history of the country
and the history of the life of
their generation. Given the great
significance of these personal
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memoirs as sources of infor-
mation, these works are becom-
ing a subject of interest not only
to literary scholars, but also to
historians, anthropologists, so-
ciologists, political scientists,
and others."

At the beginning of the twenti-
eth century famous Ukrainian
historian and ethnographer Vo-
lodymyr Antonovych’s socially
oriented Autobiographical Notes
[Avtobiohrafichni zapysky] were
published in 1908 in part 43 of
the Literary and Scientific Bulle-
tin [Literaturno-naukovyi
visnyk]. In 1911, on the occasion
of his election as a full member
of the Shevchenko Scientific So-
ciety in Lviv, the famous ethnog-
rapher and linguist Kost’
Mykhal’chuk wrote his Autobio-
graphical Note [Avtobi-
ohrafichna zapyska]. Three years
later, in 1914, it was published in
issue 121 of the Notes of the
Shevchenko Scientific  Society
[Zapysky NTSh]. In his essay, the
scholar fulfils the request of the
National Scientific Society to
provide basic information about

'® Among the studies devoted to this
particular  stratum  of  memoir-
autobiographical literature, there are
not many scholarly studies (Vynar 1981,
Halych 2001, Myronets’ 2008, Pustovit
2008), the authors of which analysed
mostly individual memoir works with-
out relating them to a specific type of
memoir writing characteristic of the
period.
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himself, including bibliographic
information, and focuses on ex-
plaining his own socio-political
and ideological beliefs, describ-
ing his social and cultural activi-
ties. In 1909-1911, Kulish’s wife
Oleksandra (née Bilozers'ka),
better known by her literary
pseudonym Hanna Barvinok,
published autobiographical
memoirs recounting the story of
her first meeting with Kulish,
their marriage and the first
months of their life together in
the magazines Future [Buduch-
nist’] (part 3, 1909) and Ukraini-
an Home [Ukrainska khata]
(parts 5/6, 7/8, 1911).

In 1912-1913, the first two parts of
the autobiographical memoirs of
the Ukrainian historian and ed-
ucator Oleksandr Barvyns’kyi
were published in L'viv. In 1923,
while living in exile in Austria,
noted Ukrainian public figure
Yevhen Chykalenko completed
his autobiographical memoirs.
As the author himself explained
in the preface to the work, in
1907 he had begun keeping a di-
ary, in which, with short breaks,
he described in detail not only
his private life at the time, but
also the social life around him.
In order for ‘the readers of that
diary to get acquainted with at
least a brief biography of the
person who wrote it’ (Chykalen-
ko 20mu: 27), Chykalenko repro-
duced ‘his outline memories of
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45 years of his life (1861-1907)’
(2011: 26) as an introduction to
the diary, which was to become
the ‘chief book of my life’ for the
author. The first fragments of
Chykalenko’s ‘Memoirs’ were
published in 1924 in the Ameri-
can newspaper Freedom [Svo-
boda], and in 1925-1926 this
work was published in Lviv as a
separate edition in three parts.
In 1925-1927, at the request of
Mykhailo Hrushevs’kyi, the cel-
ebrated educator and public fig-
ure Sofiia Rusova wrote her au-
tobiographical memoirs for the
collection In One Hundred Years
[Za sto lit, 1927-1930], which he
edited. In 1928, after lengthy
epistolary negotiations between
the author and the editor, the
first ten chapters of the memoirs
were published in the second
and third books of the collection
on the condition that Rusova
would not publish them in other
publications, including foreign
ones, for the next three years.
The full text of the memoirs,
completed by 1923, was pub-
lished in a separate edition in
Lviv only in 1937. Between 1928
and 1930, the same collection
published the autobiographies
of Ukrainian public figures
Liudmyla Myshchenko and
Vasyl’ Chahovets’, written spe-
cifically for it.

Most of these works were writ-
ten by authors in exile, mostly in
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Poland, Czechoslovakia, and
Austria, and later published in
Kyiv and Lviv. These autobiog-
raphies tend to be factual and
lack self-reflexivity. They are
primarily Ukraine-centric and
socially orientated, so the au-
thors’ and their acquaintances’
socio-political, social, cultural,
and educational activities usual-
ly come to the fore. Chronologi-
cally, they cover the period from
the second half of the nine-
teenth century to the early
twentieth century. For example,
Myshchenko brings her memoir
up to 1889, Chahovets’ - to 1809,
Chykalenko - to 1907, Rusova in
her 1928 edition - to 1916.

Unlike nineteenth-century au-
tobiographies of this type, the
main thing of the Ukrainian au-
tobiography of the first decades
of the twentieth century is to
leave behind a ‘living testimo-
nies’ about the author’s life, the
lives of people around him, the
moods and interests that pre-
vailed in the society of the time,
and the socially significant
events that the autobiographer
witnessed or participated in. At
the same time, the leading
theme of the narrative is not so
much their own path in life as
the life of the Ukrainian intelli-
gentsia of the period in which
the memoirists live. According
to Mariia Fedun’, ‘the memoirist
of modern times understood
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that memories are not only his-
tory (the cognitive function of
memories). He tried to explain
the past: to cast his own light on
events, facts, and people, trying
to preserve their inner nature’
(Fedun’ 2010: 21), so autobiog-
raphers, as true chroniclers of
their time, relying on their own
memory and  documentary
sources of the time, wrote down
for future generations the activi-
ties of Ukrainian hromadas in
Kyiv, St. Petersburg, Odesa,
Kharkiv, L'viv, Ternopil’, Polta-
va, Chernihiv, Katerynoslav,
Yelysavethrad, and others. Each
community had its own inter-
ests, which consisted mainly of a
comprehensive study of the his-
tory and culture of the Ukraini-
an people, compiling dictionar-
ies, collecting, further pro-
cessing and publishing ethno-
graphic materials, and educa-
tional activities.

Barvyns’kyi recalls the Ukrainian
community in Ternopil’ at the
time:

Our hromada was a real
school of the science of
the native language, litera-
ture, and history, precisely
those subjects in which we
could learn very little or
nothing at all in the gym-
nasium. At the community
meetings, which usually
took place every Saturday
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evening, and more than
once on Sundays and holi-
days, citizens  made
speeches on the occasion
of some celebration, read-
ings on literary and histor-
ical topics, and recitations
of works by prominent po-
ets. Sometimes letters
written to citizens or sexes
from the Vechernyts’ or
Meta were read and re-
prisals were carried out
against them. (Barvynsk'yi
1989: 82)"

Ethnographic trips were made in
order to acquire a better under-
standing of the history, folklore,
language, culture, and life of the
Ukrainian people. Antonvych,
for example, recounts how:

in the Ilate 1850s, our
group thought that it was
a shame to live in the re-
gion and not know either
the region itself or its peo-
ple, and we decided to
spend all our vacations
from the beginning of
April to the end of August
travelling on foot around
the region [...]. We trav-
elled on foot, in svytka [a
traditional Ukrainian folk

"7 Oleksandr Barvynsk'yi (1847-1926) was
a Ukrainian historian, educator, and
social and political activist.
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clothing, a long coat], and
everywhere we were mis-
taken for peasant boys
[...]. During three vaca-
tions, we travelled all over
the right-bank: Volyn’,
Podolia, Kyiv, Kholm, and
most of the Katerynoslav
and Kherson regions. It
would take a very long
time to tell you about our
travels, and probably most
of them have already fad-
ed into memory. We usu-
ally spent the night by ask-
ing to stay with peasants,
and never once did the
host agree to charge for
the night and dinner. (An-
tonovych 1989: 148)

According to Rusova’s recollec-
tions, she and her husband even
‘sat down on the land, as they
said at the time [...], with purely
folklore competitions’ (Rusova
2004: 70):

at home I had never been
in the kitchen, and here I
dared to take on all the
difficult work of a cook
and a hostess. Ol. Ol
[Oleksandr Oleksan-
drovych, Sofiia Rusova’s
husband] had to move
from books and intellectu-
al life to agriculture. I will
never forget how one
morning the women came
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to my house on their way
back from the market in
Borzna, and I was knead-
ing dough for bread. Red-
faced and exhausted from
all the hard work, I tried
not to show my inability in
front of the women, but
one of them just looked at
me for a while, smiling,
and then she couldn't
stand it any longer and
said: ‘Lady, let me do it for
you in a minute,” and gen-
tly pushing me away from
the tub, she began to
knead the thick dough. I
was ashamed, but what
could I do? (Rusova 2004:

70)*®

But it was precisely this ‘going to
the people’ that allowed her to
better understand the life of her
people.”

*® The idiomatic expression to sit down
on the land meant ‘to integrate into the
people’, ‘to live among peasants as one
of them’

" This expression was associated with
the activities of the narodovoltsy, par-
ticipants in the revolutionary democrat-
ic movement of the Russian Empire that
emerged after the peasant reform of
1861. During the period 1873-1875, dem-
ocratically-minded young people, not
only from the Ukrainian lands (primari-
ly Kyiv, Kharkiv, and Chernihiv prov-
inces), but also from the entire Russian
Empire, carefully prepared (that is
equipped  with  peasant  dress,
knowledge of crafts and customs) and
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Some autobiographers included
detailed ethnographic sketches
in their memoirs. For example,
Hanna Barvinok describes in de-
tail her wedding and farewell
‘hen party’ held according to
Ukrainian folk traditions
(Barvinok 2001: 273-77). Re-
calling his childhood in the fam-
ily estate in the Kherson region,
Chykalenko does not ignore the
rituals and beliefs of the Ukrain-
ian people of that time, which
were part of their lives thanks to
their servants. Later, according
to the author, being fascinated
by the ethnographic trend, he
recorded and published some of
this folklore material in maga-
zines and in separate editions
(Chykalenko 2011: 48-49).

However, according to the recol-
lections of the members of these
communities, their activities
were not always safe, ‘because at
that time it took a lot of courage
and faith in the revival of the
Ukrainian nation for people who
were in the civil service, bur-
dened by family, to belong to an

went out to villages to get closer to the
peasants and conduct revolutionary
propaganda among them in the hope of
rousing them to armed rebellion against
the Russian autocracy. This dangerous
activity was accompanied by the risk of
arrest. Between 1873 and 1879, more
than two thousand people were prose-
cuted for revolutionary propaganda in
the countryside in the Ukrainian prov-
inces of the Russian Empire alone.
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“lllegal community” that could
be threatened with “settlement”
in Siberia or in “not so distant
places” like Vologda, Perm’, etc’
(Chykalenko 20m: 201). Their
revolutionary activities were of-
ten linked to their public
Ukraine-centric work, a fact
which was also reflected in their
autobiographies. As Rusova re-
calls, ‘almost every day, the
narodovoltsy [members of the
People’s Will] gathered at my
place, discussing plans for upris-
ings [...]. Quite a few strange in-
dividuals visited me with various
conspiratorial recommenda-
tions’ (Rusova 2004: 80-81). As a
result, the author was impris-
oned several times and, after
serving her prison sentence, she
was closely supervised by the
gendarmerie.

The autobiographers of this pe-
riod came from progressive-
minded wealthy families. They
had a good upbringing and a
brilliant education in the best
local and foreign educational in-
stitutions, had a broad outlook,
were fluent in several foreign
languages, travelled the world,
were acquainted with the most
famous people of their time, and
were well aware of contempo-
rary intellectual trends. They
were true patriots of their coun-
try, with a strong civic position
and active social engagement.

109



110

Some typical descriptions which
they would use for relatives and
acquaintances were expressions
such as ‘a true Ukrainian’ (Chyk-
alenko 2011: 165), or ‘a man with
a deep democratic conviction’
(Antonovych 1989: 147). Accord-
ing to Rusova, Olena Pchilka
was a model of the Ukrainian in-
telligentsia of the time ‘who
manifested her Ukrainianness
not only in patriotic words, but
by actively pursuing it in her
family life and citizenship. She
spoke only Ukrainian, the pure
Poltava language. She brought
up her children in the family on
Ukrainian culture, adding to it
as many Western languages as
possible’ (Rusova 2004: 43). The
dramatist Mykhailo Staryts’kyi
was highly respected by Ukrain-
lan civic activists; Rusova ex-
plains the reasons as follows:

when the Ukrainian thea-
tre began with such suc-
cess as part of the first tru-
ly artistic group (Kropyv-

nyts’kyi, Sadovs’kyi,
Zankovets'ka, Saksa-
hans’kyi, Tobilevych),

Mykhailo Petr[ovych] was
willing to give all his prop-
erty for the organisation of
this troupe, despite the
fact that he had a family -
four children and a wife,
and despite the fact that
he himself was constantly
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under the threat of death
because all this work with
the organisation of the
theatre and  directing
caused a lot of very dan-
gerous worries for him.
(Rusova 2004: 40)

Autobiographers of this period
created self-images of deeply
moral, modest people who, de-
spite their significant profes-
sional, intellectual, social and
political achievements, avoided
personal assessments of their
own activities, limiting them-
selves to simple statements of
facts. The self-image of women
was that of atypical emancipat-
ed, well-educated women of that
time, who, like their brothers
and husbands, actively partici-
pated in the social and political
life of the country, travelled ex-
tensively, spoke foreign lan-
guages fluently, and were famil-
iar with the most progressive
ideas of their time.

The years 1926 and 1927 were
marked by the anniversaries of
two outstanding scholars, prom-
inent historians, academics, and
prominent  political figures,
Mykhailo Hrushevs’kyi** and

** Mykhailo Hrushevs'’kyi (1866-1934)
was a prominent Ukrainian historian,
scientist, university lecturer, academi-
cian of the Ukrainian Academy of Sci-
ences and the Czech Academy of Sci-
ences, socio-political figure, chairman
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Dmytro Bahalii, and as a result
they wrote and published their
autobiographies in separate edi-
tions.” Hrushevs'kyi wrote his
Autobiography in 1926 on the
occasion of his 6oth birthday
and 4oth anniversary of the be-
ginning of his career as a histo-
rian. The solemn celebration of
the academician’s anniversary
took place on 3 October 1926 in
the assembly hall of the Kyiv In-
stitute of Public Education. And
as Liubomyr Vynar notes in his
study, despite the numerous
‘differences between
Hrushevs'’kyi and representa-
tives of the “red science” and the
Bolshevik authorities’ (Vynar
1981: 38), which were also mani-
fest in their anniversary greet-
ings, ‘the celebration of
Hrushevs’kyi’s anniversary went
beyond paying tribute to the
most prominent historian of
Ukraine and turned into a ma-
jestic manifestation of the
Ukrainian  academic  world’
(Vynar 1981: 38). The scholar’s
Autobiography was published on
the eve of the anniversary in

of the Central Rada of the Ukrainian
People's Republic, and active public fig-
ure.

* Dmytro Bahalii (1857-1932) was a
prominent Ukrainian historian, philos-
opher, university lecturer, rector of
Kharkiv Imperial University, and co-
founder and academician of the Ukrain-
ian Academy of Sciences.
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2,000 copies and consisted of 31
pages of text.”* Given the practi-
cal orientation of his autobiog-
raphy, Hrushevs'kyi chose to in-
clude only what he believed to
the most fundamnetal autobio-
graphical information about
himself, leaving many autobio-
graphical gaps in the text, most-
ly concerning the events of the
last years of his life, not long be-
fore these anniversaries. Thus, in
a dry telegraphic style, the au-
thor reports that:

having  been  elected
chairman of the Ukrainian
Central Rada at its organi-
sation and summoned by
its telegrams to Kyiv,
Hrushevs'kyi arrived in
March [...], for the four-
teen months of the
Ukrainian Central Rada
(March 1917 - April 1018),
during which Hrushevs'kyi
was always its chairman,
he filled his time primarily
with political work [...].
After the Hetman’s coup,
Hrushevs’kyi lived in Kyiv
incognito [...]. At the end
of March, he left for
abroad through Galicia
[...]. Elected in late 1923 as
a member of the Ukraini-

** This text is now a bibliographic rarity,
as almost the entire edition was with-
drawn from library collections and de-
stroyed in the 1930s.
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an Academy and having
been granted permission
to return, in March 1924
he returned to Soviet
Ukraine, to Kyiv, hoping
to conduct intensive scien-
tific work in the new con-
ditions. (Hrushevs’kyi
1926: 28-30)

Given the time and the condi-
tions in which he had to work at
the time of writing his autobiog-
raphy, Hrushevs'kyi confines
himself to stating facts about the
events of recent years and does
not give any assessment or
commentary on his own political
activity, nor does he mention
the people who worked along-
side him. At the same time, hav-
ing described his socio-political,
public, and publishing activities
during 1906-1924, the author ig-
nores the events of 1924-1926.
Bahalii was familiar with
Hrushevs’kyi’'s autobiographies
(1906 and 1926) and, recalling
them in his own biography, re-
gretted that the author confined
himself to a very brief overview
of his own life and professional
career. He wrote:

It would seem that histori-
ans should be memoirists
first and foremost, but we
do not notice this among
Ukrainian historians. And
even the author of the
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classical history of
Ukraine, the academician
M.S. Hrushevs’kyi, whose
life and work are a diverse
and colourful, so to speak,
epic, gave us only a short
autobiography, and even
that was on the occasion
of his two anniversaries.
(Bahalii 1927: 16)

However, as Vynar notes, in this
case, ‘the “spirit of the times”
must also be considered’ (Vynar
1981: 33).

Bahalii wrote his Autobiography
in 1927 at the request of the
Academy of Sciences on the oc-
casion of its 7oth anniversary,
which was solemnly celebrated
on 7 November 1927 in Kyiv at
the All-Ukrainian Academy of
Sciences. The same year, it was
published in Kyiv in the Jubilee
Collection in Honour of Acade-
mician Dmytro Ivanovych Bahalii
on the Occasion of the Seventieth
Anniversary of His Life and Fifti-
eth Anniversary of His Scientific
Activity. In the preface to the re-
issue of the academician’s auto-
biography, Yareshchenko notes
that

D.I. Bahalii’s anniversary
was marked by solemn of-
ficial celebrations and the
authorities literally show-
ered the scholar, unlike
his  colleague [Hrush-
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ves'kyi], with their privi-
leges. A decree of the
Council of People’s Com-
missars determined that
academician’s  collected
works should be published
at public expense, the
Kharkiv Research Depart-
ment of the History of
Ukrainian  Culture be
named after him, D.I. Ba-
halii be granted a personal
pension, and an annual
scientific prize to be estab-
lished in his name
(Yareshchenko 2002: 11).

The scholar took seriously to the
request of the Academy of Sci-
ences, since, in keeping with the
occasion, ‘this biography is inev-
itably needed so that the results
of my scholarly work can be
summed up with concrete and
factual data’ and ‘T had to start
compiling my biography myself,
because no one else could have
done it’ (Bahalii 1927: 15). Bahalii
did a lot of research, collecting
materials about himself and
those events that might be in-
terpreted ambiguously by his
descendants. The author himself
writes in a note at the beginning
of his autobiography: ‘My life is
to a significant extent my mem-
oirs, so in order to make them
factually accurate, I have cited
documentary data from archival
sources; | consider them espe-
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cially necessary where it is actu-
ally about me’ (Bahalii 1927: 16).
This means that the work con-
tains numerous pieces of docu-
mentary evidence authored by
others alongside Bahalii’s text.
Unlike Hrushevs’kyi, who in his
autobiography (particularly in
the first part) paid considerable
attention to explaining his own
political beliefs and throughout
the work referred to his political
activity in one way or another,
Bahalii noted at the beginning of
the work that ‘I stood aside from
politics and the active political
life of that time’ (Bahalii 1927:
16). Later the scholar repeatedly
pursues this thesis on the pages
of his autobiography, saying, for
example: ‘Energetically engaged
in public education, I resolutely
shied away from the political
work of the time’ (Bahalii 1927:
162). To prove this, he cited
documentary evidence from his
contemporaries: ‘Here is D.L
Doroshenko’s recollection of
how I was called to the post of
prime minister in 1918 and how I
resolutely refused this offer’
(Bahalii 1927: 163).

Similarly to Hrushevs’kyi’s auto-
biography, Bahalii’'s autobiog-
raphy is characterised by self-
censorship, caused by concern
for his own safety and the safety
of his family and friends. That is
why the autobiographer speaks
quite cautiously and carefully
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about the Bolshevik govern-
ment, his attitude to it, and the
conflicts that arose between it
and the scholar from time to
time. It is noteworthy that, like
Hrushevs’kyi, Bahalii paid much
more attention to the events of
his life before the October Revo-
lution, devoting nine chapters
out of eleven to them, while the
events of 1917-1927 are contained
in only one, the last chapter. As
the scholar explains at the be-
ginning of chapter eleven:

This era of my life and ac-
tivity would require a
broad, spacious narrative
and my special attention
and public assessment in
order to illuminate it;
however, I think that the
time for such a general
and comprehensive as-
sessment has not vyet
come, because the data
have not yet been collect-
ed, so I will actually be
able to confine myself here
to a scheme, and even
then it is far from com-
plete. (Bahalii 1927: 152)

The autobiographies of Kulish,
Hanna Barvinok, Kostomarov,
Barvyns’kyi, Nechui-Levyts'kyi,
Drahomanov, Chykalenko, An-
tonovych, Rusova, Myshchenko,
Hrushevs’kyi, and Bahalii were
the first Ukrainian autobiog-
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raphies of the classical type.
They laid the foundations of the
Ukrainian autobiographical tra-
dition and determined one of
the vectors of its development
for the next centuries. They be-
came the first examples of
Ukrainian autobiographies of an
analytical nature; their scale (in
terms of the amount of material
covered); the detailed descrip-
tion of a large time period of the
author’s life; the predominance
of the memoir component over
the autobiographical one; the
clear structuring of the narrative
with the distribution of autobio-
graphical material into sections
and subsections; documentation
of the narrative; the indication
of precise temporal and spatial
reference points; the introduc-
tion of actual documentary
sources into the textual frame-
work of the work in order to
clarify, comment on, and pro-
vide additional characteristics;
the identity of the author, narra-
tor, and protagonist; an auto-
diegetic type of narrative with
internal focus; and the construc-
tion of a textual plane from au-
thorial and non-authorial texts.
If for ancient syncretic Ukraini-
an autobiographies of the 17th
and 18th centuries the idea of
serving God was dominant, then
the Ukrainian autobiographies
of the second half of the 19th
century and the first decades of
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the 20th century explored above
introduce the idea of public ser-
vice to one’s people, whose life
was comprehensively studied
from an ethnographic point of
view; these texts had a national-
ist, Ukrainophile character. At
the same time, however this
type of autobiography still con-
tains features of apologetics in-
herent to the earliest Ukrainian
autobiographies, a feature that
was also inherited by autobiog-
raphies of this type in subse-
quent periods of Ukrainian au-
tobiographical writing. Other
typological features of Ukrainian
autobiographies of the late nine-
teenth century and early twenti-
eth century (features also inher-
ited by later autobiographies of
this type) are a certain thor-
oughness and commitment to
balance in thoughts, assess-
ments, and judgements, as well
as a reliance on actual documen-
tary evidence to confirm the ve-
racity of the autobiographer’s
words. As a result, Ukrainian au-
tobiographies of this structural
and typological variety became
‘living’ historical documents that
are still studied today. Further
study of Ukrainian autobiog-
raphies of this type from differ-
ent periods of their development
(from the nineteenth to the
twenty-first centuries) will pro-
vide valuable information not
only on the development of
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Ukrainian  autobiography in
terms of structure and typology,
but also on the history of the
formation and development of
Ukrainian statehood and
Ukrainian nationalism, includ-
ing their interrelationships with
other nations in the region.”

> I would like to thank Dr James Rann
and Dr Josephine Von Zitzewitz for
their invaluable help in translating this

paper.
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Maria Teresa Badolati
Memoria e finzione tra continuita, interruzioni e

cesure: il (macro)testo-vita nel ciclo pseudoauto-

biografico Legenda o samom sebe di A.M. Remizov

Memory and Fiction between Continuity, Interruptions and Breaks: The (Mac-
ro)Text-Life in A.M. Remizov’s Pseudo-Autobiographical Cycle Legend about
Myself.

This paper aims to investigate the complex relationship between life and liter-
ature, reality and fiction in the work of Aleksei Mikhailovich Remizov (1877-
1957), a multifaceted and prolific prose writer, graphic artist, and calligrapher.
Despite a solitary and isolated creative journey, long overlooked by critics,
Remizov is now recognized as one of the most original figures in twentieth-
century Russian culture.

The analysis focuses on his pseudo-autobiographical cycle Legend about Myself
[Legenda o samom sebe], written during his emigration. The cycle includes
eight ‘memoir’ texts which, despite their complete temporal misalignment,
cover the period from 1877 to 1954. In these texts, Remizov retraces, reinter-
prets, and reinvents his own human and creative journey in a uniquely original
way, filtered through the fantastical categories of childhood and fairy tale. The
continuous intertwining of fantasy, dream, and reality imparts a magical and
irrational quality to Remizov’s autobiographical work.

go trascurato dagli studi critici

1. La riscoperta di Remizov,
“rinnovatore arcaico” fra mo-
dernismo e avanguardie

Aleksej Michajlovi¢c Remizov
(1877-1957), poliedrico e assai
prolifico prosatore, grafico e cal-
ligrafo dall’esperienza creativa
apparentemente solitaria e isola-
ta, € oggi riconosciuto come uno
dei pit originali e insoliti rap-
presentanti della cultura russa
del '9oo, sebbene sia stato a lun-

sovietici e russi e sia, inoltre, po-
co noto e in gran parte inedito in
Italia’.

' L'unica studiosa che, fino ad oggi, si &
occupata in maniera specifica di Remi-
zov in Italia & Antonella d’Amelia, le cui
ricerche non sono state portate avanti
da altri studiosi italiani. In traduzione
italiana sono disponibili, sebbene per-
lopit ormai fuori commercio: Sorelle in
Cristo (trad. di R. Poggioli, Slavia, 1930);
Russia scompigliata, (trad. italiana di I.
Sibaldi, Bompiani, 1981); Diavoleria: rac-
conti russi di magia (trad. di L. De Fer-
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Di Remizov, artista straordinario
ma altrettanto straordinaria-
mente complesso, condannato
all’emigrazione dopo la Rivolu-
zione d’ottobre - destino comu-
ne a tanti intellettuali dell’epoca
- sl occuparono per primi, a par-
tire dagli anni ’60-"70, gli studio-
si occidentali. Colpisce constata-
re che gli slavisti italiani furono
tra i primi a comprendere il po-
tenziale dello scrittore russo, in
un momento in cui egli era se-
misconosciuto ai piu, sia in Rus-
sia che in Europa. Poggioli, ad
esempio, tradusse, gia nel 1930,
il romanzo Sorelle in Cristo per
la casa editrice “Slavia”. Lo Gatto
fu suo intimo e affezionatissimo
amico: come testimonia egli
stesso, frequenti erano, infatti, i
loro incontri a Parigi, in quel
“nido” di emigrati russi che era
Rue Boileau 7, dove Remizov
visse dal 1935 al 1957 (Lo Gatto
1976: 150-161). In un saggio pub-
blicato sulla rivista Solaria nel
1934, Antonini scriveva che Re-
mizov, ‘comunque lo si voglia
valutare, deve essere considerato
[...] come uno degli scrittori pitt
interessanti e originali d’oggi”
(Antonini 1934: 84-89).

rante, E/O, 1986); Gli indemoniati (trad.
di M. Caramitti, Voland, 1994); A spasso
sui cornicioni (trad. di A. Curletto, Il
melangolo, 1995). Alcuni racconti o
estratti di romanzi sono inseriti in rac-
colte antologiche o miscellanee di vario
genere.
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L’'opera remizoviana rimase, in-
vece, esclusa del canone della
letteratura ‘ufficiale’, quello del
realismo socialista, e fu messa
all'indice in URSS dal periodo
post-rivoluzionario fino alla fine
degli anni ’7o, quando, come
tanti altri autori dell'emigra-
zione, Remizov venne ‘riabilita-
to’ anche in Unione Sovietica e
furono pubblicati alcuni suoi
scritti, risalenti perlopitt al pe-
riodo prerivoluzionario®.

E solo in tempi relativamente
recenti, a partire dagli anni '8o,
che, in seguito alla riesumazione
del patrimonio letterario degli
emigrati, gli studiosi sovietici
hanno cominciato a interessarsi
assiduamente all’eredita poetica
di Remizov, che é stato definiti-
vamente ‘riscoperto’ anche in
patria ed é divenuto oggetto di
studio approfondito.

Oggi gli studi remizoviani sono
particolarmente vivaci ed intensi
e seguono diverse linee di ricer-
ca, soprattutto in Russia, dove
ogni anno vengono pubblicate
tesi di dottorato, monografie, ar-
ticoli critici e hanno luogo mo-

* Prima della rivoluzione erano stati
pubblicati in Russia circa 37 volumi del-
le opere di Remizov; altri 45 furono edi-
ti dopo la sua emigrazione in Europa,
nonostante una lunga interruzione dal
1931 al 1949, rimanendo perlopiu scono-
sciuti al lettore sovietico.
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stre e convegni specifici a lui de-
dicati’.

E ancora in corso di pubblica-
zione la Raccolta delle opere
dello scrittore, un Sobranie
socinenij fino ad oggi in 16 mo-
numentali tomi (2000-2021)%, a
cura del RAN IRLI “Puskinskij
Dom”; in cui opera il principale
gruppo di ricerca dedicato
all’autore e dove & conservato,
inoltre, parte del suo archivio
personale, che ha avuto, cosi
come la sua vicenda umana, una
storia travagliata, trovandosi cu-
stodito in differenti luoghi tra
Russia e Stati Uniti°.

> Per maggiori approfondimenti sugli
studi remizoviani e per una bibliografia
completa si rimanda al ricchissimo sito
curato da E.R. Obatnina e E.E. Vach-
nenko del RAN IRLI “Puskinskij dom”.
Cfr. <
http://pushkinskijdom.ru/remizov/ >
[ultima consultazione 12 agosto 2024].

* La raccolta, la cui pubblicazione ¢ ini-
ziata nel 2000-2002 a Mosca per la casa
editrice Russkaja kniga ed e poi prose-
guita, dal 2015, a Pietroburgo per Rostok
é parzialmente consultabile al seguente
link:
https://rvb.ru/2ovek/remizov/ssio/toc.h
tm [ultima consultazione 12 agosto
2024].

> Tra questi, oltre alla sezione mano-
scritti dell'IRLI RAN “Puskinskij dom”,
si menzionano, sempre a Pietroburgo,
la RNB - Rossijskaja Nacional'naja Bi-
blioteka [Biblioteca Nazionale Russa], la
BAN - Biblioteka Akademii Nauk [Bi-
blioteca dell’Accademia delle Scienze],
la GTB - Gosudarstvennaja Teatral'naja
Biblioteka [Biblioteca Teatrale Statale];
a Mosca, invece, lo RGALI - Rossijskij
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Numerosi sono ancora i materia-
li che necessitano di analisi te-
stuali e critiche pitt approfondi-
te, nonché quelli inediti: si trat-
ta, soprattutto, della corrispon-
denza epistolare, dei diari, dei
quaderni di lavoro, dei disegni e
cosi via, tutti ‘documenti’ fon-
damentali per comprendere a
pieno l'opera dello scrittore, in-
scindibile, come forse in pochi
altri casi, dall“uomo’.

Profondo conoscitore della lette-
ratura antica e moderna, sia rus-
sa che mondiale; studioso di pa-
ganesimo, folclore e mitologia
slava e, al contempo, grande
estimatore della cultura orienta-
le e dell’arte calligrafica; amante
della musica e del teatro, egli
stesso compilatore di testi tea-
trali e, contemporaneamente,

gosudasrtvennyj archiv Literatury i
Isskustva [Archivio russo di stato della
letteratura e dell'arte], la RGB - Rossij-
skaja Gosudarstvennaja Biblioteka [Bi-
blioteca Statale di Mosca], il GLM -
Gosudarstvennyj Literaturnyj Muzej
[Museo Letterario Statale], il GARF -
Gosudarstvennyj Archiv Rossijskoj Fe-
deracii [Archivio Statale della Federa-
zione Russa], 'IMLI - Institut Mirovoj
Literatury [Istituto di Letteratura mon-
diale Gor’kij]. Negli Stati Uniti, i mate-
riali manoscritti sono conservati presso
I'’Archivio Bachmetev della Columbia
University di New York e il Centro di
Cultura russa delllAmherst College, in
Massachusetts. Per una parziale descri-
zione dei materiali d’archivio, cfr.:
http://pushkinskijdom.ru/remizov/page
s/opisi.html. [ultima consultazione 12
agosto 2024).
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grafico originalissimo, Remizov
fu una personalita-sfinge dalla
notevole ampiezza di interessi e
dall'essenza umana elusiva e im-
penetrabile, multiforme ed
eclettica, sfuggente e contraddit-
toria, un enigma ancora non del
tutto svelato, a cui é difficile, per
lettori non ‘iniziati’, avvicinarsi
senza la dovuta preparazione e
senza un naturale, iniziale timo-
re. Scrive II'in, filosofo della dia-
spora russa e fra i primi critici
dell'opera remizoviana:

Macrep cnoBa U XMBOMU-

cer; 00pas3oB, XyAoXe-
CTBeHHBIM U [JyXOBHBIMN
OTKJIUK KOTOpOTO

HACTOJIBKO CBOeoOpa3eH U
HeOObIYeH, YTO JIHUTEpa-
TYPHBIU KPHUTHK, >XeIalo-
UIUMA TOCTUTHYTh W OIU-
CaTh €ro TBOPYeCTBO, OKa-
3pIBAeTCsl Ilepe], O4YeHb
TOHKOM U CJIOXKHOM 3ajia-
yeii. Pemun3oB kak mnwuca-
Te/b He YKJIQbIBAeTCS HU

Papers

OBl HOBBIX TYLIEBHBIX ‘OP-
raHOB~ CO3€pLAHUs U TIO-
crixerus (I'in 1991: 81)°.

OSSEI’V&, ancora, acutamente:

Y106l YHTATh U TOCTHU-
ratb Pemm3soBa, Hajgo
“coiitu ¢ yma”’. He mowme-
IIAThCsI, He 3a00/1eTh my-
IIEBHO, a OTKA3aThCs OT
CBOEro MPUBBIYHOTO YKJIa-
Ja U crmocoba BOCIPUHH-
MaTh Beid. [...] CBoeoGpa-
3M€ €ero aKTa Y CTHJIA
OYeHb BE/IMKO, OYEeHb He-
YCTOMYUBO U N0 OTHOLIe-
HUIO K YMUTATe 0 Tpebo-
BaTe/JIbHO /10 HEYMOJIUMO-
ctu [...] Her uudero yau-
BUTE/NBHOTO B TOM, HYTO
MHOTHE 4YHUTaTeNnn H3He-
MOTAIOT, HE YMEIT TaK
repecTpanBaThCS, He

6((

Maestro della parola e

pittore
d’immagini, la cui risonanza artistica e
spirituale e cosi peculiare e insolita che

B KaKue TpaJullMMOHHO- un critico letterario che voglia com-
JUTepaTypHbie GOPMBI, He prende{re e descrivere la' sua opera si
MOIIAeTCSI HKAKIIM trova di fronte a un compito molto deli-

A « ” cato e difficile. Remizov come scrittore
OGBIHBIM KaTEropusim ; non si adatta a nessuna forma letteraria

Y TIPUTOM ITOTOMY, UTO OH
CO37aeT BCerja U BO BCEM
HOBBIe, CBOU GPOPMBI, a 3TU
JIUTepaTypHbIe dbopmbl
TpeOyIoT HOBBIX ‘KaTero-
pUii’ M UYTO elle ropaszo
Ba)KHee, — TPeOYyIOT OT 4H-
TaTe/lss U OT KPUTHKA KaK

tradizionale, non si presta a nessuna
‘categoria’ usuale; e questo perché crea
sempre e dappertutto nuove forme per-
sonali, e queste nuove forme letterarie
richiedono nuove “categorie” e, cosa
ancora piu importante, esigono dal let-
tore e dal critico [...] nuovi ‘organi’ men-
tali di contemplazione e comprensione”
[Qui e ove non indicato diversamente la
traduzione é mia - M. T. B.].
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122



CIIPABJ/ISIIOTCS C 3TOU 3a-
Jla4yer M OTKPOBEHHO TO-
BOPSIT, YTO OHU “PeMm3oBa
He nmonmmaror” (II'in 1991:

83)".

La produzione artistica remizo-
viana, comprendente racconti,
povesti, romanzi, poemi in prosa
o in verso libero, rielaborazioni
di fiabe, leggende e apocrifi,
saggi, autobiografie, raccolte di
sogni, drammi, disegni, diari e
lettere, ¢ infatti straordinaria-
mente copiosa e variegata, di
difficile interpretazione critico-
filologica e inquadramento lette-
rario e di genere.

Definito a inizio secolo scrittore
“decadente” (Kuzmin 2017: 588-
593) per le tendenze mistiche ed
estetiche, vicino, per la volonta
di ‘sintesi’ delle arti e la musica-
lita della lingua, all’'ambiente
simbolista pietroburghese, pur
non scostandosi da una rappre-
sentazione apparentemente ve-
rosimile della realta; fine stiliz-

"“Per leggere e comprendere Remizov

bisogna “uscire di senno”. Non impazzi-
re, non ammalarsi di mente, ma rinun-
ciare al proprio abituale modo di perce-
pire le cose. [...] L'originalita del suo at-
to e del suo stile & enorme, molto varia-
bile, e nei confronti del lettore & esigen-
te fino all'implacabilita. [...] Non c’é nul-
la di sorprendente nel fatto che molti
lettori gettano la spugna [...], non rie-
scano ad affrontare questo compito e
dicano apertamente che ‘non capiscono
Remizov”.
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zatore di testi antichi e folclorici
e infine accostato, durante
I'emigrazione, ai surrealisti fran-
cesi per lattenzione rivolta
all’'onirico e al subconscio, Re-
mizov manifesto sin dagli esordi
un’individualita artistica forte,
peculiare e insolita e rimase,
percio, un viandante solitario,
un ‘avventizio’ ai margini di
qualsiasi scuola letteraria, nei
cui confronti mantenne sempre
una posizione ‘eccentrica’, di
uomo e scrittore non allineato,
isolato e controcorrente, ostico e
incomprensibile.

Indefesso sperimentatore di ge-
neri e stili, Remizov é stato defi-
nito un “rinnovatore arcaico”
(Flaker 1994: 49), sempre alla ri-
cerca di nuove forme
d’espressione attraverso il recu-
pero e la ricostruzione, in veste
moderna, della creativita popo-
lare, dello spirito tradizionale
dell’antica Rus’, da lui assimilato
in tutte le sue forme e filtrato at-
traverso l'esperienza di una ben
individuata ‘linea’ di scrittori che
ne furono interpreti - la “linea
gogoliana” della letteratura russa
—, di cui il nostro si considerava
erede e successore.

Nella sua Storia della letteratura
russa, scritta nei primi anni 20
del secolo scorso, il critico Mir-
skij afferma che “tutta la tradi-
zione russa — dalla mitologia pa-
gana alle forme russizzate della
cristianita bizantina, a Gogol,
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Dostoevskij e Leskov - é stata
recepita da Remizov’ (Mirskij
1998: 421). Lo scrittore si inseri-
sce in effetti a pieno in quel filo-
ne alternativo della letteratura
russa, caratterizzato dal legame
con una tradizione pre-petrina
non occidentalizzata e da una
ricerca formale e linguistica esa-
sperata, che annovera tra i suoi
rappresentanti Avvakum, Dal,
Dostoevskij, Gogol’, Leskov,
Mel'nikov-Pecerskij, per giunge-
re fino a Rozanov, Blok e Belyj.
Remizov, a sua volta, influenzo
in maniera significativa non solo
la giovane prosa sovietica della
prima generazione (A. Tolstoj,
Zamjatin, Zoscenko, Prisvin,
Pil'njak)® e quella successiva
(Salamov, SolZenicyn), ma anche
quella postmodernista (Erofeev,
Sokolov, Sinjavskij).

® Nel periodo tra gli anni 10 e 20 si pud
parlare, secondo il critico formalista
Ejchenbaum, di una “scuola remizovia-
na” della prosa russa. (SHANE: 1977, 10-
16). In seguito, sarebbe piombato su
Remizov il temutissimo anatema del
realismo socialista e di Maksim Gor’kij,
che metteva in guardia le giovani gene-
razioni dai pericoli del “remizovismo”
(Erenburg 2017: 320).

Papers

2. La poetica (pseu-
do)autobiografica remizovia-
na: mito, realta e finzione nel
ciclo Legenda o samom sebe

Delineare un quadro esaustivo
della vita e dell'opera del nostro
€ un compito assai arduo, im-
possibile da portare a termine in
una cornice di spazio cosi limita-
ta. Come scrive lo stesso Aleksej
Michajlovi¢: “SI mpoxkun monHyio
3aBUJHYI0 )XHU3Hb — Bellb, OZHO
TO, YTO 51 U MTUIIY U YATAIO U PHU-
CYI0 TOJIBKO [Jisi CBOEro ymo-
BOJILCTBUSL, W HUYEro U3-TMOoJ,
MaJIK¥ U HU4Yero o0si3aTebHOTO!
— HO Y TPYJHO: BCS MOSI JKU3Hb,
Kak Kpyras nectHund”® (Remi-
zov 2000b: 270). Egli ha infatti
vissuto un’esistenza tanto ricca
quanto difficile, e tale comples-
sita & certamente ascrivibile in
parte al periodo storico in cui
opero: a un’infanzia moscovita
problematica e misera, trascorsa
nel cuore della russitd,
all’'arresto in gioventu per attivi-
ta rivoluzionaria, ad un lungo
confino nel nord russo ed alla
notorieta letteraria a  Pie-
troburgo seguirono la prima
guerra mondiale, la rivoluzione
e la guerra civile e, poi, dagli an-

%“Ho vissuto una vita piena e invidiabi-
le, pensate un po’, scrivo, leggo e dise-
gno per mio diletto, senza fare niente a
bacchetta, senza costrizioni! Ma una
vita difficile, anche: tutta la mia vita e
stata come una scala ripidissima”.
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ni 20, 'emigrazione, prima a
Berlino, poi definitivamente a
Parigi, la poverta, la perdita della
sua platea di lettori, l'impos-
sibilita di pubblicare e, ancora,
la guerra, 'occupazione nazista
e, infine, la morte dell’amata
moglie, Serafima Pavlovna Dov-
gello, sua musa e compagna di
vita. Anche il percorso artistico
dello scrittore fu tuttaltro che
semplice o lineare, anzi, come
afferma egli stesso: “Mos nute-
paTypHast YKU3Hb 1ia
KyBoIlpkoM. Co MHOM Bce Tak:
MObEM U CPBIB. [IpOXKUIT KU3HB
ckaukamu ®  (Remizov  2003:
178).

Il presente contributo mira a ri-
flettere sul complicato rapporto
tra vita, letteratura e storia, tra
realta, finzione e mito nel mo-
numentale ciclo pseudo-
autobiografico denominato da
Remizov stesso Legenda o sa-
mom sebe [Leggenda su me stes-
so], redatto in emigrazione e
comprendente otto testi ‘memo-
rialistici’ che, nella loro totale
sfasatura temporale, abbraccia-
no il periodo dal 1877 al 1954, e
nei quali lo scrittore ripercorre,
reinterpreta e reinventa in ma-
niera assolutamente originale il
proprio iter umano e creativo.

10«

La mia vita letteraria é stata a caprio-
le. Con me tutto € cosi: un sali e scendi.
Ho vissuto la mia vita a salti”.
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Secondo la successione cronolo-
gica degli eventi, le tappe della
memoria remizoviana si snoda-
no attraverso 1 seguenti testi:
Podstrizennymi glazami. Kniga
uzlov i zakrut moej pamjati [Con
gli occhi rasati. Libro dei nodi e
viluppi della mia memorial, Paris,
YMCA Press, 1951, incentrato
sullinfanzia e l'adolescenza
(1877-1896) e composto tra il
1933 e il 1946; Iveren’. Zagoguliny
moej pamjati [Scheggia. Arabe-
schi della mia memoria], Berke-
ley, Berkeley Slavic Specialties,
1986, scritto tra il 1927 e il 1951 e
riguardante il periodo
dell’arresto e del confino a Penza
e poi a Vologda (1896-1905);
Vstreci. Peterburgskij buerak [In-
contri. Il burrone di Pietroburgo],
Paris, Lev, 1981", sul periodo
simbolista pietroburghese (1905-
1917) e redatto tra il 1949 e il '54-
'57; Vzvichrénnaja Rus’. Epopeja
[Russia scompigliata. Epopeal,
Paris, TAIR, 1927, scritto tra gli
anni ‘10 e il 21 e dedicato al con-
vulso periodo della Rivoluzione
russa e della guerra civile (1917-
1921); Po karnizam. Povest’ [Lun-
go i cornicioni. Povest’], Beograd,
Russkaja Biblioteka, 1929, sul pe-
riodo berlinese  (1921-1923);
Ucitel’ muzyki. Katorznaja idillija

" La presente edizione, sebbene sia la
prima in volume, presenta molte impre-
cisioni ed incongruenze. Il testo & stato
pubblicato nella sua variante autoriale
corretta e completa solo nel 2002.
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[Il maestro di musica. Idillio ga-
leotto], Paris, La Press Libre,
1983, sugli anni dell’emigrazione
parigina (1923-1939), e la cui ste-
sura e compresa tra il 1934 e il
1949; Skvoz’ ogon’ skorbej [At-
traverso il fuoco dei dolori], terza
parte della trilogia V rozovom
bleske [In un roseo bagliore],
New York, Izdatel'stvo imeni
Cechova, 1952, biografia roman-
zata della moglie, elaborata tra
gli anni 20 e '40 e incentrata sul
periodo della malattia e della
morte della stessa (1939-1943)";
infine, Myskina dudocka. Inter-
medija [Il piffero del topo. Inter-
mezzo], Paris, Oplesnik, 1953,
riguardo al periodo parigino
(1943-1953).

Oltre a quelli appena menziona-
ti, sono stati inoltre presi in
esame altri testi che, sebbene
non inclusi direttamente da Re-
mizov nella Legenda, compren-
dono note autobiografiche e di-
vagazioni, documenti autentici e
saggistica, epistole e pagine di
diario, aforismi e citazioni e
rientrano percio a pieno titolo in
quello che D’Amelia ha definito
lo “spazio autobiografico remi-
zoviano” (D’Amelia 2002: 449-

464).

" La terza parte pud essere considerata
indipendente dalle prime due, redatte e
pubblicate gia in precedenza e dedicate
all'infanzia e alla giovinezza di Serafi-
ma.
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Infine, e stato presa in conside-
razione la corposa eredita di let-
tere, annotazioni, appunti, come
anche diari e quaderni grafici - il
‘disegno’ della Legenda — compi-
lati da Aleksej Michajlovi¢ nel
corso di tutta la vita, giacché
tutti questi ‘documenti’ contri-
buiscono, come d’altro canto
I'intera sua opera, alla costru-
zione del meta-testo autobiogra-
fico e autofinzionale remizovia-
no e del mito mistificatorio sulla
persona e sul destino dello scrit-
tore stesso.

Ci si e concentrati, dunque, sui
testi risalenti agli ultimi 35 anni
trascorsi da Remizov in emigra-
zione, la maggior parte dei quali
dichiaratamente autobiografici -
e, al contempo, dichiaratamente
inattendibili — sebbene autobio-
grafica in senso peculiare possa
essere considerata tutta la sua
eredita poetica, come afferma
egli stesso gia nel 1912: “ABTO-

ouorpaduyecknux  mpousBeze-
HUsI Yy MeHs1 HeT. Bce 1 Bo BceM
aBroouorpadus...”  (Remizov

1993: 442). L’accento viene po-
sto, evidentemente, sulla secon-
da parte dell'affermazione, a
conferma che, in Remizov, che
gioca continuamente con i mu-
tevoli confini di vita e arte, la li-
nea di demarcazione tra opere
autobiografiche e non autobio-

B“Non ho opere autobiografiche. Tutto

e dappertutto é autobiografia”.
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grafiche nel senso tradizionale
del termine é labile, fluida, forse
inesistente.

La tecnica di utilizzo - ripensa-
mento, reinvenzione, reinterpre-
tazione, manipolazione - quasi
ossessivo, ludico, ironico, con-
traddittorio e spregiudicato di
fatti ed elementi biografici
allinterno della letteratura di
fiction é riconosciuta ed esplici-
tata da Remizov stesso gia dagli
esordi. Cosi come affermato da
quest’'ultimo e poi evidenziato
da diversi critici, sono autobio-
grafici, in senso originale e ‘re-
mizoviano’, numerosi romanzi,
povesti e racconti del primo pe-
riodo della sua produzione (fra i
quali, ad esempio, Prud [Lo sta-
gno| e Krestovye séstry [Sorelle
in Cristo]). Sebbene tanto multi-
forme ed eterogenea, dunque,
Iintera opera remizoviana si
contraddistingue, sin dal princi-
pio, proprio per il carattere in-
trinsecamente autobiografico e
metaletterario, tanto che lo stu-
dioso Docenko parla di “panau-
tobiografismo” come suo princi-
pio costruttivo (cfr. Docenko
2000). Obatnina, invece, utilizza
i termini di “intersoggettivita” e
“pansoggettivita” per descrivere
la posizione creativa dello scrit-
tore (Obatnina 2008: 27-45).
Infine, persino alcuni testi che,
per genere e caratteristiche, ri-
sultano difficilmente ascrivibili
al filone pseudo-autobiografico,
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ossia le ‘riscritture’ o ‘rielabora-
zioni’ - definite dallo scrittore
“ricostruzioni moderne” - di
apocrifi, leggende e testi
dell'antica Rus’, presentano una
forte componente autobiografica
e contemporanea; cio costituisce
uno degli aspetti pitt originali
della tecnica di riscrittura remi-
zoviana di fonti antiche, il cui
principio poetico viene cosi
esplicitato: “B  Mowux ‘peKoH-
CTPYKUMAX CTAPUHHBIX JIETeH[
M  CKa3aHUU  He  TOJIBKO
KHIDKHOE, 3 U MO€ — U3 YKU3HHU
— BHIEHHOE, CJIbIIIIAHHOE U HC-
neiranHoe”*  (Remizov 2000a:
114).

Diviene a questo punto evidente
come le classificazioni tradizio-
nali risultino non applicabili e,
anzi, quasi limitanti nella de-
scrizione della proteiforme scrit-
tura remizoviana, nella quale, di
fatto, viene eliminato ogni con-
fine netto tra autobiografia e fic-
tion, tra leggenda ‘propria’ e leg-
genda ‘altrui’, in una radicale,
totale espansione dell’lo autoria-
le nel materiale letterario ‘altrui’.
“PacckasaTth o cebe Heuero - s
BeCb B MOHMX paccKasax o

““Nelle mie ricostruzioni di antiche
4“Nell t d tich

leggende e narrazioni, non vi & solo
I'elemento libresco, ma anche il mio
personale, dalla mia vita, cio che ho vi-
sto, ascoltato, provato”.
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apyrux’ > (Remizov 2003b: 59),
dichiara ancora Aleksej Michaj-
lovi¢, proprio a sottolineare la
sottile, funambolica, costante
abilita di implicare sé stesso nel
racconto sugli altri. L'ultimo ca-
pitolo di Ucitel’ muzyki - para-
dossalmente I'unico testo del ci-
clo della Legenda in cui la narra-
zione non avviene in prima per-
sona - suona, sin
dall’emblematico titolo Cing-
Cang - a detta di Remizov: “ku-
TaliCKasi Kas3Hb: OCYXXJAEHHOTO
pa3pes3aloT Ha THICSYY MeKUX
kyckoB”® (Remizov 2002: 436) -,
come una performance pro-
grammatica del metodo auto-
biografico dell'autore, che in
questo testo raggiunge la mas-
sima realizzazione: “ITpomry He
MyTaTb HUKOTO C AJIEKCAaHJPOM
AJlekcaHZpOBUYEM

KopHeToBbIM, HU U3 €ro 3HAKO-
MBIX W TIpUSITe/Ied, 3TO s CaM.
[...] Bce 1 u Ge3 MeHsT HUKOro
Her”” (Remizov 2002: 437-438).
L’autobiografismo viene dunque
riconosciuto non solo come pro-

15«

Non ho nulla da raccontare su di me;
io sono tutto nei miei racconti sugli al-
tri”.

'® “Tortura cinese: il condannato viene
tagliato in mille piccoli pezzi”.

7“Vi chiedo di non confondere nessuno
con Aleksander Aleksandrovi¢ Kornetov
[il protagonista, alter ego dell’autore -
M. T. B.], né con nessuno dei suoi amici
e conoscenti, questi sono io stesso. [...].
Sono tutti me e senza di me non esiste
nessuno’.
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cedimento narrativo, ma come
concezione stessa della creazio-
ne artistica dallo scrittore, che
dichiara ancora: “J/luteparypHoe
npousBeZeHuie [..| K04 IS
MO3HAHUS aBTOpa: MO POMaHY,
MOBECTH W PACCKa3y MOXHO
6osbllle CKa3aTh O aBTOpe, YeM
M3 caMoi TMoApoOHelIeil ero
ouorpaduy, HAMMCAHHOU KeM-
10 [..]”° (Remizov 2002: 437-
438). E poi, pero, sottolineando
che un testo letterario non e di
certo la mera riproduzione di
fatti concreti e puntuali della
propria  biografia, aggiunge:
“JluTepaTypHble TPOW3BeIEHUS
IUIs1 TICAaTessl BCe, HO He CIiefy-
eT WCKaTh B HUX Ouorpadudye-
CKYI0 TIOC/Ie[JOBAaTE€/IbHOCTh, M
$aKTOB M3 ero YKMUBOM YXU3HU
(Remizov 2002: 439).

Nelle affermazioni riportate, ap-
parentemente controverse e pa-
radossali, risuona tutta la con-
traddittorieta propria
dell’autofiction, genere letterario
inteso come “fiction
d’événements et de faits stricte-
ment réels” (Doubrovsky 1997) -
ossia la coesistenza e sintesi di

8“L’opera letteraria [...] & la chiave per

conoscere un autore: sulla base di un
romanzo, di una povest’ o di un raccon-
to, si puo dire di piu sull’autore, rispetto
a quanto dica la piti dettagliata biogra-
fia, scritta da qualcun altro [...]".

““Le opere letterarie sono tutto per uno
scrittore, ma non si dovrebbe cercare in
esse la sequenza degli avvenimenti bio-
grafici e i fatti della sua vita ‘viva”.
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due opposte tipologie narrative:
autobiografia e fiction -, a cui
non si pud non fare cenno par-
lando del cruciale, endemico bi-
nomio vita-letteratura, realta-
invenzione. Non ci soffermere-
mo nel dettaglio su questo con-
cetto, su cui esiste gia una vasta
letteratura critica specifica®™, in
quanto questa etichetta puo es-
sere applicata solo in parte, e
con le dovute precisazioni,
allopera del nostro, che risulta
del tutto originale e unica anche

** Nel 1968 il critico strutturalista Bar-
thes pubblicava il celebre saggio dal sin-
tomatico e controverso titolo La mort de
l'auteur, in cui si proclamava l'insignifi-
canza dell'intenzionalita del creatore
del testo come soggetto individuale, che
assumeva dunque un ruolo quasi su-
bordinato e passivo a vantaggio
dell'opera stessa e, di conseguenza,
'affermazione della superiorita del let-
tore. Proprio dalla constatazione di tale
paradosso prese avvio, nel 1975, la rifles-
sione teorica sulla figura dell'autore
come oggetto di racconto nel famoso Le
pacte autobiographique di Lejeune, in
cui, nel tentativo di far luce su quelle
zone ibride che saranno poi alla base
della autofiction, viene delineata la net-
ta distinzione tra romanzo e autobio-
grafia. Proprio per colmare gli spazi
vuoti lasciati da Lejeune, Doubrovsky
conia il termine autofiction per questa
nuova modalita di scrittura. Consistente
e il contributo della scuola francese a tal
proposito (cfr. Lecarme 1992: 227-249,
Laouyen 1999, Gasparini 2004). Sulla
nebulosita di tale concetto, e sulla con-
seguente necessita di dare una defini-
zione esaustiva e sistematica del genere,
cfr. Marchese 2014.
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sotto quest’aspetto. Infatti, Re-
mizov supera e oltrepassa, a no-
stro parere, limiti e confini di ta-
le genere letterario: nella sua
opera assistiamo a un continuo,
controverso e vorticoso rimesco-
lamento, ibridazione e rinnova-
mento di codici, linguaggi, gene-
ri letterari e materiali, alla tra-
sgressione di qualsiasi conven-
zionale patto di lettura, alla con-
taminazione sfrenata e sperico-
lata di vita e creazione artistica,
alla compenetrazione osmotica
di verita e poesia,
dell'insopportabile byt quotidia-
no e della piu sbrigliata e fervida
fantasia. Un autobiografismo
onnivoro, caleidoscopico e sin-
cretico quello remizoviano, che
diviene la caratteristica domi-
nante di tutta la sua poetica e
che investe, in misura diversa, il
testo in ogni suo aspetto,
dall'intreccio, ai temi e motivi,
alle immagini, ai personaggi, ai
generi, al cronotopo, ai proce-
dimenti linguistici e formali, fi-
no all'apparato paratestuale.
L’autobiografismo mantiene il
suo carattere pervasivo e domi-
nante durante tutte le fasi della
creazione artistica dello scritto-
re, donandole, quindi, una com-
plessa macro-unita strutturale,
compositiva, semantica, temati-
ca e simbolica, decifrabile solo
attraverso un esame integrato e
sistemico della produzione re-
mizoviana nella sua totalita, la
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quale si confonde di continuo
con la vita stessa, in una trasfi-
gurazione continua della vita
nell’arte e dell’arte nella vita.
Dalla sua angusta e fiabesca “ta-
na di talpa”, la stanzetta parigina
in Rue Boileau 7, denominata
“kukuskina” e tutta “gremita di
bamboline e diavoletti”?, ottan-
tenne e semicieco, il 24 agosto
del 1957 Aleksej Michajlovi¢, ri-
pensando al proprio percorso
creativo ed esistenziale, annota-
va nel diario: “U cTan s couwm-
HSTH JIeTeHJy O ce0e, WIM ‘CKa-
3bIBaTh CKa3Ky. MHe 3TO moMo-
rajo camomy cebe OOBSICHUTH
CBOIO OTBepPXeHHOCTh. Obsic-
HUTh — ompaBzaars > (Kodrjan-
skaja 1959: 125).

Tutta 'opera di Remizov e, dun-
que, una lunga confessione lirica
e autobiografica, un testamento
poetico - come afferma egli stes-
so: “Bce, uro s mumy - Mmos
ucroBeap ** (Kodrjanskaja 1959:
127) - e, al contempo, una fiaba,

* Cosi lui stesso denomina la stanza in
cui lavorava, alle cui pareti appunto era
appeso un orologio a cuct.

** Cosi Sklovskij descrive la stanza ber-
linese dello scrittore, poi riprodotta an-
che nella Rue Boileau parigina (Sklov-
skij 2002: 46).

> “E mi accinsi a redigere una leggenda
su me stesso, 0 a ‘raccontare una fiaba’.
Cid mi ha aiutato a spiegare a me stesso
il mio essere reietto. Spiegare é giustifi-
care”.

** “Tutto cid che scrivo ¢ la mia confes-
sione”.

Papers

una leggenda, un mito e una sti-
lizzazione di sé stesso, costruita
con costanza e meticolosita
nellarco di pit di 50 anni.
L'utilizzo, da parte dello scritto-
re, del termine “legenda”, defini-
ta dal Tolkovyj slovar’ Zivogo ve-
likorusskogo jazyka di Dal
(1956) come “mpemaHue O
YyZecHOM coObITUM >, non &
certamente casuale e, anzi, co-
stituisce la chiave per compren-
derne il mondo creativo e la
concezione poetica. In Remizov,
infatti, tutto & sottoposto a una
reinterpretazione, a un ripensa-
mento mitologico, leggendario,
fiabesco, dalla sua venuta al
mondo nella magica notte di
Ivan Kupala, alla creazione arti-
stica, fino al suo stesso nome e
cognome. E una mitopoiesi in
cui il processo creativo investe
non solo il testo, ma la vita stes-
s, divenendo regola
dell’esistenza.

Per l'originalita interpretativa e
la complessita compositiva e sti-
listica, gli scritti del ciclo Legen-
da o samom sebe e, in generale,
tutti quelli ascrivibili all'ampio
filone  pseudo-autobiografico,
costituiscono una forma narrati-
va aperta, ibrida, composita e
idiosincratica difficilmente clas-
sificabile, che contiene in sé i
tratti della memorialistica e

* “Narrazione di un evento straordina-

»

rio”.
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dell’'autobiografia-autofiction,
della fiaba e della leggenda,
dell’'epica e della cronaca, del
saggio critico-letterario e del
racconto magico-onirico. La nar-
razione, violando ogni principio
cronologico-sequenziale e ogni
nesso causa-effetto, spezza la
tradizionale architettura del rac-
conto autobiografico tradiziona-
le e tenta di restituire il divenire
personale, storico e artistico at-
traverso la percezione individua-
le, frazionata, disgiunta, senso-
riale del narratore, in cui spazio
e tempo biografico non coinci-
dono con quello narrativo - il
tempo dell'interiorita — che se-
gue invece il flusso vorticoso dei
“nodi e i viluppi” della memoria,
governati, come la vita umana,
dal solo principio della casualita,
o fatalita, che dir si voglia.
Frammenti di memorie, “scheg-
ge” di ricordi slegati, visioni, ac-
cenni, giustapposizioni, interpo-
lazioni, libere associazioni per-
cettive e mentali si susseguono
febbrilmente secondo un princi-
pio sinfonico dettato dagli “zig-
zag della memoria”, attraverso
un libero flusso di coscienza do-
ve diversi piani spaziali, tempo-
rali e punti di vista si mescolano
e si sovrappongono, in un conti-
nuo e sconcertante collimare,
intrecciarsi, fondersi e slegarsi di
passato e presente, storico e per-
sonale, collettivo e individuale,
quotidiano e letterario, reale e
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immaginario, ricordo e fantasia,
umano e magico, sacro e profa-
no, razionale e irrazionale, mi-
Crocosmo e macrocosmo, vita e
testo.

Dunque, né memorialistica, né
autobiografia, e neanche ‘sem-
plice’ autofiction, quanto una
(ri)narrazione creativa, fiabesca,
mitologizzata e mistificata della
stessa propria esistenza, in cui
dettagli, personaggi, episodi e
fatti della vita, attentamente se-
lezionati dalla “memoria casua-
le” secondo un preciso disegno
interiore, associativo e soggetti-
vissimo, assumono un significa-
to speciale, estetico ed esisten-
ziale e si trasformano in simboli,
metafore del proprio destino.
L’interpretazione e, poi, la rein-
terpretazione dei fatti biografici
diventa pitt importante dei fatti
stessi, e la biografia personale
non solo si trasforma in fiction,
in invenzione, ma assurge a mi-
to, a leggenda.

L'incompiutezza rappresenta il
criterio strutturale di tutta la
narrazione remizoviana del ri-
cordo. Testo e macrotesto riflet-
tono nella struttura compositiva,
secondo una poetica del “fram-
mento” che si evince gia dai tito-
li e sottotitoli dei testi sopra
nominati, la scissione, la lacera-
zione interna dell'lo, in una
condizione emblematica
dell'uvomo moderno, del clima
dell’epoca e, dunque, della lette-
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ratura del XX secolo ma, al tem-
po stesso, conseguenza della
traumatica condizione dell’emi-
grato. Il ricordo si frantuma in
segmenti irregolari di emozioni,
sensazioni, divagazioni, appunti
e osservazioni, dense unita nar-
rative formate da brevi capitoli-
racconti incompiuti, piccoli testi
nei testi che si richiamano e ri-
petono nei diversi libri, in un
inusuale e commisto montaggio
di differenti materiali scritti e
disegnati spesso gia editi in pre-
cedenza e di brani inediti, legati
fra loro da monologhi lirici, co-
me in un mosaico, un puzzle, in
cui il filo conduttore del tessuto-
matassa narrativo & la memoria
polifonica, sincretica e sinesteti-
ca dellipertrofico ma al tempo
stesso impotente o poetico e
autobiografico dell’autore-
narratore, fulcro e centro gravi-
tazionale del testo.

L’intreccio narrativo, la ‘trama’
nel senso tradizionale del termi-
ne sono ridotti all'osso, se non
del tutto inesistenti; la fabula,
tutt’altro che lineare, trabocca,
straripa: il tempo viene moltipli-
cato, le situazioni si ripetono, i
dettagli divengono centrali, epi-
ci, assumono un nuovo, tragico
significato, le leggi che governa-
no il mondo sono apparente-
mente incomprensibili, i nessi
logici si spezzano. La letteratura
si fonde totalmente con la vita,
in tal senso riflettendone anche
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I'a-logicita, il fluire indistinto,
magmatico, imprevedibile, invo-
lontario di significative casualita
e fatali accidenti - il cui legame
superiore € pero inaccessibile al-
la semplice comprensione uma-
na -, e che si esprime quindi nel-
la forma di un groviglio di fatti
quotidiani, ricordi (reali o im-
maginari), emozioni, spunti let-
terari, digressioni liriche, sogni,
che s’intersecano e s'ingarbuglia-
no secondo linee arabescate e
ghirigori della memoria e, cosi
facendo, sottraggono il libro alla
fossilizzazione della scrittura
finzionale.

3. Sempre in bilico tra testo e
vita: Remizov e le maschere
letterarie

La poetica remizoviana, dunque,
é evidentemente legata alle ca-
tegorie dell’estetica simbolista di
mifotvorcestvo [costruzione del
mito] e di Ziznetvorcestvo [co-
struzione della vita], che riman-
dano ancora una volta al fonda-
mentale binomio arte-vita, inte-
so nella duplice accezione di
creazione della vita ma anche di
vita come creazione, in cui i fatti
della vita assumono le caratteri-
stiche del testo letterario. Tutta-
via, in Remizov lo stereotipo del-
lo Ziznetvordestvo di matrice
simbolista viene decostruito,
quasi parodizzato. Infatti, seb-
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bene lo scrittore delinei, nella
propria opera, un minuzioso e
dettagliato ritratto di se stesso,
molto concreto, vivido e appa-
rentemente sincero, si pecche-
rebbe d’ingenuita considerando-
lo attendibile: si tratta, eviden-
temente, di una maschera e, an-
zi, di una serie potenzialmente
infinita di maschere letterarie,
flessibili, mobili, vivaci, mutevo-
li, in costante tensione dialetti-
ca, interdipendenti e intercam-
biabili fra loro, dietro ognuna
delle quali lo scrittore cela ora se
stesso, ora il  narratore-
protagonista, ora tutti i suoi per-
sonaggi, in una continua meta-
morfosi dell’istrionico lo auto-
riale, che é poi una delle caratte-
ristiche principali  dell’auto-
fiction (e della fiaba, e del mito)
se, come scriveva lo stesso Re-
mizov: “B Ka)XKZIOM 4Yejl0BeKe He
OJVH YeJIOBeK, a MHOTO Pa3HBIX
mogeit”® (Remizov 2002: 279).

Nella Legenda, infatti, il raccon-
to della propria vita, lo svela-
mento di sé s'intreccia, si fonde
e si confonde costantemente con
la sua mitologizzazione che, at-
traverso travestimenti dietro
maschere letterarie, strategie e
procedimenti narrativi stranian-
ti, giocosi, parodici e autoironici,
fondati su un continuo svilimen-
to del proprio io umano e lette-

6 . \
**“In ogni persona non c’¢ solo una per-

sona, ma tante, diverse persone”.
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rario, diventa mistificazione, au-
todenigrazione e autoumiliazio-
ne. Del proprio mancato ricono-
scimento come scrittore, dun-
que, Aleksej Remizov fece il
proprio stile personale, nella vita
come nell’arte.

E l'autore stesso, d’altronde, ad
affermare: “6e3 o6MaHa 51 KUTb
He mory””’ (Remizov 2003b: 123).
E lo conferma poi Sklovskij che,
conosciuto lo scrittore nella Ber-
lino degli anni 20, in Zoo o lette-
re non d'amore scrive: “Remizov
vive nella vita con i metodi
dell’arte” (Sklovskij 2002: 46).
Sinjavskij descrive tale strategia
narrativa nei seguenti termini:
“U korga mepen Hamu PemuzoB
BOCCTaeT B CaMOM JKAJIKOM 00-
JIMYUM, 3TO, MBI JOJDKHBI TOM-
HUTHh, He JKU3HEONHCaHHe, a
MHGOTBOPYECTBO, MUCTUPUKA-
UUST U CTHIW3ALMsS, 3Bydallas
IIOYTU MMAPOJAWMMNHO, Ha Temy
COOCTBEHHOU IMYHOCTH U CBOEM
HecyacTHOM cyap6b’>® (Sinjav-
skij 1987: 28). La condizione di
estraneitq, alterita ed esclusione,
rifiuto ed emarginazione, il sen-
tirsi costantemente fuori luogo,

*’“Senza inganno non posso vivere”.

*8“E quando Remizov si erge davanti a
noi sotto le pitt pietose sembianze, que-
sta, dobbiamo ricordarlo, non ¢ la de-
scrizione della sua vita, ma ¢ la creazio-
ne di un mito, mistificazione e stilizza-
zione, che suona quasi una parodia, sul
tema della sua stessa personalita e del
suo infelice destino”.
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la sensazione di non essere
compreso e apprezzato né
dall’establishment, né dai lettori,
vennero dunque esasperati ed
ipertrofizzati da Remizov, so-
prattutto in seguito alla tragica
condizione di sradicamento e
separazione storico-culturale e
linguistica dell’emigrazione, vis-
suta in modo profondamente
drammatico - se, come scrive
Erenburg, egli & stato “Hampy-
CeMIINN N30 BCeX PyCCKUX MUCA-
teneir””® (Erenburg 2017: 321) -
ed, infine, da lui stesso utilizzati
creativamente, nel tentativo di
trovare un suo posto nella lette-
ratura, indossando la maschera
dello scrittore perseguitato, in-
compreso ed eccentrico. Al tem-
po stesso, pero, la finzione lette-
raria viene riproiettata sulla real-
ta, il mito diviene fatto reale e la
maschera s'impone sull'uomo,
diviene modello a cui adeguarsi,
in un tentativo continuo, quasi
maniacale, di realizzare il pro-
prio stile e intreccio anche nella
vita reale. Come nota Sedych
nelle sue memorie, infatti: “Ecm
MPEATIONOXUTh, YTO OJHAKIBI
OH TIpUAyMas Ajsi ceOst MacKy u
Wrpaa pojb, TO C TOJAMH MackKa
9Ta CTajla HACTOSILIUM €ro Jiu-
oM™ (Sedych 1979: u6).

*2“Il pitt russo di tutti gli scrittori russi”.
#“Se si suppone che egli abbia inventa-
to una maschera per sé stesso e abbia
interpretato un ruolo, nel corso degli
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L'influenza reciproca di fiction e
vita, la loro fusione & cosi di-
rompente che sono, in ultima
istanza, proprio le maschere let-
terarie a condizionare di riflesso
la biografia, i comportamenti sti-
lizzati e il destino dello stesso
scrittore, che viveva la vita come
fosse un raffinatissimo gioco let-
terario. Leitmotiv trasversale a
tutta la narrazione pseudo-
autobiografica e, in realta,
all'intero percorso umano e arti-
stico di Remizov & proprio quel-
lo della “reiettitudine”
(“otverzennost”), che & pero, al
contempo, “elezione”
(“otmedennost -izbrannost”).

La poetica remizoviana si pone
evidentemente in contiguita sul-
la linea dello sklovskiano Zoo e
del leitomotiv che accompagna
tutto il primo formalismo, carat-
terizzato da un eterno e ambi-
guo gioco di mascheramenti e
disvelamenti in cui si cerca di
confondere il piano della “per-
sonalita letteraria” (“literaturna-
ja licnost”) con quello della
“personalita biografica” (“biogra-
ficeskaja licnost”), per utilizzare
due termini tynianoviani. Dietro
la negazione o il camuffamento
dell’elemento autobiografico
nell'opera letteraria, attuato at-
traverso la beffa, la continua
performance teatrale di diversi

anni tale maschera ¢ diventata il suo
vero volto”.

Autobiografésl - Number 13/2024



ruoli sul palcoscenico del testo e
della vita, il travestimento dietro
svariate maschere e personalita
letterarie, dall’effetto disorien-
tante e straniante che trasgredi-
sce ogni patto narrativo presta-
bilito, si cela sempre e soltanto
la storia e lindividualita
dell'autore. Anzi, proprio la con-
tinua, palese, quasi morbosa dis-
simulazione dell’elemento auto-
biografico altro non e che
un’estenuante, insistente, dispe-
rata affermazione del proprio io
poetico e umano, come ammette
lo scrittore stesso: “Beapb A mu-
caresist 3TO OYEBHUAHO, YTO KPO-
Me Kak o cebe, 0 CBOeM MHpe
YyBCTB, MBICJIEU U CJI0OB HHUKTO
HUKOT/IA ellle He MOT HAIKCaTh
HU OJHOU IYTHOM CTPOYKH, T. €.
4TOOBI OBIJIO XUBO U KPOBHO, a
He TYyCTO, B OJHUX OJIeJHBIX
cnoBax” (Remizov 2002: 438).

La necessita di espressione indi-
viduale e la volonta di rivendica-
re il proprio “diritto alla [au-
to]biografia” (Lotman 198s5: 181-
199), negatogli dalle condizioni
personali e storico-culturali e,
dunque, realizzato solo attraver-
so la costruzione del proprio ‘te-
sto-vita’, di una propria biografia

*“Dopotutto, per uno scrittore ¢ ovvio

che, tranne che su sé stesso, sul proprio
mondo di sentimenti, pensieri e parole,
nessuno € mai stato in grado di scrivere
una sola riga sensata, cioé che fosse vivo
e sanguigno, e non vuoto, in pallide pa-
role”.
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mitologizzata e leggendaria e la
reinvenzione e stilizzazione di sé
come personaggio letterario,
buffo e, al contempo, profonda-
mente tragico, in un universo in
cui realta, finzione, gioco e mi-
stificazione coesistono, costitui-
scono il nucleo originario del
pan-autobiografismo finzionale
e metaletterario remizoviano. In
ultima analisi, sotto diverse ma-
schere, dietro forme e contorni
‘altri’, nelle sue infinite, plurime
manifestazioni concrete, si cela
sempre e soltanto la piu profon-
da essenza e soggettivita auto-
riale. L'epicentro di tutta la nar-
razione e costituito da un unico,
fondamentale tema: la ricerca
del proprio ruolo, la definizione
della propria figura nella Storia
della letteratura russa.

4. Conclusioni

Nonostante la loro eterogeneita
compositiva e temporale, i libri
del ‘ricordo’ che costituiscono la
Legenda o samom sebe, sebbene
siano narrazioni disomogenee,
discontinue, spezzate, composte
da Remizov in maniera irregola-
re, disordinata e frenetica duran-
te l'intero arco della sua vita, so-
no sorretti da un grandioso pro-
getto pseudo-autobiografico
unitario e rappresentano un ma-
crotesto poetico organico, co-
struito attorno a una serie di
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temi, motivi, parole chiave e
immagini biografici, esistenziali,
letterari e filosofici, riecheggian-
ti nei diversi testi. Tutti i libri
sono accomunati, inoltre, dalla
continua ricerca e sperimenta-
zione stilistico-formale e risen-
tono della percezione remizo-
viana del mondo, leggendaria e
fiabesca, mistica e mistificatoria,
giocosa e infantile. La realta vie-
ne infatti osservata dal Remizov
‘autore’ e dal Remizov ‘perso-
naggio’ attraverso il prisma stra-
niante degli “occhi rasati”
nell'infanzia da una grave mio-
pia, di cui ci si accorse solo
quando egli aveva gia 12 anni,
ma che, invece di essere lacera-
zione, fu dono creativo e poetico
fecondo. Proprio la metafora de-
gli “occhi rasati”, ai quali sono
accessibili il meraviglioso e il
fiabesco, che permettono di ve-
dere e, quindi, di narrare la vita
e il mondo da una prospettiva
liminare e soggettiva, straniata e
straniante, differente rispetto a
come lo vedono tutti gli altri,
quelli con gli occhi ‘normali’, co-
stituisce la chiave di lettura
dellintera  produzione dello
scrittore. In essa, la vicenda per-
sonale e letteraria viene filtrata
secondo categorie visionarie,
magiche e fantastiche proprie
dellinfanzia e della fiaba, in un
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continuo sovrapporsi di fantasia,
sogno e realta, che dona
all'autobiografismo remizoviano
un sapore magico e irrazionale
particolarissimo.
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Giulia De Florio
HcrnHa — 310 ncrouynuk. UBan Beiprinaes o cebe,

CBO€M NCKYCCTBE 1 MMMaHEHTHOM JTI00BU.

The Truth is a Source. Ivan Vyrypaev about Himself, His Art and Immanent Love
An interview with the actor and playwright Ivan Vyrypaev by Giulia De Florio.

MHTepBbIO 10 1eKabpsi 2024 T.

“OcHOBHOe HamnpaB/ieHHe JesiTeTbHOCTH JyXOBHOE Pa3BUTHE 4YesloBeKa
IpU MTOMOIIN HMCKyccTBa . Takoe 3asiBieHHe pa3MeleHO Ha OpHIMaIb-
HOM caiiTe mpamarypra KiBaHa Beipeimaesa (https://vyrypaev.com/), B
KOHIIe paszena ‘00 aBTope”. DTO U MaHUECT, U UCKPEHHUI MOPTPeT
Jpamatypra VBaHa BeiprinaeBa, HeoTbeMieMasi YaCTh €ero TBOPYECKOM
Y HETBOPYECKOU 6uorpadum.

BeIpbiliaeB — OJUWH U3 CaMUX 3HAMEHUTHIX IPAaMaTyproB B MHUpE, €ro
nbechl CTaBSAT BO BceX OOJIBIIMX U HeOOIbIIMX TeaTpax B EBpome u B
CIIA. On mosyun 3BaHHe MOYETHOTO JOKTOpPA Kadeaphl TeaTpoBee-
HUS Ha (aKy/IbTeTe U3SIIHBIX UCKYCCTB YHHBepcuTtera [lesomoHHeca
(I'peuwst). Ckopee Bcero, ¢ 6uorpadueii Jpamarypra mpoile Mo3HAKO-
MUTBCSI Yepe3 ero TeKCThl. A OH Obl, HABepHOe, YTOYHWJI, YTO JIyYlle He
3HAKOMMTBCSI BOOOIIE.

YuraTenb_HHULA U 3pUTE/Ib_HHULA BhIppinaeBa MpUBBIK(/1a) K MapaZoKCy
U runep6osie. ITU pUTOpUYecKre GUTYPbI TECHO BIUIETEHBI B TEKCTHI
BeIpbiniaeBa, OH CO3HATeNBHO HMX YMOTPEO/sIeT KaK CTUIMCTHYEeCKUe
npreMsl, 4YTOObI 10OUThC 3¢ddekra. Tounee, koHTakTa. KoHTaKT —
IepBOe M3 HEKOTOPBIX K/IIOYEBBIX CJIOB, MO KOTOPBIM MOXHO MPOCIIe-
IOUTh TBOPYECTBO BeIpbimaeBa M ero 3Bojionuwo. Jpamatypr B CBOUX
TEeKCTax M 4epe3 HHUX Mpejayjaraer coOeceHUKY_Iie MOMCKATh HOBBIU
crioco6 OO1IeHMsI, B 9TOM U 3aK/II0YAeTCsT “HOBU3HA COBPEMEHHOTO Te-
atpa: “beccroxeTHast Apamartyprusi BeipbinaeBa copueHTHUpOBaHA He Ha
CLIEHY M TeX, KTO Ha Hell CTOMT, a Ha TeX, KTO CUJUT B 3ase. B pe3ybra-
Te TeposIMU JpaMaTypra OKa3blBaeMCsl Mbl CaMH, PELIUITUEHT TPaHC-
dopmupyercst B kommyHurkatopa” (Mewmanckuii et al. 2020: 31). Co-
3gaHHbIN 3¢ deKT yacTo BocrpuHUMAaCs (M BOCIIPUHUMAETCsI) KPUTH-
KOU ¥ My6/IMKOM KaK dK30TepHUYeCcKHUil, MarudecKui, a /sl JpaMaTypra
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BTO BCEro JIUIlb TOHWUMAaHWE CyTH OOuleii HMMaHEeHTHO-
TPaHCLLeHJeHTHOU 1eiICTBUTEeTbHOCTH, KaK caM BbIpbINiaeB yTBep)XJaeT
B UHTEPBbBIO 2020 T.:

To, 4TO 51 ceitdac roBOpPIO, paHblIe MOTJIO HAXOAUTHCS B 00/1aCTH
MUCTUKU WIH 330Te€PUKH. HO cerogHs sTo Moyt Hay4YHBIN MO/~
xoZi. MbI ¢ BAMM — CO3HaHHe, KOTOpOe MposiByisieT cebst B popme
JII0/IeH, KOTOpbIe Cevac pasroBapyBaAOT. [ JIaBHBIM 3JIEMEHTOM
STOTO TIPOSIB/IEHUsI SIB/IIETCS KOMMYHHKauus. Yem snydiie oHa
BBICTPOEHA, TEM JIErYe MPOTEKAET SHEPIrsi, © HAM BCEM OT ITOTO
xopoio (bebyToB 2020).

WMHpiMU c10BaMH, BbIpbimaeB mocpeacTBOM MCKYCCTBA BbIpaXKaeT
MBICJIb O TOM, YTO T€, KTO COTJIAIIAETCS CYIeCTBOBATh B OTHOIIEHUSX C
OPYTUMH, MOTYT [eACTBUTEIBHO OLIYTUTh CBOIO TPUPOLY “MBbI-
cosHanus’ (Tioma 2009), KOTOpoe MO CBOel MPHUPOie CTPEMUTCS K B3a-
MMOZIEMCTBHUIO, BCTpede, KOMMYHHUKAaTUBHOMY COOBITHIO, “KaK [JUAOT
B3aMMO/IOTIOTHSIIOIIMX PAaBHOIMIPABHBIX CO3HAHUM, KOTOPbIE TTOTHOCTHIO
PacKpBIBAIOTCS B MpoOLiecce AMAIOra, He Tepsisi CBOe CaMOLLeHHOCTH
(KypasT 2018: 94).

Bropoe xito4yeBoe cs10Bo — cTpyKTypa. [Ibechl BoiprimaeBa He cTposiTces
IO CTPOTO¥ CIOXKETHOM JIMHUH, CKOPee 10 MPUHLIUITY BPalLieHHs] BOKPYT
ofHO# TeMbl. OHU 3aTParuBalOT dK3UCTEHIMAbHbIE TEMbI, BEYHbIE BO-
IIPOCHI YeI0BeYeCTBa, KOTOPbIe NMPU 3TOM PABHBI CAMBIM MPOCTBIM —
IaKe TPUBHAJIBHBIM — aCIIeKTaM JI000ro oObiBaTesist. TakoBbI mepco-
HOKU ero mbec, moau 6e3 6uorpaduu, KOTOpbie MMOHUMAKOT, YTO JTIO-
Oble MBIC/TH, TTOCTYTIKH, SIBJIEHHUSI MOTYT BOCIIPUHUMATbHCS AUAIeKTHYe-
CKH, HO KOTOpbI€ B UTOTe CTPEMSTCS K TaPMOHHMH, PA3yMHOCTH MHUPA.
[Tbeca, MO yTBEPKIEHUIO APAMATYPra, ‘3TO MPEXAe BCEro CTPYKTYPa,
dopma u crocob cyuectBoBanus’ (Boipbinaes 2019: 8). CTpyKTypa Ibe-
Cbl U eCTh “‘ee MOIJIMHHAsSI CyTh (Tam Xe: 9), TOT 3aPpUKCHUPOBAHHBIN
TEKCT, B HCIIOJTHEHUH KOTOPOTO 3aJIOXKEeH CI0COO0 KOMMYHHKaLuu. A
4yeM BbIpa3uTe/ibHee C/I0BO, TeM 3¢dQdeKTHBHee OKa3bIBAeTCsl ero BO3-
neiictBre Ha 3puTessi_Huiny. C ero moOMOLIbIO APAMATypr CO3JAeT, IO
3ameuanuio [1. PysHeBa, “llaMaHuCcTHYECKYIO MTO33HI0, OEIlIeHbIN PUTM,
TQ/UTIOLIMHOTEHHYI0 DHEPreTUKY U OCTpeiilliee BOCIPHUSATHE CETOAHSII-
Hero gusi” (PyaneB 2018: 378). TpeTbe Kit04YeBOe MOHATHE B APAaMaTyp-
ruu BeipbinaeBa — cioBo. [Ipon3HeceHHOE, UCTIOTHEHHOE, TPOXKUTOE
aKTepOM/aKTPUCOW C/IOBO /Jisi BeIpbinaeBa — He YTO MHOE, KaK MPOsIB-
JeHHas TUIIWHA. HaBcerga 3amoyaTh — CHUrHasI TOTO, YTO UCTHHA OY-
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net mocturHyta. Kak HU mapajoKcasbHO 3TO 3BYYUT, [JISI 3TOH LeIv
VICKYCCTBO U CYLIECTBYeT: OHO BOIUIOIIAET B cebe TO eAMHOoe Lieyioe, KO-
TOpOe MbI B OOJIBILION CTermeHW BOCIPUHHUMAaeM KaK (pparMeHTapHOe,
BpEMEeHHO€e, OTPAaHUYEHHOE.

BeipriniaeB oOpaiaeT BHUMaHHE CBOeM ayJMUTOPUH HAa aKyCTUYECKUMA
riacT coBa. Kpome Toro, oH crmoco0eH JOBECTH CTPYKTYPHBII JHUCCO-
HaHC HOBoOro cka3a (Weygandt 2018: 6) 10 MaKCMMaIbHOTO YPOBHH,

61arogapsi yeMy OH TMOJYEPKUBAeT Ha/M4YHe ABOMHOIO rojoca
(double voicedness) — rosioca aBTOpa M rojoca MepcoHaXka —
3HAYMTE/IbHO YCH/IMBAETCS LIUTALMOHHBIN MOTEHI[UA/ MPOU3He-
CEHHOTO CJIOBA M YCJIOXKHSIETCSI MHOTOC/JIOMHOCTh CMbIC/IA B [IH-
HaMHKe OTHOIIEeHHWH mepcoHak-akTep-aBTop (Bonci del Bene, De
Florio 2021: 181).

JTO NPHUBOJUT K IMOJTHOMY BOBJIEUEHUIO 3PUTE/ISI, KOTOPBIM y4acTBYyeT B
IO CKe MOJJIMHHOTO roJoca:

When the actor who is speaking or rapping does not identify with
the role, the burden of authenticity shifts to the audience. The
structural dissonance stimulates the audience’s creative potential.
It is precisely in the gap between actor and role that authenticity
is up for grabs, and the spectator is integrated into the concep-
tion (Weygandt 2018: 11).

O6 a3ToM U 0 Apyrux TyT Oerso 06003HaYeHHbIX acmeKTax Beipbinaes
paccKa3biBaeT B HIDKENPHUBEIEHHOM WHTEPBBIO. B cBoeM Hemogpaxae-
MOM CTHJIE ZPaMaTypr PAcCYy)XAAeT CBOe BUAeHHe 0 cebe U cBoei pabo-
Te, O POJIM UCKYCCTBA U aBTOPE B COBPEMEHHOM MUPE, YTBEPXKAAS, YTO
OYXOBHOE Pa3BUTHE YeI0BeKa — 3TO MPOLEeCC MOCTYIKEeHUs] UCTUHBI, a
HWCTOYHUK BCETO OBITHSI — 3TO CaMa >XHU3Hb, TO e€CTh Jt000Bb. [Ibechl
BeipbiniaeBa OyATO HAC CHPAIIMBAIOT: @ YTO €XelTu He J000Bb Ham
OCTAeTCs WUCMBITATh B 3TOM HAalleM — MO CJI0BaM IJIATOHOBCKOTO Ma-
mMHUCTa MasnbiieBa — “mpexkpacHoM u sspoctHoMm mupe” (ITnaToHoB

2024: 49)?

* k%
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Moxynusa [le ®nopuo B mpousiom BeINMyCcKe Hallero >XypHaja BbI-
nu1o uHTepBbIo Ciasel Cepreesa, B KOTOPOM NHcaTeab CKa3all, YTO
“IuTeparypa He UCIIOBeb, XOTS MOYTH BCerja rycTo 3amMelllaHa Ha
ouorpaduu muurymero”. Tol ¢ 3TUM cornaceH?

HBaH BeipbinaeB /ly1s1 MeHs1 CMBICJI MCKYCCTBA 3aKJII0YaeTCsl B CO3Ja-
HUW HEKOU “Bellin’, B CO3IAHWUM IIPOM3BeIeHUsI MUCKYCCTBa. McKyccTBO
— o710 Benlb (He ob6s13aTeTbHO PU3HUYECKAsT, ITO MOXKET OBITh PHUIOCO-
¢ust, 093U UK [JaXKe MAPKETHHT), KOTOPasi UMeeT YeTKHe TPAaHUILIbI
(He o6s3aTeIbHO $U3HUUYECKHE, HO OYeHb 3aMeTHbIe), BbIIe/ISTIONHe DTy
Belllb B TPOCTPAHCTBE /ISl TOTO, YTOOBI HA HEe MOXKHO OBIJIO CMOTPETh
Y... BOCXMIIATHCS €. Bpiciias 1eb Mpou3BeNeHHsT UCKYCCTBA — 3TO
BbI3BaTh BOCXHIIeHHe 3TUM npou3sBeneHrneM. Ha Bxone B myseit BukTo-
pun/Anbbepra B JIOHJOHE CTOSIT OTPOMHbBIE KUTAMCKHE Basbl (He MOM-
HIO KaKOT'0 TOYHO BeKa, HO KKETCS 13-TO) U Y BCeX, KTO Ha HUX CMOT-
pPUT (MM CKAXXY MO-APYrOMy — KTO MX 3aMeYaeT) 3TO BbI3bIBAET peaK-
uuio “Bay!”. MckyccrBo aTo Bay! Pekomenayio npodects pabory Kena
Yunbepa “Ouu nmo3HaHust', OH TaM JOCTATOYHO TOYHO OMHCHIBAET YTO
TaKoe MCKyCcCcTBO. [ToaToMy mcrmoBenb M 3TO aBTOpa, 6uorpadus iy,
VI OTCTPAHEeHHasi paHTa3Msl, 3TO He TaK BAYKHO [JJIs1 IIPeAMeTa UCKYC-
cTBa. [l mpeiMeTa WMCKYCCTBAa BaYKHO, KaK OHO BBIMOJTHEHO. BaykHO
mactepctBo! [Ipou3BezieHre CKyCCTBA — 3TO BHavaJjie U MPEeXe BCero
Mpo TO “Kak’, a y)xe moToM “mipo uto’. Ho, pa3ymeercsi, s ceityac ympo-
A0 U pa3feisiio Bocnpusitie Habmwoaarens. KoHevHo, B r1a3ax Toro,
KTO HA0JII0IaeT UCKYCCTBO “KaK CAeaHO U “TIPO YTO CIHUBAETCS B OfI-
HO 1iej10e. DTO U eCTh 0JHO 1enoe. Ho MacTep co3maBast HCKYCCTBO Bee-
r7Ia 3aHSAT TeM, KaK C/Ie/laTh Belllb, KOTOpasi OyJeT BOCXUIATh CBOUM
VCIio/THeHueM. Basbl, cTaTyu, KapTHHBI, TUTEpPATypa, MpeaMeThl ObITa
(4acel, Ba3bl, Mebesb, MAIIMHBI, OJEX/JA U T.JA.) CO3ZAHHBIE MACTEPAMHU
— TIpeXkJe BCero MopakaloT CBOMM HcmonHeHneM. CeroiHsi B Mepuof,
TIOCTMO/IEpHA 3TO OYeHb BA)XHO MOHUMATH (MIOCKOIbKY Ka4ueCTBO YCTY-
TaeT KOHIEMNIUIM U HAesM, KOTOpble He Chelllb U Ha/leHelllb Ha cebs).
Ho mano xto aTo monnmaer. OTcCioza U Bce 3TO TMCEBAOUCKYCCTBO, IJe
MOJTUTUYECKOe WJIM COIMA/IbHOe BhICKa3bIBaHUE BAa)KHEe HCIIOTHEHWUSI.
OTO M eCTh KPU3UC UCKYCCTBA. M 3TO KOHel] 31T0XH YUCTOTO MCKYCCTBA.
[ToaToMy OTBedast Ha BOIPOC PO cebst, — TO, KOTZAa 51 CO3[AI0 Mbecy Ha
aKTYaJ/IbHYIO TE€MY, TO Ha TIEPBOM MeCTe JIJisi MeHsI BCerja KauecTBO JTv-
TepaTypsl. S| He TOprywo cBoeil 6uorpadueis, s1 MPOJAK0 KauyeCTBEHHO
C/le/TAaHHYIO Bellb.
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. 1.®. A 3TO 0co3HaHHBIN npouecc? B cmbicie, ThI NUIllelIb, U
IMOTOM BHAWIIG Ce0sI WM y3Haellb ce0s B MEePCOHAXKAX, B CATYya-
WX, WM MPOCTO ThI CO3HATEIBHO BCe 3TO 3aMeYaelrb?

H.B. O1o xopoumii Bompoc. B muBaviame, 0COGEHHO B KalIMHPCKOM
IIMBan3Me, eCTh TaKoe MoHsATHe, 4yTo Oor [lluBa — 3TO MMMaHeHTHas
000Bb U TPAHCILIEHJE€HTHAsI PeajibHOCTh. TaK BOT U aBTOP BCerja o/fi-
HOBPeME@HHO MMMaHeHTeH U TPaHCIeHJIeHTeH K CBOeMy Ipou3Beje-
HUIO.

OTO O3HA4YaeT, YTO, KOHEYHO, MOsI TTbeca COZEPIKUT MeHsl, MOU 00JIH,
MOM KaKHe-TO Mpo0JieMbl, 6e3yC/IOBHO, HO MOYXHO /I CKa3aTh, YTO 5T —
aTo nbeca? CeiAyac Thl pa3roBapMBaellb He C MbeCOM.

Ecnu s upy ¢ Jpyrom B pecTopaH, OH UjeT He ¢ nbecod MBaHa Beips-
MaeBa, OH UJEeT C aBTOPOM, I TPAHCLIEH/IeHTeH CO3/JaHHOW MHOI0 Beld
(mbece). B 3TOT MOMEHT Te-TO B KaKMX-TO CTPAHaX MPSMO ceifyac ur-
PAIOT MOU ITbeCHhI U 51 TaM He TIPUCYTCTBYI0. Ho 3TO Mou mbech.
TpaHCLeHIeHTHOCTh 1 UMMAHEHTHOCTh CyIIEeCTBYIOT B rapMoHuu. Ho
3TO 3aBHUCHUT OT TOro, KTO, Kakoil aBTop. KTO-TO MakcuManapHO MMMa-
HEHTEH, TO eCTh OH TaM BbIBaJIMBaeT Bcero cebsi, pacCKa3bIBaeT Mpo Ka-
KHe-TO CBOM KOMIUIEKCHI ¥ IMYHbIe pobieMbl. Hanpumep, B KUHO 3TO
Jlapc ¢pon Tpuep, KOTOPBII BCce TBOPYECTBO CTPOUT Ha PACCKA3bIBAHUU
0 cBOUX 0OJIell U Tak Jajee. A, HapuMep, B TOJUTUBYACKOMN MTPOAYKIIHH,
cKaxeM, mponykunu, ¢prabmMoB o 'appu [loTtrepe, pexxuccep Gosblie
TpaHcLeHJeHTeH. TaM TMpoJyKT/Bellb Ha nepBoM IutaHe. Cormacucs,
MaJio KTo 3HaeT ¢pamuinio pexxrccepoB ['appu [MotTepa. KTo cusin I'ap-
pu IlotTepa 2/3/4/? OObaHbBII 3pUTENb 3TOrO He 3HaeT. Kak HU cTpaH-
HO, HO IMEHHO B KOMMepUYeCKOM HCKYCCTBe Bellb HaXOJUTCS Ha Iep-
BOM MecTe. BOT moyeMy s CYUTAI0, YTO CETOAHS CamMoOe BaKHOe B MCKYC-
CTBe HAaXOJMUTCSI HA TePPUTOPHH KOMMEPYECKOTr0 MeMHCTPUMA, a He B
TAaK Ha3bIBAaeMOM “aBTOPCKOM UCKyccTBe . M 4uTo 3TO BOOOIIE 3a MOHS-
THe (HO ero MOCTOSIHHO KCITO/Ib3YIOT) — aBTOPCKOE HCKYCCTBO. Y JIiO-
60ro MCKycCTBa e€CTh aBTOP, AaXe ecau ums aBTopa [lapamayHr [Tuxk-
yepc (Paramount Pictures). Ho To, 4TO cerosHs mogaercst Kak “aBTop-
CKOe MCKYCCTBO Ha CaMOM [iejie SIB/ISIeTCS BUOM “HapLuccu3Ma’, To-
TOMY 4YTO CEPbhe3HbBIN GOJIBIION aBTOP (TO €CTh MacTep) BCerga Xodver,
4YTOOBI 3pUTE/Nb BUZE/ HE ero JUYHO, a CO3JAHHOE UM IPOM3BeJleHHe.
Pasymeercsi, s1 ceifyac Jar0 3TU MOHSITHS, KOHEYHO, He COBCEM KOp-
PEKTHO, 3TO cKkopee MeTadopsl. Ho Hazeroch, 3TO MOHSTHO.
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. J.®0. To ecTh TPAaHCILeHAEHTHOCTh U MMMAaHEHTHOCTH, BO-
NnepBbIX, NMapajUle/ibHble IPOLecchl, ¥ BO-BTOPBIX NPOMOPLHO-
HaJIbHbIE TMPOLEeCCHI.

H.B.
Bemp — 3TO Bcerga mpouecc. A U UCKyCHO U MaCTePCKHU BBINTOTHEHHAst
Belllb — 3TO Bellb MOKa3biBatoulasi mpouecc. Kakoi mponecc? A BoT

3Haelllb, s HA CAMOM [ieJie, [yMalo, YTO Mpoliecc Bcerja oguH. DTO MPo-
tecc >xusHu. Punbm Bour KapBasi 1 MacTepcku BbiliedeHHbIe X/1€0 WIH
MAaCTepCKH CHIMTBIM KOCTIOM BcCerjia mpo OJHO U TO >Ke, PO Mpolecc
YKU3HU.

x. 1.®. Ho ecTp HeKOTOpBIe TBOM NbeChbl, B KOTOPbIX, MHE Ka-
)KeTCs1, TeMa ¥ BOIIPOC 00 aBTOPCTBE U 00 aBTOPE BHIABUTAETCA HA
nepBsblil IaH. [lepBhIili MOKa3aTeIbHBIIA NIpUMep — mbeca “‘Boi-
Henue’. B nbece “Bonrnenune” ecrs moasaronoBok “IIbeca 06 aBTO-
pe”. IIpu 3Tom, MeHsI mopa3uiau 3nurpadsel K Tekcry. Jnurpadsl B
TBOUX IbECaX JAIOT OY€Hb BAXKHBIN KJII0Y K IOHMMAaHHUIO TOTO, 9TO
ThI muIenb. A B “Boraenun” ectb ABe nuTaThl oT punocoda /IpBa
JloceBa mpo Mu¢ M oAHA IHUTATA NMPO A0O00BH TBopua. Korga s
MPOYHUTAJIA TBOIO MbeCY, s JOLIA A0 MOCTeJHEeil CTPAHUIIBI M CKa-
3aj1a cebe: 3TO He mMbeca 00 aBTOpe, 3TO MeCHsA 00 UCTHHE. A MO-
YKeT, 3TO OJJTHO U TO Ke?

H.B. OTo UMeHHO OAHO U TO Xe. TeaTp AJisi MeHsI — 3TO TaKasi UHCTU-
TYLMsI, KOTOPasi CO3[jaeT MCKYCCTBEHHbIE MOZETN ObITHSI, YTOOBI MOKA-
3bIBATh MX JIIOJSIM, YTOOBI T€ CMOTPE/M HA 3TH MOZe/ N ObITHs, y3HaBa-
v TaM (1Mo APUCTOTENTI0) Y)Ke CBOIO YKU3Hb U cebs1, ¥ BOT TOTJa MPOMC-
XOJMT KOHTAKT HaOmomaresns (3puTesisi) M MpOU3BeieHus (CIeKTaKIIb)
Y BOT 3TOT KOHTAKT U €CTh 1Ie/ib U CyTh TeaTpa. CyTh TeaTpa (Kak U Bce-
IO MCKYCCTBAa) — 3TO KOHTAKT MpoW3BeaeHus (Beliy) v HabomaTe st
(moTpebuTeIs BELM) U 3TOT KOHTAKT MPOUCXOAMT IO CJIEAYIOIIeH cxe-
Me: BOCXMIIeHHe TeM “KaK C/le/laHO’, y3HaBaHHe B Belu cebs (310 mpo
MO0 YXM3Hb), YyBCTBEHHOTO MEpPeXUBaHUs U ToToM pedrekcuu. U xo-
TSI 51 CeYac pasfe/u/l 3TO Ha CerMeHThI (BOCXHIlleHHE, Y3HABaHHUe, Tie-
pexxviBaHue U pedIeKCHI0) Ha CAaMOM Jie/ie 3TO BCE MPOUCXOAUT OFHO-
BPEMEHHO, U 3pUTe/b 3TOT0 He pa3fessier. EMy mpocTo 3To HpaBUTCHI.
Ho mactep, co3paromuii npousBeZieHre Bce CBOe BHUMaHHE COCpeJo-
TAYMBaeT Ha TOM “Kak . [IoToMy 4TO “Ipo 4TO Bellb 3TO y)Ke 3a/I0XKEHO
B CAMOM JIMYHOCTH MacTepa. JTO €ro XU3Hb, ero 60Jb, ero 6uorpadwus,
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ecnmu yrogHo. Ho mpocToit apTuCT co3/aeT Mpou3BeeHHsI HA YPOBHE
“mpo 4T0”, a AJIsT MacTepa camoe TJIaBHOe “HUCIOoTHeHWe/co3aHune” Be-
wy. s CrpaguBapy BaXHO KayecTBO CKPUIKH, 1s Padasns kave-
ctBO XxuBomnwucH, ajs1 CtuBeHa /hxo6Gca yHUKanbHOCTH aiidoHa. [ToBTo-
pIo, /I T€X, KTO MOYXET Celvac MeHsI HelpaBU/IbHO MOHATH. “TIpo uTo”
5TO O4YeHb BaXKHO! B aiidpone rimaBHoe ero GpyHKIMOHAMBHOCTD (HY pa-
symeertcst). Ho musaiin nns [bko6ca He mMeHee BakeH deM (PyHKIIHO-
HAJIbHOCTHh (HAa CaMOM [iejie 3TO HeJe/lrMble KOMITOHEHTHI). [TloaTomy
MacTep, CO3[aBasi Belllb, MPEX/e BCEro, XO4eT, YTOObI JTIOAN OLE€HWIH
camy Belllb, a Y)Ke IIOTOM 3BOHMJIM U BBICBUIAIM CMC (TTOBTOPSIO “Kak’ U
“IIpo 4T0” — 3TO Heme/NMNMOe 1ejIoe). A 4YTO KacaeTcst Moel mpodeccu,
TO ApaMaTypr 3TO TOT, KTO CO3/JAaeT MaKpPOBCETeHHYI0, OH TBOpeEL, OH
KakK Obl Makpomogenb TBopiga, B cmbicsie TBOpija Bcero TBOPEHUsT BO-
obuie. ABTop — 310 TBOpewn.. Ho TBopen, u TBopeHue Bcerga nmma-
HEHTHO M OJHOBpeMeHHO TpaHcueHJeHTHO Cosparento. M1 B mbece
“BonHeHus” s1 XOTe/ MTOKA3aTh UMEHHO 3TOT MPUHIUI. JTO IMbeca, rae
MoOkeT (KOHEYHO, s He MOTy 3TOTO YTBEPXKZATh HA 100 %, Beab s He
3HAI0 BCEX MbheC B MUPe) BII€PBbIe MOSBIsAETCs caM aBTop. He urpa as-
Topa Kak y [lupaHzensno, He 3aurpbiBaHHe B aBTOpa Kak y bpexrta, a
MMeHHO caM aBTop. He aBTOop Bripsinaes, a aBTop Kak [Ipunuun. Jto,
BO3MOJKHO, COBEPILIEHHO HOBOE siBlieHre B ApamaTtypruu. XKap, 4to ce-
TOJHSI B MEPUO/] TTOCTMOJIEPHU3Ma HET PEeXXHUCCEePOB, KOTOPbie Obl MOT-
JIA TIOHSITh 3TO M MOCTAaBUTH MbeCy MMeHHO Tak. Ho Bo3Bpaiasich K Bo-
npocy. O 4em 3Ta mbeca? O6 aBTope WK 06 UCTUHE? ABTOP 3TO U €CTh
vcTriHA. McTuHa 9TO McTOYHMK. Y Bely Bcerja ectb UCTOYHUK. U 4TO
camoe TrlaBHO€ — HCTOYHUK BeIlW BCerja U MPOSIBIeH B CaMOM Bellu.
A TOoYHee, UCTOYHUK BellM Bcerja MMMAaHEHTEH W TPAHCIEeHJeHTeH
Bewn. 'amner — sro lllekcniup. Ho Illexkcnup He I'amner. M1 mosTomy
mactep llexkcrimp npousnec: “YKu3Hp TeaTp, a /M0gU B HEM aKTepHI .
OTO Beb HE O TOM, YTO JIIOJU WTPAIOT U KPUBJSIOTCS B XU3HHU. A O
TOM, 4YTO y TIOBeJeHUs Jiofiell ecTb VICTOYHHUK U 3TOT MCTOYHUK (00
aToMm yxe lllekcnivip He roBopwi) cama >Xu3Hb. JKU3HB sIBJIsIETCS HC-
TOYHHUKOM U JpaMaTyprom IoBejeHus miofaeii. VI camoe yguBuTe1BHOE
yTo MacTep lllekcnup mpuiIén K 3TOMy MIOHUMAHHIO He MyTeM MeJuTa-
UMYX M JyXOBHOM NMPAKTHUKH, a MyTEeM CO3JaHMS Bellu MOJ Ha3BaHUEM
“mpeca”. Bce Bemn B oTOi BreneHHO! MMeIOT OfHU UM Te )Xe YHHUBep-
casibHbIe 3aKOHBbI MX CcO3JaHus. Basza, TOpT, CTMXH, MalIMHA, KOMIIbIO-
Tep, punocodckas Teopus, nmuap crparerus, Al, pakera, ¢puipM, crek-
TAK/Ib VTN PeLieH3MsI KPUTHUKA CO3JAI0TCS 10 OJJHUM U TeM JKe YHUBep-
Ca/IbHBIM MpUHLIMIAM. W co3iaTeny aTUX Beleil [e/siTcsl BCero Ha JiBe
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KaTeropuu: Ha MacTepa U He MacTepa. He macTtep co3naer Beuu UHTY-
WTUBHO, a MacTep 0co3HaHO. He MacTep mMpoCTO BHICKA3BIBAETCSA U XO-
yeT, YTOObI 0OOpAaTH/IM BHUMAHUE HA HETO CAaMOT0, 3 MACTEP XOYeT, YTO-
OB BOCXUTHUIHUCH ero TBopeHueM, ero Bewbio. CTpaguBapu win Muke-
JIAH/DKEJIO TIPeXKie BCero X0Teiu, YTOObl BOCXUTHU/IHUCH UX TBOpEHUSIMU,
a uisi GOJIBIIMHCTBA COBPEMEHHBIX T€ATPATbHBIX PEXHUCCEPOB BAXKHO,
YTOOBI OLEHW/TH UX CaMUX (YBEpEeH, YTO OHU HH 3a YTO HE COTJIACATCS C
MOeU OLLeHKOM, HO CO3JaHHbIe MU BeIIU M TO KaK 3THU XyJOXXHUKHU MO-
BUIMOHUPYIOT cebsi B OOIIecTBe TOBOPUT UMEHHO 006 3TOM). APTHCT
MOXXeT OBITh TeHHeM, HO He MacTepoM. MacTep 3TO TOT, KOMY MOJYH-
HsieTcst popMa, 3TO TOT, KTO SIB/ISIETCST XO3STMHOM (POPMBI, a Yallle BCero
B MCKyCCTBe ¢popMa U COofiep)KaHUe SIB/ISIETCS XO35IMHOM co3zaTesist (HO
pasBe Cosmanue moxxer siBnsieTcsi xo3ssmHoM Cosmarens?). Brpouew,
3TO Bcero suuib teopusi. Ho Kak npoBeputh 3Ty Teopuro? BepHa u
OHa? A BeJb ee M He HYXXHO INpoBepsTh. [l 3puTenss 3To coBceM He
BaOKHO. M BOT ceifvac MbI MOJOIUIA K IJTAaBHOMY MOMEHTY 3TOTO Pa3ro-
BOopa. Macrep 3TO TOT, KTO “3HaKOMHUT 3putesns (HaGmOAaATENsI) C
[Tporieccom. B mpou3sBeneHnu mactepa Bcerjia BUEH ‘TIpoliecc’, TMO-
CKOJIBKY MacTep — 3TO Bcerja, abCco/ioTHO Bcerza 3to “Macrtep mpo-
1ecca”’. B xuTaiickoil Base 13 Beka B Mysee BukTopus/AnbbepT BuaeH
[Tpouecc. Bewip, co3manHasi MacTepoM, Bcerja MOKa3bIBaeT M CaM IMPO-
miecc. [Ipoitecc boitus. YKusup — 310 mpoitecc. Yem 6osibiiie TOHUMA-
HUSI TOTO, YTO XXU3Hb — 3TO MPOLECC, TeM OOJIbllle BKIIOYEHUS B 3TOT
npoiiecc. B aToM TO M 3aKI04aeTcsi CyTh CO3AaHUs “Belneii’ — obOpa-
aTh BHUMaHHe TOIb30BaTe/Is1/Hab mogaTe st/ 3puTesisi Ha mpouecc (To
eCcTh Ha CaMy JKW3Hb). Ho TOBTOpsIf0: ceiyac si CO3HATENbHO Pa3ZeJIsiio
BC€ HA YaCTH, HO B PeasIbHOCTU BCe CYIIECTBYeT B eIUHOMN LIeJ0CTHO-
CTH.

bk, 1.®@. MHe Ka)KeTcs1, YaCTUYHO OO0 3TOM ThI IMHUIIEINIb TOXKE B
“Unmo3usx”’, 9TO 3TO MBI pa3jenseM HanpuMmep Bpemsi, Mbl PpUK-
cUpyeM BpeMs KaK MPOoIUIoe, HACTosAlee U Oyayniee. ITO MbI TaK
YCTPOEHBI, 2 Ha CAaMOM Jiejie MPOoLUIoe, HaCTosAllee U Oyayliee co-
CYLIECTBYIOT OZHOBpeMeHHO. Y MOCKOJIBbKY Y Hac mocjiegoBaTe Ib-
HOCTh HeHn30e)XHAa M HeT NOCmosHCmeéad — KIKYeBoe CJIOBO B
“Unnro3mnax” — y HAC co3gaercsa wurno3us 4ero-to. Ho ecim 6b1
MBI CMOTPE/IM Ha PeaJIbHOCTh KaK OJHO Iiejioe, Y HaC He ObLIO ObI
BOT 3TOrO pa3jeneHHsl “‘M000Bb-HEHABUCTH , “PafOCTh-TPYCTH’,
“usmeHa-gmoBepue’.
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H.B. Mbi pusnyeckue GUrypsl, CyLieCTBYIOIIKE B TPeXMepHOM Mupe (B
CMBICJIE HAIlIX T€Jd), U Mbl BUAUM TOT MUP U Ty PeasIbHOCTb, KOTOPYIO
BuauM. M nenenvie pealbHOCTH Ha GparMeHThl — 3TO BaXKHBIN DBOJIIO-
IIMOHHBIM MEXaHW3M Hallei >Xu3Hu. YToObI 3aKasaTh OOKas MHBAa B
nabGe MbI JJO/DKHBI BBIIE/UTH MMUBO M3 BCEX OCTAJIBHBIX BElIe B 3TOM
6ape. Korma Mbl XOTMM KyZa-TO TOIMACTh HAM HY)XeH TOYHBIM azpec.
Tak yrTo BhIZE/MEHHME Belleil U IMPEeJIMETOB — 3TO HEOOXOJUMOCTb
Halllel YXU3HU. JTO He OIIMOKA MPUPO/IbI, He TIEPBOPOAHBINA TPeX 3TO
TO, KakK “TyT Bce ycTpoeHo”. Ho BOT 4TO 3a6aBHO, YTO cefyac B MEPUO/
MOCTMO/IEPHU3Ma 4Ye/I0BeYeCTBO MPHUIIIO K CTPAHHOM UIEH O TOM, YTO
pa3/inyve U IPAaHULIbI 0OHEKTOB HE OYE€Hb-TO BAaXKHBI, U YTO MOUCK pe-
aJIbHOCTY 3aK/I0YAeTCs] B JIOMAaHWM TPAaHML, U CTUPAHUM PAZTUYHU.
[ToctmozepH, 0COGEHHO SIPKO MTPOSIBUBILUICSA B TaK HAa3bIBAEMOM ‘JTH-
6epanu3me”, cTan TpebOBATh CBOOOABI BEIM OT CBOETO UCTOYHHUKA. JTO
nmopasuTesibHbIN abcypa! Ho 3To MMeHHO To, YTO ceivYac MPOUCXOJUT B
COBPEMEHHOM HCKYCCTBE U B 3amaJHOeBporneiickoil momutrke. CBo6o-
Ja cTazia MoHUMaThes Kak HesaBucumocts “o6bekTa” (JII0OOU 3TO TOXKe
00beKThI) OT Bcero. Ho HHMKaKoi 0GBEKT HEe UMeeT He3aBUCHUMOTO CY-
IIeCTBOBAHUSI — 3TO MPOCTO $aKT. /[1060¥ 00bEKT BCcerja UMeeT MpH-
YHMHY CBOEro BO3HUKHOBEHHMS, a 3HAYUT HUCTOYHUK. [loaTomy wuzes
MIOCTMO/IEPHUCTOB YTO HET eIMHOI YHHUBEPCATTbHON UCTHUHBI M KaXKAAst
VCTUHA 3aBUCUT OT KOHTEKCTQ, 3TO OIIMOOYHAs Hjesi, KOTOpasi BO3-
HUKJIA TOJIBKO M3-3a TOTO, 4TO moj, MICTOYHUKOM TMpexHee “TpafuIv-
OHHOe 0011[ecTBO” TTOHUMAJIO ToXKe 00beKT. Hampumep penurus mnpo-
utoro nmouumanu bora kak o6bekT. Kak Crapia, win Kak oTgenbHOe
Co3HaHMe U MOCKOJIbKY 3TO TOXXe He TaK, TO B pe3y/bTaTe MOMCKa CBO-
60bI U BO3HHUKJIO elle Oosiee abcypaHasi Teopusi 0 ToM, uto EquHoro
IJIs1 BCeX Bellell MCTOYHMKA He CyLIeCTBYeT, MOCKOIbKY 3TOT eJAUHbIN
HWCTOYHUK MbICTHIC Kak OObekT. Pasymeercs, Hu ogqud OOGbeKT He
MOXKeT ObITh McTOYHMKOM Bcex 00beKTOB. IMEHHO MO3TOMY MOCTMO-
IepH U YTBEPXKJIAeT, YTO y 0OBEeKTOB HeT eMHOro McTouHMKa, a y KaXK-
noro cBoi. To ecTh y kaxgoro oovekra cBoii Mcrounuk. M3 yvero cie-
IyeT 4TO y MbeChbl HET OAHOTO aBTOPA, HO U PEXHUCCEP U aAKTEP, U IPO-
ITocep TOXKe MOTYT ObITh (@ ToOYHee “CTaTh’) ABTOPAMU U CO3JATEISAMU
y)Ke CO3JaHHOro oObeKTa. Bol To/MbKO BemymiaiiTech B 3T0. Pexxuiccep
MOJKET CTaTh PAaBHOIIPABHBIM aBTOPOM IbECHI (HE CITEKTAKJIsA, a MbeChI)
Kotopass — BHuMmanue! — yxe Obia coszmana. M Bcsa aTa myraHuia
MPOMCXOAMT JIUIIb OT TOTO, YTO HECYACTHOE YeI0BEeYeCTBO, U3MYYeH-
HOe ¥ M3HACH/IOBAHHOE TOTA/MUTApu3MoM (LapsiMu, 60CCaMH U pesv-
IMO3HBIMU AaBTOPUTETAMU) KHHYJIOCh KMCKaTh CBOOOAY OT OGBEKTOB,
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MPUYUHSIONMX UM HaCH/Ive B CBOOOIE OT €JUHOTO UCTOYHHKA, IIOTOMY
4yTo (M BOT 3TO r71aBHOe!) mepenyTana Mcrounuk ¢ o6bextom. Ho Mc-
TOYHUK HHUKOIZA He sIB/sieTcss 00beKToM. 60 MCTOYHUK KaK MBI yiKe
CKa3a/iy BbIllle BCET/Ia TPAHCLEHAEHTEH BCEM IIPOSIBIEHHBIM 00hEKTaM
U Bceii BceneHHOM. VICTOYHUK MyTaOT C OOBEKTOM U HIIYT CBOGOAY OT
Hero. M *MeHHO MO3TOMY TeaTpasibHble KPUTUKUA OYEHDb YaCTO [IOITyC-
KalOT HEBEePOSATHYIO (PHUIONIOrHYecKyio/PUaocopCKyo U eCciu XOTUTe
KOCMHYECKYI0 OUIMOKY roBopsi, 4To AHTOH [laBioBu4y YexoB ssKOOBI KO-
I7Ia-TO CKasaJi, 4To: ‘B yenmoBeke 0/mKHO ObITH Bce mpekpacHo. M ayiia,
u Teno, u Mbicik . Ho Ha camom fieste 3Ta ¢ppasa MpUHAJIEKUT TePOI0
nbecbl YexoBa “/sast Banss” AcTpoBy, KOTOPBIii BO BpeMsi ee MpOU3He-
ceHUst ObUI CUJIBHO TIbsIH. Belb/06beKT/repoii/nbeca ObUIM TI€pernyTa-
Hbl ¢ McrounnkoM. YexoB HUKOrAQ ObI HE MOT TaK CYUTATh. DTO abCo-
JIFOTHO TJIYIIO€ BBICKa3bIBaHHE IbSHOTO reposi ero mbechl (YexoB nMma-
HEHTeH ACTPOBY CO3/IaBasi €r0 XapaKTep, HO TPAHCLEHAEHTeH eMy, KaK
YeJI0BEK).

. 4.®. Ilpu Takoilt KOHPUTypalMM MOHATHE ‘ayTEeHTUYHOCTH’
NOABEPraeTcss KapaguHAaJIbHOMY M3MeHeHH1I0. I ThI 3TO 4eTKO cKa-
3a1 B nHTepBbl0 ¢ Mumen IloHATOBCKMM, KOrja BepHO mpeayra-
Jaa, 4TO 4Yepe3 IOJATOpPA-ABa rojia KHHOUHIYCTPHUSA pacnajeTcs,
WIM, IO KpaHeu Mepe, CWJIbHO U3MEHHUTCs, IOTOMY YTO MO)XHO
OyZeT mpUAyMaTh KaKyI0-TO SUNPEHNKOBYIO PeaTbHOCTh Yepe3 HC-
KYCCTBEHHBIII MHTEJUIEKT, U Bce OyAyT MPUHUMATH 3TO 3a peaib-
HOCTb. Moy BOmpocC cieAylOmMi: eCcJIu BCe MOBEPAT B Ty peab-
HOCTbH, KOTOPYI0 MCKYCCTBEHHBIII MHTEJ/UIEKT CO3JaeT — He BaXK-
HO, ayTeHTU4YHA WIW He ayTeHTUYHa OHAa —, €CJIM OHA BBI3bIBaeT
KaKve-TO 3MOLMH, MOATAJIKHUBAaeT K [AeMCTBUIO, TO HMeeT JIH
CMBICJI YTOYHUTD, ayTEHTUYHBIN I TEKCT, WIN AayTeHTUYHOEe /U
NnpousBeJeHue, NI B KOHILe KOHILOB ayTeHTUYHBIA /I Y€/IOBEK?

H.B. Kak 310p0oBo, uTO TbI KOCHY/1ach TeMbl Al. [lockonbKy eciu paHb-
1Ie MHe HUKOIZA He XBaTaJI0O HacTosILiero npuMepa, Bejib TO, O 4eM 5
rOBOPIO, HAXOAUTCSI HA TEPPUTOPUM JIMYHOTO OIBITA, & HEe KOHUEMUUH
u uzgeit (MIcTOYHUK — 3TO He Wesi U He KOHLEINIMs, OH MMO3HABaeM
TOJIBKO OIBITOM, 3TO BeJb He 00BEKT) TO Ternepb Grarojgapsi Heilpoce-
TSIM, Y MeHsI NMOSIBUWICS HarasigHblii mpuMep. CerogHst Mbl BUJUM KaK
HelpoceTh U3 TeKCTA CO3/aeT BuAeo-06pa3. Mbl muuiem Tekcr: “Mosio-
Iast AMOHKA UJET 1o yaune TOKWO B mpeABeYepHUil Yac’ U HelpoceThb
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BU3ya/IM3UPYET HAll TEKCT B BUAEO 00pa3 — TO eCTh HAa DKpaHe MOsIB-
JisieTcs BUJeo, rae sinoHkKa uget no Tokno. CoBa cTaHOBATCS MaTepu-
aspHBIM oOpa3oM. Hy kak Tyt He BcioMHUTH: “B Hauvane 6v110 CiioBo”.
BuayMelit HaMu BUJe0 MUpP co3JaeTcss Ipyu noMouu ciaoB. Ho Begp u
nmbeca — 3TO CJIOBA, KOTOPbIe MPEBPALIAIOTCS B BUANMBIE Ppu3HUUecKue
00Opasbl MPU MOMOIIU aKTEPOB. [paMaTypr muileT C/i0Ba, HO 3PUTE/h
TO BHUJUT JKUBBIX repoeB Ha ClieHe. JDTOT MPOLEeCC XOPOUIO Obl MOHSITH
nornyoke. Sl muiry €0Ba, KOTOPbIe CTAHOBSTCS T€POSIMU (KUCITOJTHSIE-
Mble JKUBBIMHU JTIOJbMH) Ha ciieHe. M BOT Termeps MpPO ayTEHTUYHOCTb.
Yro Takoe ayreHTH4YHOCTH? YTO Takoe “HemoBTOpHMMOCTH’? Ecim Bce
OOBeKThl He HMMEIOT CAMOCTOSITe/IBHOTO OBITHSI, a BCErja SIBISIIOTCS
C/lIeACTBHEM  MHOXECTBA TNPUYMH  (MpUYMHA  CTO/MA:  Jepe-
BO/TIJIOTHUK/33aKa3uMK W MHOroe Jpyroe, INpPUYMHA CTeKa: Ie-
COK/CTEeKJIOIyB/TIOKyIaTe/lb 1 MHOTO€ [PYroe) TO, YTO )K€ ITO TaKoe
“yaukanpHocTh ? OTBeT: B 3TON BremeHHOIT Bce GOpMbI YHUKAbHbI
CBOUM HENOBTOPHUMBIM, ayTEHTUYHBIM Y30pOM/pucyHKOM. HeT Hu og-
HOTO OJWHAKOBOTO 0ObekTa. OTnevyaTky majableB 8 MU/UTUAPJOB JIIO-
Jei HemoBTOpuMBI. HU 0lHa po3a He sIB/sieTCs TOYHOM KOMUel APYrux
po3. Bce aToMBI 1 MOJIEKyJIbI B CBO€M PUCYHKe/y30pe OTIUYal0TCs JPYT
ot apyra. Bcenennas He co3zaer TouHbIX (OAMH 10 OZHOrO Komuii). Mc-
TOYHUK, KOTOPBIA SBISETCS €AWHBIM MCTOYHHUKOM BCEro — CO37aeT
OGeCKOHEeYHOe KOJIMYeCTBO YHUKA/IbHbBIX popM. Y TO/MBbKO Hall MO3T Co-
3/laeT caM cebe KOMWH, KIacCHPUKAIMKM U KIaZeT BCe Ha “TIOJIKA .
Kcratu cnoso IpsaBo, comep>XuT KopeHs /lya, — fBa U SIBISIETCS CUM-
BOJIOM KONHWH, NOAJeNKU. [IpsIBOM — 3TO NOAAesKa, KOMUs, TO eCTh
MepTBeUYMHa, BeJb BCe XHMBOe BCerja HOBOe U HemoBTopuMoe. /[IBe c
BU/Zly OJJMHAKOBBbIle 6A00YKH XOTh MOXOXH APYT Ha JPYXXKY, HO OHU BCe
PaBHO MMeIOT UHIUBHUJYA/IbHOE pasinyne B CBOeM pucyHKe. OTHolle-
HUSI CeMeWHBIX Map MOXO0XXH, HO KXKJble OTHOIIEHUS Ha CaMOM JeJjie
BCcerja YHUKaibHbI. [loaTOMy B 4eM jxe MposiB/seTCS WHIUBUAYaJlb-
HOCTb XYJO)XXHMKa? B TOM, 4TO OH SIB/IsIeT OKpyXXalolieMy MHUPY CBOH
JINYHBIA HEMIOBTOPUMBIA prcyHOK. OH He co3faeT HU4Yero Hosoro. Her
HOBOTO MCKYyCCTBa. ECTh TOMBKO NpoOsiB/IeHHe CBOeli YHUKa/IbHOI Hero-
BTOpUMOI Gopmbl ObITHSI. Bce 00BEKTHI YHHKabHBI, HO MacTep 3TO
TOT, KTO MOXXET dTy YHHUKAJIbHOCTH CZAe/aTh 00BEKTOM BOCIIPUSITUS JJIsT
apyrux. “‘bospnioit apTucTt” 3TO He TOT, KTO TOTOB Pa3JeThCs Ha ClieHe
VI PaccKas3aTh MyO/IMKe O CMepPTHU CBOEH MaTepH, a TOT, KTO MOXKeT
SIBUTh NyOJIMKe CBOM YHUKAJIbHBI PUCYHOK. Y30p — ce0bs. Bennuaii-
it MacTep cimoBa cyduiit Pymu ckazan: “Kaxzaplil yesoBeK — 3TO HO-
Ta, a bor aTo my3sika”. Het HU4ero Trounee atux coB. Ho Bo3Bpamiasice
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B Al. HelipoceTs 5T0 Bcero nuiibp MHCTPYMeHT B pyKax Kcrounuka. To-
MY, KTO HaXOJUTCSI B KOHTaKTe ¢ MICTOYHHUKOM Bcex Belieil, TaKast Bellb
KaK HelpoceTbh HU4YeM He yrpoxkaer. Jlaxxe ecnu Al v yObeT denoBeue-
cTBO (Hy eCTh TAaKO¥W BapHaHT) TO U B 3TOM CJIy4ae OHa yObeT TOJBKO
dbopMbI, HO HUKOTQ, HUKOT/Ia, HUKOTja He yobeT M cTOYHUK, TTOCKO/Tb-
Ky Takue Belln Kak HelipoceTs, AToMHass 60M0a M WHOIUIAHETSIHE SIB-
JIAIOTCST 00beKTaMu co3JaHHbIMH TBoproMm. TBopel, He 0OBEKT, a HC-
TOYHUK 06bekToB. Ho TBopelr (TyT s BBIHY)XZI€H HCIIOb30BaTh MYXK-
ckoii pog, “TBopel” 3TO KOHEYHO HE KOPPEKTHO, HO He MOTY HAaiTH 3a-
MeHY 3TOMY CJIOBY, pasymeeTtcst TBopel He KaKOH-TO TaM MYXXHK) TIPO-
saBsieT ce6st B TBOpeHHM MMMaHEHTHO KaK HEITOBTOPUMbIE Y30PhI (Ta-
KoBa poOpMy/sia MHpa — €AMHCTBO B MHOrooGpasuu). ['ammer, Hopa,
AcTpoB — 3TO HemoBTOpHMbIe 00beKThI, a Lllekcriup, M6cen u Yexon
— 3TO /MIOAY TPAHCLEHZEHTHbIe CBOMM MbecaM W reposim. M Tonpko
VIMEHHO MTO3TOMY BO3MOJXXHA J11000Bb. [10CKOIBKY M1000Bb — 3TO BCe-
raa mo60Bb TBopiia (TBOpelr He 00BEKT) K CBOEMY TBOpeHHIO. Benb
Hlexkcrup mobut KnaBaus u 'amaera oguHakoBo. M BoT ceifyac Bak-
Ho! TBopern, (TBoper; He “OoH” u He 00beKT) mobuT ['MTIepa U eBpeeB
OIMHAKOBO (HaZerCh Ha IMpaBW/IbHOE MOHWMaHWe). ['/1laBHasi MaHTpa
[lluBan3ama (HazerOCh, HUKTO TYT He CBAJIUTCSA B OLEHKY MEHS KaK pe-
JINTUO3HOTO IIWBAKCTA, 3TO ObI 03HAYAJIO MOJTHOE HEMTOHUMAaHHe BCEro
CKa3aHHOTO BbIlle) 3By4uT Tak: “llluBa ecTb MMMaHeHTHasi IO00Bb U
TPaHCLEeH/IeHTHAs1 peanbHOCTH . st MacTepa 310 dopMyna sSIBIASETCS
omnpeeeHueM UCTUHBI. ITO popMysia JpaMarypra!

. [.®. Iloka Tl 3TO BCce paccKas3biBald, s MO-JPYroMy cTaaa
CMOTpeTh Ha TBOIO IIbecy “Maxamasi 31eKTPOHMK AeBaiicuc’ . B Heit
MEePCOHAXKU TOBOPAT MUJUIMOH pa3 ¢ioBo “SI” u naroT ceGe pa3Hbie
onpeaenenus. [locymas To, 9TO THI TOJIBKO YTO CKa3ajl, MHe Ka-
JKeTcsI, 9YTO ThI CMOTPHIIb ¢ UPOHHUEH Ha TO, YTO MBI BCcerAa pas-
Hbele “SI” mposiBnaseM u mposBiasgeM ceds B pasHbix “A”, HO mpu
3TOM ThI CTAaBHIIb BOIIPOCHI, B OT/INYHNE OT PaHHHUX IbeC, KOTJa ThI
0oJiee yTBepAUTEILHO TOBOPHII U MHUCAJL.

H.B. D10 B MO€i1 MOJIOAOCTH...

k. 0.®. [a, Tl Tenepp 4yalie 3ajaeurb cede BOMPOCkl, HO T€EM He
MeHee, KaK ObI 3TO BOMPOCHI, KOTOPbIE Y)Ke BKIIOYAIOT B Ce0s OT-
Bet. Hy, BoT 311 Bce “SI — co3nanme”, “SI — HUKTO ... ITO CBOETO
POJa OCO3HAHME TOTO, YTO YK€ eCTh.
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H.B. [la, 1 31€Ch MBI TIOJXOAWM K O4€Hb CTAPOMY U U30UTOMY BOIPOCY,
4YTO Takoe “HOBbIN TeaTp ? Bor cmoTpu: EBpunuz, Monbep, Yexos, Hy u
KaKON-HUOYIb COBPEMEHHBIN ApaMaTypr (He MOTy IIPUBECTH B IIpUMeEP
HUKakou ¢pamumum). Tak BOT, Bce 3TH OOBEKTHI/IpaMaTypru OHU CO-
31a1u “HOBbIN TeaTp” (3THUX aBTOPOB HAMHOTO (OJIblile, 5T TIPOCTO MPH-
BOXXy B IIPUMEP 3TUX, YTOOBI PaCKPbITh CyTh). Ho B yem ke 3Ta HOBU3-
Ha? (Kputuku u nmureparypoBesbl He HabpachIBaiiTeCh HA MEHS, s He
C/IelyI0 UCTOPUM KyJIbTYPbI, 1 M)XKy KPYIMHBIMH Ma3KaMH, TaK YTO CO-
CpeloTOYbTECh HA CyTH). EBpunuz (KOHEYHO, HEe OH OJUH) CO3Jasl st
3puUTe/iell BO3MOXXHOCTh BOCIIPUHUMATh OOroB M MUl KaK (paHTA3UIO
MPUHOCSILYI0 yAOBOJBCTBUE, HE TMOKJOHSSICh WU MOJISICh, a IOMHBAs
BHHIIO HAC/IKIAsACh MTPOU3BENEHHEM, B KOTOPOM CaM OH 3pUTeNb (B
OT/IMYMU OT TIPUXOXXAH HA PEJTMIHO3HON JUTYPTUH), HE TMPUHUMAET
psIMOTO y4acTust (mbeT BUHO U mipocto cmotput) Tparoc Oxac (mecHb
3a Kosma) mpeBpaTuioch B CBETCKOE MCKYCCTBO HE /ISl MOJTUTB, a JJIsl
HACJIAKAEHUsS] UCKYyCcCTBOM, Mosibep (He OH OZMH) CO3Ja/l B 3PHUTE/Ib-
HOM 3ajle HEBEePOSITHBIM OIbIT, YTO CMEeSIThCS MOXXHO He TOJIBKO Ha[,
4yeM-TO OaHa/IbHBIM HU3MEHHBIM, HO U HaJ, YeM-TO HEBEPOSITHO Iy0o-
KM M HACJQXAAThCs KOMearei (HU3KUM XaHPOM) KaK BBICOYAMIITHM
Npou3BeleHneM HapaBHe C Tpareaueu, YexoB 3acTaBui M0JeN CoIle-
PEXHUBaTh OOBIYHOM MOBCEIHEBHOM PeasbHOCTHIO, Ziesiasi ObITOBYIO pe-
aJIbHOCTh TIPEIMETOM BBICOKOTO MCKYCCTBa (He OH OJUH, 3TO MPOCTO
npumep) U HaxkoHel, COBpeMeHHbIN ApamaTypr (ZOMyCTUM OH eCTb)
BITepBbIe TMepeBes [elCTBHe MbeChl/CIeKTAK/Isl B 3pUTETbHBIN 3aJl, Je-
Jlast BOCTIpUATHE 0O'bEKTa COIEp)KaHUEM CaMOTO 3TOro oObeKTa (CIieK-
TAKJIb CO CLIEHBI yIlle/ B BOoCIpusiTve 3puTesi). M Tak, KaKk Mbl BUAMM,
YTO BCe M3MEHeHUsl, KOTOpble BHOCH/IM 3TU aBTOPbI, BCSI HOBU3HA TeaT-
pa MporcxoAyia B acrekTe BocnpusaTusi. HoBoe Bcerza B BocpusTHy,
a He B camoii popme. HoBbIi TeaTp — 3TO HOBasi CUCTEMA B3aUMOIeli-
CTBUSI CHeKTakis (Bewiu) U 3puTenbHOro 3ana (Habmoparens). He
$opMBI SIBISIOTCS HOBBIMH (HET HOBBIX GOPM, €CTh YHUKA/IbHbIE, TIOM-
HUIIB?), A CHUCTEMA B3aUMOJENCTBHsI/KOMMYHHKAIMsI/CIOCcO6 o0O01e-
Hus. EBpunug — kpudvaiijasi Macka, Mosibep — uM300pakeHue repos,
YexoB — peanbHOCTD MoBefeHUs repoeB, COBpeMeHHbIN IpaMaTypr —
repoeM IMbeChbl SIBJSETCS TPOLECC BOCTIPUSITUS MbeChl (BO3BpAlLasiCh K
TBOeMy Bompocy — o mipo “SI”. Her — s1, uctouHuk He 06beKT). MacTep
OpaMaTypr He TOHSETCS 3a HOBBIMH (pOpMaMH, a IPH TOMOLIU ITbe-
ChbI/BeLIY OPTraHW30BbIBAET HOBBIM CITOCOO BOCIPUATHS B 3PUTENHHOM
3ase. Moii TeaTpanbHbIil yuntens BsdyecnaB Kokopun rosopun: “Criek-
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TaK/Ib — 3TO OPTraHW3al[isi BHUMAHUS B 3PUTE/IbHOM 3ajie U Pa3BUTHeE
BIleyat/ieHui’ . [loaTOMy HOBBII TeaTp, BO-TI€PBbIX, CO3AAET APAMATYPT,
a BO-BTOPBIX, BOJIBIIOI ApaMaTypr Bcerjga BhICTPAWMBAET B3aMMOOTHO-
IIIEHUST TTHECHI C 3a/I0M. V1 3Th B3aUMOOTHOIIIeHHUs (YTO BOXKHO!) MPOIIH-
caHbl B mbece. Beap Belp comepxut B cebe U Ccrmocod6 B3aMMOOTHOIIIE-
HUSI Belllh C MmoTpebuTeneM 3TOM Beuu. [103TOMy HOBOe B TeaTpe 3TO
He BU/EO JKPAaH, He ToJjible aKTepbhl, He TOJIOTPAMMbI, He TMaJaolire
CBEPXY Ha CLeHy pOSUIM, He TepeoJeBaHUs MYXYHMH B JKEHIIUH WU
Hao60pOT, a HOBOE 3TO TO, KaK 3PUTETIO MPe/IIaraeTcsi CMOTPETh CIeK-
TaKJIb, KaK 3PUTEJTIO MTPeJJIaraeTcsi BOCPUHUMATh. [1loaTomy a1st MeHs
MOYTH BeCh TeaTPaJbHbI MEMHCTPUM €BPOIMEeNCKOTO TeaTpa SBISeTCs
B TMOJAB/ISIOLIEM OOJIBIIMHCTBE BCE ellje CTAaphIM TEATPOM ITPOIIIOTO
BeKa. HoBoro mo-HacTtosiiieMy HOBOTO TeaTpa Oo4eHb Majo. Benb mis
STOTO HY)XHBI APAMaTyprd MacTepa, a WX CErofHsi O4YeHb Majio, IOo-
CKOJIBKY PEeXHccep MPOBO3racul ceOsi co3JaTesieM YK€ CO3JaHHOM
MbeChl ¥ Havas 60pbOY 3a CBOOOIY 0OBEKTA OT UCTOYHHKA.

k. 1.®. Ecim mposo/DKaTh pa3roBOp BOKPYT “a” u “aBTop”’, JaBait
aymaTh o mbece “OHTepTeitHMeHT . Sl 6bu1a B [IuTepe, u MHe yaa-
JIOCh MOTIACTH HA 3TOT CIEeKTaKIIb.

H.B. /la Termeps 3TO BOMCTUHY HUCTOpUYecKoe coObiTHe. Benb Temepn
TAKOTO OOJIbllle Y)Ke HUKOTJA He CIy4UTCsl. bojiblile coyeTaHUil TaKux
00beKTOB, KaK “Tlutep”, “BoipbinaeB” u “crieKTakiip’, y)xe He CIYYUTCS
Ha Tepputopuu Poccuwn.

Ibx. [la, aTo mpaBaa’. B “DHrepreiiMeHT” THI ApaMaTypr U aKTep.
Tel urpaemsn Ha cileHe, IpUYEM C )KeHOU. Tam repou CTaHOBATCA
3pUTE/ISIMU WIH CTAHOBATCSA Pa3HBIMU NI€ePCOHAXKaMH, BCe CMEllH-
Baercs. [louemy MMeHHO B 3TOM mbece Thl pelIV HUCHOJTHATH
PpOb, YeM 3TO MOTUBHUPOBAHO? A TO, YTO 3TO BBI C )KEHOI Urpaerte

' B mexaGpe 2023 roga MiBany BeipbinaeBy BbIHEC/IH MEPBbIi NPUroBop. BacMaHHbIH cy
MoOCKBBI 3a04HO MPUTOBOPUII €0 K BOCBMH rojjaM KOJIOHUM 00liero pexxuma. B urone
2024 roga Mocropcyz OTMEHWI IIPUTOBOP U HAIMIPaBUJI I€/I0 HA HOBOE paccMoTpeHue. B
aBrycre 2024 r. bacmManHsIi cys MOCKBBI BbIHEC TIOBTOPHBII MPUTOBOP JpPaMaTypry U
peXuccepy Mo OOBUHEHHIO B PaCIpOCTPaHeHHH “GpeiKoB” 0 POCCHUMCKON apMuM (ITyHKT
“n” wactu 2 crateu 207.3 YK). Kak coo6uaer TACC €O CChUIKOM Ha UCTOYHMK B MPAaBO-
OXPAaHMUTE/IbHBIX OPraHax, BeIpbINlaeBy 3a04YHO HA3HAYMIIA CEMb JIET U IIeCTh MeCsLeB

KOJIOHHH.
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M CTOUTE 3a MOCTOAHHO MEHAIIIMMHA MaCKaMH A00aB/IdgeT KaKoe-
TO 3HAaYeHue?

H.B. Bo-niepBbix, He “urpaere”, a urpanu. [locreguwnii pas st 6611 B Poc-
cuu B Havase [langemuu B peBpasie 2020 rog u Gosiblle s TYAQ, CKOpee
BCero, HUKOTJIa He BepHYChb. A UTpasid Mbl BMeCTe, IOTOMY YTO Bcerja
MeuTasid ChIrpaTh BMecTe. Mosi )keHa BbIZAIOIIAsICS aKTPHUC], a s1 TPOCTO
CpeJHero TaziaHTa akTtep (3TO He KOKETCTBO, 51 BeJb MPABJAA HE aKTep)
HO MBI XOTeJIU ChIrpaTh ApyT ¢ Apyrom. Y caenanu ato B pexxuccype
Buktopa PepkakoBa (0O4eHb BaXKHOTO B MOEH JKU3HU dYeJloBe-
Ka/xymoxuuka). Ho criekTakib yBbl coBceM He moyunsics. [1o mpuyu-
HaM, KOTOpbIe s1 He Oyay Ha3biBaTh (HO 3TH MPUYMHBI BITOJTHE KOHKPET-
HbIe, OTHAKO, HeEBOKHO). Ho oTBeyast Ha TBOW BOMIPOC — GBUIO JTK Hallle
pellleHre UTPaTh BMeCTe YacThIO ApPaMaTypru4yeckoro 3aMbic/ia — HeT.
[ToTromy 4TO, KOTZIa 51 CO3/AI0 MbeCY/BeLIb 51 CO3JAI0 ee JJIsI TOr0, YTOObI
ee MIOTOM UTPajid B Pa3HbIX TeaTpa pa3HbIX cTpaH. [l MeHs mbeca 3TO
BeJb elle U 3apaboTok. I mpodeccroHaIbHBIN JpaMaTypr U 3THUM 3a-
pabaTtpiBato cebe Ha >XuU3Hb. [103TOMY 51 He MwMIlly TTbeChl Kak mepdop-
MaHCBI [JIJIsi OJJHOPa30BOr0 MCIO/b30BaHMs. [loaTBepxgeHremM sToMy
SIBJISIETCSI OY€Hb YCIeIIHAs TOCTaHOBKa B Mranmuu (KOTOpyio s1 yBBI He
BUZIeJI, HO TeM, Te, KOMY 51 JJOBEPSII0 TOBOPSIT YTO CIEKTAK/Ib yAAJICH,
YTO TIOJTBEP)KIAETCS YCIIEXOM y TMyO/IUKH) B MCTIOTHEHUH TIPEKPACHBIX
aKTepOB, KOTOPAsi UTPAETCsT 10 CUX MOp. Tak 4To 3TO mbeca He ObLIA
HaIlMCaHa TOJIBKO JJI Hac ¢ Moel xeHou. Y1 moBTOpst0, YBBI, B OT/IN-
YUM OT UTAIBTHCKON MTOCTAHOBKH, HAlll CIIEKTAK/Ib ObLT HEeyJauHbIM. W1
110 UPOHUU CyABOBI 3TO OBLI MOC/IeAHUI MO crieKTakib B Poccun. Ho
U mpenpiayluive nBa criektakisi B reatpe b/IT u B Teatpe CoBpeMeHHUK
(rme pexxuccepom ObUT sI) TOXe ObUTM HeygadyHble. Tak 4TO MOCIeIHHE
roapl B Poccuu ObUT 1711 MeHSI TBOPYECKH HEYZAaYHbIMU. A TTIOTOM Obla
MaHAEeMHsl, 3 TIOTOM MOSI aKLMs MuKeT y moconbctBa PP B [lonbiie B
nojaep>xky HaBaspHOro nocse yero MHe NOCOBeTOBAJIU He MOSIBISITHCS
B Poccuu (Most pamunust 6bi1a B crimcke y PCB) Hy a moTom BoiiHa, 1Mo-
TOM TIOPEMHBIN CPOK (3a04YHO) U TeIeps s Y)Ke TyZa He BePHYCh. A BO3-
Bpalasich K nbece “‘MHTepTeiiMeHT TO OHa UMeHHO mpo mnponecc. OHa
po 3HaHHUE TOTO, UTO 3pUTesb/HAOIOIATETb U CIIEKTAK/Ib/OOBEKT SIB-
JITIOTCS OfHUM LenbiM. HaGmonatens u HabmozaeMoe 3T0 OJHO U TO
xe. Jlo aTOro TeaTp HUKOrga He ToBopu 00 3TOM. BepHee, MoXeT U
rOBOPUJI, HO He OPTraHU30BbIBAJI 3TOT OMBIT B 3pUTe/IbHOM 3aJie. [loTo-
My 4TO HJesl U ONBIT 3TO He OoAHO U TO Xe. Ceilfyac BOT S TOBOPIO:
HabsroJjaeMoe 1 HabmogaTeNb 3TO OJHO, HO 3TO MPOCTO c1oBa. YT0OHI
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MIOHSATh TO, O YeM 51 TOBOPIO, HY)XHO MCIBITaTh ONbIT 3TOro. K coxane-
HUIO, CIIeKTaKJIb, CJleJTaHHBIA HaMU ¢ PpDKaKOBBIM, He OPraHMW30BaJI Ta-
KOW ONBIT B 3PUTE/IBHOM 3ajie, TaK M OCTAaBIIMCh KOHLenuuei. Ho
KCTaTH, UTPAJT 1 B OTOM CIIE€KTaKJIe ellle U IMOTOMYy 4YTO ObLI MPOZIoce-
POM 3TOrO CIIeKTAKJISl, U KaK MPOAIOCep s MOHUMAJI, YTO MOe y4acTue B
pexuccype PbpkakoBa (KOTOpBIN JBaJllaTh JIET O DTOTO IMOCTABUJI CO
mMHoM Kuciopoa) Gyger sIBASTHCS KOMMEPYECKUM XOJOM JIJIsl TIPUBJIE-
yenwus 3puTtessi. Ho aTo He cpaboTario.

ok, 1.®. Kcratn o “Kucnopoge”: ydeHbIe CYATAIOT, YTO TEKCTHI,
KOTOpPbIe MOMAAAIT MOJ KaTeropuio “‘aBropukiineH”’, Bcerga CBs-
3aHbI ¢ TpaBMOii. To ecTh Ye/I0BeK HAUMHAET TOBOPHUTH MPO Ceo,
0 ce0e, MOTOMY 4YTO 3TO Pe3y/JAbTAaT WIN IOIMBITKA MEepPeoCcMbICiie-
HUS, MPOPAOOTKU KaKOI-TO TpaBMbI. Sl BIDKY, KaK B TBOUX PAaHHUX
TekcTax — “Cubr’, “Kuciopos” — roBopurcs OTKPBITO O TPaBMax,
He 3HAI0 HAaCKOJIbKO JIMYHBIX, HO TOYHO O0/m3Kux. B 0o/ee mo3a-
HUX IbecaxX 0oJIbllié HEeT TAKUX HAIMOHAJIBHBIX TpaBM. EcTh Bce-
ra KaKOU-TO KPU3HC, TO JIH IKOJOTUYECKHUM, TO TN IK3UCTEHIIH-
anbHbI, TO 1 11000BHBIN. Ho Het I'Y/IATa, Hanpumep, HeT pac-
naga Coserckoro Corsa. A MOXXeT ObITh, OHM BCEe-TaK! €CTh, HUTI-
PaIOT KaKyl-TO POJib B TBoeM TBopuyecTBe. CO3HAaTEeThHO JUCTAH-
LMPYyelbCsl WA He Oepellb 3TO B CIOXKEThI, IOTOMY YTO He UHTe-
pecHo?

H.B. {I He Takoii aBTOP, KOTOPBIHA IMHUIIET O COIUATBHON MpobIeMe 1
TOJIBKO. M1 MHe O4YeHb Hy)XHA JUCTAHIMS MEXTY MHOU U BeLIbI0, KOTO-
pyto s co3gato. Hanmpumep, y meHs ectsb mbeca “ConmHevyHast TUHUS , B
KOTOPO# Pa3bIrphIBAeTCsI CCOPa MEXIYy My>KeM M )XeHo#. Y MeHs yacTo
crpammBarT: “MBaH y Bac KakK TaM C Ballel XeHOH, Bce OK?  HaMeKas,
Ha TO, YTO CKOpee Bcero Beab HeT. Ho meo mMeHHO B TOM, YTO 51 CMOT
HaIHMCATh MTbeCy O AWKO ccope B cembe Mexxay MM u Eif, Tospko moTo-
MY YTO y MEHsI U/lea/JIbHbIi OpaK M O4YeHb XOPOIIVe OTHOIIeHUs C Ke-
Ho. Tosmpko moatomy. M s1 Takoil aBTOp, KOTOPBI MOXXET ITHCATh
TOJIBKO O TOM, YTO He SIBJIIETCSI MOei TUYHOU npobaemoii. [Toromy uto
TOJBKO B ITOM CJIy4ae, s MOTy JIOOUTh CO37aBaeMblii MHOH 00B-
eKT/Bellb/Ipou3BeJeHre NCcKyccTBa. [loTtomy uTo ajst Toro, 9To6sI 1o-
HaCTOSIIEMY JTIOOUTh HY)XHO BHZAETh 00beKT mobBu. Ho ecnmm ThI 3a-
CTPsLT BHYTPU OOBEKTA, TO Thl HE MOXKEIUb ero BUAeTh (BeJb Thl BHYT-
pH), HEBO3MOXXHO JTIOOUTH CTPaZaHMe HAXOJsICh BHYTPH CaMOTO CTpa-
IAHWsI, HEBO3MOYXHO JIIOOUTH 0OJIb HAaXOZsICh BHYTPU OO/IH, HEBO3MOX-
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HO JIIOOWTHh TBOPEHHE HaXOJsCh BHYTPH 3TOrO TBOpeHUs. TBopel; Mo-
YKET JIIOOUTh TOJIBKO SIBJISISICH TPAHCIEHAEHTHBIM IO OTHOIIEHUIO K
00'BbeKTY CBoeil mo0BHU. A 3Haelwb noyemy? [loTomy 4TO OOBEKT U €CTh
M060Bb. /[1060Bb — 3TO He NMOOOBb K 00BEKTY, TI0OOBH — 3TO U €CTh
cam oObekT. “llluBa 3TO MMMaHeHTHasi /0OOBb M TPAHCIEHIEHTHAs
peasibHOCTh . JlpamMaTypr IOOUT He KAXKIOTO CBOEro reposi B OT/ellb-
HOCTH, U JIA)Ke He caMy Ibecy, ApaMaTypr JIOOUT MUcaTh Mbechl (Tpo-
1ecc). M aroit mo6OBbI0 K CO3JAHHWIO MMheC M IPOHM3aHA BCS Ibeca.
Hacrosiiiast “6onpinass” mpeca — 3TO Bcerja a000Bb JpaMaTypra K Te-
aTpy, KOTOPOU OH JIEIMTCSI CO 3PUTENSIMU. Bce MOM Mbechl TOIBKO O
TOM, YTO 51 O4€Hb, OY€Hb XOUY JIFOOUTD (HO Y MeHs1 GOJIbIlIe HET CIIEHBI U
JIIOOUTH 1 MOTY TeIephb TOJABKO MPOCTO XM3Hb). bBor mobuT Hac Bcex
6e3 UCKIIOYEHHs, TOJIbKO TIOTOMY YTO MBI SIBJIIEMCSI €T0 TBOPYECTBOM.
Hacrosiiee TBOpYeCcTBO — 3TO M €CTh H000BB. [loTOMY 4YTO Yy TBOpUYe-
CTBA HET 1€/, KaK U Yy Mob6BU. Y HacTosiel a00Bu HeT uenu. Mnu
TaK: LleJIb JIIOOBU — JII0O0OOBb.

hx. 0.®. Ha pa3HbIX BBICTYIUICHUSIX U B UHTEPBbIO, 1 B TEKCTAaX
CBOUX, ThI TOBOPHUIIb MOCTOSTHHO, YTO ThI IIOCTUTaellb MUP NpH
MOMOIIM HANMMCAHUSA Mbec. BoT Korjga Teds cnpammuBamoT, “3avyem
ThI Muemwrb? Thl 4TO 3a ApamMaTypr?”’ y TeOss BOT TaKO# OTBeT. A
3HA4YUT, YTO MUP B KOHEYHOM HUTOTrEe MMOCTUTaeMbIn?

H.B. Mup, KakK cerofHsi 6b1JI0 MHOTO Pa3 CKa3aHO, 3TO OOBEKT, U YTOObI
MIOCTUYb ITOT OOBEKT (TO €CTh MO3HAThH €ro /0 CAMOTO KOHIIA) HY)KHO
HAXOAUWTHCS 3a TPAHUIIAMM 3TOr0 00BEKTAa. 3HaTh — 3HAYMT BHUIETH.
Ho Henb3st BUZETh TO, BHYTPU Ye€ro Thl CaM HAXOWUIIbCS. Mbl BUIUM
TOJIBKO TO, YTO MbI “TipeB30oLUTH . Belb IME@HHO TaK M pabOTalOT TCHU-
XOJIOTM — TOKAa3bIBAIOT MALIMEHTY ero MoBefeHWe W PeaKIUH CO CTO-
pOHBI. B 3TOM 3Xe u CcyThb MeguTaluu, Win TpaHcoBoro ombita ¢ JIC/,
rpubamu Uin AMBacKoO — yBUZIETh CBOIO TTPo6ieMy co cTopoHbl. Ho u
eCcTb M eule oavH NyTh no3HaHud. [lyre mactepa. Macrep cospaer
Belllb, a BCe Bellld BO BceneHHON MMEIOT HECKONbKO YHUBEPCATbHBIX
npuHIUIOB. M cama Bcenennas Toxe siByisieTcst Belipio (B orpegesieH-
HOM CMBICJIe) U TTO3TOMY CO3[aBasi BEL[d MacCTep MOCTHUTAET 3aKOHbBI U
NMPUHLUIBI co3naHus BcenenHoii. Bor mouemy st Tak otBeuaro. Co3na-
Bast bechl (y)Kke IMOYTH 30 JIeT) 1 aBTOMATUYECKH Y3HAI0 3aKOHBI CO371a-
HUS BCeX Bellled BKJ/IIO4Yasi U 3aKOHBI co3aaHus Bcenennoii. Ho! M BoT
ceityac ato “Ho!” siBnsiercsi xputnyecku BaxkHbiM “Ho!”. leno B ToM,
YTO eMHCTBEHHOEe 3HaHHWe, KOTOpOe 51 MOTY MOJYYUTh 3TO 3HaHUe 00

Autobiognafésl - Number 13/2024

157



158

Materials and Discussions

Hcrounuke. Ho nockonbKy s 1 ectb VICTOYHUK, TO 3HAUMUT, YTO BCE UYTO
s MOTY TYT Y3HaTh, TO 3TO y3HaTh camoro cebs. Ho 3Hato nu 51 cebs?
Xopowmmii Bonpoc. Ho cama nogymaii, MOry i s1 OTBETUTh HA 3TOT BO-
npoc. PasBe 3HaHHMe caMOro ceOsi MOXXET SIB/ISITbCSI OTBETOM HA BOTIPOC:
“3Haemns u Toi cebs1?”. 3Haet v ['amiet, uto o lllexkcniup? Hy koHeu-
HO, HeT. MoxeTr nu ['amsier y3HaTh O TOM, YTO OH Ha CaMOM Jejie
Hlexcnup? Hy xoHeuHo Het. [Touemy? IToTomy yTO HMKakoro 'amera
B peasibHOCTU He CYyIecTByeT, 3TO repoii nbecsl lllexcripa. Ho moxer
qu Ulexkcniup y3Hath, yTo OH lllekcnup? CTpaHHBIA BOIPOC, MpaBAa
Begb. lllekcnivp Beas u Tak 3Haer, yro oH lllekcrup (3TO Meradopa,
KOHEYHO, BeJlb ApaMartypr He uctouHuk! OH u cam posib). [TosTomy BoOT
MOI OTBeT Ha TBOM BONPOC: HUKAKOTO 3HAHUS MPOCTO HeT. Y3HaBaTh
Heyero, MoToMy 4to HekoMmy. [loaToMy Bce 4TO 51 y3Haa mpo cebsi, 3a
BCe 3TH TOfibl, MOKa 51 MUUIY IbeChbl 3TO TOJBKO TO, YTO s MPOCTO Ha
MPOCTO Tparv4yeckasi / HemoBTOpUMas / YHUKaJ/ibHasi / CTpaHHas1 / He-
MOCTW)XUMas )KU3Hb.
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Bartosz Osiewicz

Bykau, Wasil. 2023. Dluga droga do domu (Wroclaw
- Wojnowice: KEW).

The 2020-2021 Belarusian protests have led to increased interest in Bel-
arusian culture in Poland. The Polish publishing market has seen the
publication of many relevant tomes, among them Wschdd wolnosci. An-
tologia wspéiczesnej literatury biatoruskiej [East of Freedom. An Anthol-
ogy of Contemporary Belarusian Literature] (Walczak 2020) and a vol-
ume of poetry by the Belarusian Russian-language poet Dmitry
Strotsev, Reportaz poetycki [Poetic reportage] (Strocew 2024), as well as
works by recent and contemporary Belarusian authors, and the final
work by Vasil’ Bykati (1924-2003), one of the great masters of Belarus-
ian literature, namely his autobiography, Dtuga droga do domu (2023)
[doyeas dapoza dadomy, 2002; The Long Road Home] (Bykau 2023). This
Polish-language version of Bykal’s autobiography has been produced
by an experienced translator of Belarusian literature, Joanna Berna-
towicz. Bernatowicz based her work on the Belarusian original text, but
also took into account the corrections made by Bykati, which were in-
troduced into the Russian translation by Valiantsin Taras (Bernatowicz
2023: 406). After reading her brilliant translation, I decided to write a
review for this journal.

The Long Road Home was written when the author was on his death-
bed, far from his beloved homeland. Bykat clearly did not like the pro-
spect of removing the death mask from his own agony-distorted face,
that of a dying man. He therefore painted a more artistic self-portrait,
returning a last time through memory, to the people and events that
had conditioned his fate. In the last years of his life, Bykati was the ob-
ject of persecution in his homeland and forced to abandon Belarus, ex-
periences that influenced the final form of his autobiography. As Berna-
towicz notes, the dates of these events are missing and their chronology
is sometimes distorted, due to the fact that at the time of writing Bykat
did not have access to his archive, which he had left in Minsk. Many
key pieces of information could thus not be verified (Bernatowicz 2023:
406).

From a methodological perspective, Bykat's The Long Road Home
meets the criteria adopted by Philippe Lejeune in Le Pacte autobi-
ographique [The Autobiographical Pact, 1975]. According to Lejeune, au-
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tobiography is “a retrospective prose story in which a real person pre-
sents his or her life, emphasizing his or her individual fate, especially
the history of his or her personality” (Lejeune 2001: 22). The author of
an autobiographical text is both narrator and protagonist, and this
identity is essential to the genre (Lejeune 2001: 24). It should be em-
phasized that Bykat scrupulously follows the rules of the genre: the
identity of the narrator and main character is, as is characteristic of au-
tobiography, manifested - above all - in the use of the first-person sin-
gular (Lejeune 2001: 24), making it what Lejeune calls “classical first-
person autobiography” (Lejeune 2001: 26). Moreover, Bykati also signals
the unity of the narrator and protagonist more directly as “when the
narrator-protagonist appears in the text under the same name as the
author’s name on the cover” (Lejeune 2001: 36). In other words, “the au-
thor’s name [within the text is] a fragment of the text endowed with [...]
a real [external] reference” (Lejeune 2001: 45-46).

According to the findings of Janusz Stawinski, one can distinguish
“[t]wo basic types of [...] autobiographies”: the first are “accounts corre-
sponding to an extroverted attitude, in which the external world in its
richness and complexity — other people, historical events, realities - is
viewed through the prism of the T”; the second are “accounts in which
an introverted attitude dominates”, where “the world is treated in them
mainly as a setting for the internal experiences of the I (Stawinski
2000: 50). In The Long Road Home, Bykati makes use of an extroverted
attitude, focusing on events that he has participated in and people he
has met (Stawinski 2000: 50). His narrative is a story for his contempo-
raries and for their descendants, readers who, in accordance with
Lejeune’s autobiographical pact, must trust the narrator-hero. In The
Long Road Home Bykat reconstructs his life. He recalls his childhood
and youth. A special place is occupied here by the story of his participa-
tion in the war against Germany in the ranks of the Red Army. He fo-
cuses primarily on his own creative path, however, and on the fate of
his literary heritage. His literary works were written in Belarusian and
translated into Russian, often the condition for their publication in So-
viet Russia; the writer openly admits that “the translation did not bring
me pleasure” and “[i]t took much more paper and time than the origi-
nal Belarusian version” (Bykau 2023: 219). Western literary criticism
tends to perceive Bykatl as an outstanding representative of Belarusian
culture, which, as Geoffrey Hosking notes, “is peculiarly threatened by
its very closeness to the dominant Russian [culture]”, the reason that
Bykati “has sometimes spoken out bitterly against the swamping of his
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native language and literature by [this] powerful neighbour” (Hosking
1989: 569). Hosking’s words recall a comment in Bykat’s own autobio-
graphical narrative: “The national language of Belarusians [...] was con-
temptuously abused in all fields, replaced by Russian, although this was
not officially remarked upon. [...] Ignorance of the Belarusian language
among the younger generation led to Belarusian culture being lost [dis-
sipated, squandered, depleted] in its entirety” (Bykau 2023: 266-67).
The extroverted model of autobiography also influences the writer’s
ability to capture a holistic concept of his or her own life. In Bykati’s
case, the most important thing (among others) is his awareness of his
own individuality and his understanding of his own national identity,
as well as his connected concern for his native Belarusian language and
culture in difficult historical conditions. This was apparent equally dur-
ing his career as a writer and during his professional travels abroad.
Bykati spent time on both sides of the Iron Curtain and mentions in his
autobiography, among other trips, a visit to an institute in Paris “where
all the languages of the Soviet Union were taught except Belarusian”
[Bykau 2023: 346]. Informed that this curricular absence was due to
“lack of interest”, the writer states: “Why should they know it in Paris, if
they do not want to know it in Minsk?” [Bykau 2023: 346]. He also re-
calls meeting with students of the Free University in West Berlin, where
he answered questions such as “What is Belarus? Where is it? In Siberia
or closer?” [Bykau 2023: 333]. Thanks to his trip to Finland, the Finns
“learned about a country unknown to them at that time - Belarus”
[Bykau 2023: 288]). Bykati was never “ashamed of his Belarusianness”
(Bykau 2023: 261), he opposed the “destruction of the Belarusian lan-
guage” (Bykau 2023: 338) and in Soviet Belarus, “a completely Russified,
communist country [...,] he retained the courage to stick to his lan-
guage and to the remnants of the culture that came before” (2023: 284).
Bykat experienced being forced to “create in a linguistic vacuum, when
not a single word of [one’s] native language can be heard nearby”, and
where the Belarusian language “has been preserved as a relic and there
is a risk that it will soon join Sanskrit or Latin” (Bykau 2023: 328).

The dominant elements in Bykaii’s autobiographical narrative are the
motifs of travel and home. His home town was Grodno, located on the
border of cultures and civilizations, characteristics shared by his auto-
biographical writing. Here the writer contributed to the emerging gen-
re of “lieutenant’s prose” (stories of the war time experience of junior
officers), an artistic emanation of his life on campaign during the war.
Bykati’s image of war differed from the stereotypical ideas of the con-
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flict that were sanctified by official literature, however. It is therefore
“not difficult”, as Grigorii Svirskii notes, “to understand why bureau-
crats of all ranks conceived such a hatred for him and why the Grodno
KGB, with the tacit approval of the Union of Writers under the control
of Fedin and his ilk, proceeded to hound him the way it did” (Svirskii
1981: 376). Autobiography aims at consolidating the image of an author
through a textual narrator-hero. Through this genre, Bykat introduces
facts from his own life into the public sphere, emphasizing the im-
portance of his own national identity and patriotic attitude towards
Belarusian culture. He uses the “extroverted” model of autobiography
model and as a result, manages to paint a self-portrait against the back-
ground of the era, the portrait of “a simple Belarusian, wearied of life”,
who had only “one goal - to remain an honest person” - and a “dream”

”» «
.

that “apparently will not come true”: “to live to see freedom” (Bykau
2023:394).
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SIpocnas 'ory6uHOB
ITanyenko, Auaroauii (mog pen.). 2022. “Ax, ckopee

661 mup!” INucoma npanopwuxa /. H. IlluwaxkuHa.
1914-1918 22. (HoBocnbupck: CHOUpPCKOe OTAe/IeHne
Poccuiickon akagemum HayK, locyzapcrBeHHas

myoTuYHas HAYYHO-TEXHUYEeCKass OM0InoTeKa)

HeoxxugaHHble HaXOJKW MO CTeperalT Ha KOKAOM 1ary. Tak, B 1990-e
roJbl UICTOPUK AHaTommii MuxaiinoBud [laHueHKO' mproOpen Ha PhIH-
ke B HoBocubOupcke y 4acTHOTO /HI]A HECKOJIBKO [E€CSATKOB TOKyMeH-
TOB, CO3JAHHBIX B rofbl [1lepBoit MUpOBOit BOiHBI (AX, CKOpee GbI MUD,
2022: 7) ¥ OKa3aBIIKXCs cepuelt muceM ¢ ¢pponTta gomoit B Camapy He-
KOero IpanopliyvKa, He MONaJaBlIero 4O TOro B IOJie BHUMaHUS UC-
cjenoBaTesiei.

VMIMeHHO 3THU JOKYMEHTHI NpeACTaB/eHbl B pelileH3UPyeMOM H3[aHUH,
noaroropieHHoM AHatonuem Muxaitiosuyem Ilanvyenko, HpunHoit
Cepreesnoii Tposik, Anekcangpom I'puropreBrdyeM MurHakoBbeM U /[la-
pbeil JleonupoBHoii llepemeTneBoii. KoMmriiieke omyOGIMKOBaHHBIX KC-
TOYHHKOB BK/IIOYaeT 84 MUCbMa Y MTOYTOBble KaPTOYKH, OTIIPaB/IeHHbIe
B 1914-1918 roas! [Imutpuem MBanosuuem llInimakuHbIM, IpU3BaHHBIM
B PYCCKYI0 MMIIE€PATOPCKYI0 apMuio xurteneM Camapckoii rybepHuH,
cBoeit cynpyre — Jluauu KoncrantuHoBHe IllumakuHoil (B meBuye-
cTBe Bep)kGOBCKOI), a TaK)Ke TPH €ro MmocjaaHus (0ZHO U3 HUX Ha MOY-
TOBOM KapTOYKe) JeTsM — ChIHOBbsAM bopucy u Bagumy (y cympyros
eme Obuta goub ['anmmua). Kpome TOro, omyGaMKOBaHBI MOC/HAHUS K
HEMY OT CyTIpPyTH (4YeTbIpe MmMcbMa) U ChiHa (0ZHO MUChMO OT boprca).
[TpucyrcTByeT HeKOTOpasi MyTAaHHWIA B yKa3aHWH OOLIero 4yuciaa JIo-
nieJuIMX O Hac JOKYMEHTOB Iepenucku cembM llumakuupix. Tak,
[laHyeHKO B CTaThbe, MOCBAILEHHOU OMMCAHUIO 3TOTO KOMILJIEKCA HC-
TOYHHUKOB, YIIOMSIHY/I O XPaHSIIMXCS B ero coopanun 87 mucbMmax (78
— CyIIpyre OT IJIaBbl CeMeMCTBa, MATh JeTsIM U YeThbIpe K HeMy OT Je-
ubl) (ITaHyeHko 2021: 23). [To-BUAMMOMY, KaKHe-TO MMOYTOBBIE KAPTOY-
K ObUIM B 3TOM CjTydae He BKJIIOYEHbI B OOLIWI UTOT, WX MTHUChMA [10-

' O6 Anatonuu Muxaiinosuue [TaH4eHKO, 3aMeYaTebHOM HCC/IEA0OBATeNlEe UCTOPUM
6ubmmoreyHoro zgena B Poccuu, cm. moapobHee B 61no6ubnorpadpmuieckoMm cOOPHUKE,
noAroroBieHHoM ero kosuieramu (Kysuerosa et al. 2018).
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yepu ['asiHe nmo3gHee ObUTM aTPUOYTUPOBAHBI Y)Ke KaK MUCbMaA CYTIpPY-
re, MOCKO/IbKY LIIMIIaKMH OTHpPaB/Is/I UX JOYEPH C MTOMETKOM “IJis Ma-
MBI Ha a/ipec y4eOHOTO 3aBeJeHHsI, OMACasiCh, YTO U3-3a IEPEMEHbI Me-
CTa )XUTEJIbCTBA ITI0YTA MOXKET 3aTepsIThCS.

[Ty6mKyemble THCbMA CHA0)XeHbI MPUMEYAHHUSIMH, PaCKPbIBAIOLINMH
noApOoGHOCTH (POHTOBOM JXM3HU W OuWorpaduu COCIY)XKUBLEB U
HavanpbHUKOB [lluiakvHa, a TakKe CIpaBOYHON MHpOpMalMeil O pa-
60Te MPOAOBOJILCTBEHHBIX TPAHCIIOPTOB apMHUU (B OZHOM W3 HUX CIIy-
YKHJI QBTOP TIMCEM), U TIPECTAB/IEHbI ellle U3B/IeYE€HUs U3 TTOI0KEHHUS O
BOEHHOU LieH3ype. B 1ie1oMm odpopmiieHre paboThl MPOU3BOJUT MPHUSIT-
HOe BIle4YaT/IeHWe, HO MHOTrJa BUJHBI C/IeAbl MOCHEIIHON peJaKTyPhl.
Tak, B npuMedaHuu N° 17 MOXXHO BHJETh BOIPOC, OCTaBJI€HHBIU, Cyas
IO BCeMyY, KEM-TO U3 My6IMKATOPOB, HO TaK Y He yOpaHHBIN NMPU OKOH-
yaTenbHON BepcTKe: “Kak fasneko oT nmuHUM PpOHTA OOBIYHO [O/DKEH
ObUI HAXOZUTHCS TPOJOBOMbCTBeHHBIN TpaHcmopTt?” ([TaHyeHKO 2022:
197). OZfHaKO 3T MEeJIOYH, BO-TIEPBbIX, HE CHIDKAIOT HAYYHYIO BA)XHOCTD
TEeKCTa, U, BO-BTOPbIX, HUKaK He MeIlAlOT YTeHHUIO.

o HacTosiiero BpemeHu mnoapoOGHOocTH Ouorpaduu llvmrakuHa ws-
BECTHBI J]aJIeKO He Bce. Tak, He SICHbI He TOJIBKO e€ro COCJIOBHOE IOJIO-
)KeHVe, HO U JIAThl POXKJEHUSI U CMEPTH, a TaKXKe MOAPOOHOCTH XU3HU
710 BOUHBI KpOMe TeX, YTO OH yIOMSIHYJI B MucbMax. OcTaeTcst 3arafikou
cyabba Illumakuua mocine Bpecrckoro mupa (mocniesHee ero muchbMo
IATUPOBaHO 13 deBpasis 1918 roja).

ABtopbl npepucinoBusi Ilanyenko u Tposik ycranosunu, yro /. H.
[IIumrakuH — cbIH YMHOBHMKA KBana IlaBioBuya IlluitakuHa, KOTO-
pbIii ynpasasin byrylbMUHCKMM HMMeHHUeM, BXoAuBIIUM B Camapckui
yoenbHbii OKpyr ([TaHdueHko 2022: 12). B oduumanpHOM meproaurke
MOYXHO HaWTH CBeJleHMSsI, 4yTO KpecThsiHMH MBau lllumakuna 6wt yzo-
croeH B 1882 rojy 3BaHUSI JTUYHOTO MOYETHOTrO rpakzanuHa (Cenam-
ckue sedomocmu 1882: 168), a yepes 20 JIET YBOJIEH CO CIYXXObI TIO0 6O-
JIe3HU B YMHe HaJBOPHOTO coBeTHUKA (CeHamckue eedomocmu 1902: 1).
Taxkum o6pasom, lumakus mor He GbiTh ABopsinuHoM (MBau IlaBrno-
BuY llIuniakuH He ycresn JOCTY>KUTHCS JO HY)XHOTO YMHQ, /JaBaBIIero
ITOTOMCTBEHHOE IBOPSHCTBO), HO, MO KpaWHel Mepe, MOT IPHUHAJJIe-
XKaTh K COCJIOBUIO MOTOMCTBEHHBIX TOYETHBIX TPAXKAAH.

Taroxe nsBecTHO, 4TO lIMIIAaKWUH 3aKOHYWJI peasibHOe YYWIHIEe U pa-
6oran po [lepBoit MUpPOBOII BOMHBI XMMHUKOM Ha THMalIeBCKOM caxa-
popaduHaZHOM 3aBojie, IPUHA/JIEKAIINM yelbHOMYy BefoMcTBy. Cy-
npyra llnmrakuHa ObUTa ZOoYepbi0o YMHOBHUKA, CIY)KMBILIETO Ha TOM JKe
3aBoge. B 1905 rogy llumakuH oTOBLI “lIecTUHeZeTbHBIE BOEHHBIE
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cOOPBI KaK BOJIBHOOTPee/ISIOINNACSA (HIDKHUN YMH) 3amaca U CAajt 9K-
3aMeH Ha yuH npanopuiuka’ ([TaHuyeHKo 2022: 12), ¥ 29 HOSIGPST TOTO Xe
roZia OH ObUI TIPOM3BeJ€H B MPAMOPLIMKK 3araca apMercKOM MexXOThl
(Pycckuti uneanud 1905: 1). ITocie Havana [lepBoit MUPOBOIT BOMHBI U
o6bsiBneHus: npusbiBa [lluimakuH ObUT ompeziesieH B 330-M1 MEXOTHBIM
3/1aTOYCTOBCKUM TOJIK M OKa3aJiCsi B BOEHHOM Jarepe noJj, Yo, oTKy-
Ia v otnpaBwics HA GpoHT. OgHAKO OOJIBIIYI0 YaCcTh BOMHBI OH IMPO-
CJTY>XWI B KOPITYCHOM TPOJOBOJbCTBEHHOM TPAHCIIOPTE 30-TO apMeii-
CKOTO KOpPITyCca M HaXOJAWJICS BCerja Ha HEKOTOPOM PAacCTOSTHUU OT Tie-
peloBOi, a NMPOTMBHUKAMH, KOTOPbIX OH BHJE/N W OMacaycs, ObUIA
TOJIBKO BPa)XeCKHe aspOoIlIaHbl. “MuJibie MOIIKK, KaK OH WX Ha3bIBaI,
yroBasi, Hallpumep, B HOsIOpe 1916 rofia, YTO ‘CKOPO OYAyT IOXIU U
KOHYUTCSI C€30H  CaMOJIETOB, BBIHY)KJAIOLIMX ITOCTOSTHHO 3aHUMAThCS
MackupoBkoii ([TaHueHKo 2022: 110).

Kapsepa LluimakmHa 10 BOMHBI U 0OCTOSATENHCTBA APMENCKOM CITYXKOBI
(HAaCKO/TIBKO MOXXHO ee TIPeACTaBUTh IO HMMeIoIleicss uH(popMaInm)
MO3BOJISIIOT PAaCCMATPUBATh €ro KaK THUIWYHOTO OOBIBATessl, HO He
TOJIBKO B CMbIC/Ie ODUIIUATBHON MPUHAAIEIKHOCTU K TOPOACKOMY 00-
IIeCTBY, HO U B CMBICJIe KYJIBTYPHOTO THIaXKa. XOTsI aBTOP MHCeM OBbL,
ec/IM CMOTPETh Ha MOKa3aTe/u rpaMoTHOCTH B Poccuiickoil nmMnepun u
VIMITEPATOPCKOM apMHH, 0OPa30BaHHBIM Ye/I0BEKOM, M KOMIUIEKCca TO-
Be/IeHYeCKUX MPAKTUK (HarpruMep, CTpeM/IeHHe K JTMYHOM BBITOZE, ero
)KelaHue U30erHyTh /000i OMacHOCTH, MHOTJQ AdXKe, MO-BUAUMOMY,
CUMY/UPYsl WIN TpeyBennyunBasi GU3NYECKOe HeJOMOTaHHe) BIIO/THE
COOTBETCTBYET JIUTEPATYPHOMY 00pa3y THUIHUYHOTO OOBIBATEISI—
MeIllaHWHa.

[Tanyenko u Tposik yBuzenu ueHHOCTh nuceM llluniaknHa B TOM, 4TO
3T JOKYMEHTbI, BO-TIEPBbIX, MPOJIMBAIOT CBET HAa XapaKTep yINpaB/IeHUs
MIPOJOBO/IbCTBEHHBIM TPAHCIOPTOM, /I€/IONPOU3BOJCTBEHHAsT [TOKY-
MEHTALUsI KOTOPOTO, CyZAsl MO BCeMy, yTpauyeHa. Bo-BTopbIX, mucbMa
MO3BOJISIIOT OLIEHUTH ICHUXO03MOIIMOHA/IbHOE COCTOSIHWE WMEHHO “Ma-
JIEHBKOT'O Ye/IoBeKa”, OKa3aBLIErocsi HA MUPOBOI BOIHe, a 3aTeM U BO-
B/IEUEHHOTO B PEBOIOLMI0. TakuM 00pa3oM, MOXXHO YBUZETH BCEOO-
mee, T00aMbHOE, OOILIeYe/TOBeYecKoe 4Yepe3 MPU3My KOHKPETHOM
muaHocty” ([TaHueHKO 2022: 9). MOXHO COT/IAaCHUTBCSI C TUMHU YTBEp-
YXI€HUSIMU TTyOIMKaTOPOB, PaBHO KaK U C TeM, YTO W3 MHUCEM HCCIeNO-
BaTe/IM MOYEPITHYT MHOT'O JIF00OTBITHBIX MOAPOOHOCTEH GPPOHTOBOrO U
THUIOBOTO OBITQ, TIOBCEJHEBHOW >XU3HU PYCCKON HMMIIEPAaTOPCKOM ap-
MUU B rozsl [lepBoit MUPOBOI BOMHBI.
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B nmucemax [lluirakmHa MOCTOSTHHO TTPOBOJUTCS COMOCTaB/IeHue GPOH-
Ta U JOMa, CEMbU U COCIY)XXUBLEB, Ja)Xe MPUPOJA U KJIIMMAT B MeCTax
OUC/IOKALIMM CPAaBHUBAIOTCS ¢ TakoBbIMU B Camape. OueHb XapaKTepHBI
3aIMCH, KaK B ITMChMe 3 HOSIOPS 1915 TOJa:

HuuTo Kpyrom MeHsi He MHTepecyeT U B roJjioBe ToJibKo Jluzycs
na manenbkue ['ans, bops u Bags. Hamm odunepsr HaxogsaT yre-
IIeHWe B KapTax, XOTs WUIPalOT U He B a3apTHbIe UTrphl. 5 ke He
MOTY 3THUM 3aHUMAThCs Oe3 CKYKU U oTBpalleHus. Yepes Y2-1 yac
OHU MHe JIe/Ial0TCsI MPOTUBHBIMU, U 51 MIepecTalo C/IeJUTh 3a Wr-
poii (ITaHueHKO 2022: 43).

[lInmakuH CyiecTBOBaM BCersa Kak Obl B IBYX BPEMEHHBIX THHUAX OfI-
HOBpeMeHHO. Ero temrmopasbHble TPAKTHUKHU (OpraHU3alMyd BPEMEHM)
ObUIM TIOAYMHEHBI TpPeOOBaHUSIM (PPOHTOBOM IKM3HH, TMPHUKA3aM
HAYa/IbCTBA, U B TOT YK€ CaMbIii MOMEHT IMHUChMA MOKA3bIBa/IM, YTO OH
abGCOJTIOTHO BCErAa OCTABAJICSI B PUTMe XU3HU CBoeil cembu B Camape.
Tak, B mucbMe oT 6 HOSIOps 1915 TOJa, HATIpUMEpP, OH CIpAllUBaI 00
ycIiexax ChIHOBEH B YMCTOIIMCAHUU, BOTHOBAJICS 3a KJISIKCHI B UX TTHCH-
MaX U TETPAZsiX, UHTePeCOBAJICSI YPOKaMHU OYepH, a 3 Mas 1916 roza
BOOOpa)Ka/l KaK “rocsie BaHHBI B OTHOM Oejibe U Ty(PJIsix TOYUTAN OBl Y
cebst B kKabunere rasery’ (ITaHueHko 2022: 48, 91). U Takue meursi, co-
BEThI, BOJTHEHUS] TPAHCIUPOBAIUCH LIIMUIIAKUHBIM B KOKIOM MHCHbME
ZIOMOM, COBIaZasi, B OOLIEM U 1IeJIOM C HAaCTPOEHUsIMH Cynpyru. Jlugus
KoncrantunoBHa IlluinmakuHa, Cyzs mo BceMy, HCIBIThIBaIa GOJIbIIHE
TPYAHOCTH, OCTABUIMCH OfHA, TMYCTh CYMIPYT U CTAPAJICS PETYISPHO Tie-
pechUIaTh el KaJIoBaHbe M KaKKe-TO Bell[d U3 MPUPPOHTOBBIX TOPO/IOB.
Oco6eHHO XapaKTepPHO MUChMO OT 8 eKabps 1915 rosa, B KOTOPOM OHa
YeCTHO THIIET MY)XXY O CBO€M YCTaJIOCTH M TOCKe B mpeaaBepun Poxxe-
crBa 1 HoBoro roza (I[TandeHnko 2022: 192). CTOUT OTMETHUTH, YTO Cy-
npyru LuimakuHpl ObUTH HEOOBIYAaHO YeCTHBI M CMEJTbI B BBIPAXKEHUH
cBoux 4yBcTB. OcobeHHO 3MoinM 3aiukanuBaiu y llluimakuna, Bha-
IABILIETO BpeMeHaMU B KAKyIO-TO 3K3a/IbTAlIMI0 U TepPeChIaBLIIero
TEKCT YMEHbIUINTETHbHO-/IAaCKaTe/TbHBIMH UMEHAMHU, CJIOBAMHU O TOLIeTy-
AX M T.I1., XOTsI CaM YKe TIPeAyTPEXXAAT CBOUX COMIAT, YTOOBI OHU JIHII-
Hero B muchbMax He nvcanu ([TaHueHKo 2022: 90).

JI1060MBITHO, YTO MEPEKTIYATHCSI MEXAYy BpeMeHeM (GPOHTA U ThUIA,
MEHSITh TeMIOPa/TbHYI0 ONTUKY LluIiIakvHy moMoraau TakKe KHUTH
(ux, mpaBza, Ha $poHTe GBUIO Y HETO HEMHOTO M Te, YTO €My TOoMaja-
JINCh, HE CJIMIIKOM HPABUJIKUCH) U Tas3eTsl. YKasmo6bl Ha OTCYTCTBUE IMO-
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C/IeJHUX, MX 3ala3fbplBaHue, a TaKXe PaJoCTHbIe BO3IJAChl, KOTJA MUX
JOCTAB/ISIM OTHOCUTE/IBHO CBEXHMH, €CTh MPAaKTUYeCKd B KaXKIOM
nucbMe. OCOOEHHO >KaXKAA HOBOCTEN CTajla HECTEPITUMOM B TEPHO[,
PEeBOJIIOLIMU 1917 T'0Zla, IIOTOMY YTO MOJUTHUYECKasl CUTyallusi MeHs1/Iach
YyTh /TN HE KKABIA AeHb, U 3HAKOMCTBO C MEPUIETUSIMH OOPHOBI Map-
tuii B [leTporpazie u BooOlie B ThUTy CTA/I0 HACYIIHOM 33/iaueil KaXkzo-
ro co3HarenbHOro rpakaanuHa (a [llumakuH, B 061IeM, XOTe/T UM Ka-
3aThCA).

BooOuie, oH mpu3HaBaiCs, YTO €ro “BOMHA Y)KaCHO COCTapu/ia U Hay4H-
J1a OBITH Cepbe3HbIM”, @ “ec/ii ObI He ObLIO BOWHBI , TO OH “TIPBITAJI U A0
cux nop” (ITanuenko 2022: 173). [TrucbMa B MapTe 1917 rojia XOpoIIIo IO0-
Ka3bIBAIOT, KaK M3MeHWIHUCh B3r/siabl LlnmakuHa, a 6e33ab60THOe Bpe-
MsI UTPBI B KQPThl C HAYAJIbHUKOM U TOBapHUIAMU CMEHUIO OeCroKoii-
Hasi opa, KOTJla MPUBBIYHBIM MUP pyIIM/ICS Ha riasax. [lumakuHem ¢
TPEBOTrO¥ OTMeYas, YTO ‘KOMAaHZWp Hall BbIOUT W3 KOJIEHM U TepeMe-
HUJICS OKOHYATeNbHO (QBTOP MUCEM MOJ03PeBa, YTO ero Hav4aIbHUKA
npec/iefOBa/iIi MBIC/IK O camoyOuiicTBe), HO U cam Llumakua TOXXKE
CTaJ JPYTUM.

llymaetcsi, 4to panbHeliliee wusydeHue Ouorpadpuu IllunrakvHa
(BIOJTHE BO3MOXXHO, TOC/I€ HAXOMAOK APYTHX 3ro-JOKYMEHTOB, CO3/aH-
HBIX UM M YJ€HaMU €ro CeMbU) TIy0)Ke U TOYHEee PACKPOEeT KapTHHY
TOTO CMSTEHUS], YTO TBOPUIOCH B JylIaX POCCUMCKUX “MaTIeHbKHX JIIO-
neii” B BpeMsi [lepBoii MUPOBOIT BOWHBI M PEBOJIIOLIMOHHBIX BUXPEH,
MOKOHYUBIINX C UMIlepueil B 1917 rogy. Torga McciemzoBaTead CMOTYT,
HaKOHell, YCITIOKOUTh JyX HeCYaCTHOTO IPAMOPIIMKa, B OTYASIHUU ITH-
caBurero cymnpyre B ¢peBpasie 1918 roza:

MHe xo4eTcsi, YTOOBI KTO-HUOYABH CKa3asl, 4TO 51 BCe C/ie/al, BCe
ObUIO BO3MOXXHO. MHe xo4eTcsi, YTOObI MHE CKa3a/iv, YTO S YeCT-
HO WCITOJIHW/I CBOM JONAT TpakaaHuHa W congarta ([TaHueHKo
2022:182)

WccnenoBaHve BBITIOJTHEHO 3a CYeT rpaHTa PoCCHIICKOTO HAy4YHOTO
donma N° 24-28-01430.
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