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COMPILATION IN THE ART OFFAZIL' ISKANDER 

AND AS A KEY TO SANDRO IZ CHEGEMA 

Abstract 

Fazil' Iskander's Sandro iz Cheg.zma, an eclectic compilation, 
reflects the diversity of its literary age. It compiles on the thematic, 
stylistic, and narrative levels, combining a surface conventionality 
with a potentially innovative disregard for the niceties of form. 

The first chapter retraces the piecemeal emergence of Sand ro 
and the often contradictory critical respon,;e. The second focuses on 
the period's proclaimed goal of expanding into larger and 
ultimately epic forms. A compilative impulse based on recurrence 
and a quasi-oral tone is shown in the third to run throughout 
Iskander' s work. 

Chapters Four and Five compare parallel cycles with Sandro 
to demonstrate the compartmentalization effect of aphorism and 
autobiographical reminiscence. The final chapter discusses the 1-
narrator's compilative position within and without the narrated 
world. 

This structural isomorphism, together with a vertical 
dynamics replacing the more familiar linear development, is 
considered to lend to Iskander's compilative method its own, open
ended unity. 
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LA METIIODE DE COMPILATION DANS L'OEUVRE 
DE FAZIL' ISKANDER: 

VERS UNE COMPREHENSION DE SANDRO IZ CHEGEMA 

Resumé 

Sandro iz Chegema, une compilation éclectique de Fazil' 
Iskander, reflète le caractère disparate de son époque littéraire. Sa 
méthode se manifeste sur le plan thématique. stylist,que et 
narratif; un semblant de conventi(Inalisme s'allie ici à une 
négligence plutôt innovatrice des finesses de la forme. 

Le premier chapitre retrace la parutimi parcellaire de Sa ndro, 
dont la critique fut également contradictoire. Le second chapitre 
met l'accent sur l'aspiration de l'époque vers des formes de plus en 
plus "larges," et finalement vers l'épopée. Dans le troisième la 
compilation est traitée comme une tendance globale qui. basée sur 
un principe de récurrence et une tonalité quasi-orale. parcourt 
toute l'oeuvre d'Iskander. 

Les quatrième et cinquième chapitres. en comparant Sand ro 
avec di vers cycles parallè les, déc ou vren t l' effe t de 
compartimentation produit par l'aphorisme et l'autobiographie. 
Enfin on retrouve cette méthode de compilation dans la position de 
l' "auteur" à l'intérieur et à l'extérieur de son monde fictif. 

C'est cet isomorphisme structurel, ainsi qu'un 
verticale remplaçant le développement linéaire 
traditionnel, qui prête une unité unique à la grande 
perpétuelle d'Iskander. 
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A NOTE ON TRANSLlTERATION 

Proper names appearing in the English main body of the text 
are translitcrated according to the modified Library of Congress 
system, i.e. without the diacritics and ligatures required by the 
strict style. Exceptions are made when quoting directing from an 
English-Ianguage publication, preserving the system followed in the 
given article or book. 

Citations and source references, on the other hand, are gtven 
in the original Cyrillic. 
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IN1RODUcnON 

The reader who first opens Sandro of Chegem confronts--

besides the sheer delight of discovery--a labyrinth of rambling 

tales. Plots and sub-plots weave in and out of each other in bewil

dering profusion and stiff competition with an even more elaborate 

maze of digressions within digressions. At every twist and turn 

along the way crowd characters from every walk of Soviet life. 

There are peasants both wily and wise; talking mules and stalwart 

oxen; feasting poli tic os, cautiously carousing bureaucrats and 

Menshevik marauders bested at tableside by the truest of toast· 

masters; evil dog-catchers and forest rangers; journalists In search 

of soft drinks, a story and sorne sense to it ail; disturbingly preco

cious children enthralled by wreckers, spy movies and the un

speakable truths of the Stalinist thirties; teenaged Brezhnevites 

clutching cartons of Marlboroughs and dutifully chanting their 

well-rehearsed outrage against modernist art; store managers that 

philander or cool their heels ... in refrigerators; batteries of 

Gargantuan beauties whose combined body heat shimmers in the 

shade. There are detached thumbs--of mountain bandits in des

peTate flight from reluct~.nt posses; mouldering bones--of potential 

relatives, of Lcnin, of remote descendants in a hopefully postponed 

future; corpses to be bartered for grape vodka from Bolshevik 

VIll 
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1 guards who turn out to be "good-hearted rogues"; cast-off longjohns 

that long outlast the dictator who so graciously bestowed them. 

There are, as weil, more sober moments, and more stolid 

characters to convey them. A patriarch holds forth on the Mystery

-capitalized for full rhetorical impact--of the peasant's love for the 

land. Stung to the quick by the sight of hackwork on a kolkhoz 

field, he wields his ever present hoe in moral indignation and in 

the interests of a job weil done for ils own sake. A saintly son of 

the people steps out of a genuine folk legend, reproduced in plod

ding detail, to deliver homily after parable on the right--and 

righteous--way to live. An Abkhazian writer transplanted to the 

"valley of valleys" in Moscow returns to his mountainous home land 

to moum the loss of his sister and, at no little length. the passing of 

the traditional family ethie. He is a stand-In, an all too tranl\parent 

stand-in for the 'author' who recalls his mother as a young girl. Her 

chapter is a litany to that traditional ideal. bees must return to 

their hives, ehicks to the shelter of their mother's wmgs, a toddler 

cousin to his mother's arms; and every buzz. c1uck and lisp is made 

to joïn in an alI-out as sault on the reader' s sympathy. 

Nor does the author lose an)' opportunity to intervene on his 

own behalf and in a voiee insistently identified as his own. He 

comments, continually, on the eustoms of hlS people, on his rela

tionship to his eharacters and theirs to him as a eharaeter in his 

own right and as their humble "historiographer." He expounds on 

the trials and tribulations of a Soviet writer and author of Sandra; 

on humour, satire and truth in literature; on the ethics of history, 

on politics, religion and, last but not least, inter-ethnie eneounters. 
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He exuIts in the diversity of the "sweet Babylon" that was the 

Caueasus of his youth; he eloquently bemoans its dwindIing to 

Stalin's various mass-exile eampaigns. From poking fun at the petty 

prejudices of any and aIl of its members he goes on to defend him

self against the bigot's charge of intoleranee,--and gets more and 

more deeply embroiled in a self-perpetuating monologue that 

masquerades as a brilliantly orehestrat~d debate. 

The result is a composite of astonishing dimension and seope. 

It embraees the comie, the tragie, elegiae, satirie, idyllie and 

essaistic--the full gamut of tonal qualities. A generous range of 

thematic genres is represented, at least in miniature, by elements 

of a rural detective novel, an allegorieally up-dated folk legend, a 

picaresque satire on Soviet history, a farce on contemporary Soviet 

mores, a family saga, a national epic, animal tales on morality and 

eeology, ethnographie vignettes and even lyric ehildhood 

remlntScenees. 

Narrative strategies of every stripe are brought into play, 

From first-person, relay-narration, through quasi-direct and quasi

indirect to straightforward omniscient narration. In this pre

eminently discursive work almost everyone--from the chatt y 1-

narrator, to the garrulous Uncle Sandro, to his father's pontificating 

mule--yearns to tell a tale. Secondary narrators quoted directly or 

indirectly at identifiable length include a local party boss, a scato

logical huntsman, a miles gloriosus doing dut y as a t:arman, an 

amorous photographer, a drunken Mingrelian, a grandmother 

whose advancing years oblige her to forego the more picturesque 

but less decorous supporting gestures to her story. 
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Thematically, structurally, and in genenc terms as weil. then. 

Sandro cf Chegem presents its reader with ..t unique challenge. 

This is the work of Fazil' A.bdulovich Iskander. a wïiter 

whose own biography is a tale of diversity in and of itself. A 

bilingual Abkhazian, he has chosen to write. both poetry and pro'le. 

exc1m:ively in Russlan, and must coniinually field questions trom 

his cri tics and readers on that score. 1989 marked the celebration 

of his sixtieth birthday and the twenty·third year in the on-going 

production of Sandra of Chegem. For the better part of a decade he 

had straddled the geo-political boundaries of tam-, sam- and gos

izdat, sa that now. in the age of r,lasnost, he tinds himself in yet 

another anomalous category weIl nigh unto himse 1 f: he IS a 

'returned writer' as weil as one who never left. 

In quite simple terms, BOJBpameHHan .'lHTepaTypa means a re-entry 

into the literary mainstream, an elusive notIOn. perhaps. but one 

that can be taken to encompass. first. popular appeal--a latterday. 

depoliticized version of HapollHocTL,--and second. a general adherence 

to the more purely literary values of folk-ness. lts con'r'enuonality. 

On the first count: a poIl of October-December 1988 placcd 

Iskander at the top of writers then being read by "the sophisticated 

Moscow reader." An impressive 93% of those surveyed had his cur

rent publicatior..s in hand by the end of that year. ahead of 

Okudzhava (89%) and even Solzhenitsyn (84%).1 They could chose 

from venues as prestigious (1"1 3HaMIl. as broadly based as OèOHeIC or 

even as peripheral as Pa,(fomHuua, where a chapter from Sa ndro 

le. Il.IBe.aOB, -qTO Aa.m.we?: Bo3BpaIDeBBU ;urrepa.'rypa H 06peTalOw~ COOl! '1HTaTeJ1L: 
_ 7umepamYPliDe OÔ03pelUlE 1989:6. c. 62. 
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~hared print space, and a print run of over twenty million, with 

knitting patterns. 

On the second count: "Hapo.llHOCTb" has its darker face as weIl-

as the conveniently vague standard by which for too many years 

works of a more experimental nature have been rejected by a lit

erature o ffi ci aIl y procIaimed to be populi st and accessible to aIl. Its 

influence continues to make itself feh even in today's more liberal 

times, as in the reverse snobbery which rejects out of hand the 

canons of yesteryear. This is perhaps what lies behind the perpet

uai search, among Western and other students of contemporary 

Soviet prose, for a new avant-garde to rival that of the 1920s. The 

feeling is summed up in a recent statement by no less a figure than 

Venedikt Erofeev, who maintained that "there is no crisis" in con

temporary Soviet literature because there is no Soviet literature, 

apart from a small group of poets "trailing ln the wake of the 

Oberiuty. "1 

Against these expectations, Iskander's highly conventional 

choice of themes, his relatively conventional stylistic bent, would 

seem to offer disappointment. Yet it could be said, and indeed this 

thesis will endeavour to demonstrate, that he does innovate, in a 

most peculiar way--by drawing on the potential embedded deep 

within those conventions themselves, and probing deeper still, into 

the very underpinnings of narrative forms. 

Sti Il the question remains. where does Iskander and his 

Sandro fit into this picture, into a contemporary Soviet literary 

1 Bt'.nelllOCl' Epo4IeeB. ·Y MPY. no HHKar.4ll He nOAMy.· HIrrepBJ,((} C nHCaTeJ1eM BeHe,/IHKTOM EpoteeBIiM 
3IU1. Hrop .. OOILAeB. Moaro«XUe HOtlOCTTUl. 10.lleaca6pJI 1989. 13. 
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process that is now more than ever burgeoning with variety? Is he, 

as sorne of his reviewers contend against their more modernist 

colleagues. an anomaly? Or does he, as this this thesis will attempt 

to show, provide a uniquely rich reflection of and response to his 

literary times? 

And the simple st question of aIl--just what is Sandm? Where 

does it, in sheer physical terms, begin and end? Until recently, the 

work existed as a hodge-podge of scattered publications, by no 

means aIl of which were identif~ed as parts of the larger whole. 

Even the latest version, in the author's own admission, is far from 

complete. Exuberant critics, taking a eue from the popularized 

Bakhtinian notions that inform sorne of the more stimulating dis

cussions of contemporary Soviet prose, have even struck claims on 

this simple textological basis for the novel's fundamental "open-

ended-ness. Il 

Apart from the potential extendibility of Sandro, the read~r 

must contend as well with its present--and equally bewildering-

limÏts. Iskander's work as a whole abounds in explicit cross

references that meander 10 and out of his tales knitting one and 

all,--it could be said,--into one vast mega-cycle of truly daunting 

proportions. For close to three decades these cross-references, 

together with the author's engaging tendency to discuss his work in 

progress directly on tb~ pages of an ostensibly fictitious text, have 

made of Sandra a kind of 'do-it-yourselr novel, one that must be 

pieced together by the reader him- or herself from these obligingly 

supplied hints. What is more, these spill over into prefaces, into 

such mundane areas as the simple listing of chapters to be found in 
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other publications, into the many and most articulate interviews 

granted by this most accessible of writers. From yet another angle, 

such accessibility and popular appeal can be seen as but one facet 

of Iskander' s own supra-sensitivity to the reception of his work, 

for one would be hard pressed to find any other writer so willing 

to engage his critics in debate right on the very pages of his work, 

to play fast and loose with the very boundaries of fiction and 

literary endeavour on the one hand, and on the other an extra

textual 'reality' that must forever defy definition but will always 

form the fascination of Russian prose. 

The critical response itself teems with contradictions. Over 

the years Iskander h~s been interpreted as anything from a loyal 

Soviet writer to an outright 'dissident' to sorne strange hybrid of 

the two. His satire has been seen as either gentle or vitriolic or 

sorne vaguely if eloquently expounded cross-breed. Critics have 

debated any number of facets in his work in jointly published 

'dialogues' arguing diametrically opposed views. Others have feh 

themselves obliged to reverse their own previously published 

opinions. Almost aIl have struggled mightily with the classification 

of Sandro, as a novel proper, as a Bakhtinian challenge to the en

tire genre system, as a "string of semi-independent tales," as a 

compilation. 

That term too is fraught with ambiguity. At worst, it is no 

more than a last-ditch tag, a carpet-concealer for recalcitrant 

forms. At best, its investigation could possibly shed light on the lit

erary aspirations of an age now known as "the era of stagnation." 

xiv 



Throughout the 1970s, as will be seen, commentators on the Soviet 

literary scene, either mouTned the death of the novel or eagcrly 

predicted its triumphant return. Large and small forms were con

tinually jockeying fOT position in a genre hierarchy that occupied li 

strangely prominent place in critical concerns. As a work that grew 

right before ils critics' and readeTs' eyes throughout that decade, 

Sandro cannot help but capture its straining towards the prover

bial epic sweep. Perh:lps that entiTe debate reflected a still more 

fundamental need--to slip beyond not only the confines of literary 

genre, but further still, beyond 'literaTy-ness' itself to uncon

strained contact with the reader. 

Here too Sandro stands out for the lengths its author tS pre

pared to go to. Chattiness is his mark in trade. Whatever tale the 

first-time reader should happen to chose, from either within or 

without his master-work, it will overwhelm him or her by its lack 

of literary pretension. The stories seem to write or rather 'talk' 

themselves, to tumble out onto pages that can be forever re

shuffIed, to ramble on and on with a supreme indifference to order, 

editorial tidiness or length. Thus they can be seen as miniature 

compilations in their own right, patchwOTk compTomist>s between a 

diffuse authorial skaz and more straightforward, even expository 

prose. Throughout it ail there remains the nagging suspicion that 

this lax and loquacious author never once truly relaxes control. 

Added to the chatt y , a-literary author is the voiee of his 

compilative counterpart, that of the master aphorist who looks 

back to the hoary tradition of well-crafted rhetoric. The two are 

interspliced--surely a feat that only compilation cao aspire to--
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throughout Sandro. Where the aphorist delves into the fertile 

ground of Aesopian under- or overstatement, he compiles on yet 

another level, by pitting the infarnous 'sub-text' against its sup

posed camouflage. A similar sort of sernantic compilation can be 

found in the many allegorical moments of Iskander, where tenor 

and vehic1e are both extended to face each other in a frank and 

thoroughly exp!oited symbiosis. 

Memoir prose, specifically that of childhood autobiographical 

reminiscences. is cornpiled into Sandro. The genre itself bears the 

potential for compilation, in its tacit overlayering of the child's 

'then' and the memoirist's 'now.' This is developed to an overt ex

trerne by Iskander. It is in this vem that he deliberately plays on 

such hallowed devices as 'making-strange', by forcing both the 

naive and the sophisticated perspectives to confront each other in 

starkly delineated, highly didactic contrast. Plot-snippets from past 

and present constantly vie for the upper narrative hand. The very 

basi s of mernoir prose--its irnplicit bifurcation of the central figure 

into both the object of narration and its subject--is challenged by 

their deliberate isolation one from the other and their compilative 

re-combination. 

Finally, the author of Sandro confronts his own tenuous rela

tionship to the world his ever-expanding work has spawned. The 

confrontation, in true compilative fashion, proceeds on any number 

of levels. On that of plot. he must eventually come to terms with its 

kinship network. On that of narrative strategy) he grapples with his 

status as that of observer, participant, recorder and cornrnentator, 

turning each and every one of these assiduously compiled roles 
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into springboards for expansion. And on the deepest level of aH. he 

reverts to the question of moral commitment, of personal loyalty to 

an ide al that serves as his unending inspiration. 

These are the issues this thesis seeks to explore. It will in

vestigate the growth, the breadth and the infinite potential of 

Santiro; its unique place in and supremely symptomatic response 

to a literary generation that emerged from the Thaw, survived a 

series of freezes and a spell of stagnation to stand at the head of a 

new and, one hopes, promising age. It will look at the novel in the 

context of Iskander's work as a whole by comparing its compilative 

method to that developed 10 or applied to other cycles from the 

same pen, and by attempting to discover what permitted and con

tinues to fuel its organic expansion. The emphasis will be on the 

astonishing diversity of that work and its still more amazmg, if 

highly idiosyncratic unity. To the latter end will be CÎted the un

precedented recurrence of character, incident, theme and style, 

crossing the tines between chapter and story, cycle anj novel, po

etry and prose, even fiction, non-fiction and film. 

As the first full-Iength study of Iskander and his Sandro, th i s 

dissertation must also address the textological question. Its ap

pendices trace the publishing history of the novel itself, its vanous 

compilation orderings, links to peripheral works and adjunct cycles. 

These, together with the body of my dissertation, are offered with 

a view to clearing the way towards a proper appreciation of the 

man and his art. For, as will be seen, the response to date has been 

lopsided, focusing on isolated aspects of what should rightly be 

treated as dramatically diverse but distinct whole. 
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No academic monograph can ever hope to re-capture the 

thrill of one's first encounter with a remarkable work of art. 1 set 

out to seek what propels Iskander's magnificently wandering prose 

ever onward, what beguiles the reader to follow him through its 

unabashed jumble of tones, periods and genres, what left me with 

the feeling that 1 had been weIl and truly led. 'Compilation' in ail 

the many senses of the term that will be applied below is a work

mg hypothesis, as is Sandro of Chegem and its compelling, forever 

compiling dialogue with the reader. 
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Pa3rooop -- 0 KHHrax, a 0 KHHrax, K.aK HJBOCTltO, 
MOJKHO rooopHTb 6el K.Onlla. 

lDa:Junb HOC(1J(l(epl 

CHAPTER 1 

TIIE BACKGROUND 

In February 1966, He1!e.JUl, the weekly supplement to H38eCmUJI 

carried a short story by a fairly weIl established poet but recently 

turned to prose, Fazil' Abdulovich Iskander. 'Fairly weil 

established' in this case and at that time meant six collections of 

verse, three published in his native Sukhumi of the Abkhazian 

Autonomous Republic and three In the much more prestigious 

publishing houses of Moscow, as weB as two volumes of short 

stories, both put out in the aIl-union capital. It also meant a certain 

amount of pigeon-holing: once having crossed the publishing 

border into the Russian Federated Republic and almost 

concurrently into prose, Iskander was ln the latter field often 

relegated to the younger reader, and not only to the Holden 

Caulfield afficionadoes of !OHOCTTlb and the well-known 'youth prose' 

movement of that decade, but also to children of the 'middle and 

upper age bracket,' as his publishers at ,lleTcKan J1HTepaTypa 

recommended in their subtitle to his sixth volume of verse, 30pu 

3eMJlU (1966).2 

14>a3wu. 11000000ep, "lb mooBlf Je 'IHTllTe.rJIO,· .!1umepamypJIQJI zo:JeTM. Il asrycra 1956. 2. 
20u xe, 30pu 3eM.fU: CT1WXU r.LlnR cpe,llllero H crapmero II>JpacraJ (MOCKBa: .lleT<XaJI llHrepaTypa. 
1966). An early biographical note on the author rcads far-rcachlOg 
significance into the poetry-before-prose chronology and children'~ 
literature association of Iskander's first prose publications. starting wlth the 
appearance in 1956 of the short story -nepBoe .lle.'lo·: 
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i ... In fact, until weIl into the 1980s this official categorization 

was to receive Iipservice at lea~it in a curiously disproportionate 

number of critical discussions of his prose. Overt indications can 

be found in the simple fact of their publication in periodicals such 

as j(emacaJl .IIumepam;ypa. Ce..MM u UUI:rua and even BOC7JumaHue WKO.IlbHUK08, 

devoted specificaJly to children's literature, and in those such as 

lOHocTnb, CMeHa, MOCKOBClCUa Ial.Mal.WlIlel( and MO.llOA(JJf Z8apJ(Ull covering the 

range, in theory at least, from liberal to conservative tastes, îrom 

avant-garde to epigonic standards in what might be called the 

Soviet 'teenage market.' The notion makes a more subtle 

appearance among the many critics who noted and for the most 

part justified his penchant for "moralizing ends" 1 precisely on the 

grounds of the age range of his supposed reader. Greater still is the 

number of commentators--both Soviet and Western--who quite 

rightly point to the balance of lyric childhood and adult satirie 

themes in his work as a whole. 

PaCCUl 6W1 oane..aTall B &nlW1e lIUOHep. BY60p :a:ypBaIla Be CJ1)"1ae8. repoR 
nepBOro n~aaJf1leClCoro npoH3I1elCIIIIJI Hc::uJUepa •• MaJU.'lHI:. Ou n03lJaeT MHp. npHOOUlaeTCII K 
TPY./lY. 11 3TOT :.tHp OKpaweB .IleTClŒMH Bne'laTJleOHIIMH. RpKHMH H CBeTJlblMH. OaCTOJlbKO 
Opraoll'iecutMH. 'ITO HX. 6yJlY'lH BlpocJ1li1M, CMor JlOOeCTH .11.0 'UtTaTeIlR 1'OJlbKO no:n. (-<DaJHJ1b 
l1<Xallllep. - B KU. 6u1fAUOnteKa TfIOU38f>Af!HUa COflemtXUx T1UCCU1IeJIea 6 Tl1llTUJ, T1l.O.Mf1X. npHJlO:J(eUHe K 
Jl:ypIl3J1y Û!.AbCKllIl MJ.ItO.l1e~6, T. 4 (Mocxoa: Mono./llUl roap.lUtJl. 1964). 536). 

A still more striking example of the tendency to read Iskander as a 
children's author is to be found in an article dlscussing the indusion of the 
short story -.lle.llywKa- in the curriculum of national schools (M.A. nJlOXapCKaJI H 
H.H. lllanHeaa. -1( npo6neMe &:aopoao-CTMeaoro aHaIlH3a COBpeMeUHoro pacclCaJa. - B cCi. 
AKmylU6I16Ie npoIJAeMli COBjJf! •• 4eIHOa HayKU (Maxa'IKaIla: ,llary'lJ1e.ll.rH3. 1982). 137-38). Most 
typical of ail IS the effort to link lyricism. the purity of a child's vision and 
the freshness of satire. as in Be.lleUHET Capuo •• -lIaCTI>. npeBOCXO,llJlUlaJI UeJJoe: 0 np03e 
CDalHlUl HŒ3.IVlepa: /leAfWI 1972:29 (17-23 HIOBJI). 10-11_ 
lSee. for example. K. }(0BaJ11>.ŒH, ·CuoJBHe EapTHOKH: ~(ja HQjJOA08 1966:11, c. 282-
83; r_ I(pacyxHu. -qaCTHUa &:H3UH TBOefl: 0 pacCKaJaX cpBeTCKHX nHcareJleR. - llemcKaJl 
AUf1lI!JXJIT'YlXll966:9, C. 11; A.A. Jle6e.lleB, 1'J1hI6BHCIo BO nJeoe. HOB6IllAI!'P 1966:9. c. 246-248; 
10. CMeJ1ICOB, -llnO.llbl Aepeaa AeJcrBa: Ce..tu..t fi, lUKlUa 1971:10. c. 49; H. ADJJ.peeoa. ·Bna.n.e.neu 
C'IiIC11aII, • ./(ermraR AlJITII!IXJII1: 1975:4. c. 14. 
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1 In the beginning of 1966. however, Iskander had yet to 

achieve the succès du scandale that was to burst upon him a seant 

six months later with the August publication in Tvardovskii's H08Ma 

MUp of "C03Be3.llHC K03JlOTypa: For rnany years this was to rernain his 

best known work both in the Soviet Union and abroad. Before its 

appearance, not a single cri tic had ventured his opinion in print of 

Iskander's prose, with three exceptions: In addition to the bio-

graphical note mentioned above, a seant y foreword by one A. 

Chemov to the 1965 appearance in MOCKoBcKua KOMCOMO.llel( of the 

short story "YpOK HrpH B lllaxMaTH,"l and a brief entry in KpamKun 

.IIUmepamypHaR 3Hl(UK.II01leAUR (1966) that merely noted his then recent 

transition to a prose featuring "rerniniscences, [and] colourful satiric 

sketches from Iife." Response to the "Goatibex Constellation" was 

swift, abundant and nothing if not lively. Iskande1's reputation as 

a satirist was instantly entrenched: where the craies could 

commend or den y his much-discussed "gentie irony"2 or even 

lA. qepooB, Bcryn. JaMeTlCa IC pac:x:Ka3y -YpolC HrpY B WaxMaTY: B l'aJere MOCK08cKua 
~eJ4, 17 OICTJI6pJl 1965, 4. 
2Critical opinion on this subject would seem to fall lOto three categorIes. (1) 
Unqualified acceptance of Iskander's benevolence, a Horallan rcadmg, as Il 

were, maintained for example by H. r(!eICOBa, -nOA JHaKOM KOJ.10Typa, - JlumepamypllQ./l 
i!lI3eI1lIJ. 15 JlllBilpJl 1966, 3: C. paa::3J1H1I, -Bece.rtu npoJa,- Jlellurtcxoe ;nll1.MJl (Tep'tteJ), 1 uOll6pII 
1975. 4: Carl Proffer, "Writing in the Shadow of the Monohth," New York 
Review of Books, 19 February 1976, 9; Bngltte Agna, "hkandcr, Falll 
Abdulevitch," in Handbook of RUSSlan Literature, cd. VIctor Terras (New 
Haven: Yale University Press, 1985), 202; Edward) Brown, Ru \ \ 1 Cl tl 

Literature Sznce the Revolution, rev. and enl. cd. (CambrIdgc' Harvard 
Universi!)t Press,1982), 331. To sorne, Iskander's lrony l'i cvcn too gcnlle Sec 
MuxUlJ1 re.rtJ1ep H BJ13JlHMHP MatcCHMOB. -6eœ,llLl 0 COBpeMeuuLIX pyCCIrnX IlHcaTe.IJlX: lDaJH.lI, 

HClCaJI.llep: CmpeAe14 (Jersey City, NJ) 1988:1, c. 16-17 Mlchacl Scammcll makcs 
"gentle ridicule" and "whimsical sentimentallty" the <,capcgoat lor 
characters who "remain figures in a comlc opera, ail lukcwarm plca'iures 
and pale regrets" ("Dancing for the Dictator," Times LHerary Supplement. 4 
November 1983, 1215). To Sivokon'. this, the single most cutstandmg fcature 
of Iskander s prose, is without precedent in Russian literaturc; he can only 
conjecture that it rnight be traced to sorne "Oriental" tradItIon (C. CHBOICOUb, -Ile 
TOJlbKO CMex.- Ce.MM u lUKa.ta 1967:9. c. 45). 
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celebrate the dawn of a new positive satire heralded by his work,l 

his readers regarded hirn first and forernost as a hurnourist--to the 

point where, in a story printed sorne three years later, "HaQaJ1o' 

(CMeua, 1969: 19) he confronted the issue head-on: 

Ho BOT IJTO nnoxo. tIH'raTe.J1b HallHHaeT MHe HaBJIJYBélTb pOJ1b 
IOMOpucra, H ft ~e caM KaK-ro HeBOJ1b110 .lI0urpHBalO 00. CTOm MHe B3JlI'bCH 
Ja QTO-HH6Yllb CepLe3Hoe, KU ft BRXy J1HUO IJHTaTeJ1R, C BYpaJIŒHHeM 

(2) Stout denial of this stereotype, insistence that there really are tears ta be 
sought through the laughter, a more Juvenallan approach. Klepikova 
connects this senous content to the affirmative sublimity of folk humour (E. 
KJlenHltOBa, "npaua c.'Iexa, " Heea 1971:9, c. 187); Pitliar -- ta the purer vision of 
childhood (H. llHTJlIlP, "HeaepoJITIWI HcropHJI C KOlJ1OTypoM," Cuduparue OZllU 1967:4, c. 
131). Vickie Babenko devotes an entire article to the hypothesis ("Fazil 
Iskander: An Exammation of his Satire," Russian Language Journal 34, no. 
106 (Spring 1976): 131-41). Arnold McMiIlin speaks of Iskander's 
"lightwelght but entertaining satires" ("Russian Prose in the 1970s. From 
Erofeev ta Edichka," Journal of Russian Srudus, no. 45 (1983): 28). 
(3) A compromise between the above: in the case of Lebedev, a reversai of 
the first stance ln favour of the second, "repenting" his 1966 article "Y.1L16uHCL 
DO roeae" to argue in 1987 for an evolution in Iskander's work ("CMewBo CKaJaTL,· 
B ero lICe KlI. {)()R3aJI1:OCTTl6 1ICUTTl6 (Mocua: CoBeTCuA nHcaTe.'1L, 1987), 177). Sidorov 
maintains a development within lskander's invidual tales' cnoKOABoe, B KpaAIleM 
CIl)"lae JlOOpo.llYWIIO H~HHqeCJ.:oe Ba'lOUlO, BeTOJ!OJL1HBOe paJBHme, -- H IlaOlelllJ1HBLIA, I13BHTe.lhllblA 
tHlJaJ1" (E. CH.llOpoB, JaKa.1J1TL ~lllY CMeXOM, JTumepamyplllUl Poccun, 13 celITR6pII 1974, ll). 
Finally. as testimony to the persistence of the "gentle" stereotype, consider 
the case of Vasiuchenko, who has only recently begun to doubt the 
entrenched image of Iskander as a ":IIŒJHepaJIOCTBLlA TanaBT, (barOpOJlIlLlA, nO-.Ilo6pOMY 
u.acMeWJ1HBLIA Macrep" (HpHBa Bacvteuo, ".llOM lIéI,!l npon3Cfblo; OKTTlROpb 1988:7, c. 199). 

The most eloquent comment on tbis issue belongs ta Iskander himself. 
When asked: "Bac C'lHTaJOT nHCÂTeJ1eM-IOMopHCTOM. Kal( BLI 1( JTOMY OTBOCHTecb?-, he 
replied: "C IOMOPOM: ("Y JlHBHTeJlbHLlA MHp fDaJHJ111 HcxaBJlepa: 6eceJIa c nucaTMeM: Jan. 1-1. 
lIil3apoB, KOMJlyJIIJCm TQd~UKUCT11lJHa. 14 BOJl6p" 1985, 4.) He has also mdieated, wlthout 
elaboration, that from an early age he has preferred the "humour of 
Shakespeare" ta that of Voltaire; yel described his own brand of satIre as 
stemming from "mjured love," passionate and all-embracillg in that HS 
targets are meant to join in the fun. ("lCopoTKo, uo Be KOpO'le HcrOULI: C ma3HneM 
HŒaBJlepoM 6ece~m rpHropHR AuHCHMOB H MapHBa OOBJlilPlOK, " JTumepamypHDe 0003pe1lue 
1985:11. c. 37. 40.). 

ISee 11. ICPOR'lHK, ".L(HaneKTHKa YTllepllCJleBHJI: llo.II'beJI (Bopoue:lK) 1967:1, c. 142. The entie 
takes issue with the demand that Soviet satire should portray the vlctory of 
positive ovcr negative heroes. His argument for a moral as opposed to "plot 
victory" cites -TepIŒIl ua TOM caere" and "COJBeJ.IlHe K03J10Typa" to reveal the 
declaratlve key ln which Iskander's work was then often read: 
"YTaepJIHTeJ1LODe una.lO caTHpLl oe OOIlJaTeJ1bUO B 6J1aron0J1Y'IlIOM "OIlue, 110 OOJlJaTeJlLUO B 
'lel'E0CI1I ltlleAIlOA noolUlHH élBI'Opa. " 

4 



~06po~eTeJ1LHoro repneHHJI ~ero. Korn JI H3KOHeu Haquy "PO CMeUIUOO. 

Ulll: 1911 

The story that appeared In HelleAN, though. was 

wholeheartedly, unabashedly funny. Il lacked the lyric-childhood 

aspect so prevalent in its predecessors and indeed so consistent!y, 

distinctively dominant throughout Iskander's corpus. An 

nonagenarian peasant, an Abkhazian, boasts of his pre-

revolutionary and Civil War exploits--sexual and picaresque--to a 

humbly attentive first pers on 'author' with a trick or two up hls 

own sleeve. The story was short--some two pages, lower column~ 

(no~BaJ1H) at that, of newspaper print. Its 'cast of characters' was 

equally limited: besides the two principals, a Svanian or North 

Caucasian princess who could milk a buffalo and ride astride, a 

hotheaded young reprobate and rival to the lusty picaro, the 

latter's unnamed grumpy father, a passel of nameless sisters, an 

Armenian to:-,acco dealer and his family, a self-servmg village 

scribe and a sheepish band of Mensheviks. Its time span was 

short: from an undefined point prior to the revolution to a 

similarly vague date during the hostilities in the Caucasus. hs title, 

in honour of the garrulous old raconteur himself, was "CaH~po HJ 

qereMa." 

The critics ignored it. A comparable tale, featuring a 

somewhat less venerable Abkhazian peasant, equally lusty--though 

not for the opposite sex, but for life itself--and Just ail 

anideologically cunning as the indomitable Sandro, appeared ju~t 

1The reference is to the collection CDaJHJlh Hcuu.llep, Jlepetlo IIeTTICfTUJa (MocKBa: 
COBeTCKHR nHcarem., 1970). Appendix One lists Iskander's prose collections to date. 
togcther with tre citation references used in this dissertation. 



over a year later, in the April issue of ROBbia MUp (1967). This time 

the response came quickly. was commended in 

JTumepamypHan 2a:Jema (12 July 1967) as among the best pieces to 

appear in thick journals for that year; the Soviet-produced 

English-language literary monthly Soviet Literature managed an 

English translation, under the title "Old Crooked Arm" by June 1968, 

despite the stricter ideological and hence slower editorial 

procedures then obtaining in Soviet foreign-language publishing 

houses. 1 The respected Soviet writer Andrei Bitov singled it out 

for mention ln his thoughtful discussion of current literary, generic 

proces ses. 2 And it continued to attract more critical attention in 

official Soviet circles weIl into the next decade. 

In the meantime, the Sandro story had begun to grow. By 

June 1969, a second fragment, ",llH..1Ul Caruxpo y ce6H .!lOMa" had appeared, 

strangely enough, in a rather marginal publication, Ce.AbClCaH .ltl.OJlOJJe')Kb. 

Other relatively minor periodicals--KpolCoJJuJl, HeJJe.AR, TpYJJ, C.ltl.ena 

(minor in the sense of exclusion from the rank of thick journals, 

with their traditional dominance over serious Russian letters; in a 

sense, then, that even excludes the widely read JlumepamypnaJC 2a3ema, 

which also excerpted Iskander's work)-- such publications 

continued to carry fragments over the next few years, sorne with 

introductory remarks penned variously by critics or the author 

himself, and many with subtitle-cum-genre definitions clearly 

l Based on personal experience. both with Soviet Literature itself. and with 
Progrcss (now Raduga) Publis~ers. Moscow USSR, 1979-1982. The 
translation, by Robert Daglish, appears in Soviet Luerature 1968:6, pp. 67-92. 
2 A!upeR DHTOB, TpauHUbi lUllpa (MacrepcTBo nHcaTenJl: PaccKa3 CerO.llllR).· BOllpocbI 
~ 1969:7, c. 74. 
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indicating expansion into "larger forms." from noneCTb and novclla to 

cycle aIl the way to the pinnacle of the Russian genre hierarchy, the 

novel. This development will be discussed in detail below.\ For 

the moment, it suffices to note Hs purely external aspect: like Tur

genev's 3anucICu oxomuUlca, also pubUshed piecemeal and also largely 

ignored until those se1fsame pieces were collected, physically, 

under one tide a little over one hundred years before it, CaHAPo UJ 

'lei!e.Ma the novel would seem to have relied for its impact on a 

cumulative effect. 

Specifically as a novel, albeit a structurally most unusual one, 

Ca HllPO 'broke the prestige barrier,' as it were, entering the more 

exahed echelons of the thick journals with seriaI publication in 

HOBMa MUp (1973:8-11). To be sure, this was no longer the vIbrant 

lodestar of literary opposition it had been und,-r Tvardovsk Il, 

ousted from his editorship and, sorne say, hounùed to his death 

within the two previous years,--a circumstance symptomatic of the 

times. It was against this background that the Soviet reader was 

presented with a severely truncated version of the work. In 1977, 

when the publishing house COBeTcKHR nHcaTenb brought it out in book 

form, it feh obliged, for reasons one can only speculate about, to 

flesh out the scandalously thin volume with other, unre1ated 

stories. Of the earlier publication, slightly exaggerating the case, 

the unsigned commentary to an excerpt pubIished in a 1982 Ardis 

anthology claims it represented a mere ten rer cent of the 

1 See also Appendices Two and Three: "Sandro Publishing History" and 
"Sandro Compilation Orderings." 
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uncensored whole. 1 Carl Proffer. in his 1976 overview of the then 

current literary situation, offers a more conservative, and accurate, 

estirnate of the loss: sorne fort y per cent. 2 Proffer himself printed 

the first full Russian version (Ardis. 1979) which together with its 

supplement, BOBbie l-IIaSbI (Ardis, 1981), Iskander until recently 

considered the most accurate, if not to say canonical version. 3 

Externat political circumstances notwithstanding, the fact 

remains that Sandro attracted significant critical attention, both at 

home and abroad, only as something more, in terms of length and 

genre labelling, than the short story which served as its original 

impulse and which entered aIl subsequent versions virtually 

unchanged to serve as the centrepiece of a work bearing its name, 

its spirit, and as shaH be dernonstrated, its primary principle of 

complementary overlayering. Whereas the editorial board of B08b1a 

1 Carl Proffcr and Ellcndea Pro ffc r, eds., Contemporary Russwn Prose (A n n 
ArbOT: Ardis. 1982), xx. 
2Proffcr. "Writing in the Shadow," 9. 
, FaziJ' Iskandcr. interview by author, Moscow USSR. 19 February 1988. 
Where possible, text citations will refrf to these two editions. as the most 
widely availablc. CaH.4PO U3 lfeëJe.Ma (Ann Arbor: Ardis. 1979) as 1979: page 
numbcr. and lIofJ6Ie lAatJ6I (Ann Arbor: Ardis. 1981) as 1981: page number. ft 
was at thiS interview that Mr. lskander kindly gave me a chapter listing for 
a more current version of Sandro, which this dissenation has followed for 
chaptcr numbcring. There arc, unfortunately, slight divergences from the 
most recently published version. that put out by the MOCKOBCIŒA pa60'lHA house 
after considerable delay only towards the end of 1989. For these 1 must beg 
the reader's indulgence--keeping abreast of this on-going, orgamc growth 
is an on-going challenge. 

An intervIew appearing in the interim indicated work in progress on 
chaptcrs nevcr before seen in print (-WH OCTalIOBHMCR. Bac nOBeceT Ba3aJ.\: liece.lla c 
maJHlleM HCKillUepoM: MOCICOflClCue II0flOCTTUl, 12 MapTa 1989. 16). The thought is repeated 
in the Author's Foreword 10 the 1989 version (vol. 1: 4-5). Thus. sUiclly 
speakmg. therc is no canonical versIon of Sandro from C hegem It will be 
the task of thls dissertation to dcmonstrate that there can be no such thing. 
ln the mcantime, faute de mieux, Appendix Two traces the novel's chapter
by-chapter plecemeal publIcation. while Appendlx Three displays lheir 
various compilation orderings. 



MUp 10st no time in recommending, persistently if fruitlessly, "The 

Goatibex Constellation" for the USSR State Prize (1967 :1, 1968:\), no 

such honour was th en accorded San d r 0,1 which continued to 

languish, as it were, on the periodical fringes mentioned above. ln 

1970 the newspaper TPYA awarded second prize in its annual 

contest for the best story published in its own pages to a fragment 

of what was to become the chapter • .l(HJlJI Cawpo u ero mo6HMeu· and,-

more germant', to the present discussion,--what was specifically 

labelled as belonging to a cycle (Hl IlHKna ·PaCCKaJIi lla1JllliX neT"). The 

same newspaper granted first-place honours in its 1973 and 1975 

competitions to "LIJI.llJI CaJlllPO H Jy6uoft Bpaq" (yet another part of the 

chapter "LIJlJlJI Cau.llPO H ero mooHMell") and .. .lIl1lU1 CaHllPO u nacryx KYHTa" 

(later incorporated with major alterations into the final chapter 

If LIepeBo lleTCTBa").2 Again, what is of interest to this argument is the 

fact that the former was explicitly identified as belonging to a 

larger work CI'13 IlHltJ1a UOBeJ1n 0 npUKnlOlJeRHIIX 1lJIllH CaMPo Hl qereMa "). 

while the latter's publication came after Uncle Sandro had. thanks 

to the 1973 H06W .MUp serialization, been officially and physically 

established as the central figure of a full-flown novel. 

To be sure, literary prizes, whether state or single

publication, serve more as a barometer of political rather than 

aesthetic pressures. Turning to the slightly less politicized area of 

1 The novel has at long last been proposed for the 1989 S tate Prize See 
MOOW8Qcu:a KO.AUl.W).,fet(, 21 MU 1989, 2. 
2Prizes announced in TpY4, 31 Oecember 1970, 1 January 1974, and 1 January 
1976, respectively. In a May 1989 interview, Iskander confirrncd the 
rumour that "Goatibex" had been dropped from the competition in retahation 
for his having signed a letter of protesl. He does not rccall the specifie i'isue 
rrJ10T0K ItHt'J10po..u: HBTep'BI>IO C ~a3HJ1eM "claf~epoM Jan. nerp CnHBaK, MOCICoflcICua 
KOAID..wMeI4. 21 MU 1989. 2.). 
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1 critical articles and reviews, the cumulative effect of integrating 

individual anecdotal tales under the all-powerful rubric of 'nov el' is 

immediately evident. No fewer than eight articles on the work 

were to follow its appearances in H06Ma MUp and the COBeTcKHR 

nllCaTeJ11~ Iists, in the space of sorne four years.1 Now this figure is 

by no means outstanding in absolute terms, but it does gain 

considerably in significance when set against the one lone article, 

actually three paragraphs of introductory remarks, vouchsafed a 

chapter published separately alte r the 1973 turning point and 

concerned mainly with reminding the reader of its link to the 

novel. 2 Compare the attention inspired by such separate shorter 

publications as that of "COJBe311He IC03J10TYpa" (fourteen articles in three 

years) or "KoJJ1lepYKHO" (four articles over a similar timespan).3 

Outside the Soviet Union, particularly in the United States, 

thanks to the efforts of Carl Proffer, the difference in pre- aad 

post-novel response also gives pause for thought. To tackle first 

the more immediate area of translation: by 1982 versions had 

appeared in Bulgarian, German, Polish, Turkish, French, Czech and 

Swedish;4 closer to home, Susan Brownsberger produced an ad-

mirable translation in two volumes (1983, 1984).5 Once again, 

1 Listed chronologically in 3.6. MHXaRJ1oaa, œwu.1f6 HCKall/lep: Buo6u6.11uozplUju"lec/Cua 
yPCQ3QI1Ie.II6 (y JllJIIIOBCJt: 6H6.rJHO'reu np0tc0030B, 1982), trl. 
2 E. KnenHltoaa. -0 pacCU3e Q)aJHJlJl HCKaJlJl.epa .. 'IereMCII:He CJ1J1eTBH-: [npHMe'laBHe II: 

nyC5J1HUIlHH paaD3aJ: A,popa 1975: 7, c. 29 
3Listed chronologically in MHxaRnOBa.. Guo(ju(j.lluozplUju'lec/Cua y"aJameA6, 83-84, 85, 
re"spcctively. Il should be noted, however, that -l(oJ1llepYKHO- is included in the 
1988 projection of the nov el (see app. 2). 
4Ibid., 141-42. 
5 Fazil Iskander, Sandro of Chegem, trans. Susan Brownsberger (New York: 
Vintage Books, a Division of Random House, and Ardis, 1983) and The Gospel 
According to Chegem: Being the Further Adventures of Sandro of Chegem, 
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1 comparison with "Dld Crooked Arm" would indicate that this is not 

simply a matter of length: its translation by Robert Daglish in 

Soviet Literature , mentioned above, was followed by two separate 

renderings. 1 To date, the only tale from Sandro to have been 

offered on its own to an English-reading public IS "Belshazzar's 

Feasts." in an anthology which explicitly identifies the tale as "one 

of the twenty-one currently existing chapters" of that novel. 2 It 

would appear that only the Bulgarians have presented a fragment 

ostensibly independent of the larger work. 3 

The critical response, in English, presents a much motlier 

picture. "The Goatibex Constellation" would seem to be the novel's 

chief rival in tbis field. ft attracted the attention of Deming Brown, 

in his presentation to the Seventh International Congress of 

Slavicists (Warsaw, 1973), as weIl as in his book Soviet Russian 

Literature Since Stalin (1978), inspired a masters' and doctoral 

thesis (1971 and 1975), discussion in The Russian Language Journal 

(Spring 1976), and, following its Ardis translation (1975), a 

blistering review in Books Ahroad (Autumn 1976).4 Even as late 

trans. Susan Brownsberger (New York: Vintage Books, a Division of Random 
House, and Ardis, 1984). 
1 Fazil Iskander, "Kolcheruky," trans. Mareia Satin, Russlan Llterature 
Triquarterly, no. 5 (1973): 165-89. Reprinted in The Ardls Anthology of 
Recent Russian Literature, ed. Carl Proffer and Ellendca Pro ffe r (Ann 
Arbor: Ardis, 1973), 165-91. As "Old Crooked-Arm," Afro·Asllln WrllUllP 
(Cairo) 1, no. 4 (January 1970): 95-115. 
2 Fazil Iskander, "Belshazzar's Feasts," trans. Susan B rown~bcrgcr and Carl 
Proffer, in Contemporary Russian Prose, 335-378. The Idcntifical10n with 
Sandro is noted in the foreword (xx). "A Sexy Little Giant," lrans. Carl 
Proffer, in Metropol: A Literary Almanach, ed. V. Aksyonov and othcrs 
(New York: W.W. Norton, 1982), 322-58 represents what is now Chaptcr 24 of 
the projected version of 1988 (see app. 3). 
3(1). Haca.u.nep, "1JHqo Ouupo H qepmm ne6eJl: llAOXf>K (CotHJd 1976:10, c. 192-201. 
4Deming Brown, "Narrative Deviees in the Contemporary Russian Short 
Story: Intimaey and Irony," in American Contributions to the Seventh 
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as 1986, in a study of Soviet Fiction Since Stalin, 

eclipsed Sandro entirely.I 

""Goatibex" 

With respect to the novel itself, Carl Proffer characterized 

Iskander as "in many ways the most translatable and transportable 

of Soviet writers, in spite of his provincial subject matter. "2 

Western reviewers placed the book alongside c1assics of both 

Russian and European satire, the epic, Faulkner and Gabriel Garcia 

Marquez. 3 The staggered release of the two-volume Russian 

vers ion received mention in World Literature Today. 4 Olga 

Matich's review singled out the Statin chapter excerpted ln 

Contemporary Russian Prose for sorne insightful, if cursory 

comment on reader response. 5 Loseffs study of Aesopian language 

International Congress of Slavists (Warsaw: August 21-27, 1973), ed. Victor 
Terras, vol. 2, Literature and Folklore (The Hague: Mouton, 1973), 53-74. 
Idem, Soviet Russian Uterature Since Stalin (Cambridge: Cambridge 
University Press, 1978), 206-209. Craig Newell Packard, "Contemporary 
Soviet Satire: Faûl Iskander's Sozvezdie Kozlotura (M.A. diss.,OhlO State 
University, 1971). Idem, "Contemporary Serbian and Soviet Satire: Erih Ko~ 
and Fazil lskander" (Ph.D. diss., Ohio State University, 1975). Babenko, "Fazil 
Iskander." Byron Lindsey, review of Goatibex Constellation, by Fazll 
Iskander, trans. Helen P. Burlingame, in Books Abroad 50, no.4 (Autumn 
1976): 905-906. Lindsey panned the work in no uncenain terms ("a trivial 
socialist satire with an Abkhazian soul"). 
IRosalind J. Marsh, Soviet Fiction Since StaIin' Science, PolitlcS and 
Literature (London: Croom Helm, 1986), 219. The focus on the Lysenko 
theme accounts for the omission of S andro. 
2Proffer, "Writing in the Shadow," 9. 
3Herbert Gold, "Satire Survives in the Soviet Union," Los Angeles Book 
Review, 24 April 1983, 1. Susan Jacoby, "An Abkhazian Mark Twain," New 
York Times Book Review, 1.5 May 1983, 9. Jeri Laber, "Caucasian Collective 
Circus," New York Times Book Review, 10 June 1984, 9. Scammell, "Dancing 
for the Dictator," 1215. Carl Senna, "A Writer Who Captures the Russian 
Character," Christian Srience Monitor, 7 September 1984, 22. 
4Margot Frank, review of Sandro iz (!egema: novye glavy, by Fazil Iskander, 
inWorld Literature Today, 56(Spring 1982): 360-361. 
50lga Matich, review of Contemporary Russian Prose, ed. Carl Proffer and 
Ellendea Proffer, in Slavic Review 43, no. 2 (Summer 1983): 328. 
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1 dealt briefly with several episodes, and a 1986 doctoral dissertation 

included it in a treatment of Soviet satirical devices. 1 

To date, however, there has been no study, in English, 

devoted exclusively or ev en primarily to what Carl Proffer 

described as "the major work of Iskander's life," noting the "epic, 

universal quality of his writings. "2 Iskander himself considers 

Sandro to be his "central [ ... ] work," his "main creation. "3 

Russian-language critics, operating until recently under quite 

different restraints, have been much more active in this area. 

Natal'ia Ivanova in a November 1988 issue of JlumepamypHaR za3ema 

produced a full-page article on perestroika publications of chapters 

omitted by earlier Soviet editions, where she indicated a 

forthcoming monograph on Iskander's oeuvre. 4 Many of her 

arguments, curiously enough, echo key points in the exuberant 

articles on Sandro by the emigré team of Vail' and Genis.5 Another 

team, representing both East and West but publishing only in the 

latter, has studied the Faulkner and Marquez connections obtaining 

1 Lev Loseff, On the Beneficence of Censorship' Aesoptan Language ln 

Modern Russian Literature , Arbeiten und Texte zur Slavistlk, cd. Wolfgang 
Kasack, no. 31 (Munich: Otto Sagner, 1984), 90-91. Karen Lce Ryan- Hayes, 
"Soviet Satire After the Thaw: Tvardovskij, Sollenicyn, VOJnovic and 
Iskander" (Ph.D. diss., University of Michigan, 1986). 
2Carl Proffer, liA Disabled Literature," The New Republlc, 14 February 1981, 
27. 
3HCKaBAep. -r.I1OTOIC KHC!10po.4ll- hmrepllLlO), 2. 
4Ha:raJthII HBauOBa, -CoB paJ)'Ma POXllileT 'IY.llOIlfW,- JTumepamyp1lOJl 2t13ema. 2 UOJl6PR 1988, 4. 
See also her interview, cDél3HJ1b HCKa.H.llep, -HeHJBeCfnLlR Cau.Jlpo.: C npoJaHKOM Œ>aJHlleM 
HŒa.U.llepoM 6eceJIYeT mnepaTypULIA ICpHTHIt HaTaJUall HBauosa, - MoorofKXue 1l08OC17W, 10 HIOJUI 

1988, 11. The monograph has been announced by the COBeTCICHA Il Hca:rem, ho u se 
as slated for release under the title "'<:Mex npoTHB Cfpaxa· for the second quarter 
of 1990. 
5nerp Ba1l.Ilb H ArleKcaD.lIp reuHc, -CtaIlHB na 'lereMCKOM npHasaJIe,- Bpe.MR U .Mil, no. 42 
(HKl.I1h 1979): 151-69. OuH ~e, -,llJwt Ca.ru1po H HOCHt ÜraJlHB,- rJJaBa B HX xe M. CoSpe.Me7I1I(J.Il 

pyrx:1CaR 1lp03(J (Aon Arbor: 3PMHTut, 1982). 
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1 in the nove1. 1 From Moscow, two "candidate's" dissertations 

defended in the past three years have have begun at last to place 

Iskander in the context of the Abkhazian tradition, comic and 

narrative. 2 

Whatever the external ideological c1rcumstances impinging on 

both critical and scholarly response in any language or on either 

side of the East-West divide, the fact remains that Iskander's 

patchwork novel has from the outset been consistently treated as 

an integral though idiosyncratic whole, and this despite the fact 

that each of the components in this "series of semi-independent 

tales "3 would seem to be so eminently detachable from that same, 

supremely loose structure. "Semi-independent" they are, with a 

true vengeance: individual c-hapters, parts of chapters, separate 

plot incidents, even digressions--("PYKonOJKaTHe: BMeCTO paccKa3a," 

printed in Hej(e.llR (16-22 January 1978), a Sternian tour de force 

from the chapter "KyreJK TpeX KHJlJeR ua 3eJleHOM llBopHKe"}4--have for one 

reason or another--publishing convenience, Iskander's 'creative 

method' and perhaps sheer frustration with the censors--have all 

appeared and continue to appear separately. AU the more 

astonishing, then, is Iskander's achievement. For sureiy no other 

160pHC 6pHitep H nep ,llaJthrop, • CQJI.4PO U3 qeae.MQ. H MarWleCItHA peaIlHJM WCKawIepa, • 
Scando-Slavica 30 (1984): 103-15. 
2E.B. K06axHJI, ·HaUUOUaIlhuoe caoeo()pa3He lOMlf1IeCitOrO H XY.llOlKecTBeBB .. e Cpe.llCfsa ero 
BOl1J1omeuHJI: Ha Ma~pHaile a6X33QCOA nHre..l1'!n'py· (ABTO~.,llHcc. ... KaB.ll. tHJ1On. Ba)'K, liH-T 
MHpOBOA llHT. HM. A.M. rOphlt,oro, 1986). T.lU. ,lllK.onya, CDOPMLI nOBeCl'BOBaBHJI 8 COBpeMeHHOA 
a6xa3CKoR npoJe: AJn'Op--nC8eCJ'BOsaTeJU.--I'ejKlA,- (ABTOpet. ,llHcc. ... KaIlIl. tMOJ1_ HayK, liH-T 
MHpoBOA J1HTeparypLi HM. A.M. ropLKoro, 1987). 
3Proffer, nA Disabled Literature," 30. 
4Corresponds to 1979: 527-35. See app. 2, no. 25. This 'handshake monologue,' 
with ilS spiralling interweave of pseudo-concessives and qualifications, 
represenls expansion on a major scale of Iskander's qualification technique. 
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writer working so persistently in the short-story,. -the Manas ~opMa-

mode, has ever produced and published a work piece by picce 

over a period now entering its third decade, managing ail the 

while to maintain in his international audience the conviction that 

we are participating in the creation of a single major work, the 

60nLmaa ~opMa par excellence: a magnum opus. 

Its dimensions are now truly enormous. In concrete terms: 

the two-page story of 1966 swelled, according to Natal'ia Ivanova's 

calculations, to one hundred and fifty pages in HOBMll .MUP, to 800 

pages of small print in the uncut Ardis version. l The three-volume 

edition of 1989 totals thirty-two chapters, as against the twenty-

one encompassed by Proffer's effort. Its cast of characters now 

numbers, to quote the cliché, in the thousands, including a de

lightfully confusing interweave of Sandro's kith, kin and fellow 

villagers. historie al figures overtly incorporated à la Walter Scott. 

from an 'Abkhazified' Nicholas 1 obsessed with a Caucasian sense of 

family honour and a similarly pre-occupied Lenin (1981: 60-64). a 

Trotskii more interested in the joys of hunting wild goats than 

defending the permanent revolution (1979: 553), a Beria who 

unwittingly shares the favours of an attractive, latterday lady 

without a dog with a boardwalk Abkhazian photographer,2 a 

doddering Voroshilov cherished for his post-Khrushchevian fidelity 

l HBauOBa, "Cou pa3)'Ma.. 4. 
2"M3JJew.r.: ... a rHraUT (iOJ1I>Woro ceKca: first published in the llI-fated almanach 
Mempono.u: JTumepanl)'pH6Io, a..t6.MlJHax. pe.ll. B. AKeeooB H JIP. (Ann Arbor: Ardis, 1979), 
381-443. For other publications see app. 2, no. 24. In 1988 this bccarne the 
title piece of a pot-pourri of themes from Iskander's prose and vcr<;c, 
including several incidents from Sandro, compiled by EBreuHJI KaMeublwBH'Ia and 
mounted by Moscow's Hermitage Theatre (Spring 19R8). 
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l to Stalinist ideals while his granddaughter teaches modern dance 

(the twist?) to lesser Party officiais ... (1979: 427-29). This list 

culminates in the figure of Stalin, the bankrobber and murderer of 

the 1910s, the feaster In his heyday familiar from Allilueva' s 

memoirs, the older tyrant in physical decline who distributes the 

largesse of his cast-off long winter underwear while literally de

ciding the fate of nations. On the local, Abkhazian scale, real-life 

persons in power are either explicitly identified by name (Nestor 

Lakoba and family) or supplied with tantalizingly transparent 

pseudonyms (Abesalomon Nartovich for a local party secretary,l 

and "Roi Roison," whose visit to the "sunny, hospitable autonomous 

republic" readily exposes him for the black American singer, Paul 

Robeson (1979: 478-87). On an entirely different level, Iskander 

even gives us a glimpse of God, retreating with drooping wings in 

sorne thankfully postponed future (1979: 365-67). 

Time too is elastic, stretching back from the original tale's 

Jual perspective of pre-revolutionary and Civil War reminiscences 

set in a 1960s present, via the memories of an older generation, 

Sandro's parents, to the Abkhazian national tragedy of the 1840s-

1860s. the ManallXHpCTBO or Turkish exile that decimated the 

Abkhazian people and eliminated entirely their cousins, the y6liXH, 

their language and their very culture.2 In what will surely 

1 Fazil' Iskander. interview by author. Tape recording, Moscow, 21 May 1988. 
Compare the Gogolian disclaimer in Iskander's -Mope 06aJ1BHJ(: -11 paJpaooTaJ'l 
Ue.JlyJ) CHcreMY MaŒHpOlIU CHOHX J1HTepaTypDYX npaOOpa30B. [ ••• ] Bœ paBDo y3BlUOT MH, 'D'O eme 
xy~e, BlIywaDl' KOMY-BH6y.lD>, 'lJ'O OB y3BaB H OVIeBeTalI npH nOMOWH npUA"" (lOHocm.6 1988:2, 
c. 34). Self-idenufying prototypes create comic chaos in Sandro (1979: 494-
97). 
2 ExtenSive 
anncxation 

migrations, prompted by dissatisfaction with the Russian 
of 1864 and mislcading promises by corcligionists in Turkey. 
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remain in a stable position as the final chapter of the work, ".llepeBo 

,l(eTCfBa," reference to the Great Wall of Abkhazia, built in the sixth 

century A.D., takes us back to another era of dependence on a 

larger power, when Abkhazia was a vassal of the Byzantine 

Empire.! Inclusion of the chapter .. .llxaMXYX: CLIU OneHH" extends the 

temporal scope further still, to a folkloric past impossible to date in 

calendar years, but indisputably associated with a golden age when 

this ancient people were confident of their ethnie integrity and 

just beginning to experience contact with other cultures. In the 

opposite direction, expansion on the author's plane carries the 

novel into the eighties, and, in the philosophical digression on God 

mentioned above, into a misty apocalyptic future for the whole of 

h umani ty. 2 Geographical expansion operates, not on the 

look place in 1858-64, 1870 and 1877. For a literary trcatment of this theme. 
one of panicular interest by way of contrast with Iskander's low-key 
handling, see 6.B. II.hmI:yœ, lloc.te.mua ru ~x (MO<XBa: CoaeraHA nHcareJII., 1976). 
Whereas the tragedy in Iskander's work is evoked only once. In the chapter 
"60nlomoA Jlem. bom,moro JJ,oMa,· and olherwise allowed to hover over the novcl as 
the emotional impulse behind the larger scheme of national idcntity and 
agony over its decline, Shinkuba deals directly and excluslvely wilh the 
death of an entire people. Iskander reviewed his compatTlot's work for the 
central press in "ronoc a()XI3(XIIX ymenHA: PeqeWHII ua u. 6.B. lllimKy61i [Jecr'6 CKaAlJI • .. 
~ éU3I?IlIa,. 18 JDtipJll965, 2. 
l Fazil' Iskander, interview by author, Moscow, 19 February 1988. whcre Mr. 
Iskander confinned this hypothesis, even while outlining chaptcrs stIll ln 

composition, i.e. not included either in his 1988 projection or ID the 1989 
edition. By deferring any mention of the connection between the Great 
Wall and Chegem. Iskander heightens the effect of its nostalglc overtones: 
the monument is shown in ruins, by the remnants of the 'Big House' of the 
family's patriarch. 
2 Katerina Clark comments on expanding the chronotrope of sociailst realism 
in the 1980s. In her interpretation, the rnovement is towards ex pandmg the 
severely restricted time and space coordinates of Stalinist fIction via the 
introduction of the "infinitely distant past of folk legcnd or the dl<;tant 
future L ... ]"' In both cases, the "old Stalimst lime frame" preserve.. HS 

essential contrast with "contemporary Soviet reality." ("Poliucal HI<;tory and 
Literary Chronotrope: Sorne SovIet Case Studies," in Literature and History· 
Theoretical Problems and Russian Case Studies, cd. O.S. Moser (Standford. CA: 
Stanford University Press, 1986). 244. 
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surface, as 10 the preceding categories of character and time, but 

rather 00 a "deep level" structure, to borrow, loosely, the 

Chomskian terms. On the surface level: the original locus of the 

mountaio village Chegem shifts to Mukhus (for Sukhum, the 

aUlheotic Abkhazian form of the name of the republic's capital, as 

opposed to the 'Georgified' SukhumD and further afield, to Moscow 

itself. The series 'village--town--megalopolis' cornes into its own, 

however, on the deep level, with the development of the 

interlockiog themes of 'rural/urban,' 'older/younger' and 

'Abkhaziao/R u s sian' confron tation. l 

The final, ethnie component of this homologation stands as 

one of the linchpins of the awesomely sprawling construction that 

Sandro of Chegem has become. For surely no overview of this 

work would be complete without consideration of the Endurian 

theme. First, the author's own assessment of 1987: 

31111YPUY a6co.rIm'Ho ~aHJIéUI HélIIHJI. npH nOMOWH KOTOpoA: H B caMOM 
Haqa.ne pa6am HU CawqxJ mrntI1CJ1 BUCMem'L HauHOHaJ1Ltnm: npe.apaœy llOK. 

1 A comment by Iskander on the effeet of his choosing Russian over 
Abkhazian as his literary language reveals the interlocking of the 
mountain/valley and Abkhazian/Russian (or Russified) terms: "A6xa3cKHR 
IIJLIK •• IIJ .. K ropuoro uapoJ13. PYa:JCHR mLllt •• JIJ .. K ~OJJHlDloro lIapoAil. Bo3MO:JKIIO, ca\! TOro He 
3aMeUJI, Il Baowy B CHoR PYCCKHR m .... HeKoTOpylO H3J1HW8101O 3HeprHIO. npH3BaHHylO 
nepeKpHKHBaU ill)'M ropHYX pel H BO~Onél.llOB.· (HCKaH,llep, "ICopo'le, lIO He KOpO'le HCfHBbI" 
(H8TepBlllO), 38·39.) Such spiralling "isotopies complexes" (A.J. Greimas, La 
sémantique structurelle (Paris: Larousse, 1966), 97) and the intertextual 
polyvalences they establish, of course, reflect a universal function of 
literary texts in general. Unique to Iskander, however, is their incredible 
surface proliferation, both within Sandro and without, knitting the entire 
body of Iskander's writings into one vast 'megatext,' as it were, and 
prompting the suspicion that such Isotopie or paradi~matic energy virtually 
replaces, if not actually impedes, the more familiar Iinear, or syntagmatic 
strategies (e.g. plot continuity, eharacter development) for text unity. Sorne 
hint of the straightforward, declarative orientauon of Iskander's prose (and 
indeed verse) permitting this kind of 'clearing the decks' for mterminable 
homologation, is to be seen in the statement above, where the simple copula 
constructions are extended, not devl oped, into an eloquent metaphor. 
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Ho TenepL JI nOHHMalO, uo no He TOnl>KO o6paJ HaUHOHartLHoro 
npe.l{paCCYllKa, HO 3TO H 06paJ BCRKOR HeQecrH8OCTH, H 06paJ poKa. 
CIDiJKeRHYR "poRUeR aBTOpa 1':0 ypoBHJI MHJ)OBOR fnynOCTI1, rOTOuoR 
33.BOOBaTh HaC, H Hama co6cmeHBilJI rJlynOCl'L BHyrpl1 Hac. To €CfL, narn 
BJIy'l'peHRHR 3H.l1YlleU, CKJ101DlWl co6crnemulle r Jlynocm CBaJUmaTb Ha K03HH 
BoelDHero ~ua. Hl 3TOro OJlHI'L JKe He CJ1e~eT, lJTO BHelllHero 3~pua 
OeT.l 

Iskander's definition bears witness to tl'1e remarkable tension 

underlying this concept, a tension operating on the extra-literary 

plane of interaction between the author as a public figure, his 

contemporary readers and the text as a public document of moral 

purport. While Iskander is by no means the first RUS~!all-language 

writer (for his work partakes as weil of a specifically Russian 

tradition) to find himself drawn into an extra-literary debate, he 

surely stands out for sensitivity, in purely literary terms, to his 

reader's reactions, not only engaging in literary polemic in the text 

itself, but showing himself as an author-agent face-to-face with, to 

com a term, a reader-agent. The passage from "HaqaJlo," quoted 

above, is a case in point. And the Endurian theme, the search for 

possible prototypes for these universal 'bogeymen' has excited an 

aIl but prudent interest among his readers. "3HllYPUbl MI1CTHKa 

HaUHOHaJlLOOrO npellpaCCY.IlKa," wrote Iskander in his "Foreword" to the 

novel (1979: 8). The term itself, he declared in a 1988 public 

appearance, originated in a childhood playtime fantasy, one of two 

battling mythic peoples, the 3HllypUY and the KeHrypllLl, and nothing 

lIskander's response to his cntIC Lebedev in a monograph that parallels in 
miniature the compilation method of the novel itself. It incorporates an 
earlier article, ·Y J1b16UHCh BO rueBe- (1966), as well as a review of several of 
Iskander's Soviet prose collections, entitlcd "CMeWHO cUlan- (J1umepamyp"oe 
o(fo3peHue 1984:10, c. 53·56). The title of the latter effort is then applted to the 
monograph, which includes an 'interview on paper' with lskandcr. The 
final version is 10 be found in Jle6e.l1eB, -CMewHo clta3aTh· (1987), from p. 205 of 
which Iskander's definition is cited. 
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1 has so disappointed him as the persistent attempt to force upon it 

any narrower reading.! 'Endurians' have been interpreted to 

represent "Russifiers" imposing a foreign culture on the smaller 

nation, an interpretation based on the author's citation of the 

rumour that 

311.JlYP1lLI 33.XBélTHJ1H 8JlacrL B MOCJCBe, [ ... ] npH 3TOM roBOpH1Ol, 1JTO OlUIOA: 
HJ nepBLIX pecJK>PM, KOTOplie ~Dli npoOOll,}'T B (jJ1H~a.runee opeM1l, -- 3TO 
oo'bJlWleRHe ucex napo~B nameR CTpaHY 3H1M>uaMH [ ... ],"2 

The interpretation, however, manages both to cite and, ultimately, 

ignore the author' s ironie treatment of these rumours. From a 

different perspective, a Western reviewer detects in the theme a 

more contemporary ring, one which ridicules "excessive Muscovite 

fears about Chinese invasion and semi-fantastie neighbors."3 

The emigré critic Iverni, with more finesse, construes the 

term as "simply other people, belonging to a different nation,"4_

raising the issue to the universal problem of inter-ethnie 

confrontation and respecting Iskander's delieate, tactful treatment. 

Her ex-compatriot Lebedev goes further still, to read into the nov el 

a vast symbolism of worlds and anti-worlds (Chegemia and 

Enduria).5 

Abkhazian readers, in private conversation at any rate, are 

more prone to point to the Georgian threat, and alternatively, that 

posed by their Mingrelian neighbours. This latter association, at 

1(DaaH.I1J, HawJ.llep, Toop'IeCXHR Be'lep, MOOCOJK:KHR rocy,lÇlpcfaellllLlA ynuaepcurer, MOCXBa., 26 
MapTa 1988. Compare 1989/1: 4. 
26pHKep H .llaJ1rop, -CaH./lpo U3 l[eae.va H MarJf1leCKHR peaJlH3M: 107. Citing from 1981: 33. 
Loseff, On the Beneficence. implies the same interpretation (91). 
3Frank, review of Novy glavy, 306. 
4BHMeTra HBePDH, 110 l'Y cropony CMeXa: Kmmumeum. 110.21 (1979h 357. 
5Jle6e4eB, -CMeumo CUlaTl: (1987), 220. 

20 



1 least, has sorne basis in facto Compare the following passage from 

the 1966 He.ne.llH variant: 

B Te BpeMeoa 00 [1UI.llJ1 Caoll]>o) C'IHTaJ1, '11'0 ace MeHbmeOHKH 
3yr.llH1(CKOro npoHCXOUeBHR. KOHetffiO, OH JHa.rt, lfI'O Y mtX 0C1'b OCJIKHe 
MecTllYe npHXBOC11lH, HO caMa pomma MeHbmeOH3Ma, GlMoe OCHHoe rlle31l0, 
ŒM3. HlleAHaH J11IertOMaTKa, no ero MIIemoo, 06HTaJ1H o3yrllHllH. (23) 

AIl subsequent variations substitute 3HlIYPCK and the relatcd 

adjective for Zugdidi, the regionai administrative centre most 

heavily populated by Mingreliam. 

Abkhazian/Mingrelian tensions May weIl have served as the 

original model for the Chegem/Endursk rivalry, but the theme of 

prejudice, mistrust, and its corollary, self-vaunting chauvinism, tS 

from the outset handled with such 'gentle irony' (with ail the 

implications of a second perspective that irony inevitably bears), as 

not only to challenge Uncle Sandro's contention that the Endurians 

were parachuted into Abkhazia even before the invention of the 

airplane, but even to tease the would-be witch-hunting reader. 

Consider the hilarious episode in which the author loses a bet with 

the oid man that eight out of ten bureaucrats on any floor of an 

administrative building will turn out to be of Endurian origin 

(1981: 29-33). More to the point, recall the faet that the entire 

parachutes-and-bureaucrats debate is placed in a chapter subtitlcd 

1 Cornparison of pre-perestroika and pcrestrOlka publicalions of lhe chapter 
",l(1I.!lJI CaB.llpo H ero nK>6HMell" reveals sorne adJustrnent on IhlS themc. Uncle 
Sandra blames the pratfall he suffered after a local celebratIOn on an 
Endurian neighbour (1979: 286), in the latter vcrslOn--"an Abkhal.lan 
Endurian" (3"a.MIf 1988:10, c. 60). Subsequent references to "the Endunans" 
(e.g. 1979: 287) are softencd to an cthnically tndiffcrent "onH" (3"a..MR 1988:10, c. 
60-61). A passage in the 1989 edition Identifies lhe Mmgrellans opcnly wlth 
Beria and the enforced 'Ge'1rgification' of Abkha.lla (1989/2 160). 
Altematively, the Endurian label can be applied to any form of chauvIOJ<im. 
ethnie or ideological, as in the re-working of an ail too well-known slogan 
as "3u.lIypCKoe -- 3Ua'lHT arJUf1IlIoel" (1989/1: 4; 1989/2: cover). 
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1 "The Endursky Enigma," where the cunning defender of racial 

purity is outfoiled: having instructed his sweetheart to inform her 

princely suitor she cardes the taint of Endurian blood, he is 

dumbfounded to learn that the wife he won by such subterfuge 

was simply telling the truth. 

These and similar incidents scattered throughout the novel 

fuel the temptation that the Endurians are an identifiable--either 

ethnie or social (bureaucratic)--group, the "external Endurian" 

Iskander keeps perpetually in reserve. 1 Without them, there 

wou Id be no basis for the "internai Endurian," as unidentifiable as 

he is pernicious. Evidence for the latter is to be found In Kiazym's 

description of Sandro as "the world's first Endurian." Yet even 

here, the judgment is instantly qualified: "HeT, BTOpOA. nepBLlll B 

MocKBe CH 1J,HT " --which Aesopian flirtation with anti-Stalinism is then 

immediately qualified again, as Kiazym, in his cups, claims he is the 

world's sole remaining non-Endurian and continues: 

-- Ho HUOr1l3 Mue KéŒtm::II, [ ... ] 1JT() JI TO~e 3fUYPeU. [ ... ] nOTOM}', 1JTO He 
y Koro cnpocnn, 3MYPeo; JI WlH ReT. KpyrOM OllHH 3UllYPULI, a OHH 
npaBJU' Te6e HHKOr.lla He CKaIYT. A u06L1 yJuan, npeBpaTHJ1CJ1 JI B 
3H1lYPna WlU HeT, uyJCeB XOTft 6L1 01lHH He3I1.l1YJ>eU, KOTnpLIR cxaJKeT re6e 
npaMY. Ho BI'Oporo 8e3B.1lYPIIa UeT, n(YJ'OMY ft UHor 113 JlYM31O, lfI'O ft TOJK.e 
CTaJ1 3I111YPUCM. [ 1981 : 124-25] 

Thus, the Endurian theme represents a masterful 

interweaving of ail possible levels of irony, ranging from the verbal 

or Aesopian (Stalin), through the situational (Sandro's marriage, the 

wager), to the dramatic (the author and reader aligned against the 

magnificently illogical Sandro and his parachutes) to a structural 

1 He even extends the concept to the intelligentsia. or rather that part of it 
which has succumbed to modern pressures and thus earned the name 
·JH.IlYpreoUHJI· (1981: 34-35). 
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irony that toys with aIl of these, dangling on-again. off-again 

identifications before the reader's nose. 1 Moreover. it embodies a 

key feature of his style: the emblematic use of the concrete for the 

abstract, universalJ.y significant. The author's introduction to the 

1979 Ardis edition illustrates the point: 

I1cropHH polUl, HcropHH ce.na qereM, HcropIDI A6xaJHH H utn 
ocram.HoR MUp, KU OB BltllHTCR C qereMCKHX BYCOT. -- BOT !CauBa JaMNCJ1a. 
[1979: 5] 

It is this 'zoom-out' pattern which would seem to have 

powered the compilation process, assuming that a pattern can be 

found 10 retracing the chronological order of the novel's 

publication, if not composition. From the earliest tale, dealing first 

with an individual, and then with the confrontation between that 

individual and the historical upheaval of the Civil War, the central 

figure acquires, in concentric rings, a family of weil delineated 

individuals in their own right--the patriarch Khabug and sons, the 

hunter Isa, the shepherd Makhaz, the kolkhoz foreman Kiazym, not 

to mention Sandro's own daughter, the enchanting Tali, whose 

chapter ends the first, 1973 compilation in H06Ma .MUp. A second 

ring encompasses the Chegemers, represented both by episodic 

characters entering the narrative limelight, so to speak, at sporadic 

intervals (the exuberant hunter Tendel, the hunchback Kunta and 

his ominously evil brother, Omar), and by a collective plural cited 

throughout the novel in a whimsical flirtation with narrative 

1 A more dctailed study of thc workings of Irony ln Iskandcr. hoth a'\ Il 

relates to the sensitive Endurian therne and ta thc author's adoption and 
oven signalling of the eiron pose. does not enter lOto the scope 01 lh is 
thesis. The present argument is, for slmpIJclty's sake, Ilmited ln the 
terminology outlined in M.H. Abrams. A Glossarj of Luerary Terms. 3d ed 
(New York: HaIt. Rmehart & Winston, 1971), XO-R4. 
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privilege reminiscent of Dostoevskii's xpOHHKep or the scrupulously 

precise, teasingly obscurantist narrator of the closing chapter of 

Macmep u Mapzapuma. Sandro's descent from the mountainous Chegem 

to Mukhus on the sea brings him in contact with Iskander' s own 

narrator and a variety of other, more modern urban types, 

including the old gentleman's friend and perhaps by-blow e 979: 

291), the decidedly unscrupulous Tengiz. Here the proliferation--of 

characterl:, of incidents both private and historical,--accelerates to 

almost breathtaking speed, as do(~s the narrat,ve pace in any of a 

number of family chronicles, from Galsworthy's Forsythe Saga to 

Marquez' One Hundred Years of Solitude; the latter, as we have 

seen, being a favourite object of comparison with Sandro. 

Analogous as well with Marquez' work is the theme of decay, 

seepmg in Sandro up from the urbanized valley (where the 

amorous photographer pursues his, to say the least, catholic tastes, 

from a tamer of boa constrictors to a Lilliputian charmer; where 

Tengiz reaps the bounty of garage service with the MVD and later, 

the traffie police; where a loquacious cx-parachutist suffers and 

survives six bullets, one through the heart, in his mock-heroic 

defense of a lucrative barman's position ("BapMeH AJlryp"); where an 

ex-patriate Chegemer drifts like Blok's unknown woman through 

cafés and the drug world of the 1980s, dallies with men like the 

Carmen whose image the tide of her chapter, '"qereMcKaJi ICapMeH," 

bestows and finally, in a desperate defence of family feeling, is 

shot by her father. Unlike the eerily imprecise Marquez, however, 

the decay is seen on a specifically national scale,--specific In the 

sense of repeated. overt reference to the ethnie identities of the 
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victim and his or her neighbours, in the declarative treatment of 

their various encounters, and finally, in the flirtation with the 

Endurian therne and its on-again, off-again ethnie identification. 

Thus the novel's spiralling rings flex back ln on themselves to 

attack the concept of family that stands as its thematic, ethnic--the 

author intervening ever more frequently to explain the Abkhazian 

cult of respect for elders--and metonymic core. 

A parallel development can be traced in the therne of time: 

here too the expansion turns back, one might even say, implodes in 

on itself. Citing again from the author's preface: 

KpaeM JleTCI'Bél JI 33C1'3JI naTPHapXaJ'IbuyIO llepeOOHCKYIO :lKHJHb A6xaJHH H 
Hasœrllil nOJ1I06HJ1 ee. MOJKeT 6L1Tb, JI HlleaJ1HJHPYlO yx01lRIIlYJO :lKHJHb? 
MOIeT 6UTh. QeJ10BeK He MO~eT ne BOJBymaTb TO, '11'0 OH J1I06HT. 
l'beaJlHJHPYJI yxONlmHR 06paJ ~HJHH, BOJMO~HO, MLI, CaMH Toro He 
CO:maBaJI, npe1{bJl8JlJleM C'IeT 6y.llYmeMy. MY eMy KaK 6y roBOpHM: 

-- Bor 'lTO MY repJleM, a'lI'O TLllIaClIIL B 06Men? 
IlyCl'b 6y JlYIIlee npHJa.IIYMilCTCR Ha.! 3THM, OCJlH OHO 0006me O1ooo6HO 

~Th. 

[1979: 8] 

This dual focus, on a nostalgie past and a present that 

critically challenges the future, is perhaps what informs the 

aggregate structure. The past/present juxtaposition is the pivot of 

the loosely constructed "Goatibex Constellation," noted. as 

mentioned above, by practically aIl students of this earlier work. 

Unique to Sa ndro is the explicitness, the urgency which the 

contrast acquires, an urgency spilling over into the publicistic tone 

that mounts towards the novel's end as it now stands. In this 

aspect, of course, Iskander is faithful to the spirit of the late 1970s 

and 1980s, particularly as manifested by those long-relgning 

favourites of both Soviet and North American criticism--the writers 

of rural prose. with their cali to re-examine a morally purer past. 
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1 Where Iskander differs, and differs significantly, is in his explicit 

separation of the two components (lyric-elegiac-idyllic and Hora

tian-oratorical-didactic) on every level. 

Thematic discontinuity is maintained by allowing each tonal 

theme to centre on a character or characters that remam 

hermetically sealed to their opposites (the most immediately 

evident example being the non-interaction between the lyrically 

evoked Tali and her satirically significant picaro of a parent, 

Sandro; a discretion so skilfully manipulated as to leave Tali un

touched by the rollicking farce of the chase scene that follows her 

elopement). 

The method IS similar to that described by Iskander, in 

defence of his deliberate (and frequently attacked) defiance of plot 

continuity ln "Goatibex.."l The piece's many lyric digressions, he 

explains, stem from a 

XeJ1aHH [el BYJlDHTb BHyTpeHHIOIO XHJHb repoeB, nOKone6aTL 
caMOyaepeHHOCl'b CIOJlCeTa, BpeMR OT BpeMeRH 6e300J1eJHeiDlO nOlœ,lJ;aJl ero. 

Contrast in this spirit can be seen as a static principle, static in that 

opposite poles tend to function as inert entities, devoting the full 

force of their energy or dynamism to the opposition itself. This IS a 

poetics of the eternal black and the immutable white, feeding an 

endless series of never merging greys on the very strength of their 

persistence. Of the wholly unconnected childhood reminiscences in 

"Goatibex," of the power of such non-interaction, Iskander goes on 

to state: 

1 Even 1. Grekova chides Iskander on this point. See her "'n011 3BaitOM K03J10Typa," 
3. 
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H qYIJCTBOB8JI, qTO 3TOT KyCOK ~OJ1J1teH BpCJanCH B nOBeCTBOBaUHC, 
npeaoexolUlTL ero caoeR MyCKyna-rypoR, anHQOCKOR He3afJUCI.I.MOCmMO, 

Jl8pH'lOCKOR uaneBHOCI'W. 1 

Thus, while ·TaJlH--qy~o 'IereMa" certainly exploits certain 

picaresque elements (most notably, Sandro's outwitting the village 

mullah and/or agents of higher powers), these are gradually 

subordinated throughout the chapter to deeper, more ancient 

substrata of this supremely ambiguous figure. Tati herself becomes 

a bewitching songstress, a siren, who both lures and threatens the 

passing traveller from treetops, a singing Stakhanovite who 

punctuates her workbreaks with melodic parodies on 

contemporary Stalinist heroes. She is also seen as a female satyr, a 

goatherdess sucking a splinter from her big toe while her would-be 

seducer watches spellbound from the nearby bushes; a channel for 

animistic deities of fertility and ultimately, a martyr figure. 

Nevertheless, a parallel proeess pits her explieitly against the 

picaro tradition, once again illustrating the author's overt and 

rigorously maintained function of simultaneously combining and 

separating complementary but distinct tonie themes. 

Elsewhere, Sandro's virt11al absence from sueh predominantly 

non-satirie ehapters as "nacr)'X MaxaJ," a tragedy of fate, or "opHralIHp 

KaJIiM: a rural detective story cum morality tale) represents the 

technique on a mechanical, compositional level. Even within 

chapters, 'architectonic'--in Bakhtin's sense of the genre-shaping 

substratum of composition--disjunction firmly segregates the 1-

narrator's present-time encounters with Sandro from the retro-

spective settings of the latter's romp through Soviet Abkhazian 

lCDaaH!U. HŒlUIJlep, "fueH H npHeMLI," &mpocw AUmepamypIl1968:9, C. 75, 76. italie!> mme. 
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history or, in a separate thread of the skein, the author's 

unequivocably nostalgie memories of his grandfather's Big House. 1 

Thus the sequel to "Goatibex," ",l(HllH CaHlQ>O H KOReu K03J1OTypa," can be 

admitted to this carpetbag novel by the simple expedient of 

assigning to the picaro his tradition al role of 'out-smarting,' 'out-

roguing' an eminently roguish present. Moreover, it can be 

inserted (as Shakespearean comic relief?) specifically between two 

of the novel's most evidently non-pIcaresque chapters, those 

devoted to Tali and Makhaz, as mentioned above2• 

E\ o:::n the I-narfator participates in this remarkable process 

of simultaneous aggregation and segregation. Compositionally, he is 

narrator-witness and narrator-protagonist, as weIl as--to expand 

on Friedman's terminology--narrator-relayer, narrator-chronicler, 

and narrator-commentator, in which latter role he permits himself 

an ever-increasing Sternian freedom to digress, at length, in 

marvellously rambling digression-within-digressions. Though it 

can and has been argued that the narrator in the sum total of these 

many roles is what cements an otherwise fragmentary structure,3 

1 The complex manoeuvring behind this device will be discussed below, in 
chap. 6. 
2Strangely enough, lskander chose not to insen the Goatibex tale itself (see 
app. 4). This cannot be on the grounds that the eartier piece is too well
known to be included in Sandro -- the no less celebrated ·Koll'lepyI(HA· figures 
as chapter 16a on that list. In an interview, Mr. Iskander explained the latter 
inclusion on the grounds that "the mother therne" was irnponant to the work 
as a whole. In fact, the addition to that list was only made, by hand, in rny 
presence by Mr. Iskander's assistant. (Interview by author, Notes, Moscow, 
18 February 1988.) -KoJ1'1epYI(HA- now appears as Chapter 17 in the 1989 
edition. With regard to the exclusion of "Goatibex," Il might be argued that 
the Iyric-satiric interplay in that tale is too telescoped. too tmmediately 
apparent to warrant its upsetting the slower if no less explicit balance in 
the larger work. This, however, is pure speculation. 
3With regard to Sandro itself. Ivanova notes the "breadth of the author's 
voice" and its "frequent" role in yoking together "several novellas within a 

• 
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1 here too the method is dualistic, with an interlayering of focuses on 

both the self (the narralor) and the other (in which sense, the novel 

rightfully retains a title honouring its second cementing figure, 

Sandro himself). 

Aggregation, then, plus a rigorously maintained segregation 

of aIl components on aIl levels (narrative, thematic, composition al 

or architectonie) deliberately and persistently precludes 

integration. There is and can be no final synthesis. Such a work 

ultimately defies genre definition. And Sandro has certainly 

chaUenged its critics on this score. Most have had to resort to aH 

manner of cunningly wrought hybrid terms: Lebedev called the 

story of Unde Sandro's life an "epie/farce." 1 Solov'ev deems it a 

large chapter" rCoo pa3YMa.· 4). Curiously enough, other observations on this 
distinctive feature of Iskander's method have to date been largely Iirnlted to 
his carlier works. Typical of the rnany comments made on the integrating 
function of a single perspective within an otherwise diverse collection of 
tales, is that offered by Shvarts: ·paccxa3Y 3TH BOCnpHOHMalOTCJI KaK e.llHUoe ue.aoe. 
Tuoe lII1e'l3.TJ1euHe COJ.4aen:ll De CTO.'1Wm re,,,,. 'ITO aœ OoH uanuca.oy OT J1Hua O.lllJoro MalIemKOrO 

repos. CXO.su.KO OO'be.llHBJllOmeR HX TeMOR H aBTOpCKOR MYCllLIO [the dcpictlon of a spiritual 
coming of age]· ~' peUeu3H11 ua o. CDa,3HJ1J1 HCKaJlllepa llepeœ 4eJ10: Pacac(J3tJ u 
1lHIfO'I1b. B ~ ,1I.IIll.te 1972:2, C. 84). 

Klepikova points out the "author's genuine freedom withm a genre 
whose plot (clO][eT) is built on his will and desire alone," stressing the 
particular structural advantages of this ploy in "Goatibex" rnpaB.lla cMexa,· 197). 
Lysenko relates Iskander, Bitov and Kataev to a contemporary trend towards 
what he caUs "cgocentric prose," based on the central, ev en dominant 
function of the authorial perspective. Within this scheme he identifies 
"self-irony" as the sole means of maintaining a "sufficient aesthetic level" 
in an "associative text." (BaJ'IepHR Jlw:eH.o,·1ùmuI ][m8J, MOIO: J1umepamyp"oe olfoJpemle 
1982:3, Co 32) 

Lysenko's "associative text" is akin to Kazarkin's "spIral composition"
-a stringing of first-person reminiscences and reflecl10ns ooto a single 
"compositional pivot" or "fact"--ID the modern Russian lyrIC story, 
represeoted by Paustovskii, Likhonosov and others, and subsumcd lOto the 
larger category of "authonal narration" vs. skaz. In hls rcadlOg. Iskander 
combines elements of both. (A.n. lCaaapKHo, ·npO(')lIeMa aBTopa B COBpeMeUUOM 
1I1!J)If1IeŒOM paalWe: CliopHl.uc mpyJl(M AIWl4VX)"II!H6/X TOJDCOlO )'JlUBepCUTœTTUJ, BWI. 211973>:. 
200-202.) 
l11e6e.lleB, ·CMeumo txaJaTL- (1987), 199. 
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~< , crossbreed of the novel and an undefined "folklore,' asks if such a 

"generic metamorphosis" is justifiable and replies: 

B npeJlenax peneR3HpyeMoro poMaRa -- RecOMBeBBO. TeM 6oJ1ee, npH 
"m6PH.lBOM" cocraae CQ1Ij(JJO U3 qeawa JUo()ye OTCTyJ1J1emul OT CIO:JlœTa 
HJ1H .IlO6a.aneBHJI K ReMY Be BYr.JUlllJrI' HBOPOJlBO, HOO BOB3JI 4lOpMa COO,lÇlffi'CH 
Ha maJaX 'lHTaTe1leR H J1HmeHa nOKa 1fro R11acmoro rHJ1HOJa KOCUocm H 

HMIlepanmnoro n:amfM3. Ha ooJlepJKaBHe.1 

Of particular interest here is Solov'ev's comment on the 

dynamic nature of Sandro, which prompts the reader's sense of 

participation in a work still (and perhaps perpetually) in progress, 

as weil as his ascribing to that dynamism a central role in both the 

author's liberation from traditional generic restraints and the 

reader's acceptance of that licence. To contemporary readers, of 

course, this is a 'chicken-or-egg' argument; we cannot at this point 

hope to decide whether publication logistics de termine creative 

method or vice versa. Compare a more recent remark on this very 

dilemma by the same critic, discussing in 1989 the tendency of 

pre-published works by Iskander to amalgamate into cycles, 

revealing after the fact a "common idea and corn mon impulse 

npeJD1000mtM ~e, -rro nepMHatmJ1bHO :m:>ro 06mero JaMlllcna y CDaJHJ1H 
l1CKaB.llepa Re (jWlO, 'lTO OH nOJlBH11CR 0 npollecœ paoory,--y.llHBJ1Hl'LCJl 3JlOCb 
BeIJeMY, JlHrepaTypHYA JaMNCeJ1 MOJKeT MeIlJlTLCJl KaTa.C"l'J>OtHIJectrn no Mepe 
npoJlBm&:eBHII K nenn, KOTOpélII 0 COOlO oIJepen nperepneoae-r HJMeHeHHH. 
ProYJlbTaT He paBeH nepHOHa1JaJ1bHOR JaAaIJe, 860 HaM He MIlO npeJlYlëlJlaTb 
Be TOJlbKO, KaK Bame CJ10BO OT3OBeTCJI, HO JlaJKe H TO, KaKHM 6YJleT 

CJ1eJlYlOlIlee CJ10BO.2 

However future generations will resolve this issue, they will surely 

have to take into account the uniquely participatory response 

IBnUllMHP Con08lleB, ·C nOnpaKOA Ba BpeMII," 3tJeUa. 1974:4, c. 214. 
20u xe. "G)iI3H11b HŒwep B OItpyIeuHH CIOHX repoea: K WecfHJleorI'MeTHIO RHQlTeJlJl." HofJOe 
pya:ICOB CAOIO (New York), 18-19 MapTol 1989.9. 
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Iskander invites from his readers, among them the critics who 

continue to struggle to define his accomplishment. 

Smelkov, writing soon after the first, HOSlla MUp compilation, 

placed the work somewhere between a novel and a "chain of 

novellas," contrasting it with other cycles by Iskand(~r which in his 

opinion lack its unifying "cBepxpeHTreHoBcKYIO Ha6J1IO..,.aTeJ1bHOcTb" 

concerned solely with the "exhaustive accuracy" of each individual 

tale. He elaborates on this somewhat paradoxical view as follows: 

B KaxIlOR HOBeJlJ1e B Koune KOHllOB BCJ1HXHBaCT KaKaJl-'ro HCKOpKa -- Bpo..,.e 
6y caMa no ce6e, HO, Kors OKHJlHBéleWh BJfJ1J!AOM DCe npocrpaHC1'BO 
poMaua, HCKOpKH 3TH coe,llHHJlIOTCJI B Ileno'IKY ormlLKOB, CHrHaJILHLlX 
MaJlKOB, H poMaH CMil.IlYBéleTCJI KilK (5y caM Co6oR, CHROA BJélHMHOrO 
XY.llO:lK.ecTBeHBOro npHTJŒemtJI OT,lleJ1LIIHX 3JUfJO..,.OB. 

The result of such spontaneous combustion? "CaHlfPO U3 qea!Ma npH 

KaxymeROI CJ1a6ocnt KOMIlOJHIlHOHIIIiX CBRJeA -- HMeHHO poMaH, npWleM xopomo 

c..,.eRaHHYA." That the issue was keenly felt is seen from the rebuttal 

to Smelkov, printed together with his article under the rubric .. C 

pa3BYX TOqeK 3peIrnH." Inna Varlamova countered that the work lacked 

the "consistent development" and "the movement of a single 

thought" of the equally composite repoa Hawezo spe..veHU, that she 

could find in it no unifying plot or ordering principle:, that its char

acters, particularly Uncle Sandro, showed not even a minimum of 

internaI evolution. On the latter grounds she considered and 

rejected its association with the picaresque novel, to conclude that 

"CaHJlPO U3 qeaMla He CTOHT [ ... l npHnHCYBaTL HecymecTBylOlUHe JKaHpOBble 

..,.œroHBCTBa. "1 

110. CMeJ1ltoB, "Tait B03BHueT poMU; J1umepam;rpHoe 0003penue ]974:4, c. 32. Hnna 
BaPJlaMOBa, "HeaCl.IKo 1fereMŒHX HCI'OptlA," TaM lle, 34-36. 
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A third critic, Gverdtsiteli, introduced to the discussion an entirely 

new element, that of the hagiographic tradition. "PoMaH [S andro ] 

OfllOpMJleH KaK: xHTHe," he writes, and without further elaboration 

immediately qualifies the definition: 

HO cra.pUHHHR :JKaup pélJpymeH HJHYTPH, H60 33.CI'LlBWHR 4K>JlLKJlOpHO
aHeKllO'J'HllOCKHR repoR, BOR4R B 6LlCl'pue BOJUi OOBpeMeHBOCTH, BLIXOlnIT H3 
HHX HeyJHaBaeMLlM, a JaOllHO MeHJleT :JKaHp, TOH U KOHllenllItIO 
nooecrooBallHR. 

Gverdtsiteli's version of the hybridization model is linked to what 

he sees as a contemporary concern with amalgamating mythic and 

modern genres, in which context he cites as weIl Okudzhava's 

[JOXf)")KAeHWl illuTKJsa and Otar Chiladze's ille.JI lIe.J10BeIC no AOpole.l An 

American commentator coneurs with the hagiographie definition, 

declaring that "the original title [ ... ] The Life of Sandro Chegemsky 

makes its relation to the tradition of Russian saints' lives clearer."2 

Edward J. Brown displays the caution eharacteristic of those 

who would define the genre of Sa ndro by describing the work as 

a kind of picaresque novel, a series of episodes in the lire of one 
Uncle Sandro, a humorous and absurd characler expert In manipu-
lating those around him.3 

Agna avoids the question entirely, ehoosing to concentrate instead 

on the ethnographical aspect, with her "series of anecdotes and 

portrait sketches featuring the customs and folklore of the 

Caueasus. "4 In a similar vein, Frank would seem to class Iskander 

1 rYPaM raep.4IUITeJ1H H B.I13JlHMHP CanOIlLeB. "CeMb.lleCJrl' .llellR11> B nHM6e!: ICPHTH'lOCKHR .lIH3..IIor 0 

:1H'IlIOCI'H repoa H HlUHllHAYaJUdlOCI'H xY.llOlmHr.a: ./(p)?Ir(fa HOPOA08 1976: 9. c. 245. 
2"Fazil Iskander," in Proffer and Proffer, cds., Contemporary Russian Prose. 
xx. 
3Edward J. Brown, Russian Literature Since the Revolution, 330, italics mine. 
-l.·\gna, "bkandcr," 202. 
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altogether as an ethnie writer, noting that Abkhazia's "literary 

heritage leans heavily towards poetry and the folk-hero epic," 

where Iskander's verse is cited to corroborate the former and his 
v 

"short stories, including [sic] Sandro iz Cegema" the latter 

observation. l 

Burlingame saw the work as "less a novel [ ... ] than a series of 

anecdotes and character sketches loosely organized around the 

central figure of Sandro. "2 Briker and Dal'gor take issue with such 

"misconceptions [held by] early critics" of the novel to defend it as 

an "integral whole," embodying Iskander's intention, cited above, 

of recording the history of his people and the world at large) And 

while they do point to the novel's evolution beyond the author's 

original concept of a "parody on the chivalresque novel," their own 

interpretation IS in and of itself a compilation of that genre (with 

Sandro seen as a picaresque hero), of folklore (with that same 

character as a parody on the folk hero, and the incorporation of 

folk legend 10 ".llJK.aMxyx--CLlH OJ1eHH") and finally, of modern 

mythology (the simultaneous mythologizing and humanizing of 

Lenin and Stalin). Indeed, the very recourse to the teTm 'parody' 

evokes yet another level of syncretism, when we recall the For

malists' contention that this metagenre adapts outworn canons to 

new literary sensibilities, and thus can be said Tetrospectively to 

stand in between two literary genres, as a crossbreed of the old 

1 Frank, review of Novye glavy , 361. 
2Helen P. Burlingame, "The Prose of Fazil Iskander," Russian Literature 
Triquarterly, 
no. 14 (Winter 1976): 154. 
3SpHKep H .l(aru.rop, " ClJH4PO H MaI'1f1IeCEHR peal1H3M," 103. 
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and the new . Briker and Dal'gor's conclusion that Sand rD 

represents a work of "magical realism" adds one more hybrid 

concept to our list. 

Ivanova has over the years offered a wide variety of genre 

definitions. In 1978 she complained that the critic Sidorov had 

neglected "pa3JlH'lllHe acneKTIi yCJ10BHOro, rpoTeCKa H mnepOOJlY B npoae [ ... ] <D. 

I1CKaHllepa. "1 In 1985 she examined what has since become 

Chapter 27 of Sandro, a piece entitled ''llIHpoKoJ106ya'' and like the 

earlier "PaCCKaJ MYJla CTaporo Xa(')yra" representative of the animal

innocent traditio~ in Russian literature, from Toistoi's "XoncToMep" to 

Vladimov's Bepmm PycAaH. The story, told from the perspective of a 

noble ox led to the slaughter, is placed by Ivanova into one of the 

"major trends of the past few years," something she defines as the 

genre of the "KOpOTKHR paCCKaJ-3CCe," and subsumes into a larger 

tendency towards cyc1ization. This new mongrel addition to the 

literary family she sees as based on a one-way author-to-reader 

orientation, in a development of the "oratorical monologue." hs 

composition works on a "chaining" model, and can include 

"landscapes, (')YTOBye JapHCODKH, travel notes, fishing tales, [as weIl as] 

perceptively captured details transformed into symbols." 

"llIHPOKOJlO(')YR" is cited as an example of the indirect, unobtrusive 

and ev en non-didactic expression of such an author's position. Its 

"unhurried, epic manner of narration" is particularly commended. 2 

lllaTaJ1h1l Ifsaoolll, "npil.lWl -- rJ1alllloe TpeOOlIIUIHe," /JonpOGv AUroopamypfJ 1978:9, c. 270. 
200a :a:e, ·0 :a:HBOM H JaCfLlBweM: nOlleMH'lecKHe 3éUteTICH 0 coopeMeHIlOM paccKaJe.," 

llumepamypuoe o(fo3peuue 1985:2, c. 21-24. The story itself expands on the 
anthropomorphic tra~ts ascribed this animal in the early poem "SyRBOJ1L1," 

first publishcd in llumepamypulJIf Atfxa.1UR 1956:1, c. 114: most recent reprinting in 
lskander's collectlon llyrru: Cmuxu (Mocua: COBeTclŒA nHCaTeJ1b, 1987), 17. 
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1 While it might reasonably be countered that the second 

article was written perhaps before the ox's tale had been 

incorporated into the navet, the very disparity of traits noted by 

Ivanova most definitely reflects what Sa ndro has now become. 

Both articles stand as a tribute to the work's outstanding elasticity. 

Ivanova's most recent designation is equally broad, equally 

aggregate: 

I1CKaHllepoM [B Geu<apO] 6W1 H36pas ymootllbHtm paKypc UJ06paxeHIDI -
CKpemeuue anoKputa C MUtOM, Muta -- C er!) pa30eHtJaHueM, 
.JJ;eMH4K>J10rHJallHeA:, 3nOOl. -. c napoJlHCa.1 

The diversity of definitions put forward by Vail' and Genis is 

even more striking. An article of 1979 cites the emotionally 

indifferent epos made comic, the picaresque novet made tragic, and 

suggests that this "xaBpOBaJl MemaRuHa" partakes of a tradition 

exemplified by Chekhov's un-comic comedy, The Cherry Drchard. 

The same article puts 3nwiecKaH n03Ma side by side with biographie al 

novel (minus the tradition al scenes of birth, childhood and death, 

flaunting the chronological principle and standard single focus on a 

single central character to adopt instead the Sophoclean model 

which operates on the "laws of fate," switching protagonists 

midstream to make Stalin the hero of a tragedy, albeit a farcical 

one, of~ "guilt and punishment"). This plethora of 

intercontaminated genre mixtures, while somewhat breath-taking 

in its abandon, does reflect the challenge Iskander's work presents 

ta i ts reader. 

Burlingame notes an anthropomorphic tcndency throughout lskandcr's 
work ("Prose of Iskander," 132). 
1 HsauOBll, ·CoR pa3)'Ma.. 4. 



More intriguing is their reading of Sandro as an "exploding 

epos" along the lines mapped out by William Faulkner: 

BenH toJlKuepoBCK8JI 3nHQROCTL paJpymaeTCR HJIfYTPH -- 6yB'ryI()(IleA: 
JlIf1111OCTbIO, 1'0 a6xaJCK)'I> pa3J1aMHBaeT CI1IXHJI ~ecKOR OOllHaJ1LUOA: 
OplëlllHJéLQHH -- COBeTCKélII anacn,. li fO,11KHepoBCKHR, H HCKaJIJ.lepoBCKHA: 
3noc -- 3noc mpYBalOIDHRCJI, 1'0 ecn. nepexoJlRIQHA: B MHp poMaBa H oceA: 
HOBOR J1HTepaTYPY. 1 

The epic qualities they note in a later version of this article aIl 

proceed from what they identify as the pnmary, non

counterfeitable fact that "repoR HCKaQepa -- HapO.ll," that the Abkhazian 

people are not so much mere window-dressing, as the very "flesh 

and blood" of the novel. 2 The Abkhazians themselves are an "epic 

people," as yet "unsplintered" by the concept of individuality. 

Thus, Sandro is an epic hero; as such he does not oppose his 

environment, but merely "stands out" in it and can stand down to 

yield place to any other character, for a11 have the potential to grow 

into central figures each in his or her own right. 

The second component of Vail' and Genis' definition is the 

embryonic novel. The two critics believe il is the novelistic 

element that "inevitably draws the plot threads towards the 

present," and contrast this with the closed pluperfect past of the 

epic mode. 3 The allusion, of course, is to Bakhtin's opposition 

between the two metagenres of epos, with its finite, inviolate and 

forever irrecoverable past,--Bakhtin's "absolute epic past"--and the 

novel's constant state of becoming (cTaUOBJleHHe) in an open, dynamic, 

1 BaRst. H reBIIC. ·CTa.1IHB ua 'lereMatOM upuaaoo.· 153. 
200H .JI:e, .)lw CaJupo H Hoatt GruHB: 19. 
30ua lE.e. ·CTa.1IHD ua 'lerelKXOM DpBaIILI1e,· 153. 

36 



ever-changing and always immediate present. 1 The worldview 

behind epos is holistic; that inspiring its nemesis, the novel--

phualistic. Transition to the modern, manifold sensibility of 

novel-ness (poMannocTL) emerged from a dissolution of the epos' 

unit y of the inner and outer man, and the harmony such an 

undivided consciousness enjoyed with the external world and his 

or her social role in ',(. This would seem to be the analysis of epic 

consonance that Vail' and Genis applied, above, in their 

interpretation of the undifferentiated, collective folk hero of 

Sandro, and, somewhat more problematically, its disintegration 

from without, under the pressures of a wholly alien Soviet reality 

(recall the OIinner Endurian Ol ).2 

A conspicuous advantage of the compilation technique is its 

ability to embrace what in more integrated structures would seem 

to be mutually exclusive. Thus the polar temporalities of the epos 

and the novel do, to a certain extent, confron t each other in Sand r 0, 

as elsewhere throughout Iskander's corpus. Compare Ivanova's 

reading of his early, first-person autobiographical stories, which 

she contrasts with the youth prose of that era, the 1960s: 

BpeMJI B paCCKaJax I1cKanJlepa [ ... ] 6WlO COBceM llpyruM, qeM 8 
.. MOJlOJJ;eJEOOR npoae,· rJJ;e 000 KaK 6a COBnallaJ10 C npoueccoM lJTeHIDI, 

1 M.M. 6axTHB, -3noc H poMlB (0 MeroJlOnOI'lUl HCX:J1e.40BaBHI poMaoa) , - B ero ~e KU. Bonpocbl 
.JIU~pamypl!l Il 3C1'TIe11W1CU: HœAf?,4oBaHUII pa3H6/X ./lem. peJl. C.ll. JleA60BH'1 (~OCKBa: 
XYJlO.a:ecœemw JlHTepaTYpa, 1975), 447-4-83. 
2The exo-ethnic view is supported by Lipovetskil, in his analysis of the 
-.l(&8MXYX- chapter. (A. JhIOOBelWlR, - B UeEOTOpoM QapCT&e: COBpeMelUWl JIHrepaTypDaJI 
<Sa3Ita,- JTumepamypnoe 0603peHlIe 1984:11, c. 21.) (verni identifies the source of 
infection not as a foreign ethnos, but as an alien cthos--the modern Clty,-
with Uncle Sandro as its unconscious carrier (-no Ty CTOpouy CMexa,· 354-55). 
Textual support for her hypothesis is to be found, for example. in Kiazym's 
reflections on the -nopu BpeMeuH- creeping up to mountainous Chegem from 
the urbanized valley (1981: 97). 
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lleAcroHe npoHCXO.llRllO œft1laC, B R3CTOJlweM, repoA-6ymapL 69.11 6J1HJOK no 
BOJpacry H '1MTilTeJ11O H aBTOpy. Bo3pacr repoeB l1CKa.MCpa HBOR, Il BJ>eMH 
lleACI'BHII -- .lQ>yroe: npellBOOllHLle rollU, BORHa, nOCJle BORHLI. Mup 61.111 
yBHJleH lIBoAHLIM 3peHHeM: rJlaJaMH pe6eHKa H rlla3aMH B3pOCJlOrO, 
BCnOMHRalOIIlero HJ .. œro1llJJl" œoe npolWloe. 1 

N ow such a dual perspective proceeds invariably from the fabric of 

reminiscence itself,--the point here being its exploitation, under 

another guise, in Sandro: much of the core of the novel presents 

i tself as 'third-person' (or relayed reminiscences from the 

chequered past of a voluble old man, mediated by an author

listener who addresses his reader-listener as a close con-

temporary). This overlapping of time frames is perhaps what 

inspired Ivanova's assertion, in obviously Bakhtinian tones, of 

S andro 's essentially novelistic temporality: 

nOOOCl'BOBaHHe 0 qef8te -- cooero pona RiUlHOH3JlLHlie MHcrepHH. 3To .Mup 
Bef/HO cmaHOllllU4ufiCR, npaJUH'IHLlR, nOllHaR ~HJHeRH"x COKOB. 
KOMWIeaœM 37lXllM ucmopu1IWWa HapDJ.fHOa ml3HU craJt poMaH CaH,lIpO U3 

'lea!.Ma.2 

Eternal 'becoming' cheek by jowl with historical folk epos -- such is 

the aggregate achieved by Iskander. 

Vail' and Genis' discussion of the novelistic element 

introduces another well-known Bakhtinian concept, that of 

carnival. Here they posit a two-fold opposition between the "real" 

carnival of the Ark:'azian 3aCTOJlLe and the "false, un-funny," 

inverse carnival of Soviet life. And the many 'table scenes' 

presented or evoked throughout the work, its wealth of Rabelaisan 

'lowering' devices (Stalin's underwear, the motifs of drink and sex), 

the irreverent treatment of the Stalin, Khrushchev and Brezhnev 

lllaTa.ilbJl HBalIOB3.. ·CMex npc:yrHB crpaxa,· npe,!lHCI1OBHe le. di. <DaaHJ18 HCIC.llIIJlepa KPOAUIru U 
Y4aSY: llpooa mcttWlUX Aem (Mooœa: KmtDa.R naJlara, 1988), 4. 
2Ibid., 6. Emphasis mine. 
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eras, wou Id indeed seem, at first glanee, to bear out sueh an 

interpretation. But earnival presupposes the simultaneous 

debunking of statie and affirmation of dynamie values; its aim is 

the renewal, the regeneration of an eminently robust V olkg e i st. 

That Chegem is losing ground to modernity becomes the dominant 

therne of the tater chapters of Sandro, one of which bears the more 

than meaningful title of "YTpaTY."l That Chegem has receded forever 

into the past is ail too often forgotten by its readers,--tribute, no 

doubt, to the infeetious vitality Iskander has ereated in its portrait. 

Nevertheless the closing chapter ends: 

Tax JaKOIf1lHJ1OCL Hame nOCTlelDlee nyremecnme 0 qereM. H Tenepb MY 0 
HeM He CKopo BCIlOMIIHM, a OCIlH H BCIlOMBHM, HaOPJl4 JlH JaroBOpHM. [1979: 
604] 

Chegem has retreated not only from the present but also 

frorn the world of memory and memory's communication in the 

word. There ean be no more final departure, for ail that the 

sentence is pronounced with typieally Iskanderian circumspection. 

Similarly, the Endurians' ultimate threat to Chegem is that it will 

succumb to total oblivion (1979:344). "TocKa no HlIeélJ1Y," declares 

Iskander, "BOT, nO~aJ1yR, MOR fJ1aBBaJI TeMa [ ... ], OTCIO.lla H qereM:2 Thus the 

carnival of Sandro as a whole is locked into an irrecoverable past; 

its life-affirming ethos is subsumed into the larger strategy of 

nostalgie regret,3 if indeed it does oot ultimately serve as the focus 

1 Among the many examples of overt declaration of ihis therne sland the 
elegy to a "receding Chegem" (1979: 523), the author-narrator's fear that he 
will never see an Abkhazian shaded coun again (1979: 548), hls regret that 
both the wine and his "dear Abkhazians" have "spoiled" (1979: 555). 
2HCDBJlep,·Y.lIHJIII1'MIdIH MHp· (aorrepllul), 4. 
3The juxtaposition of laughter and regret can pcrhaps be diagnoscd in 
chronological terms, as evidence of the novel's graduaI cvolutton Thus, 
where Ivanova rnaintains in unmistakably Bakhtinian tcrms the "Ii fe-
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of that emotion, as the symbol of just how great a vitality has been 

lost. Even in the time-scheme of the novel itself, carnival is rooted 

in the past, via the mechanism of reminiscences by or about old 

timers. What vestiges survive in the author's present (the 

scorpion-infested banquet that closes the goatibex affair ends in a 

scattering of the assembly and the author's turning to the non

collective and hence non-carnivalesque concerns of his private 

lovelife) 1 are increasingly subservient to the narrower aims of 

satiric or "reduced laughter," identified by Bakhtin as the very 

antithesis of carniva1.2 

affirming" nature of Iskander's "Iaughter" in Sandro. she cites the later 
chapter, -SapMeu A.llryp. • to support her hypothesis that his comic muse has 
recently undergone "drastic change," apparently on the basis of the 
author's increasing alienation from "his own world." (HaTam,1I "BaHoBa. ·CMex 
npoTHB CTpaxa: 3HaMII 1988:3. c. 222 vs. c. 227.) Juxtaposition, even tonal 
juxtaposition. is of course a privilege of the compilation mode. 
1 See Mann's discussion of the carnival element in Gogol'. The critic 
ultimately identifies Gogol' as a "writer of the new [post-camival] age" on 
grounds that include his author-narrator's tendency to depart from 
camival's "universality of action." One of the directions taken in this 
departure is of particular relevance to Iskander--that proceeding -B CTOPOBY 
ItUOA-TO rJ1yboA, TOMJIIQeACII 1 œ6e H C'I'pIlJÇWIIleA J,YXOBIIOCJ'H: (JO_B. Mauu, n03TTulIca ro2lWl 
(Mocua: XY.llOIecTBeIUWl J1HTeparypa, 1974). 13, 16.) In Sandro. private concems 
are to be contrasted with public pomp. as seen in the exclamation which 
accompanies the author-narrator's flight: ·Pal B ..cHJHH BLlpBaTJ.CJI H BLlpBaTb. nyen c 
Kpom.lO, BHpsaTlo aa6aem.e. a TUt npoJl8JlH are nponuoPlt! Ho ceR'iac 6fDTh H 6eIaTbr (1979: 
435). 
2See the characterization of Voltaire: -npHasaJ1J,BLle tOpMbI npeBpUHJ1HCJ, B 
XY.AOIec11IeJlllLle cpeACrBa (npeHMymecrBe8BO ClllE.eTIIO"lOMOOJHIDIOHUOro xapaxrepa). noc:raBJ1emJble 
ua CJ1y~(iy pUJ1H'IIIYM xYl1o:aecraeBBIIM ueJUlM. Y BonbTepa OUH CJ1y~aT caTHpe, ewe 
ooxpaammeJI yJDlBepc3J1lollOCTlt H MHpclC03epullTeJlWlOCl1t: HO <::MeX 3.llOCJ. pe.llYllHpoBaH .40 MHBHM)'Ma, 
AO l'0110A BaCMeIllltH. HMemo TUOI npec.tiOl)'TYA ..cMeX Bom.-repa-: ero OVla H rJ1y6HBa B ocrpare 
H pa,.utUJ1H3Me arpHUilBHI. HO 06I1OBJUIIOWero H B03PO:&.Aa1OlQero MOMeuTa OB nOWH BO&œ J1HWeB; 
ace nOJ1oJEHTeJlI>Hoe J1eJCHT Bue <:Meu H BOCHT xapurep OTBJle'leBBoR HJleH.· (M.M. 6axTHH. 
TlOpvecmeo Q)paHcya PadAe li. HapD4Htu K)'A61IfYpa cpemeBeKOB6If li. PeueccaHca (MocKlla: 
XY.AOJCecnJeHBaJI J1HTeparypa, 1965; penp. Orange. Cf: AUllt1CaapHaT. 1986). 130-31.) It must 
be slressed lhal lhis is a trend in Iskander. and nol a comprehensive 
definition. The analogy is offered as a counterbalance to those who insist too 
sweepingly on carnival as the sole, definitive element in his work. Its 
abstracto serious aspect will be examined below. in chap. 4. 
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To focus exclusively on the scenes,--the "nHKH-:mH30.lul' as V ail' 

and Genis caU them,L-that unquestionably derive from the 

carnival, the picaresque, the comic (cMex) or other traditions, is 10 

overlook their place in the larger scheme of the novel as a whole. 

For this surely is the fascination of Iskander's work: the 

temptation to detach, to isolate thematic or generic elements, even 

to discard what so many have bemoaned as the 'weaker' moments 

(the Dzhamkhukh legend to sorne, to others - -the more 

unequivocably declarative passages of the Mule's Tale), the refusaI 

to recognize in this scheme the didactic voice of a moral 

commitment that dabbles with moral ambiguities only to burst 

forth into the occasional philippic,--all these temptations are 

honourably courted by Sandro, and just as honourably succumbed 

to by its students. They reflect, once again, the novel's 

composition--as the product of piece-by-piece aggregation, and its 

architectonies as the non-reducible sum of irreversibly disparate, 

always segregate parts. To risk a chemical metaphor: Sandro From 

Che g e m is not a dissolution, not a compound of ingredients, but 

rather their eternal suspension, and suspensions are known for 

their tendency to sedimentize, to decompose. While the analyst 

must record the by-products of this continuai sedimentation, the 

author-chemist is free to stir 10 ever more new ingredients. 

Indeed, one might even conjecture that he IS compelled to keep on 

stirring or eise forfeil a balance that is not so much precarious as 

1 Ba.tvu. H reme, -Gr3JlHB Ha ..ereM<:XOM uplWllJ1e: 167. 
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pre-eminently dynamic. From this standpoint, Sandro From 

Che g e m IS a life's work than cannot ever end. 

To return to Vail' and Genis' reading of a dual carnival in 

Sandro. That "lskander has created a world in which the archaic 

past (apxaH3M) preserves earnival [in the genuine Abkhazian variant] 

from the monologic present," as they contend,l would seem from 

the above to be overly optimistic. Yet on this basis, they argue for 

"duality or rather dialogicality [as the] structural principle" behind 

lskander's work, thus adding a third allusion to Bakhtin to their 

analysis of its novel-ness. 

Duality in Iskander's case, however, cannot be identified 

with dialogue as Bakhtin originally defined it, in conjunction, of 

course, with his concept of a "polyphonous type of aesthetic 

thought," positing "a multitude of independent and distinct 

(HeCJ1HJlHHLlX) voiees and eonsciousnesses," and stressing the full-

value assigned to each voiee, as weB as the equality of ail 

"eonsciousnesses. "2 

There is, in the novel as a whole, no two-way traffie, no 

verbal democracy. The author's "word," his judgment and 

conclusions most definitely predominate, and such domination is 

the sine qua non of the monologic mode. Even on the level of the 

past/present juxtaposition which launehed this discussion, there is 

an unmistakably moral, didactie purpose behind the nostalgie 

impulse Iskander described in his preface, cited above: elegiac 

llbid .• 155. 

2M.M. liaxTHH. llp06Ae.M1I n03muICu J/ocmoeflClCOzo. Hl!. 3·Le (Mocua: XY.Il01IŒCTBeuuas 
.IIITepaTypa, 1972), 7. 8. 
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regret, from a single. identified vo~~e. is overlain by a no less 

'univocal' oratorical reproach. On a different plane, the narrator

witness is separate from and, in Bakhtinian terms, 'extra-territorial' 

to the characters he observes; 1 characters may be quoted. at limes 

at length, but their discourse IS well delineated from and even 

invaded by an alien author's text through a variety of author-ori

ented devices, from the standard manipulation of verba dicendi. to 

his well-crafted and studiously external descriptions of their 

gestures, to a series of 'provision al rebuttals.' In this, as ID so 

many other respects, the opening chapter foreshadows the 

strategy that has proven S0 fruitful over the years: two voices may 

interact, but the first is subjugated to the editorial control of the 

second, that of its reporter and the author's stand-in narrator. who 

enjoys, through the SUffi total of the se tactics, the 'last word": 

-- Bor KaK HJ-Ja MeHLWeBRKOB nytlWHe mOllH Hamero KpaR BWIyJKlleHbl 6WlH 
nOlGllaTb ere, -- JêWlJOllH.l1 .lVlllR Caruqx> CHOR paŒK.aJ, CJ1enca BLlIIytIHB rmlJél 
H MHOrOJUalflfTeJ1LHO nOKaQHBaJI ronoBoR, KaK 6L1 HaMeKélJI Ha TO, lITO 
nOCJlelJ;Cl'BHJI paJ6a.3aPHBaIIHJI KélJlPOB )l0 CHX nop CKaJUBaIOTCR H erue 1I0Jlro 
6y1JYr CKaJHBaTbCR. K3.K B él1lMHHHcrpaTHBHOM. TaK H B lJHcro X03m:lCJ1JefUlOM 
CMLlCJIe. [1979: 23] 

The passage plays with bureaucratese. ft exhibits an 

eloquent restraint in its not-quite caustic overtones, the conditional 

KaK 6L1 not quite dotting the i's on the identification between the 

Aesopian "Mensheviks" as scapegoats for the all-too real tragedy of 

the Civil War, and their trivialization in the successors to the real 

villains of the piece. From it emerges an ironically distanced, less 

than flattering, external portrait of a head-wagging, eye-popping 

100 :&e •• ABTOp H r~R B 3C'I'eTIf1Ie(XOH AeJrreJIJdIOCJ'H.· B ero lte o. JcmeT1WlCa CAOfIeCIIOZO 
TTIIKJp'II!JQ1l oocr. cr. 00tap0a (Mxua: HŒyœnK). 1979). 15. 



... illiterate who, if he did actually uUer himself this Brezhnevian 

mouthful, is probably unaware of just how many layers of irony it 

contains. This ordering, this multiple awareness is the purview of 

the author. 

Thus, Iskander's many voices are not granted equal statu!;: it 

is the I-narrator's role to comment, observe and manipulate their 

vanous tales, even to digress on matters wholly unrelated to the 

pristine world of Chegem. 

Nor does dialogue in Iskander quite fully accord with the 

tripartite construct Bakhtin analyzed in Dostoevskii's oeuvre, of 

"externally, compositionally expressed dialogue, inner dialogue and 

the grand dialogue of the novel as a whole." 1 Dialogue in Iskander 

is "externally, compositionally expressed," --granted, with a 

consummate skill that can often seem to overwhelm the reader 

through the sheer abundance of tales-within-tales. Indeed, the 

transitions from narrator to stand-in narrators, from plot focus to 

plot incident are so rapid, so freewheeling as to raise the suspicion 

that their aim is to create the illusion of an exchange, or at least to 

disguise through a proliferating entanglement the fact that strings 

are most definitely and most resolutely being pulled. 

As Ryan-Hayes points out, the "multiple narrative 

viewpoints" in Sandro 

share many characteristics and are not separable. They do not stand 
in a 'dialogical position' vis à vis one another. The debate is not 
among the multiple narrative voices of the novel, but with an 
external, adversarial viewpoint. It may be conjectured th",at true 
polyphony would weaken the satirical effect of Sandro iz Cegema, 
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for satire must present a reasonably united front against whalcvcr 
is attacked. 1 

To see such a variegated work as Sandro as purely satiric 1S 

perhaps reductionism of another sort, but the adver~arial unit y 

described by Ryan-Hayes does indicate a firm, monologic frame for 

the whole. 2 What is more, her analysis of the adve'.rsarial overlap 

between narrative voices captures the reduplicating principle 

behind Iskander's compilation. Aggregation, the external 

multiplication of viewpoint is paralleled in a jumble of repetitive 

plot-situations: the many banquet scenes of the novel (discussed 

below in chapter three), the two elopements (TaJi's and her 

mother's, in Chapters Il and 14), the two mini-detective-novel 

episodes (Timur's embezzlement and Kunta's tobacco theft, 10 

Chapters 16 [6] and 31 ).3 Character rhymes abound: a plethora of 

variations on Uncle Sandro--his rival raconteurs (Abesalomon 

Nartovich, Marat, Dld Khasan), rival tamadas (Sl.alin, God) and 

fellow picaros (Tengiz, Barmen Adgur); Khabug, the chief father

figure spawns a host of would-be fathers of non-existent (Makhaz) 

or wayward sons (Khabug and Sandro, Kunta and his many foster

sons). The repetition principle permeates every lev el of the work: 

descriptively, as the simple reiteration of character traits: 

figuratively, as extended metaphor, allegory and aphorism; 

lexically, as the redundancy of verba dicendi, proper names and 

lRyan-Hayes, "Soviet Satire After the Thaw," 208. 
2Compare the notion of "dramatized dialogue" and Ils monologlc frame 10 

fiaxTHB, npOO/leMM 1lO3T1U1KU J(ocmœfCKOzo, 27-28. In the samc work, Bakhtin touches 
upon the question of "formaI polyphony," as 10 Dante. whcre Val ce,; co-exlSI, 
but do not interact (52). 
3 As indicated above, numerical chapter rcfcrences correspond la the 1988 
Author's Projection. listed in app. 3 as no. V (1988). There tao Will be found 
the numeration followed in the 1989 three-volume editiern. 
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the like. Each of these aggregates will be considered below. Of 

interest now is their cumulative effect, their role in exposing the 

lack of di alogie interaction proper in the architectonies of Sa ndro. 

Whereas in Bakhtin's concept, voices are 'open' by virtue of 

their orientation on the 'other's' response, potential or actual, 

Iskander does not work with a variety of perspectives. This is 

excluded in the novel's growing authorial dominance. Dominant 

authorial discourse is authoritarian discourse,--a finite, "inert" 

element set in a zone that excludes "familiar contact" and seeks 

"unconditional acceptance."l Thus, Iskander's multiplicity operates 

instead on a single plane; it views a potentially infinite chorus of 

voices from a single, authorial perspective. 

Internai dialogue, in the sense of the single consciousness' 

search for a self-definition both unconstrained by and acceptable to 

the eternal other (Bakhtin's paCKOJtOToe cnoBo),2 remains by and large 

the privilege of the I-narrator; il is his search for identity, his 

odyssey to rediscover his Abkhazian roots, his attempt to explain 

those roots if not to his other, Russified half than to the Russified 

world he finds himself transplanted to, that becomes one of the 

central themes of Sandro from Chegem. As always with Iskander, 

however, even this statement must be qualified: we can only say 

'one of the central themes,' for another (though perhaps its 

corollary) encompasses Sandro and company, but always in the 

capacity, as Bakhtin puts it, as the "object of the author's 

intention," the latter term understood in HusserL's sense of the 

16axrKH. ·CaOIlO B poMiUle,· 156. 
20u lle. /1po(f.teMltl nœfTWKU J.(ocmoeflCK02O, 55. 442. 
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orientation,--in this case, exterior, from the author's self to their 

other,--of thought. Sandro himself, and to a lesser extent, his 

family, friends and neighbours, are, as so many commentators 

have observed. statie characters; their healthy, undi vided (and. as 

Vail' and Genis have pointed out, epic) consciousnesses are immune 

from that plague of the intelligentsia--pe.neKcHH or introspection. 

Thus, their discourse can seldom become the 'subject' of their own 

intention; in this ideological respect they remain by and large 

closed ev en to the author's text that frames them. In simple, 

compositional-thematic terrns, the Chegemers are indifferent to the 

author. He can suffer with stoic self-irony their rejection, as, for 

example, when Sandro leaves him to preside over a feast to which 

he has not been invited: 

Beer lia HeMBoro OOHllBO. ecJ1H KTO-UH6y IlL 8 TBOeM npHcyTCTBH" 
yxOllllT ueœJ1H1'11CJ1, 43Xe ecJ1H TH H He co6upaJtCR COnpoBOJKllilTb ero. fi 
eme nOCH./leJ1 ueMBoro, pa3llYMHBélJI HilJI. pa.ccx.aJOM .l1H1lI1 CaHJIPO. a nOTOM 
nOllIeJ11l0MOR B cocroRHHH UeK01'OpoR rpycrn. [1979: 45-46] 

He can also salve his 'slightly wounded pride' (such qualification 

standing as one of Iskander's most fascinating trademarks) by 

reinstating his right to the "last word," Bakhtin's nOCne.llHRR CMNcnOBaR 

HHCTaHQHlI. 1 The passage quoted above concludes, referring to 

Sandro's tale of his encounter with a 'Sandrified' God, open to petty, 

picaresque negotiation: 

nOMUlO, B roJlOBe JaCrpM ICcuroa-mo 06pWlOK MliCJ1H HaOleT roro, 'ITO 
Be TOJThKO J1IOlI,H COJlÇ)Jl}t OOroB no CBOeM)' nOll00HIO, HO H KaJK..llWl IJMOueK 
B Ofllem.HOCllI OOJ..steT 60ra no CBOeMy ro6crneHBOMy no.006mo. /JnpaYe.M, 
603.MOIlrHO, R 06 3TOM noJO'M3.I1 He rorlla, a HeCKonbKo nOJJKe, a 17W U 
paHhwe. [Italics mine] 

1 Ibid., 348·49. 
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Does this spate of qualifications--the indefinite pronomial, the 

concessives--add up to an 'open-ness' of the author's text, his 

attempt to forestall the reader's Gegenrede or counter-word? 

Perhaps, in this early chapter, the second, entitled ",llIlM CaHJl]>O y ce611 

1l0Ma," given the larger proportional weight il carried in the first, 

1973 compilation, before inclusion in 1979 of such chapters as 

",llHllll Caupo H KOHell K03JlOTypa," "Xpamrrenb rop" and "Kyre~ TpeX KHllJeA" 

brought the author's more contemporary (in Vail' and Genis' 

analysis, more 'novelistic') element into fuller play. 

Such reader-oriented openness, however, wou Id seem to be 

reserved almost exc1usively for the I-narrator. Sandro is sublimely 

indifferent to any external response; --this is what shapes his 

picaresque charm, white the humorous awareness of the possibility 

of other interpretations stems wholly from the author. Consider 

the punchline, supplied by the I-narrator, to the old man's 

confession of having slaughtered, as a "stupid young man," more 

cattle than necessary at a local magnate's wedding. Divine--not 

wrath, but disapproval registers itself in the form of a rheumatic 

wrist: 

LlHNI CaWQX> JameBeJ1M BHTlluyroA KHCTbIO npaBOA PYKH, KaK 6L1 
npHCJ1yI11HBélJ1CL K lleflCl'BlOO MBHem rpexa, -- H Torla, nOMmtTCII, BOT TaK 
~e 6oneJ10 JaJ1J!C1'Le ... r.flYllYR 6W1, oornaCRllCII ... 

OH JallYM3J1CJ1, H BHpaXemte ero CJ1eflca BLlnyqeHHHx rnaJ MHe 
BnepBUe noKa3aJlCH Œ'B'mMeIl'I'a.llb. 

-- ,lla, -- nporoSC'PM OH, -- lJ;BeHalUJ,aTL OOJ3él1Illfl'HLlX 6L1KOB ... 
MDe nOKaJ3J1OCL. q'f() OH ceA:1laC palPYJljlCTCJl. [1979: 45] 

Sandro is rescued from the depths of bathos by the convenient 

appearance of a young admirer, who reminds him he is to preside 

at a local banquet. Dignity restored, he departs, leaving the author 

to note the tapping of his staff and the gait of a "slightly rakish 
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prophet" who wends his way through a maze of coffee tables. The 

incongruities, or rather their observation, rernain in the author's 

purview; what is more, their comic effect rests on the ultimate 

diffidence of their target. 

Similarly, the patriarch Khabug is so opaque, so resistant to 

self-judgment (the attempt to define the 'self' in terms of. by 

means of, in spite of and yet in response to the 'other') or even 

self-questioning, that the poignancy of his silent stoic persistence 

must be conveyed by his mule, who follows the I-narrator's 

external technique of interpreting gestures and facial expressions, 

though without the latter's cautious circumspection: 

li renepL UBor ~ Ba JIHue MOero CTilpUKa 6WJaeT TaKaH ropelJL, IJTO y MeHll 
JlYIDa pil3pLmaeTCJI OT JOJlOC'TH K BeMY. ~ rope'lL Ha lluue ero OJHa'iaeT: 
KOH'lHJtOCL KpecTLRHCKOO ~eJtO. Ho HBOfllil OH oce JKe HCllleeTOl, qTQ 3TH 
6eJYMIIU o6paJYMHfCJI H CHOM KUllUR Kpec1'LRlIHH JaJKUBeT caM no ce6e. 
[1979: 249, where the reference is, of course, to peasant rcscntrncnt 
of collecti vi zation] 

Makhaz's internaI world, at first glance, would seem to 

grapple with the question of the self, as the taciturn shepherd 

petitions God for the right to prove his worth by procreating a son. 

His chapter is ail but unique for tht marked absence of overt 

intervention by the I-narrator, but note the authorial control 

evident in the device that ends the tale, a lyric fade-out to a dream 

sequence caught in long-shot, to borrow cinernatic terms. The dis

tancing has been prepared throughout Makhaz's tale, by his own 

curious self-detachment: Makhaz sees himself ln terms of eplc 

functions--as shepherd, father, husband, avenger, or male,--each 

and ail of which are simple, undivided and unquestionable 

standards against which the individual must measure himself as an 



equally indivisible, incontrovertible whole. 1 Such wholeness can 

only be unconscious; it cannot reflect on ils own dignity; thus one 

more degree of removal is necessary in order to point out that 

dignity (which is, after aIl, a product of the implied contrast with 

the less dignified, less epic, more divided psyche of today). First, 

the visual distancing conveyed by the panoramic view: 

00 JaCHyn H eMy npHœHJ13Cb JI,3J1eKaJI MOJ10110CI'b [ .. ] 
11 (jWlO MHO~ecTBO npaJ1lBH'I1BIX nlOlleA, MaxasWHX nnaTKaMH C 

npucramt, H (jYJ10 MHO~ecTBO npa3Jl1H'IIIYX nIOlleA, MaxaBUIHX MaTKaMH C 
MelVleHBO RpHCIëlB8Bwero K npocraHH napoxolla. 

11 IOHéUI IeHOlHBa., KOTOPYll OB BHKor lla ne BHllen, nOll6eJKaJIa K 
neMY, ocnenHB ero CBeTnYM nHQoM H CHJIIOlQeA ynLl6KoR, H OU ee 
nOllCaXHBaJ1 na noma1lL, H 06BalD1J1OCJ, KoneBO, Kpyrnoe H ne~oe, Kate 
meKa pe6ellKa, H OB, He Yllep~aBlllHCb, nOQeJlOBaJl 3TO KMeno [ ... ] [1979: 
470] 

The passage, wi th i ts slow majestic pace, repetitions, 

preponderance of simple conjunction, slips into an emotional 

distancing which becomes more evident when it is recalled that the 

scene itself has been presented before, in more immediate terms: 

B 'lU }laJ1eKoe paHllee yrpo OH CI'ORJI ua npHCTiUm cpem BCrpeliaIOlIIHX 
napoXOll, npHllepIHBéUI Jél )'JJ(e'IKH llBYX ocelVlaunLIX nowueA. )l(eua 
Uallél.JThHHKa ero cpaay y.JB3J1a H, npllMO OT -rpana JaMaXaB PYKOA, noJt)eIaJIa 
K ne~. [ ... ] 

Kor,lÇl OHa nOJl6e~aJIa K HeMy, nop~aJI erG (jenUJHoA nHQa H 
OCJlenHTenJ,uoA ynLl(jK08, OB TaK pacrepJlJ1CJ1, IITO XOTen BCKOllHTh ua 
nOWa}lb, BO CJlCpIaJICR [ ... ] 

noroM onu o6a JélCMeJlJ1HCb n3Jl ero pacrepllHHOCTbIO H eMy CTano 
nerxo, nenco. On nOMOr eR BJ06panca na nOlllallb. [ ... ] I06Ka Ha ee Hore C 
TOR CTOpoHY, C KOTOpoR OH ee no.llC3XHB3J1, CJ1erKa JallPaJIaCIJ, oouaIHB 
Kpyrnoe H neIHoe, KaK meKa pe6eHKa, KoneHo. ronoBa y uero 
JélKPYJKH11élCh, Hon, npHIlaB K 31UMY npoXJ1aJlHOM)' Koneny, nouenOBaJ1 ero. 

-- Ax, TH JfYI)a'lOK! -- CKaJélJ1a oua [ ... ] 
EMY (jLlJ10 1lBélJlIlaTh JlJITI, neT, H on BnepBLle B :lIŒ3UH nouenosan 

IeHOlHHY. 
[1979: 456-57] 

1 Compare Bakhtin's description of the Prüfungsroman, a forerunner to the 
dynarnic nove1'proper: ·rOTOl .... 'IeoolleE no.uepraeTCII HCJ1YTlUD1IO C TO'IKH 3peaHJI 1'01'01101'0 
HAea.I1a: (M.M. IiaxTHB, ·CooIlO • i>OMalle; • el'O ~e D. /Jonooc6I Aumepamypfl u 3CmIHTUltru: 
HCLfUOttaHUJI jXJJHfI'X Aem, pe.IL CJ1. J1ea60BH'l (Mocua: X'y .40~ecrBeHH3JI J1HTepaTYpa. 1975). 
204.' 
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Returning to the reprise of this scene in the chapter's closing 

dream, we note the author's more pronounced role in the 

reiteration itself and the heightening of rhetorical impact 

vouchsafed by its situation at the chapter's end. Authorial control 

is no less evident in the pruning out of ail superfluous detail to 

achieve a melodic, almost rhythmic effect that concentrates on pure 

pathos--in the original sense of eliciting the sympathy, the 

judgment of the other, in this case the reader, most skilfully 

manipulated: 

H :&:elllIlHHa coepxy, c nowa4H, TpenaHYB ero no BOnOCaM, CKaJana eMy 
caMOO CJléUKoe, Ifl'() OB CJIWIJaJI OT ~elllIlHlIIi H 0006we Ha 3TOM coere: 

-- Ax TH, ~1fOK! 
li OH 61iJ1 C'l8Cl'J1HB HO CHe H DO CHe ~e npoHJHTeJ1bHO neIJanHnCII, 

JHaJI, 1JTO 3I'O OOB, a OOB paBO HJ1H "OlllllO 1IOJ1:&:eB OKOH1IHThCJI. [1979: 470) 

In short, the foray into the inner sanctum of Makhaz's self

identity IS subject to external--stylistic and ideological--

manipulation. The scene itself is dominated by the dramatic 

(situational and hence external) irony of an illiterate peasant's 

having gained his goal (avenging his daughters' disgrace), only to 

find himself jailed at the very moment when he can at Jast be 

utterly certain of begetting the long-awaited son. When next 

encountered, in the 1960s of .. .lIsllH CaHllpo y ce6J1 10Ma," Makhaz is 

presented in wholly extern~1 terms as no more than a moroseJy 

uncommunicative go-between. No mention is made of any son; the 

issue of his incarceration in the surely symbolic context of the 

1940s is virtually abandoned; a later chapter, the twelfth, shows 

him drowsing off 10 a dignified but uncharacteristic and 

unqualified drunken stupor. The chink through which we glimpsed 
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t the "man within the man "1 has slammed shut, prompting the 

sus,icion that the glimpse itself was no more than a peep-show 

interlude, a mediated reflection. 

A possible exception to this array of sealed characters is 

Brigadier Kiazym. In the drunken dialogue quoted above, Kiazym 

would seem to be flirting with self-doubt, as he wonders if he too 

has not succumbed to epidemic Endurianism. Throughout the 

chapter, however, the author has intervened to formulate the 

thoughts of a man as stoic and as outwardly taciturn as his father 

Khabug before him: 

Ecrb cyJDlja lfeJlOBeKa H ecrb cyJlb6a poJla, ~aJI KH3mt. Ii OH no 
onyTY CBoeA ..cHJHH TO'IHO Juan, q'J'() ecn, pollY, flle MHOfHe xopomo 
qyBCI'BYJOT J10illiUL. TiOOfM 6W1 po4.Llaypa. Ecn, KpenKO:JKHJlYe POJIN, fJle 
MBorne JUOllH 06J1amuor OrpoMBOA TeJ1eQ10A CHJ10A, XOTH BW'J1Jl11HT 06YlfHO. 
TaKHM 6YJ1 P04 ero KpoBHHK3.. 

Thus far, Kiazym's reflections are still linked to the main plot tine, 

which has just recalled the death in a vendetta of his close friend 

and fellow horse-Iover, Daur. At this point the privileged glance 

into his inner thoughts lapses into philosophical generalization, 

elsewhere the province of the author or I-narrator: 

11 ecTL PO.JJll, flle "..en> po~ MyllPYe, H eCI'L poJIY THXeJ10;ryMOB, H 
eCTb PO.llh1, r.lle MKoro Cep4eQHLIX mOlleA. Ho TaKHX Mano HJ1H OHtl 
8IJIMHPU1l'? 

50 closely is this philosophizing function and liesurely repetitive 

syntax associated with the I-narrator, that the question sounds 

suspiciously rhetorical, Aesopian; it is as though Kiazym were being 

used here as a mouthpiece for his author, his services valued 

precisely because of his identification as simple, upright man of the 
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soil. Unlettered in this context means unspoiled, and the passage 

updates this Tolstoyan syllogism to continue with overt authorial 

intervention: 

li 6W1illOT J1IO.4H, yJt:e OWHOOIIIIO llYMa..1 KJI:lYM, nepexo.4JI Ha ce6J1, 
K.OTOpWC Be n:aeTCII rpaMOTil. CaM-ro OB HHKor lla He XO./lH.l1 B WKOJ1y, 
nmoMY 1JTO B ero BpeMR IIHlCaKoD WKOJ1Y 8 qereMe He 6WlO. Ho ceR'Iac 
lleTH ero MOXO }'lIHJlHCL, H OH, BHemue Hao.temHHqaJJ HU HHMH, 8 rJly6Hue 
~ 6o.neJHeHHo nepeJKHBéLTI J'lU. [1981: 1051 

Such authorial intervention is based on the 'otherness' of the 

thoughts thus invaded; for the author does not so much record, edit 

and 'correct' Kiazym's ruminations, as invite the readeT to share in 

his own admiration for such untutored integtity. 

Finally, the 'open-ness' of ev en the I-narrator can be called 

into question. Let us relurn to his self-consoling 'parting shot' at 

the theology of Uncle Sandro. We have noted the qualifications it 

brims with, or at least toys wit}l.l Il remains to point out, ln the 

very same passage, a counterbalance. Sandwiched between the 

provisos and concessions, exposing them as mere "external, 

composition al" instances of CJlOBa C JlaJeRKOA,2 stands a telling exam

pIe of yet another Iskanderian stylistic trademark: the proclivity 

for aphorisms. Of sententia. sayings. and other such impersonal, 

universal formulations, Bakhtin writes, with regard to their 

absence in Dostoevskii, the master of polyphony, and preferential 

use by Toistoi. his monologic counterpole, that the y are detachable 

from their context, detachable, that is, from the voice, the indi

viduality, that presents them. This detachability derives from and 

1 See Burlingame's insightful description of Iskandcr's .. sc) f-canccling 
qualifications" ("Prose of Iskander," 140.) 
2Ibid., 400-408 passim. 
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points to their status as finite or finalized (JaBepmeHHLle), self

sufficient units of text, as weIl as their association with classical 

and even Enlightenment modes of thought. 1 Thus the passage 

captures, in miniature, the method and perhaps even the aesthetic 

thinking that produced the detachability of individu ai chapters and 

parts of chapters in Sandro considered above, in the overview of 

the process of compilation. What is more, the passage indicates 

that the duality Vail' and Genis judged as dialogic could more 

appropriately be seen as a surface duality of c10sed entities that 

lend themselves rather to the monologic aggregation/segregation 

method 1 have attempted to describe. 

The aim of this discussion of genre definitions of Sandro has 

been two-fold: first, to demonstrate the extraordinary variety of 

associations the work has evoked, and through their very scope to 

suggest, secondly, that the compendium model it has so creatively 

adopted functions on a principle distinct from, as a whole, and yet 

dependent on, in ilS parts, the tradition al concept of genre, as the 

integral organization of an integral entity. ln its parts, agam, 

Sandra bears examination under Bakhtin's more challenging notion 

of the novel as an open, dialogic form. As a whole, however, and 

specifically as a whole designed by the very juxtaposition of its 

parts 10 convey a moral, at times even didactic message, Iskander's 

work would seen to resist unqualified definition even in Bakhtin's 

outstandingly liberal terms. 
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Neither generic nor metageneric categories would seem to 

apply in any exhaustive, ail-inclusive sense. Nor are the y to be 

rejected out of hand. Each captures a separate aspect of this 

singularly diverse creation, each points to ils underlying spirit of 

admixture (as parody or sorne other form of hybridization), and yet 

each loses sight of the larger picture. of the aggrega

tion/segregation formula this thesis tries to put forward in their 

stead. Furthermore, the attempt to read into Iskander's 

Bakhtinian spirit of renewal of forms is symptomatic of its 

a time identified by Ivanova with today's much-maligned 

stagnation. l " The next section will consider Iskander 

magnum opus in the context of those times, that hope 

possible fulfilment. 

1 Hauto .. , ·Coa pa3)'M1l.. 4. 
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nO-DHllHMOMY, H oce-TaKH paOCKaJqHK • .llaJKe 
8 TaKHX OOJ1billHX Demax, KaK CaHJIPO U3 
lfeiEMlJ, WlH "lJHK." fl1I.YMaJO, qro CaJIJIPO U3 
lfeze.Ma Bce-TaKH pOMaH, XOTJI li 
lIe'rpallHl.U10HHblR. Ho y 1l06Hee Mue llBHraTb 
CIOJKeT, HllelO qepeJ paCCKaJ. 3To 11J1H MeHH 
caMaH npe1D10QTHTeJlbHaH 4K>pMa. 31'0, OCJ1H 
TaK MOJKHO CKaJaTh, MOH llHcraHUHH. 

(J)l13l.L1lb HCKaJI.l(ejJ, 1987 1 

CHAPTER 2 

FROM SHORT STORY TO NOVEL, OR HOW LONG IS A PIECE OF 
STRING? 

Compilation can be viewed as the simple process of adding 

on,--the aggregation half of the aggregation/segregation model now 

proposed. From this standpoint, genre classification of prose 

narratives at least revolves to a strangely considerable extent 

around the question of volume: at sorne ill-defined point the accu

mulation of quantity, to quote the Hegelian cliché transforms into a 

qualitative change, and a short story, no longer short, graduates by 

sheer weight of page or other numbers into novella and thence to 

nove\. 

This IS genre 10 its textbook sense, with--especially in the 

Russian and Soviet contexts,--its full baggage of prestige values and 

expectations, in the sense that enters subtitles (particularly th03e 

supplied by periodical editors), popular criticism, and the 

aIternating 'agonizing-and-ecstasizing' over the fate of its summit 

form, the novel. In 1978 the journal Bonpoc~ Jlumepamyp~ devoted an 

lœa;m,1b liCKaUlI.ep, -nOTpet)UOCfb O'lHWeUHR: Bece.na C nHcare,1eM (Da3HneM I1cKauilepoM, - JaU. E. 
llk10OCKHR, flumepamyp"oe 0003pelllle 1987:8, ('.34. 
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en tire issue, the twelfth, to the contemporary realistic novet, noting 

with sorne pride the resounding defeat of opinion predicting its 

imminent demise. 1963 had seen the first "dee isi ve and 

scientifically argued rebuff" delivered the "claims of the 'ncw 

novel'" at a Leningrad symposium on the question. \ Throughout 

the intervening yeaTs the subject was debated time without 

number and beyond, JlumepamypHan la3ema earrying through 1986 and 

1987 a "conversation on the paths of [itsl development" in which 

writers, crities and readers "raised the most vital problems of the 

genre." These ranged from maintaining the classic tradition 

(including napnfflHocTb and HapOllHOcn), to the editor-author 

relationship, to the most telling issue, that of the "epochal novel 

which raises on a global scale questions on the destinies of ail 

mankind." To this particular debate Iskander made hi') own 

contribution, asking in its title "8 qeM TanHa?" revealing something of 

his personal reverence, not for the form, but rather for the 

vocation, an art that lives between the hearth and homelessness, a 

poignant metaphor for the hospitable breadth of his own work. 2 

It would be impossible to cover such a vast and protean topie 

as the polemics on a definition of the novet. especlal1y considering 

Bakhtin's now widely accepted concept of the form as the eternal 

iconoclast of literary evolution. The aspect selected in their slead-

the drive towards epic significance, whethcr or not il carnes 

1 BonpoclJ AumepamyplJ 1978:12, c. 3. Unsigned introducl1on ta the issue. 
2q)il3llI1h H<XilII.Ilep, -Cy.LU.6u poMalla -- cyJU,(5u pea:IHJ~a: B '1e.~ nAlla?- JTumepamypllaJll1J3cmn., 4 
Mapn 1987, 3. An overview of the debatc (1986: 48, 50 and 1987'2, 5, 9, 16, 17) 
is given in the editors' preface . 
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cyclization in its sweep,--ls intended to reflect the response to 

Sandro, and perhaps something of its place in its literary times. 

Much of the debate on the status of the nooeCTL, even for those 

who would defend it against relegation to an intermediary position 

between the short story and the novel on the grounds of length 

alone, has if not centred on, then perforce had to address itself to 

this very issue. Whatever the conclusion drawn by the theorist, 

the standard procedure is to contrast the genre, taken in this 

narrower, size-conditioned sense, with its longer and shorter 

neighbours. This was the spirit in which 1966, when Iskander 

burst into the literary front ranks with "Goatibex," was hailed as 

"year of the nonecTb." That very work was listed among the 

harbingers of a genre defined in unmistakably quantitative terms 

as a "capacious and sly form" avoiding the "drawbacks" of its polar 

counterparts: "the cramped time frame of the short story and the 

vast temporal expanse of the novet." 1 

M. Petrovskii, writing for the 1925 JlumepamypHWl 3H~U"Aonej(UR 

that is even now considered a highwater mark in the formai study 

of genre, cites (before implicitly dismissing) the classic criterion put 

forward by Edgar Allen Poe in his famous review of Hawthorne's 

Twice-Told Tales: that the novella2 requires and is therefore 

1 r. MHTHII, ·Y C.lODHJI DJ;lera,· TpYll, 21 \tilJl 1967, 3. Othcr cxamples in this Itberal. if 
not vague catcgory include Aitmatov's "npowaR, rym.cap~," Belov's "npHB~'1110e 
Jle;IO," Astarev's "Kpa:JI:a" and Kataev's "COJlTOA Ko.10Jleu: 
2Thc lIOBeJ1Jla is more commonly compared to the paccKaJ, primarily on the 
cnte non of scope, to the extent that Tomashevskli cvcn trcats the two as 
synonymous (6. To.\taweBCKHA, TeopuR /lumepamypli: flo3muKa, HJ.Il.. 4-oe (MocKBa: 
rocyJtapCTBellllOe HJJlaTe..lbCTBO, 1928; repr. Ann Arbor: Ardls, n.d.), 191). hs almost 
universally accepted distinguishmg features are a severe economy of 
mcans and a pronounccd plot-, as opposed to chal acter- or mood
orientation, as manifest in the sudden 'twist' (noBopoT) that propels an 
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distinguished by a reading time of from one-hall' ta twa hours. As 

a second example of such "external-quantitative definition," 

Petrovskii points to W.M. Hudson's distinguishing feature of 

reading "at a single sitting." 1 Almost half il century later the 

Chudakovs, advancing their concept of the KopOTKall noueCTb, a new 

form cansidered by them to be the flagship of literary evolution in 

the 1960s-1970s (and including, incidentally, Iskander's "COJUeJIHte 

KOJJ10Typa") felt similarly obliged to deal first with the matter of 

length: 

[nOBecnl3To He YKopoQeHHb1l1 poMaH H He pa36yxWHA paCCKaJ. (XOTfI 
06'beM, DeJlJl1rnHa -- BOnce He MallOBruKHLlfi JKaHpouuA npUJHaK. )2 

Other contemporary students of genre pay the quantitative 

approach the lesser, backhanded compliment of simple mention 

and immediate dismissal. Of the short story Pospelov writes 

unexpecled but retrospectlvely logical denoucmcnt. (Sec such ... tandard 
references as KpamxaR AumepamypllaR 3I1UUKAOT/e.llUR. s. v. -lIoue..wa·; A. K8111'KOBCKIII\, 

n03TTW1IelXUa CA08apb (~()(](oa: CoJJe'J'(X3JI 311UHK.IOIIC.D.HJI. 1966), 176·177.) 1I0&e.1:lltCl'H'IlIOCI'I. v ... 

paCCKaJ080CTb is applicd to contemporary Soviet prose, speclflcally the 19RO,> 
dcbate on 6eC4la6y_lbllOL"Tb ln 8.'1. lIoBII,,08, -1ly\laTb JIOCTYll"a.\lH: PaCl:!Ca3 Il COBpe\lClIIJOCIJ,.
OKT1lR(JPb 1987:6, c. 192·99. 

A more rccent study dlfferentlates between the paCCKa3 and the 1l0BC.I.J.l 

on the grounds of the latter's preference for "contrastual and laconlc mcan ... 
of depiction" (J.A. Wy61111. C06pe.Memlbia pycowa pacCKaJ: BOT/pocbI T/031nuKU ilmllpa 
(Jlcmwrpa.ll: lIaYKa, 1974), 56.) 

Given Iskander's discursive style, which preclude~ .lny dl ... CU~SIOIl of 
economy of means, and his reflectlve. often charactcr-focu,>cd ,>uJct,>. wlm.h 
tend to cschew sudden surpnses. the term tl08eAAa will not he u ... ed III thl<; now 
tradition al sense. Rather the diSCUSSion as a whole will re'itnc\ Ihcll \0 a 
consideration of length. in an effort to cast IIghl on Sandro· ... gradua! 
emergenee as a compendium nove! or compilation 
IW.H. Hudson, "The Study of the Short Story." chap. In An Introduction to the 
Srudy of Llterature, 2d cd (London: Harrap, 1913). 451 q uoted ln JTumeparnyptlaH 
31IUUJC:JIOffl4UR: Wo8apb Aumepamypo8e./1'lOCKUX mep.vUII08, s v -nOIltx:Jb: Ilomi. \1 A. IlcTpoOClŒA 
Pctrovskii's own definition of the genre focusc~ on Il'> pO'iIlIOn mldway 
betwecn the 1l0Be.l11a and the nove!, 1acbng the former'.; '\"omplctc 
unification of components around a Single organlc centre," falling ... hort of 
the Iatter's "broad developmcnt." 
2M.O. qy)l3Koua H A.n. qYJlilKOB, -11 TOr.lla IIpHXO.iUtT lIouecrb,- JTumepanryptlaR èll3ema. 29 aUl'ycra 

1979,6. 
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eMKœrL lleT3J1H H flly6una IlO.llTeKcra lGlK npHllllHllHa.JThIILle Ka'lOCTBil ",MaJ1oR 
:mWlOCK08 4K>PMIi" llam paCCK3.Jy IlOJMOJIOIOCI'L BLlR'm Ha caMLie BLiCOKHe 
ypOBHH o606weHHJI. 3HaQHT, BenHQHHa H.lteRHO-XYJlOXeCTBeHHoR 
.. HH4K>PMaUUH" He MOJKeT CJ1yJKHTb onopoR MJI yJlcHeHHJI JKallpOBOR 
cnemÇHltH pacŒaJa.l 

Note, however, that 'capacity' and 'depth'--Pospelov's eMKOCTb and 

r J1y6HHa--can themselves be seen as quantity-conditioned terms. As 

one of the more extreme ex amples of the 'numbers' approach, 

Baranov cites, scornfully, unidentified calculations limiting the 

short story to 1,500 words.2 

Even from this cursory outline of the issue, two significant 

aspects emerge. First. the stubborn persistence of the layman's 

classification by length, evidenced by the aimost ritualistic 

procedure of dredging it up, in any textbook definition of the 

standard prose genres, to decry it ür qualify it.3 Second, its 

influence on the 'qualitative,' content-oriented criteria its decriers 

Ir.lL noate.nOB, BBeN!lILle fi ./Iwnepam)1XJ6e4ellu,e (MOOOIa: BLDIJaJI unt.Oaa, 1976), 388. 
2C.IO. liapauoB, -0 Tpy..mocrllX onpe4e.neuHJI paa:xa:Ja xu. MaIlOro :lUIIpa: B K.U. Mallfle ~CU'pfl 
6 Jl)TDQJll U aJBI!JOOCOll AlJIœfXlIT'YP8 (J(upos, 1986), 5. 
3For a skllful compromise. see KpanucCJR ./IumepamypllaR 3" "UKAcme..wR, s.v. -nOBecrb: 
1I0Jll1. B.B. ICO~OB: ·06loeM H OXBaT MaTepHlLIla .- cymecraeHByn ~aupoBWl npH3uaK. 110 ou 
Hrpaer onpeAeJUllomylO POJu. J1HWIo TOfJla, Kor.u RpKO BypUœU, uanp. B pOMaue npH erG 
OOnocraRl1eHHH C UOBeJlJlOR: O.lUlO TOJILKO pe3JCoe pél3JlH'lHe OO1.eMa JCJJa.4eT M~ 3111MH ~aMH 
IlpHlllUlJUWlbUYIO rpa.w.. nrosecn.J ~e no paJMepaM KOJIe6J1eTC11 MeJUY UOBeJ1JlOA (paŒU30M) H 
poMauOM. ee 06"beM BOCLMa uoonpe4eJ1eu H caM no ce6e He MO:&eT Bycrynan. OK cywecTII[eJlllaRl 
;JGWpoBaR 'lepTa.-

The article puts forward a second classification aligning the J10BeCTL 
and paCCJta3, as older forms more directly assoclated with the oral tradition. 
against the UOBeJ1.11a and pOMau. where the dramatic pnnciple IS said to prevail-
a distinctIOn remmisccnt of Lubbock's 'showing' and 'telling.' The former 
are then analyzed as more "amorphous" structures focused on "existence" 
(6YTHe). and the latter as tighter constructions based on a self-contamed "act" 
(.l1eRCTBHe) Much consideration IS glven to the greater objectivity of the J10BeCTb, 
as weil as the umfying role of the author and/or narrator. 

Even thls scheme. however. 1$ obliged to de al wlth volume; flrst, by 
allowmg that the paCCKaJ and UOBeJlJla are junior panners to the larger nOBeCTb 
and po~au. Secondly. and more intngumgly, the notonously broad vanation 
III length enjoyed by the /lOBecTb is sald to derive from Ils "chromcle nature," 
which allows l!beral scope ln time frame and number of events--quantity
l'ondttloned l'onsldcral1ons bath. 
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would offer in its place: for the parameters they propose most 

typically involve sorne sort of lirnitation--of focus. charactcr or 

event,--and limitation, in the final analysis, has to do with quantity. 

Limitation to a single, outstanding event tS the basis of the wcll

known definition of the novella attributed to Goethe: "Was ist eine 

Novelle anders aIs eine sich ~reignete unerhorte Begebenheit'?" 1 A 

similarly quantitative bias limits the number of events, charactefs 

and even the timespan in the short story as defined by the 1978 

ManaH ~opMa noneCTuonaTenbHOR nHTepaTyp~, D KOTOpOfi llaCTCJI 
HJOOpaJK.CHHC KaKoro-nHoo 3m13011a HJ JIŒJHn repoR. KpaTKoupcMClIIlOClb 
HJOOpaJK.aCMIlX COOUTHR, MaJ10e qHCllO lleRcroyJOwHX JUfU -- OC06ClllfOCfb 
3TOA JlCaHpoBOA tIlOPMU.2 

Even more complex schernes of classification based on 

narrative strategy, such as those identifying the short story (pacCKaJ) 

with the presence, explicit or irnplicit. of a smgle n:lrrator (paccKa.lllmd 

ultimately betray the same quantitative blas: 

He CllyqaAHO 0 paCCKaJC neer lla eerb ... paCCKaJqJfK"; JTO MO:A<CT 6UTb 
nepa)HH~HWfponaffHllli HnH HenepcoHlfclmuupouaHlluH Cy6bCKT j)CIIH, 110 cm 
ronoc. ero nOJHUHH. ero OueHOlJH~C HHTOIIaUl'1l1 OrqCTllH80 cJ1Immo. 
npHcyTcrBHCM paCCKaJqmŒ MOTHOHpyCTCH ne TOnhKO cocpe,aOTTUJlIeWWCrTU, 
OOœcnuxJOOJIUR Ha om/lf17bHaM .. lJpa2.W!1lme· JKH3l1Jf, 110 li CfOJIb ID:A<flOC llJlJJ 
... zycmnrrui' paCCKaJa COlJCTaHHe llpaManllJCCKOrO li nOUCCfUOUarCJlblloro 
npHlnnmOB HJOOpaJICCHlUI. J1 elIU1iCTTLOO TT101Ia paa:KaJa, cra JMOIll101faJ1LIIOC 
HanpHJlCeHHe, ueMeHTHpy~JlUee paCCKaJ H OllllOOpCMCtlllO .... lapa:A<aJOlUcc" 
lJHTaTCJlH, WJKe HllCT <YI' aKTImflOCTI1 Cy60eKTa peqn, DT .. paCCKaJqUKa." 3 

1 B. rere. -PaJrooopLi C JKKep\laullO\l- (25 IIllBapJl 1927,.. miT. 110 cr. nC'rpoocKOI'O -nooocn .. : 
598. 
2Kpanurua CIIOfn/J6 Aumepamypo8E!l1'leLXUX rnepMUl/08 Nocxm.: npocœllJClIHe. 1978) c. 137. 
3n. neA.1lep!t1all. JIflUJKel/ue flpe.ve1/U U JaKO/lIJ /Kw/pa: XWlpofllJe ](u(01l0.VI.'p1l0C17Ul jWflUrTUlII 
œsemacou nfXJ31J 8 60-7Oe 20.8.11 (Caep.lLl0ocK: Cpe.lUIe-Ypa..ILOCoe KIIHAi:tIOC HJJIare_IJ,f:IIIO. 1980). 
67; italics mme. The theorist goes on to hmt at the Idcologlcal advanlagC'i of 
volume limitation: -B paCCKaJe 6o.lee OTKpoaeUlIO H lIacroA'IHIIO. 'te\! 0 po\!allC H 1I0OCCTH • 
.. nporpa!t1MHpyeTcJI- BOCnpHJlTHe '1HTaTe;ul: Short ~torte'i olten provlde "ll,>tencr
characters" whosc reaction serves as a direct or rcver,>c model of thc dC'>lrcd 
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Such is the opinion of Leiderman, in his analysis of generic 

processes obtaining in Soviet prose of the 1960s and 1970s. This 

single-focus analysi~.,--centering on the cnOBO, discourse or 

ideological perspective of an identifiable personna,-- reflects a 

feature of the con1temporary Soviet short story most often 

associated with Shukshin and, to a lesser extent, 8elov. The typical 

discussion will often ·;!ven insist on a resurrection of skaz, not so 

much as a syntactic or surface structural device but, in the case of 

Deming Brown's overview of the 1950s and 1960s, as part of a 

widespread rejection of the remote third-person omniscience felt to 

have been exhausted under 'socialist realism' in favour of the more 

limited, "intimate" and hence honest claims of a personalized 

perspective. Coincident with this limiting of focus is a reversion 

from larger to smaller forms. 1 Thus, in Ganina's contribution to a 

round-table discussion of the issue: 

OCIlH B 60nbLUHx cIKlpMax 6Y1IYwee la 1l0KYMeH1âJ1bHOCfblO HnH reHHaJ1bHOn 
nOlllenKOn nOl 1l0KyMeHT, TO B Mamu cIIopMax 6Yllymee la T.H • 
.. ucnOBe.llaJlbHOCfbIO."'2 

Two decades later, Mikhailov makes the point even more directly, 

when he discovers yf:t another tuming away from the "synthesis 

rcadcr's rcsponse. Givcll Iskandcr's chatt y , conversation al tonc, the many 
direct addresses to his rcader, the observation scems particularly apt. 
lIn thc short fiction of thc 1960s, thc critic finds a "residual distaste against 
the largc forms that reprcsent the legacy of the Stalinist culture," an "urge 
to avoid the pondcrous, pompous falsity of the recent past" and a preference 
for wnting "suggestively rather th an explicltly." Fmally, hc notes as the 
distinguishing fcaturc of the period "the presence of a subJcctlve narrator 
who is close to the writcl" (Deming Brown, Soviet Russlan Lllerature Since 
Stalln, 145. 146. 151). 
2MaRII rilIlHua. -Bel mrrepaTypUJHllhI (Macrepcroo nocaTeIUI: PacŒaJ ceroJUUl).· BanpoclJ 
A~ 1969:7. Co n. 
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and grand generalizations" of the 1970s and their "Iarger forms" to 

the miniaturized, personalized preferences of the 1980s.' 

Now Iskander's first experiments In prose. ail labclled at the 

time paCCKaJ, created and concentrated on the personna of a rnildly 

ironie first person raconteur recalling his childhood. frce

associating from one memory to the next, so that extrcmely lax, 

divergent plot structures rely for unit y almost who\ly on the well-

defined personali ty of their narrator. 

which begins: 

Consider the short story 

noroBopHM npocro TaK. noronopllM 0 newax lIeoon:mTCJllollUX H 
nOToMy npI1HTIIUX. noroBopHM 0 Ja6aBHblX cuoficTnax qenonc'IccKoR 
npl1polThl, BonnowetrnOii B HalllHX 3HaKOMblX. Bellh MU 06 nOM rouopUM, 
KaK 6u npHCJ1ylllHBalICL K 006crnemwR 31l0ponoR 1I0pMilJILHOCTH, H 8 TO JKe 
npeMH nOllpa3yMenaeM, qTO H MLI MOrJ1H 6L1 n0380J1HTb ceôe TaKOrO POU 
OTKJ10HeHHH, HO He XOTHM. HaM 310 He K qeMy. A MO)t(C1", OCe-TaKH XOTHM? 
["Haqa.no," lUI: 71 

The passage, of course, bears little resemblance ta the more 

traditional concept of skaz as stylistically distinct from the 

prevailing literary norm, the concept which would seem ta have 

prompted the analysis of Shukshin. Selov and other rural-prose 

writers in this light. 2 Nevertheless, it is not stylistics that 

concerns us at the moment, or even the Bakhtinian notion of s ka z 

as the orientation on the 'other' as opposed to 'author's word.' At 

issue here is the kind of 'personalization' which implies a self-

assumed restriction in scope. In Iskander's hands, this becomes a 

masterful imitation of intimate, unpretentious author-reader 

contact; it crops up time and again in Sandro' 

1 A. MHXaitl0B, -npocrpauCfBO paoocaJa: OKTTUl(Jpt. 1986:1, 179-80. 
2 Even Belaia returns to the stylistic cnterion in hcr discussion of rural 
prose. See r.A. œlaJ1, XYIJOlKecrTUJe1ll1l/a MUp coBpe.vellllOa 11[XJ3l/ (~ocKna: lIaYKa, 1983), 86-
88. 
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qYBCfBYIO, IITO ceAqac HaqHY npH3HaoaTbCJI B CnOHX cna6ocTHX. 
CTapUA HCnt.naHHUA npHeM. Ha HeM JI n CBoe BpeMJI ClleJ1ilJl CoolO 
J1HrepaTYpHYIO Kapbepy. II llyMilJl, qTQ 3TOT npHeM yxe ce6J1 HCqepnilJl. 
Ho, OK~t3b1B3.eTCfl, HeT. OKaJb1BaeTCH, 3TQT npHeM noo6111e HenCqepnaeM. 
lImaTeJIK) npWfmo qyocrnonaTb COOII HOCKOJ1bKO YMHee anTOpa. Or:n'Dro OH 
HcnblTliBaeT YllHBHTeJ1bHtrn npHTOK 3HeprHH, neceJ1bJl H, B KOHetJHOM HTOre, 
6J1arollapHOCTH aBTOpy. A aBTOpy, B CBOIO Oqepellb, npHJlTHO, qTO eMy 
y 1J,aJl0Cb CJ1enŒ 3allYPHTh roJ100Y IJHTilTeJ1J1. OH DT 3TOro TO)Ke HcnLlThlBaeT 
Becem.e. BOT TaK, n'JaHMHO B3(')OllPHBillHCb, MU, rJ1J111Hillb, CKopoTaeM 
neqepoK. [1979' 5221 

If the personalized perspective does in fact entail a restriction not 

only in narrative scope but as well in actual volume, then this 

reliance on an individualized, immediately recognizable narrative 

voice can to a large extent be seen as what keeps so man y of the 

separate 'blocks' of the Sandro compilation structurally anchored 

In the shorter genres. Paradoxically, it a150 provides a larger sense 

of unit y for the larger whole. 

To return to Leiderman. Like the Chudakovs cited above, 

indeed, like so man y other commentators on more recent 

developments, he is primarily interested in analysing what are 

perceived to be re-alignments among the three fundamental 

prose genres most commonly if simplistically dassified by scope-

the paCCKa3, noneCTb and poMaH. The distinction he draws between the 

latter two categories of nOBeCTb and pOMaH reveals more clearly the 

quantitative slant noted aboye, in his discussion of the short story. 

Whereas the paCCKaJ presupposes a single point of view, both larger 

forms admit a plurality of perspectives, the former on the binary 

principle of contrast, the latter on the multiple principle of addition 

or suppletion (llonomIHTeJ1bIlOCTb). 
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Dnar01l.apR 3'fOMy COXpaHHeTCH npHcyWaH nOHecTH cOCpellOTO\letUlOCTb ua 
aHa.I1H3e OJ(HOln, BellYlliero XH3HCHHoro nponmopellml 1 11 

From this quantitative increase (counting up from one. two. to 

three or more vantage points), Leiderman proceeds to a discussion 

of the "novelization" of the smaller forms, a process he analyses In 

a quantitative adaptation of Bakhtinian terms--from monologism III 

the paCCKa3, to a dialogism in the nooeCTb that is now stretching to 

include the "6vraTf.le I1JlaCTU IOMopa, rpOTeCKa, nap01l.HpoHatnIH" anù thus 

bring it c10ser to the polyphony of the nove1. 2 He distingulshes 

between novelization in this "broader [Bakhtinianl sense" and the 

"narrower" approach that specifies a "historical-literary stage" of 

development. Even from the latter standpoint his rcading is a 

quantitative one, noting 

B noBeCTRX 60x--70x rOllOB [ . 1 crpeMJleHH[ej yoeJmqm'b eMKOCTh xanpolloA 
$:>PMU; 6oJ1hlIIe npeMeHH H npocrpaHCTBa, OObeKTHBHpouaTb Cilll3H MeJKllY 
rJ1aBHblM KOII~HKTOM H .. UeJ1t.IM MHpoM."1 

Finally, Baranov. takes issue with all varieties of the 'numbers 

game,' even the distinction often drawn between the metonymic 

basis of the paCCKa3 and the metaphoric foundations of the novel .. ~ 

AIl such approaches are considered by him to stem 

Bce H3 Toro xe I1poIJHO yKopemfBwerOCH npelICTaMellHJI: 60J1LlUOMy 
Kopa6mo -- 6oJ1bllloe, a MaJYOMy -- KaOOraJKuoe nJ1anallue.5 

lJIeA.llepM3lJ. 4BU"Keliue Bpe.Me/IU. 96. Italics mine 
2Ibid., 108. 
3lbid. 

4Baranov does not citc any proponents of lhis theory by namc. Typlcal of 
those who link the mctaphor LO the novcl is Alla Marchcnko. She cvcn 
applies the aSSociation Lü the argment for a novclllation of the ... maller 
forms. Thus. the short "tory swclls by assimlliaung from poctry "the magl(; 
mirrors of metaphor." Sec hcr • .ll:UI BOCIlO.lUeIlHR o(lJ,e\1a: 3a\1CTlCH 0 xy)lO~eCTUeIlIlO\1 
onblTe a>BpeMernloR npo31J: ~ Jlumepamypll 1974:8. c. 56-94. 
5SapauoB. ·0 Tpy.lIllOCfllX Ollpe)le;lemm pac<Xa3a: 10. 
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Critical abstractions notwithstanding, the bui1d-up model 

certainly underlies the author's own perception of his story's 

expansion. From the modest label of paCCKaJ accorded its first 

printing 10 February 1966, by February 1969 it had added on 

enough sails and navigational depth--in terms of character, event 

and timespan,--to graduate, in his eyes, to that of noueCTh. 

nHlUY nouecrh .. )Kli3Hb CaHllpo 113 llereMa." C.:aHllPO -- nemiKl1fi 
'raMalJa [. J. 
nOnbJYIICh erG 06WHTeJ1hHOCThlO H nOllUHJIŒOCTblO, If nLlTaIOCh onHcaTb 
AlHOZue Alecma 6 A6xaJuu, B KOTOpLlX Il 6LlB3J1 l1. KOTopLie nroHn H 
npollOJ1JKalO J1l06HTh, a TaKJKe HeKOTopLie llepeueHCKHe npaJ1UIeCTUa, u 
KOTOpm Il npHffiiMaJI ytlacme, pa3YMeeTCH, caMoe CKpc~~1Hoe. 

CaHllpo HJ IJereMa -- ylJacrHHK NH0211X JlOpeBO.71OZI,u()HlIblX U 110c./le

peOO.Jl1Ou,UOHHblX cooblmua. 0 HHX OH paCC',aJLlnat7, lIeCKOJ1hKO 
npeynemmmall, KaK Mlle KaJKeTCH, BJHUIHlfe c06crnelfHofi J1HlJHOC'TIf Ha XOll 
:m1X C06bITHfi. 

HaIlelOCb BeCHOfi 3aKOWlHTh 3TV nOBeCI'h. Ha lJaJl ee rOlla 1ID<l Ha3all, HO 
oce BpeMII OTIlfleKaJlCIJ Ha paa:Ka3Ll, cueHapHH li npGtfile lleJla.1 

Two years later, in December 1971, the work was still seen as a 

nOBeCTh, a "CaTlipHqeCKaR nOBeCTh" very near cornpletion, TiOW entitled 

")f(H3Hh Call1lpo llereMcKoro." The single central focus on a single 

character, while expanded under the aegis of h is proclaimed social 

and moral mobility, was nonetheless maintained, sa much sa that 

Sandro's daughter was then slated for a separate sequel: 

He pacKpblBa1l ocex CIOJKeTHLlX nepenJ1ereHlfH CDOeH TI08OCTTl1l. CKaJKY 0 
tlHX B 06WHX lJepTax. 3TO noueCTb 06 a6xa3cKoM TaMalle. CaullPo-
IJeJ10BeK lipoHHQecKOro CKJ1aIla )'Ma li aBalffiOpHOro xapaKTepa, npellcellaTeJlb 
BC{.. x JacromHi. OH HMeeT BOJMOJKHOCTh 061l1aTbCR C J1IOllhMH caMLlMH 
paJUoo6paJHL1MH. 3To cooero polla HapollHLlH KOGronpau: rlle WyM. -- TaM H 
OH, HHorlla JKe 011, TaK CKaJaTb, BCTpeBaeT B lleJla, KOTOpblX eMy ne 
CJ1ell0BaJ10 6bl KacaTbCH... Ho 3TOT OTpLlnOK ne 0 caMOM CanllpG, a 0 erG 
llO'IepH,O 'leJlOnCKe no xapaKTepy, fi 61.1 CKaJa11, npOTl1l1~nOJlOJKHOM CBOeMy 
OTuy. Ona, B MOCM npellcrallJ1emm, B03BLlWeIIH::l, ona OlJapouaTenLlla, oua 

IlDa:utJ1h l1aGUlD.ep, "[Han 'le\! pafuTalOT: OrBeT ua aIJKery],· Jlum~?pamypl/UR i'11Jema. 5 4leBpa.'IR 
1969, 3. Italics mine. 
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11lUl MeHH HlleaJl xeHcrnemIOcrn, -- H. KCfaTH ronopH. H ro6npaKX:b IUIGlTb 0 

HeA OTTVIel1b1l)lO 1lO6OCTTIb. Ho 3TO amœM llPyrOA pél.1roOOp ..• \ 

That same year, however, saw the publicatIOn of an entir~ly 

different definition by the author: 

.. )f(HTHe CaHllPO qereMCKoro" -- :nu nOnLiTha COJllaIBtH COUpcMCIUlOI'O 
nnyTI>OCKoro poMaHa. MOR repoA [ .. 1 -- DeJ1HKUR TaMalla [. 1 fIpu UceM 
npH TOM, OH BOnnOwaeT c060R HapOllHLlA CMLlcn U ueIlCTOIlHlMI.oIO 

OnTHMHJM.2 

Note that the upgrading 10 literary rank, to navel, IS accompani~d 

here by a claim to greater, almost universal social significance. 

The association is a comman one 111 the current popular d~hate on 

the genre. The novelistic mentality, maintained Sidorov, a enlie 

who has written extensively on the problem as weil as on I-;kander, 

06RJaTeJlbHo npelU10J1~raeT UJOOCTH}'IO CKJlOHHOCTb alTropa K ymtuepcrulUloA 
nOCTaHOBKe JlÇH80Tpenewywux UlIeonorWJeCKHX li npaUCTOelllll..IX. 

COUHaIlbHLIX H cpHJlOC($:K1iX nonpocOB 111111 [ 13 

The iack of this ... "ay of thmking, its "deterioration" has lead to a 

decline of the genre Itself: 

B pyccKoR COBeTCKOR npOJe 60-x rOllon 1IBII0 oCJla6eno pOMallllOC 
MLlUIJleHHe. [ .] BelIb lleJ10 tle n OXBilTe c06b1TItR. Ile B TCMaTImX:KoA llHlparc 
H MHOrOJllOllllOCTU KHHru, llCJlO lIaJK.e He B yrny6J1CUUH HCTopu3Ma. IIC 
rOBopH yJKe 0 JlUpUqeCKOR HJlI1 JnwlecKoA $OpMe 1I0UCCfBouaIlHR. Bee 
pewaeT nm XYllOJKecrBCtlHOro MblIlIJleHlUI, KOIIUCmU1I1 'ICJlOIlCKa 11 Mllpa. 
[ ... ] 

10U :lKt.. npHMeqallHe li. ny6JlHKaUHH -.lleOO'lKa Ta..IH: Orpl~IJOK H3 1l0llCGfH -'JKHJllh Call1lllO 

qereMCKoro: lTumepamYPuail UL3ema, 8 lleKa6pR 1971. 7; italie" mme Burll n gJlllC 
comments on the Tali chapter's final pO~ltlon 111 Ihe 1973 vcr~IOI 01 Ihc 
work: "by focusmg on TaI! rather than Sandro ln the laq chap\\... thc 
narrator sacnfices what Ilttle Ihelllailc ul1Ily Ihe novel h,l~ hJd ur 10 Ihl\ 
point" ("Prose of Iskander." 155). !ts own internai "grcatcr IhemalH: Ulllly." 
in her opinion, sel~ It apart from the rc:.t of [hat ver<,lun, \n Illuch \0 th.ll II 
"would perhaps better have bccn publl"hcd a\ a \cparalc lIovclla" (157) 

2Q)aJHJlh 11<X31IJIeP, IIpH\1C'I31lHe K lIy6,IHKaUHH • L{JWI Cawlpû H '1cl}(Il~A ,1c6cJlh: lIC/leAR. 11)·25 
HIOJUI 1971. 8. 
3E. CH.II.0POB, 1Ia ncpellYThc: BonpocbI ./Iumepamypbl 1978:1. c. 19. There 100 Ihe enllL 
argues for the -pO~allI1JaUHR \1a..IlU :lK31IPOB.· 
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1 

HHKor.aa, nOJKaJlylt, Ja OCIO HcropHK> OOBeTCKOR JlH'1'CpaTypU TIlK ocrpo 
He olllymaJlocb OTcyTCTBHe MacmTa6Horo, COUHaJ1bHo-c(mJ10CO..,Koro 
poMaHa. 1 

When attacked for such statements, Sidorov clarified the 

connection between genre and social significance, a connection he 

bases on the emblematic function of a protagonist made to 

represent, as Iskander claims above for Sandro, an entire people 

and era: 

B poMaHHOM MUllIJleHHH [ . J 33.110JKeH 1U1R npoJaHKa 3TOT BHyrpeHlrnA npH3b1B 
.. npeolOReTb" necrp<YI'y H .. roJ10BOKpyJKeHHe" «JlaKTOB H BblCTpOHTb cnolO, 
nO-CBOeMY rapMOHHJHpOnaHHyK> lleACTBI11CJlbHOCTb; [ ... 1 Kona JKHJHh 
qCJlOneKa H JKHJHb HapOlla HaQHHaIOT nOCnpl1HHMaTLCH KaK ellHllOe 
llBl1JKyrneecJI UMoe, a HacroJlmœ 06HHMaer n ce6e npoLllJ1oe H 6YiIYwee.2 

Others, like Eliashevitch, were to herald its resurrection in the 

dawn of a new. "KpymIOMaClllTa6Han npoJa" defined in terms very 

similar ta Sidorov's. as 

TaKaH np03a, r lIe 3a o6pa30M QeJ10neKa li HCTOpllCfl 0 cro cy lIb6e 
nporJlJI1lUBaCT lIeqTO 60Rblllee -- cYlIb6a HapOlla. a HHorlla H ncera 
QCJ1oneqocrna. 

rllaBHUM repoeM :moneH 6wIH ucropwuxlCue m6'blTWI, JaXBalliIJaK>Wlle 
B CBoA 1l0110BOpOT qeJ10neQeCKUe Mau: i>l , B cerOllHHIllHeA 
"KpynHoMacwraonoA" flpoJe -- qenOBeK. npoxoMWl1fI qepeJ npeMJI. necywmi 
lia cooux nJleqax [ 1 TJlJKecTb HCTOpmf.3 

1 F.. CMHpoo, ·Ha nyrH K CHIrreJY,· 0 ero ;Ke Kll. Bpe.MR, nUCamR.llb, ClTUJJIb: 0 aJ6efTUXoll npo3e 

lIawux Allet1. (\1OCICBa: CooercICHR Il Hcare:1L, 1976), 29. Among those who dlsagreed i'\ 
NOVlkov, whosc counter-argumcnl lncludes an expan.,lonist comment of hls 
own. in the reference to "the eplc canvas of delall" he discovers 10 the 
shorter works of AltmalOv (&Alla napox:xnJl) and Belov ("npLlHLI'llloe lIe.lo·). See Bac. 
1I00HlWB. ".llua.ICJcrHICa BJaH.\tOC8JlJeR,· 3ua.AIR 1978:6, c. 255 
2E. CH1I0POB, ·npo1l0.1;KcIIHe c.lcn.yer," Bonpocbl .IIufTlRpamypll 1976:6, c. 45. In th is. his 
rcply to critlcs of hls carher work, Sidorov mamtams that ·ne 011HII pO\1all lie 
CllOC06eU CCI'O.llIUI lia CIIIITCJ: He tndicate~ a bmary <'urrogate ln the 1l00CCfL, ln<,ofar 
as ·coBpe\1CUllaJI 1l000CfL TO;Ke ypaollOOCUIHBaeT ~TJ\ry JC\tllYIO· H "1l0p~U IC HJlea...lY· (1 bld ) 
Furthcrmorc, he alludcs to the cyclllatlOn questlon. ~H paccICaJ H llOUCCTL 
Clloco611L1, KaK B Kall.IC, OTpaJHTL OICeallCKHe DO.Hm :;t;:lIJIIH, llOBO.1LCI'UyJlCL "IIYUKTHPll~\1· 
OTpUellHe\1 cyWlIOCfUOI'O, HlIOI')la J'fH llOUOCfH li paC(](aJLI \toryT CAUfTUCR 8 IClluzy" (em pha<;ls 
hls). Noncthclcss. Sidorov lnSlsts that the Intcrmcdlatc forms fall short of 
the novel's "BOCCOJlIaUHe Ue:lOCTlIOro o6paJa JIIOXH R ee CYWOCfuellllLlX JaKouoMepliOCTIIX· (46). 
3 ApK. J.ILllllleOH'I, ~B 1I0HCICax 1I000I'O 3llH'IecKOrO CHllreJa: 0 coope.\leUlIoR "KPYlllI0\1acwra6uon· 
IlPOJC,· 38e3).a 1985:7, c. 171. 
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Of note here is the tendency. shared by Sidorov. El'iashevlch 

and Iskander alike, to seek a compromise betwecn the stoliJ 

impersonality that had overcome the garguantuan epic novel of 

Stalinist times, and the personalized circumspection of the shorter 

'intimate, ironical' prose of the post-Stalin era. For by the end of 

the 1960s, this cautious self-limitation. manifest tn both 

perspective and scope. had reached the point of exhaustlOn. had 

canonized itself into a norm and thus inevitably begun to fccl the 

corrosion of cliché. From non-judgmental or at lea~t non

committal, the ironie short story--according to Marietta Chudakova 

in her stimulati ng "3aMeTKH 0 Jl3L1Ke cOBpeMeUtlOfi npOJI.&," - - h ad. 

paradoxically enough, produced the brisk 0plnlOnated prose of the 

youth movement, or at least its less talented followers. Il had 

stagnated into a puerile flippancy passing aself for self-irony. By 

mid-decade, in her analysis. a counterdevelopment had begun to 

make itself felt. that of 'serious prose: adapting its stance of non

commitment to a sharp demarcation between the author's and 

characters' discourse. 

The latter trend, heralded ln Chudakova's opinIOn by 

Shukshin, was fully launched by the flse of ru:-al prose under 

Rasputin, Belov and others. Overpopularization of both trends 

revealed, in their lesser practitioners, what Chudakova diagnosed 

as their common wf,akness: the lack of a "clear. unaba~hed 

authorial presence," of a "narrative 

confident of hi s moral and verbal 

stance taken by an author 

competency." 1 Chudakova 
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1 concentrates on the stylistic implications of this new-felt need. 

spawned by recognition of Bulgakov and met by tie 

straightforward, open personna of Iskander's narrator, who 

confronts his reader face on, works stalwartly within the norms of 

standard lherary Russian and the leisurely syntax of longer, more 

bookish periods. Chudakova's insistence on the "moral competence" 

of the authoritative voice she hoped Iskander's prose wou Id usher 

In is of relevance to the new type of epic universality thought by 

Sidorov and like-minded students of contemporary prose to be 

channelled through the individual personality of the hero. The 

catchword on this aspect of the Great Novel Debate was 

"ueHTpocTpeMHTeJ1bHOCTb," seen as a reaction Jgainst the "pseudo-epic" 

or "panoramic" novels of the 1950s, a re-orientation towards .. J1HqHaa 

npWJaCTIIOCTb." 1 In this context, the moral competency and moral 

confidence of the author is manifest in his readiness to assume 

personal responsibility for the personalized view of history and the 

fate of a nation its individualized hero is meant to embody. Such is 

Uncle Sa'ldro's function, cIaimed by Iskander, as the bearer of 

"napollHblA CMblCJ1." 

This emblematic role becomes even more evident in the 

author's announcement of May 1973, where a balance seems to be 

sought between the individual and his entire community: 

ISee r.A. 6e.laJl, ·UCllllOCfllblA uClrrp: &mpoc/J J/umepamyp/J 1978:12, c. 27-32. Accordmg 
to Hoskmg. "the main problem of post-totalitarian culture has bccn to dcfine 
the nature of the persona!." (Geoffrey Hosking. "The Search for an Image of 
Man m Contcmporary SovIet FictIOn," in Studles ln Twentleth-Cent'4ry 
Rilssian Llteracure. cd. Chnstophcr J Bamcs (Edinburgh: Scottish Academie 
Press. 1976). 61. 

70 



1 CBOft HOBUft poMaH )/(U3Hb CaHlIPO U3 Cfele.tla JI JaKOHqHJl nel1allHO. 
l(oMno3HUHOHHO OH COCTOHT HJ pll1la HOBeJlJl ( ... \ 0 'leM J'fa MOR pa6<na? 
DHa 0 Mlle CaHlIPO, lJeJlooelœ, MHoro nOBHllanwcM, MYlipoM, 11YKanOM Il 
HaHBHOM. li eille paCCKaJU 0 COJ1HeIJHoft A6xa3HH Il ee JllO.llRX, KOTOpue 
YMeKYr H TPY.llHTbCJI C nOJlHoft oua qeA ClI11, H oecemlThCJI nCK pellllC, OT 

llYlIm. 06 ID{ JaOOrax H pailOCfJIX. 1 

The whole i s considered a novel, its parts--a "series of nove lias. " as 

though the former retained the synecdochal use of the single 

protagonist for a whole people, and the latter. looser structure 

allowed that same figure to follow just the opposite lIne of 

developrnent. to splinter off, in other words. into a collective that. 

from this overall perspective at least. is much less sharply deflned. 

Sandro is still the cornerstone of this editïce. his feltow Abkhazlans 

a jurnble of outbuildings free to sprawl in any of a numbcr of 

directions. but like outbuildings. dependent on their centrepiecc for 

the liberal sense of unit y that survi yeso and survIves very weil 

thank you, what would seern to be an extremely ad hoc process of 

add ition. 

The construction continued. By 1978 sorne 'tightening-up' IS 

evident. the short stories have been promoted to chapters. and the 

work itself has clirnbed one rung hlgher In the genre hlcrarchy: 

.. XapnaMno H .LIecnHua" -- r 11aBa H3 pOMana -)J10n~H, ncpuaJI ItaCTL 

KOToporo 6wla ony6m1KOBaHa B IKypllélJ1C 11081111 .MUp. Cy 11L61.! rcpoeu 
J'roro oTpUBKa [ .. \ npocJ1eIKlIDalOTCJI li conepmaJOTCR U lIpyrHx rJlanax 

poMaHa.2 

This new, double-barrelled status points. of cour~e. ln Tohtoi. the 

rallying cry in the epic campaign.3 As applied by hkalldcr to his 

l(!)aJH.lb l1<Xa.J.l.llep. npH\teQiU/He " ny6.IHJCaUHH -.Ll1I)tJt CailJlpo H CIO .llpyJI.H: (hpLlBOK HJ po'tlana 
)[(UJ/lb GaJUJjXJ U3 Cfeèe.M(L,· JTurœpamyp"aJl i'fl3e1TlLl, 30 \taJ\ 1973. 7. 
2011 :»(e. npH.\fe'lallHC \i. IIY(');:\iKauHH Xap;Ia.'tlno H .Lloouma: OrPIAIIOK HJ po'tlaHa-JIIOIlCH-. IIf~lleAJf 
1978:38 (8-14 œUTR(')pR), 6. 
3Sidorov tnSISts that the novet and "the novclistIc menlatlly" ought not he 
confuscd with the "cpic" (JllolleR). the eplc con"Clou.,nc\<; or panoramic 
narration. "Small navcts" (7) can asplfc to thc genre'" qUIII1C.,.,cnllal 
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own effort, it represents a logical development of the 

individual/community relationship proclaimed In his earlier 

pronouncements on the work. Note as weil the implication, very 

loosely sketched above, that the work was then considered by its 

author to be complete. Yet one year later, in 1979, he seems to 

reverse himself in declaring 

CeAIJac Il npOllOJIJKaIO nOBeCTb .. CaHllpo H3 qereMa. .. OHa MHe 
oco6eHHO llopora, H60 B HeA Il XOTeJI nepellaTb n033HIO HapollHoA JKH3HU. 
CaTUpHIJeCKHe JIHHHH B HeA -- 1lJ111 npoTHBOnOCTaBJ1eHHII, KaK IJTO-TO 
1lHCrapMOHHIJHOO 3TOMY YKJ1aJlY.1 

Not only has completion been postponed, the work has 

dropped the biographlcal element it had retained in the pre-Ho6lia 

MUp title of "iKH3Hb CaHllpo H3 qereMa" or its variant "iKHTHe ... " 

Biography, ev en parodied hagiography has expanded inte 

ethnography, the part has retreated, though ever so sI ightly, 

before the whole. Even more curiously, this same whole has been 

demoted to nOBeCTb while yet preservtng the epic proportions 

implied in the "poetry of a people's life.' The balance between a 

single protagonist and his community has taken on the new 

dimension of an overt contrast between satirie and lyrie elements, 

which could perhaps account for its return to a 'lower' status. 

Compare a similar assessment of "The Goatibex Constellation," 

where Iskander echoes a number of commentators on that tale: 

Along wilh certain olher dIgressions from the main [saltrlcal, 
goallbex) theme. my slory contams several remtnl'\cences of my 
grandfathcr's hou),e and an accounl of one of my childhood adven
lures. Why have 1 Included thcse? Bccause 111 'he course of wnl1l1g 

synthcsIs--a concept he leaves I11-defined. Sec CH.llOpOB, "npO.llOmKeUHe c.le.llyeT," 
47,46. 
\maJIVlb I1ClGlllilCp. ")I(HBHTe mrrepa::uo: I1OCKO;lI>KO IIOllp<>OOB mtcaTeJlIO 0 em p<!00re." HIlTepw,1O 
c maJH:le,\I I1CK3.1I.llCpoM Jan. Il. Y saposa, MOCK06Œua troA«DAIOAe14 12 Jlllllapll 1979. 4. 
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1 about the mannequins of goatibexation 1 bcgan to ft'cl the nccd for a 
breath of frcsh aIr. This nccd was a purely SUbjCctl v(' onc, but 1 dc
cided to juslify il artislically by lcltiflg lhcsc childhood lllClllOfiCS 

inlrude upon lhe main lhcrnc and ovcrwhclm Il wlth IlIcn poctle 
freshness and vIgor. 1 

It would seem that Iskander's understanding of the terll1 

nOBeCTb is very close to that of Leiderrnan. cited above. of a binary 

opposition between two and no more than two focuses. Certainly 

"Goatibex" remai ns the most succinct. unadulterated example of 

this construct in Iskander's own corpus. one moreover that has 

never wavered in its genre definition either by the author or ln the 

eyes of his critics. And there is no doubt but that the lyric 

element in Sandra was coming into its own in 1979, on the eve of 

its second compilation by Ardis, when in this second stage of ilS 

composition the author's subjective vOlce had begun w rival lhat of 

Sandro. It was this version that introduced the thcme of childhood 

reminiscences centred around that same grandfather's house. in the 

chapter .. .LlepeBo lIcTCTna." 

In 1981 Iskander still declared himself to be in the proccss of 

completing the work, and had once more upgraded ilS genre rank 

to that of "3nHQCCKlIA pOMaH," where the epithet 'cpic' is 4ualiflcd in 

the less academic terms of a time scope "oxnaTLWaK1UIHfI ncpHoll C llallasta 

BeKa .llO HaUJHX lIHeR." 2 'Epie' could be interpreted in its broadest. 

Hegelian sense as weIl, as the object-oriented mcmber of the triad 

of literary genuses (p0.ll) which includes a subject-ordcrcd 'lyric' 

and their synthesis in the 'dramatic.' Something of thls ~ubjcct-

1 Idem. "Author's Preface" 10 The Goatlbex ConstellatIOn, Iran" Ikll;n 
Burlingame (Ann Arbor: Ardis, 1975), 6. lla\Jcs mInC. 

2011 :lICe. "n03JHeA J1poilHJallll~e crpolCH: lfurepBblO C Il HGlTC.IC\t : Jan. C. llalCo6a. COBemC/C(J.H 

A6xa3UR, 13 celffll6p.l 1981. 3. 
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object opposition, and more importantly, something of their inter

action ln the genre-genus (and even volume) compromise of 

Sandro, is evident in Iskander's impression of Tolstoi: 

TOJ1CTOR B COOHX x)'llmIWCI'OOIlHliX npoH3BellellIDlX 1IHI'1le KélK OOcaTeJ1L caM 
He BYillBYBaeTCR. ITo'lnf Her. OH BCeMY cuoeMy TBOpqocmy npHllaeT TclKoR 
couepmeHHo 3nlf1lelClGfR, KaK 6 .. 6eJpa3JlHIIHN8 xapaKTep. JlllYMaJO, oœona 
B J'rOM -- HMeHBO ero KpaRHJlJI Cy6'beKTHBHOCTb. TaK KaK OH OIJeHL 
crpeMHTCJI BII}'IIIHTL CHOA 06paJ MIiCJ1H IJHTaTemo, OH nOKaJtmaeT, 'ITO 3TtTI 
06pa3 MLICJ1H He OT Hem HlleT, a TaKOB MHp. Ero KpaRIIJUI cy6'LeKTHBHOCTL 
nopoJlH./1a cro KpaRmOJO 3J1H111lOCI'L BHemmoJO, r lIe OH MeHbme BCero roOOpHT 
o CBOeM coyqacnm, 0 CBOeM amomemm nH1JHOM, H T.ll. OH ronopHT, 3TO -

nOTO" JlŒ3HH. 3To ne JI BaC yqy, 3TO XH3JIL BaC ~.1 

Both senses are evident in the third compilation, published that 

very year, adding chapters fleshing out the timespan indicated by 

the author and shifting the plot balance back away from the sub-

jectlve pole foregrounded in the ".llepeBO .lleTCTna" chapter. 

'epic' might even be taken in the layman's sense of 

Finally, 

'large 

proportions.' which by that point S andro had definitely begun to 

attain. 

Size IS the focus of yet another prediction by Iskander and 

perhaps even the key factor in its non-fulfillment . 

B 3TOM rollY [19831 xoqy 3a"OIl'IHTL "Ca.ruq>O HJ qercMa." Oqcm 
6o.nLlIIHM nOJ1yqaeTCR 3TOT POMaH.2 

Size. under the "catchwords globalnost (of global scope) and 

masshtabnost (on a large scale)" was diagnosed by Katerina Clark 

as the overriding literary concern of the period from 1964 to 1982, 

stemming from a "reaction against the narrow parameters which 

charactcrized so much literature under Brezhnev."3 Clark's 

lldcm. IIltcrvlCW by author. Tape recordmg, Moscow, 19 March 1989. 
2011 lKe. "1IyWH BlleJaJWiUI CB06o.l1il: 6oce.llll c nHcaTel1e.'I Q)a3HJ1eM HCIC3lJAepoM," 3élI1. 11. fBH113.Ba 
Il Jl. lIoBO:JCcuoB. MOCKOlKXUll ~~, 24 anpe..'1JI 1983. 2. 
3Kalcnna Clark. "New Trends m Llterature," In The Soviet Union Today. An 
ln tl'fT'rt'fI \'1' GU/dl'. cci. James Cracraft. Bulletin of the AtOffilC Scicntlsts 
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analysis concentrates on the novel. which she considcrs "the 

dominant literary genre in the Soviet Union today," and the 

"desperate" search by Soviet writers for new directIons that "has 

given fIse [ ... ] to sorne, largely unexciting, experimcnts wi th the 

novel form."l 

Foremost among the new "canonical" models of scope tS 

Aitmatov's DypaHHlLll nO.llycmaUOK. with a "vast range \Il tune and 

place" achieved "partly because it combines two plot 1 ines." 2 

Indeed, Aitmatov offers a veritable cornucopia of coordi nates: 

spatial (from the Central Asian steppe to the mternational tcrntory 

of outer space and joint super-power expeditions), temporal (from 

a science fiction future to a pseudo-mythological past) and litcrary 

(alternating between realism and the importation of stylized 

legend). This princip le of overlayering can be ~cen as a 

mechanistic approach to expansion that opposes or at Icast resists 

synthesis; it certainly leaves the organic unit y of the whole open to 

debate. as has been the case with both Aitmatov's work" and the 

vastly superior Sandro 

(Chicago: Chicago University Press, 1983), 264, 262. See <ib.o her "Thc 
Mutability of the Canon: Soclalist Rcahsm and CllInglL Altmatov\ 1 do/'sh/' 
veka dlirsia den' ," Slavlc Revlew, no. 43 (1984) 573-87 Il ~hould be nntcd 
that Clark's rcading of the caH for scope I~; pnmanly themal1c' a covert rc
bellion agamst "the dommance [of] village prose and thc Rus<;lan natlOnall<,t 
school in criticlsm" (576) Thus, the pn'llary targcts arc the "rcmotc. antl' 
quated," unt-cthnlc ~ctttngs of VIllage prcsc, togethcr wllh the "oually ,llld 
politically marginal status of its protagonIsts (577) 

1 Clark, "New Trends In Literature," 261. 

2Ibid., 265. 
3S ee Kovalenko for rcfercnce to and cxamples DI "unammous Cfll1CI'im" 01 
ll./faxa on thlS score. Kovalenko defend~ the work on the groundt.; ot thc 
"distinctive syntheslsm" of ail Altmatov's wntmg, a~ weil a<, on the modern 
senslbility, WhlCh has lost ail sense of the "organlc unlly 01 the world" (A /'. 
KOBaJ1elllw, ·UHltJ1HJaUHJI B cOBpeMelllloR JlpoJe: Op06JleMa UC:1OCTUOCfH: lIayv/i/Je nO"./f(]JJ/J 

8blClJJell UUCOJI/J, ŒI1L10.10r1i'lOCICHC uaylCH, no. 3 ,1987): R.l 
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Clark does not incIude Sa ndro in her unflattering picture, nor 

does she mention any genre other than the novel or, for that 

matter, elaborate on the structural, generic complications of the 

trend. But she has pinpointed a major preoccupation among Soviet 

critics, one that has spilled over lOto their discussion of the smaller 

forms of paCCKaJ and nOBeCTb. 

Baranov, from a conservative perspecti ve inspired by 

Brezhnev's speech at the XXV Party Congress, applies the 

expan,ionist spirit first to the novel. This he sees as movwg 10 

the late 1960s and carly 1970s towards the epic, either via "multi

level construction" (MHorOnJ1aHOBOCTh) in a single work or multi-volume 

serialization. By 'multi-Ievel construction' is meant the 

alternation of time and space coordinates demonstrated by 

Aitmatov. 8aranov's ex amples are drawn l'rom such writers as 

Fedin, Shaginian, Simonov, Abramov, Markov and Proscurin. He 

next turns to the smaller forms, as practised by Aitmatov, B ykov, 

Tendriakov, Rasputin, Likhonosov and others: 

He OTpMWlll xyllOJKecTBeHHyIO cynepeHHOCTb lICaHpoB nOBocm H paCCKa3a, 
OTMCTMM BCC lICe 0603Ha'lI1BwYIOCR B nOCJlellUee BpeMR nOKa3aTeJ1huylO 
TClIlleHIUlIO: B paMKax co6CTBellHoA CTpyKTypLi OHM CTpeMRTCR 
OpneUTllpOnaTbCR Ha npucywylO pOMaHY nOJ1UoTy 11 rJ1y6Huy allanH3a 
ilŒJtUf.l 

8eyond these generalizatlOns, and several resounding tributes to 

the "renewal of our socialistic reality," Hegel's Selbstbe~vegung 

and the reader's tantalizingly undefined "HlleAHo-JCTenPlccKHe 3anpocLI," 

Baranov can oHer only the undeveloped insight that the trend is 

connected to the eternal "np06J1eMa repoR." Nevertheless, his is the 

1 B. Oapa1l0B, "J[oBue )Çl..'1H TBOP'Iecroa: /JorpocbI JtUmepamypM 1976: 6, c. 21. 
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1 mûst 'global' and at the same time the most compact analysis of 

this critical doctrine as applied to the full range of prose genres. 

AIl, in his reading, are caught up ln a "TRfOTtHIiC K xy 1l0JKeCTUelllloft 

MaCUI1a()HOCTH :moœ.-

Apukhtina dates the trend, as it affects the short story. back 

to the 1950s and the appearance of Sholokhov's "Fate of a Man." 

By the 1960s 

Bee 6o.r1ee ycroWrnBO li nocnC1l0BaTeJlbHO B paccKa3e npmmfUl.J1OCb :>Imqcame 
Hatta.JlO. yrnepJlC.lla.JlliCb ::mnqCCKne ctlOpMbl 0606meHlUJ.\ 

Her argument IS as general as was Baranov's before her. and as 

typical in its choice of example--that Sokolov is a Soviet poslwar 

Everyman In a Soviet postwar emblematic landscape has becornc a 

standard observation in criticism of both the work ilself and ilS 

percei ved influence on its Iiterary Ume'). But it is surely sigmricant 

that these aspirations should have been enshrined under the label 

'epic,'2 that the term itself should have been applied. with aIl ilS 

implications of sc ope, to the shorter genre favoured In the period. 

Expansionist. if not epic interests can be secn cvcn in the 

Chudakovs' promulgation of the KopoTKan nonCCTb, the size-condttiol1cd 

l B.A. AnyxTll1la. "PyœKHR COBeT(]ŒR paCCKaJ B COBpe\tellllOM .IH repa rypuo\l Ilpouecce." BeCTTU/UlC 

MOCIC08CK020 yllu8epCumema. cepHJI 10. tPUIIOAOlUil. no. 3 (1981): 3. 
2Leiderman dlscu~ ... es the talc a~ a "\10uy\fCUfa,lbuI..IR paccKa3" on lhe "lrcnglh 01 
ilS universal scope and represent.ltlon of the fale of ;\n Cn\1rC nallon 
Among the dlstmctlv\! mcan'i to an cnd he 'ilnglc" olll for mClltlon 1 .... lhe 
maximum use made of the lalc-wilhlll-lhe talc \lruclUIC Thl.... III hl ... 
opinion, makes of lhe work a "UCllb OllUOKa'lCCïDCl11l1H 1I0UC.LI: Followcr... 01 
Sholokhov''i lcad in thls trend IIIclude. accordlng ln Lelùerll1an, Bogofllo!ov, 
Kazakevlch and Zakrutm The omission of hkandcr from thl" Il ... t l-an be 
allnbuted to two factor" (1) the d.',l1ncllon cornrnonly drdwn belwccll lhe 
collection of novella~ and lhe more Illlegralcd Il o BCCrJ. 8 1I0BC.LlJX; and (2) lhe 
specific typc of lext unit y LClderman dlseovcl <; III Sholokhov.... h:lIIdling of 
the latter form, bascd on a slnet paral\cli~m ot 'conflll-t..,' prc..,cn~cd ln each 
well-defincd segment. (JleRJJ.cp'da.rf, ;18lolCellu.e /lpe,!tIellll, 36·48.). 
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term mentioned above. Their article concentrates on the opposition 

between the paCCKa3 and this newer modification, which, indeed, is 

defined aimost solely in terms of its moving away from the 

shopworn, constricting fealures of the shorter genre-othe lyric 

landscapes punctuating a well-marked end, the more limited, 

immediately established "author's position." And white the Chu

dakovs do distinguish between the KopOTKas noneCTb and the noueCTb 

proper of the 1950s-1960s in terms of a re-orientation away from 

the novel, the mediatory hybrid captured their attention precisely 

on the strength of the greater latitude il afforded for 1 i terary 

experiment, its greater scope for development. 1 

El'iashevich's concept of "large-scale prose" scorns ail 

"typological barriers" to enjoy total freedom on the "stylistic, 

generic and thematic planes."2 It coins the new term "M"Kpo::mHKa" 

to handle "smaller-volume" (Mano~opMaTHble) works from Trifonov's 

"CTapHK" to Bondarev's "Bbl6op" and Aitmatov's EYPullHIJia nOJlycmuIIOK, 

which in his opinion manage squeeze in epic scope through a 

"symbolization of characters, situations, descriptive detail and often 

the entiTe aesthetic space [sic]".3 

Equally eclectic in her genre focus, equally eplc ln her 

ambitions, Galina Belaia finds socialist literature "on the threshhold 

of the birth of new types of the novel" (poMaH-MH4~, pOMaH-npl1T'la, 11 

pOMaH-3cce--all represented, incidentally, in Sandro ): 

11 3nJ11learne xapélKrepbl, H 3nWlecKaH np06neMaTHKa -- oce 3'TO npelUlOCW1KH 
C03JlaHHII COIlHaJlbHO-3nWJeCKoro poMaHa HOBOro TH na. 011" CYWecTuyKYf 

lqY.lIaKoaa H qY.lIaKOB, "11 TOr,ll3. npHXOJlHT /I0BOCTL," 6. 
2APK. 3J1LHllleBH'I, "B nOHŒax llOllOfO 3nH'Ie<Xoro CHllTe3a." (cr. l-aH), 171. 
3YKil3. co ... (cr. 2-lUI), 168. 
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fitOM co CKpLlTOR T1WCIColl 110 mocy: TYT H ttMilJ10t0PMaTHLIR :moc" B. 
yx:WHHa, H UHK.11HJaUHJI HOBeJTJ1 B .. nocnellHcM n0K.110HC~ B. Acra~beBa, H 

yunCttCHlte HCTOpHlJeOmR TeMoR.l 

Klitko, writing in 1983, celebrates the reiurn to literary 

prominence of the paccl\a3, ten years previously eulogized as 

hopelessly exhausted. Revealing the unspoken correlation so often 

assumed between volume and depth of content, he dec1ares it is 

now clear that "paMKH MaJ10~OpMaTHoro paCCKa3a OTHlOlIb He nOMcxa 1IJ1J1 

nOCTaHOBKH cepbeJHLlX H aKTyaJ1LHLIX npo6J1CM." The means towards this 

end? "PacwHpeHHc yKaJaHHoro npOCTpaHCTBa, .. perhaps a borrowing or 

two from the epic, and certainly a surface tactic of overlayering: 

Tpy mo CKaJaTb, CTaHOBHTCJI llH paCCKaJ 6<>Jlee 3nWIHIlIM WlH ooJ1ee 
.. Ja3CMneHHLlM," HO OH aKTHBHO JaHMCTByer y KpynHLIX npo3aWleCKHX 
~aupoE OCDOCHlIye HMH cnoc061l HJ06pa:lKellHJl :lKHJIIH. Hnor lla 3TO peJKOC, 
llHWCHHoe OJ1aBHIiX ncpex01l0B qcpellOBallHe BpeMCHIIIDC. H npüCrpaHCTBeUHllX 
nnaHOB [ ... J, JlaKnuee 3C)c11eKT, aHilJ10rnqllYR 3C1M11CKTy KHIIOMOHTaJICa, nopoR 
~e -- cooe06pa3HaJI, THnWlHiUI CKOpee NUI nOBeerH paCCpe21OTOQeHHOCl'b 
lleRCTBIDI npH crporOM CJIHHcme nouecroouaTellbHOR HIITOHamm.2 

Soviet prose, whatever its size-classification, was feh to be 

bursting at the seams. Significant in this discussion is the 

perceived direction of the evolution, from smaller to larger forms, 

and the tacit premise that 'bigger is better,' larger is more 

ambitious, if not more profound. Time and again, genre scope is 

assumed to be synonymous with depth of analysis, the more 

leisurely pace of plot development (or ev en its substitution by 

"lyric-philosophical" digressions) with the wIÏter's and reader's 

increased allowance of time to digest, not only the events described 

in the work itself, but the reality that inspired them, the "60ll L moR 

lSemUl, -UenIIOCI1IbIR UeIfTP,· 27, 31. 
2A. KnHTKo. -11HUO, xapaKrep, cy,ru,6a: 3a.MeTKH 0 COBpeMellliOM pac<xaJe,· J[umepamYPlloe 
oIJœpelllJe 1983:2. c. 21·22. 

• \ 
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1P, 

MHP" felt to be modelled by the "MaJleHLKHR MHP" of the text. 1 Smaller 

forms should aspire to imitate their 'bigger brothers,' if only by 

evoking sorne 'larger significance' through allegory, metonymy, 

metaphor or any of the other rhetorical devices subsumed in this 

unidirectional effort to point beyond the thing itself to sorne 

axiomatically greater whole. 

The assumption,--with aIl its unidirectional, expansionist and 

hierarchical underpinnings, like the en tire concept of 'small' and 

'large' forrns and the interrnediary aspirations of the cyc le,-

obviously derives from a tacit allegiance ta the Formalist analysis 

of narrative structures and their evolution. Two levels, the 

synchronie and a peculiar two-way diachronie (retrospective 

interpretation projected forward for pattern prediction), combine 

to achieve an apparently '')verwhelming effect, or at any rate an 

influence powerful cnough to continue to be feh, al most 

axiomatically, to this very day. Bath levels seem to involve what 

might be called an aggressive morphologism that oversteps its 

bounds to affect, on the first, the Forrnalist-inspired view of 

narrative syntax, and on the second, their scheme of literary 

evolution. Thus, not only did the Formalists dissect each plane of 

analysis into irreducible units (the device < the work, the motif < 

thematics, the dominant < genre, etc.), they also sought to 

corroborate each unit by tiemonstrating the mechanics of its 

concatenation. "KOHCTPYKTHBHIilA npHHUHn," wrote Tynianov, "npoBollHMLlR 

1 Leiderman, for example, traces ail genre structures to the aim of crcating 
"sorne imagic world model" with its own inner arder and purposc. (ileRJlepMaU, 
J(BUJœHlle flpeMeliU. 18.) 
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Ha OllHOR KaKOR-JlHC)O 06J1aCTH, crpeMHTCH paCUIHpHTbCH, pacnpocTpaHHTbCH Ha 

003MOJICHO 60nee UlHpoKHe oC)naCTH. 3ro MOJKHO HaJuaTb .. HMnepHilJIH3MOM~ KOH

crpyxTHBHoro npHHUHna."1 Agglutination becomes the model, in a sense 

that Eikhenbaum's principle of extended anecdote and tonal 

contrast in "lllHHeJII)~ seems to lead inevitably to Tomashevskii' s 

reading of the progression, adapting the Aristotlean gambits of 

introduction, exposition and denouement ln the novella as the 

smallest unit of narrative development, to a syntactic strategy of 

framing in the novella-cycle and thence, through the d~struetion of 

these middle-Ievel frames, to the nove1.2 

Shklovskii's even bolder formulation makes the chronologie al 

pathos clear: 

npellUIecrnelDlHKoM COBpeMeHHoro poMaHa 6W1 c60pllliK HOBeJ1J1: 3TO 
MOJKHO CKaJaTb, XOTH 6L1 He yrnepJICllaH Me:lKllY HHMH npH'lJHHHOA CBlIm, a 
npocro ycra.HaBJ1HBél.H xpoHOJlOrmeaœp. ~T. 

COOPHHKH HOBe.rtJl OOLIKHOOOIDIO lleJ1a.T1H TaK, 'llr061>1 OTlleJIbHlIle 'IIacTH, 
B HHX BXOllHUIHe, 6WlH CBJlJ3.HI>I, XOTR 61>1 4K>PManLHo. 3To 1l0CI'HraCTCII reM, 
lfI'{) OUeJ1LULle HODe.llJ11>1 BC1'ilW1Jl11HCb B O.llHY OOpaMJUllOlllYIO, KilK ee 'lJaCfH. 

[ ... ] B ooweM MO:lKHO CKaJaTb, tfTO KaK npHeM 06paMJleHIDI, TaK H 
npHeM HaHHJLIBéUIHH B HcropHH poMaua pil3BHBaeTCJI B c:ropouy Bee ooJlee H 
6<lJ1ee recHOro BXOQCHH1I BKpanJIeHHorO MarepHaJIa B ca.Moe TenO poMaHa.3 

llO.H. TWIIIlIOB. ·J1KrepaTYPlIUA (wcr,. B ero Ie KIl. U03rruuca. ucmopM Jlu11lRjKlfflYJJ6I. /CU/IO, pe..ll. 
S.A. KasepHlI H A.C. MJIClIHKOB (MocKBa·J1euHlIrpllJl: Hay Ka. 1971), 267. Il should bc noted, 
though, that Tyanianov describcs such impcrialism in the context of the 
strugglc against "automatization" and the constant re-alignments among 
dominant and pcriphcral genres. In other words, his was anything but a 
onc-way hicrarchy. Dolelel's discussion of affiliations bctwccn Russian 
Formalism and German compositional analysis suggcsts that Schisscl von 
Flcschenbcrg forcshadowed, if not inspired the cycle-to-novel argument. 
(Lubomir Dolczel, "Narrative Composition: A Link Bctwecn German and 
Russian Pocties," in Russian Formallsm: A CollectIOn of Articles and Texts in 
Translation. cd. Stephen Bann and John E. Bowlt (Edinburgh: Scottish 
Academie Press, 1977), 77.) 
26. TOMawelKXHA, TOOpUR Aurœpamypll, 4œ HJJ1.IMoaœa·J1ellHllfpaJl: 1928), c. 195-98. 
3BHKTOP I.l.IJrnoBCKHR. ·CTpoeuHe paŒKaJ3. H POMaIJa." B ero ~e KH. 0 meopuu 1IfJ031.r1 IMocKBa H 

J1euHUrpaJl: ICpyr, 1925; repr., Ann Arbor: University Microfilms, 1962), 64, 69. 
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More soberly. Eikhenbaum maintains, in his study of repoa lIawec'o 

6peMeHU, that 
K cepe1lHRe 30-x rOllOB [XIX B.] CTaJlO JlCRblM, qTO rllam\l~A nyrb K 

cOJJJ,amno HOnoro pyCCKoro poMaHa neJIUIT 1Jepe3 UHKJ1H3aUHlO Ma.rt1J.X ClK.>PM H 
JKaJlpoB. nOCKollLKy 8 HHX OTpél3HJ1HCb H BUCKa3LlBaJ1HCb OCROOHble ftcnlXllH" 
pyOCKOA JlCH3HH.1 

Predecessors in this drive towards the novel include collections 

(lJetlepa Ha xymnpe (J./lU3 j(UlCaHbKU, n08OCTTU.t Iie.AICuHa, Odoevskii's neCTTlplJe 

CICaJ"U) , nOBeCTH structured as novella-cycles (several by Bestuzhev

Marlinskii, Odoevskii's "ICHlDKHa MHMH") and, reaching further back. 

E82eHUa OHeZUlI, seen as a "OblXOll'" from the Byronic poem and the 

elegy. epistle and other forms of "chamber lyrics."2 

This pattern i~ elsily extended, to Dead Souls, w hic h 

Eikhenbaum read as a "UHKnHJaUHR HpaooonHca.TeIlbHYX H 6LlTOBLlX OqepKOB" 

linked by a central character and persistent authorial presence,3 to 

Sportsman's Sketches, and on up through any of a number of 

steadily more integral forms weaving more or less discontinuous. 

more or less compartmentalized plot, character or concept focuses 

into more or less unified wholes. The prospects seem temptingly 

endless. Reverse diachrony says that Tolstoi's Sebastopol Stories 

preceded and therefore prepared War and Peace; the same logic 

could be held to account for the fact that the latter work imported 

huge and, to sorne. easily detachable blocks of historical philosophy; 

IB.M. 3ruœllooYM, • repoa IIClU1elD 6peMe11U," B ero :JCe KlI. a TIpOJe. 01/O:JJUU: CôOP/lUK cmamea, 
caer. O. 3axeuoo.YM (lleHHlH'p:u: XY.llo:JCecroeWlélJl nHrepaTypa, 1986), 292. In his study of 
O'Henry and the patchwork pre-novel cycle. Elkhenbaum argues that the 
American master's stark tonal (satiric and sentimental) contrasts stem from 
a primary orientation on the comic novella and its generic base in the 
anecdote ("O'rellpH H reopHJI I10BeJlllIi," B ero .:lKe KIl. J1umepamypa (lleuHlII'p:u: npH60A. 
1927). 182.) Below 1 will extend the notion of anecdote to both the lyric and 
satiric aspects of Iskander. 
23ruœuOOYM, Tepoa /lauJeéIXJ 6peM811U,· 291. 
3Ibid., 292. 
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even Anna Karenina and Resurrection have been seen as the 

product of intersplicing discrete plot segments--the Levin/Anna, 

and Nekhliudov/Maslova 'lines'.1 

Taken in terms of volume advancement, the model can even 

enter into the discussion of writers who, like Iskander, are 

perceived to be un able to handle the larger forms. Paradoxically, 

its influence is ail the more strongly felt when the writer so 

diagnosed is defended against the stereotypical charge, as in 

Sobolevskaia's examination of Chekhov's attempt, in 1888-1889, to 

create a novel under the working title of "PaCCKaJbI MOHX llPYJeA." 

Sobolev skaia describes the "logic of genre development" in his 

corpus as proceeding 

OT .. OCKOJlOQHblX MenOqeA" K COUHanbHo-nCHXOnOrHqeCKOMY paCCKaJy 
(nepBble 06paJULI xaHpa 1885-1886 rr.), qepeJ UHKnHJaUHIO paCCKaJOB 
(c60pHHKH .. B CYMepKH" 1887r., .. XMypue nlO,m" 1889-1890r.), K Hllee 
poMaHa 1887 -1889r. H .. KoHuenTyanhHoil" nOBecrH HOBOro THna ( .. Crenh" 
1888r .... DrRH" 1888r., .. CKyqHaJI HCTOPIDI" 1889r. H llP.) 

The choice of a story-cycle she explains as the product of Chekhov's 

"genre thinking," habit and, in a broader context, the greater 

latitude affcrded at that time of novel ossification by cyclization, as 

practised by Saltykov-Shchredin, Uspenskii and others, or the "free 

authorial story" of Leskov, with a "memoir-chronicle form" 

permitting digression, inserted episodes and the like. Chekhov's 

eventual abandonment of the project she attributes not to an 

inability to handle larger forms, but rather to his having resolved 

1 Tomashevskii sees the "parallel construction" of Anna Karenina as a direct 
outgrowlh of intenwining novellas (TeopUR ./fUmepamypll. 198). 
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the impulse to innovate (and expand?) through the breakthrough 

achieved in "CTenL."1 

Compare similar perceptions of Iskander as a 'small·form-

only' writer. Somewhat vaguely Lysenko maintains that 

JKaH]> HCKaJL'lepoocKoA npoJIi ocer 1lll HeeR: 3TO 11H60 paccKaJ, J1I100 nollOCTh -
- nyCTb cBoe06paJHIiA paCCKaJ H cooe06paJHaH nOBeCTL, tlO JKaHpouaH 
onpelle.neHHOCI'b TaK MH Htlaqe npHCylUa npme <DaJHJUi HCKaH.l1epa.2 

According to Sidorov, Iskander's work is distinguished by a 

"thematic and stylistic parochiality" (J10KaJ1LHOCTh); "nJ10wallKa ero 1I0ne1111 

[ ... ] OrpatlH'leHa MCCTOM, npeMetleM, repoeM,-- and, the cri tic goes on to 

explain, an exdusively first-person autobiographical focus. No 

sooner does the writer depart from this manner (Sidorov cites 

"Goatibex" and San d r 0), than his larger works exhibit a 

"composition al non-cohesion" Thus: 

qTO 61.1 HH "HcaJI I1c Ka tille p, KaKHM 61.1 JKatipoM HH 0603Ha'la.rt OH CUOH 
npOJawItxXlIe KIDIfH, OH mUlleT tlODeJ1J1L1, HcropHH, H TOJ1LKO HX) 

The verdict identifies Iskander with the quantitative restrictions 

discussed above for the paCCKaJ (perspective, content and volume), 

and perhaps even places him in the context of the "deterioration of 

the nove lis tic mentality" Sidorov diagnosed for his age. Iverni 

insists that Sandra cannot be considered a novel proper because it 

lacks a unified plot tine and plot development, because its 

componer.t chapters are statie moral statements. Her conclusion 

Ir.H. C06oneBCKaJI, ·0 UHK1IHJaUHH '1eXOBCKOA 1I0BeCTBOBélTe..ILlIOA llpoJ" 1888-1895 1'1'., 

llpooAe.Mfl .MemoAa u ",a"pa (TOMCK), B"". 5 (1977): 74, 77. The parallel wlth 
Iskander, if we accept the expansionist loglc. 15 particularly tempting: 
chronologically. in terms of publishing dates at least. he proceeds from 
smaller to larger forrns via collections. adoptmg cv en the conceptual 1I0BeCTb 

solution. and exhibiting a marked preference for the "free authorial story." 
2Jlocelllm, -qHTaJI ",mm MOIO,- 34. 
3CH,40POB, "3aKa.rurr .. JlYwy CMeXOM- (]974), 11. 
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hints at the prestige value of the novel label: "BepoRTHo, I1cKaHJlep 

Ha3BélJ1 cnoe npoHJBelleHHe poMaHOM, nOTOMY '11'0 XOTeJl n01(llepKHyrL JHaqHTeJlbHOCTb 

JaMlicna. "1 Large-form significance and short-form innovation 

combine In Vysotskaia's assessment of "QereMclC3R KapMee" (1986), 

cited as testimony of this decade's return to prominence of the once 

maligned "small prose," and commended, with shades of the 

expansionist spirit, for packing "essentially a novel's content" into 

a "small printed space. "2 

Returning to the tacit allegiance to the Formalist-inspired 

pattern, its application to Soviet litcrature tends to highlight the 

chronological pathos, and often entails the perception of a one-way 

influence of extra-li'erary reality on literary lengths. When poetry 

lS said to have eclipsed prose entirely In the first post

revolutionary years, the assumption is that prose--and by exten

sion its longer forms--presuppose3 a longer incubation period for 

adapting to the ultimate "large form" --reality itself: 

Poctry [ ... ] did not dcmand the lengthy preparation of a work of 
prose, it offered a spontaneous cmotional response to changing real
ity 3 

Similarly, the return to prose through first its shorter forms and 

then the interspliced novel, is seen to have been conditioned by a 

reality intuitively evoked by the literary historian and emotionally 

responded-to by the works analyzed: 

1 HuepuH, ·no TY CTOpoUY OIexa: 352. 
211a1'3J1bll BLlOOUKaJI, ·OOpeTewte 001101'0 JlLIXalIHII,- Jlumepamyp'UJJI Poa:uR, 27 tespélJUI 1987, 11. 
3Marc Sionim. Soviet Russian Literature: Writers and Problems 1917 - 1967 
(London: Oxford Umversity Press, 1967), 10. 
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young Soviet writers. benl on hurriedly rccording thclr f1ch stock 
of experiences. cared !iule for long. elaborate. slow-movlOg novcls 
in the old rnanner. or for large canvases. [ 1 

ln the case of longer works. such as <;orne of the 'novl'Is' of Pil
nyak. Nlkllm and Vsevolod Ivanov. lhere was no unaly 01 plot, Ihe 
narrative beang conduclcd sirnuitaneously on ~cvenll planes and 
constructed accordlOg to the laws of ij musical thcmc wlth rcfrallls 

and valiations. 1 

Fedin's Cities and Years • comlOg nicely close to mid-decade in 1924 

and most commonly cited as the harbinger of the return to the 

novel proper, is based on a more sober interweaving of narrative 

planes. Other, more structurally obvious montages are to be found 

in Babel's Red Cavalry (1926) and Zoshchenko's PaccICa3M lIa3apa 

H.IlbUlI'J, 2OCTlo,aUHa CUHe6proxoea (1922), both of which pre-date first 

Soviet 'epic,' Quiet Flows the Don (1928-1933, 1940). Sholokhov's 

work ushered in three decades of dominance by mammoth forms 

responding to or taking advanl age of imposed social stabil ity, 

when the well-recorded Stalinisl appetite for monumentalism spilt 

over into multivolume serializatlons, from Aleksei Tolstoï, Kataev, 

Fedin and the like. Reaction against this trend in the late 1950s 

launched the revival of the nOBeCTb and short story, once agam 

interpreted as indicative of literature's ad hoc response to tIti mes of 

accelerated social and cultural change," when 

new human attitudes towards human relations. morals and social be
havior are breaking forth but not yet predominant or unlversally 
recognized. The short story can pose questions. suggest 
dissatisfaction and doubts. and. in gencral. prc<;ent prohlcms wllhout 
proposing solutions. Because il conccntrates on I<;olated. Iamltcd-
ahhough ortcn extremely cvocative--thernes and situation". the 
short story is ideally suited for use in penod<; in transition, whcn 
new social and cultural tendencies are dlscernlble but not yCl 

established. 2 

1 Gleb Struve. Russwn Llterature Under Lenln and Stalln, /9/7 - /953 
(Norman, OK: Oklahoma University Press. 1971). 39 
2 Deming Brown. Soviet Russwn Literature Swce Stalin, 146. 



1 
A contemporary (1974) commentator on this association 

between extra-Iiterary pace and narrative length, lends to it the 

weight of classic authority, none other than Belinskii. in his well

known paean to the quick sensitivity and selective depth of the 

noBOCrb ("0 pycclcon nOBeCTH H noOOCTHX r. roroJUI," 1835).1 Adapted to the 

contemporary literary process. the "shortage of epic quality" 

reflected in the "compact prose" and even the "micro-novel" of 

today is a product of the writers' two-fold obligation to make haste 

and provide. as "chroniclers [ ... ] at least preliminary generalizations. 

at least rough cartoons towards sorne future epic canvas" --where 

the hierarchical aspiration from smaller to larger forms is quite 

specific. 2 

The cycle is seen to be ideally suited for ad hoc statements: 

)KalTpOBaR coo6olla UHKJ1a -- :nu H OTpa)lœHHe onpelleJleHHoro ypoBHJI 
xy 1l0:lKecrBeHHOrO OCMNClleHHJI np06J1eMLI: Kor lia HalIO npHBJ1etJb K HeR 
BHHMaHHe OOlllecrna, CfY1IaTb B pe.rtbC)' HJm 6HTb B K0J10K0J1 [ .. ] Ho aHallHJ 

BŒX pa3HOHanpaW1etIHYX $aKTOpoB H TeHlleHUHR amup He MO:lKeT eille .lIaTb.3 

l''Mu mOJlH J1e.rIOBLle, \t ... 6ecnpocra.IWo cyeTH.\tCR, XJIOno'le~, ~Ll llopo~H.\! BpeMeue.\t, ua\! uelmrM 
'IHTaTL 6rutLlliHX H .I1J1HIIUbIX IŒHr -- C,10BOM, UaM uy~a nOBOCTL. )l(HJUL uawa, eOBpeMeUUaJI, 
C:IHWKOM pa3uoo6pa3ua, \tuOl"'OCllO~a, J1p06ua: Mbl XOTH.\t, qr06u oua OTpCUCa..1aCL B n03JHH, 
Ka&: B rpaueUOM, yfOOIlilTOM xpycraHe, [ .• ] H Tpe6YeM noBOC'l1f. [ .. ] KpaTKaJI H 6b1CTPélJl, .1erlGl.R 
H rJlYoolWI BMeCTe, oua nepe.:leTaeT C npeJ1Me1ël ua npeJJ.MeT, llp06HT IHJIlL no Me.:IO'IH H BUpLlBaeT 
JlHCTKH H3 1Je.!1HKOA KlIHrH 3TOA :lICH3HH: (Br. be.1H1JCKHA, "0 pyCCXOA 1I0BeCTH H 1I0BeCTJlX f. 
rofOJUl," ! ero :lICe <1). Co6pwlue aNUlleIlUa fi mpex l1'IO.4«n;. pe.ll. (D.li. ro.JlOBell'lClIKO, TOM 1, Cmanu,u 
U pet4e1I3Ut.. 1834 - /84/ zz.. peJ1. \1.11. nO.lI1KOB (MocKllil: OrH3, 1948), 112. The notoïlouS 
confusIon between the terms TIOBeC11lb and pacCKaJ. usually associated with 
nineteenth-century usage. as above. continues ta thls day. or so mamtalIIs 
Solov·ev. who cven complains of the mis-application of both tcrms to 
lskander. (BJlaJJ.H\tH~ Co.l0BLeB, -)I(allp pacclCaJél: KaHOllbl H llBH~ellHe," lTumepamypllaR 
;wema. 12 HlOlIJI 1972, 4,) 
2MapQeIlKO, ",[lml BocnO:llIeUHJI 06beMa," 56·57. The artIcle is wildly eclcctic: ci ting 
Bakhtin on the novelization of all genres. seeking epic expansion through 
the infusIOn of phIlosophie-lyric content. Il is precisely this cc1ecticlsm 
that makes the pseudo-syllogism of volume-to-sigmficance so very cxplicit. 
3JleR.4epMaU, JlBu~œIllJe ~u, 125. 
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Bakhtin objected to the Formalists' negligence of the 

'organicity' of the novel genre~ he pleaded for a more "internai. 

thematic" concept of genre in general. and in~lsted that genre IS a 

method or type of "completing the whole" and not sorne "random 

combination of random devices." The conclusion: 

EcnH 6L1 B KpyrQ30pe xy 1I0l\.HHKa He nORBJUIJIOCb TaKoro :lKH311elmoro 
elIHBCTBa, K01Ûpoe npHlDIHnHaJ1LHO Ile BMOCIltTlOCb B paMKH 1I0BeJlJlLl, ro 011 
OrpaBH'IIHJlCR Gu H0BeJ1J10ll HJm c60pIDfKOM 1I01W.JIJl. HHKaKoe Blleumee 
coe.l[HlleJme HOBeJlJl He MOJKeT JaMelllITL éllIetœaTHOMy poMally Bllyrpemlero 
e1UmCTBa Jlencrmrre.IlhHocm.1 

Ironically perhaps, Leiderman quotes this very passage, and then 

proceeds adapt it to something quite close to the Formahsls' own 

chronology -lO-constructi on reasonin g. In his analysis of the 

succession from the short story of the early 1960s, through the 

story cycles of the latter half of the decade: 

nORBJIemoo UHKJlOB npellillocrByer paaIDCT pacaca.33. H (nJllf) OlJepKa, no 
caMH IDIKJlLl Y:lKe npellCl1lBJUIIOl' HaIJaJlhHWl omn XY.llO~ecrneIDIOro cmITC3a 
coupeMellHOC'1lf. [ .. ] B UHKJle CHHTe:; 1l06HBaCTCR .. apHcpMCTHlJCCKHM~ 
nyreM, nYTeM CJlO:IKeHlUl H KOOPlUUlaIIHH Ma.rtüX cIJOPM 8 paC'leTe na 1'0, '1'1'0 
KOJlH1Jecruo neperutCT B KaIJecrno. I1HOrlla nepeXOlJlfT. 1 l TaM 1. l, l'lle 
CHCTeMHaR CBRJb, OXBaTJl1l3lOlliaR CJlOJKfIY1O lIHaJleKTHKy OTIIowemHf '1('J10IteKa 
C MHpfJM, O4lOpMJUleTCR B CTpYKTYPC UHKJla -- llHKJla B co6crnellIIoM CMLlellt! 
yxe 11er. OH lIHaIleKllIQOCKH GlMOO'I'PHuaercn, TJ)aHOIK>PMHpyeTOI B poMau, 
rllc œenJ1eHHe Qac:reA H.IlH rJ1aB. 6b1BUIHX HeKorlla caMOCToflTellhllLlMH 
1I0BeJlJIaMH, IIilGfOJThKO OpraHWlllO H HCHapyumMO, 'ITO 0 IDfKJUiJamm MmlCllo 
roF()pHTh JlHlIIb C TO'IIOf JpeHHJI'IIDpIJeacOA ocropmt npoHJBelleIDfJl 1 l 

B XOlle mlTepaTyplloro npoueœa aKTHBH3amtJ1 HOBCJlJlHCTHlJecKHX 
INKJIOB OOLlIJHO npellUIecTByer BIlX01(y poMaHa. lfuKJ1L1 nOMOTa8JIHB,UOT 
pot.GH H CTpYKTypHO H COllcp~are.nbHO. 2 

Lermontov's Hero of Our rime succeeds In making the transll1on; 

such novella-cycles of the 1960s-1970s as Alekseev's XAeO -- u.MIl 

cyw,ecmsUmeJlbHoe, Belov's JLw111JlUlJ,JCUe paiXXa:JY. MatevosIan'~ OpUll1tœ6YÜ 

1 M. liaxnm, aJofJ.MlUblllJU MeTTJO/l 6 AumepamypoBe,4e1IUU (JleUHllfpa,IC npH60A. 1928; pellpHllT. 
Cepe6pOLIR BeK: New York, 1982), 175, 185. 
2H. neA1lepMall. Jeuîlrellue epevellu. 128, 131. 



lTIJLfiy"H and Astafev's "nOnCCTBOBaHHe B pacCKaJaX" llapb-pu6'a approach it, 

through aspiring to a unit y of "the social uni verse" as manifest in 

the ties between generations, families, neighbours and compatriots, 

and particularly the image of the native village. Curiously enough, 

Sandro, which would seem to fit this analysis most neatly, is not 

mentioned. 

Nor does it enter into the discussion, by Bocharov, of what he 

sees as the current (1970s-1980s) trend towards .. ~parMeHTapHOCTb, 

lIHCKpeTHOCTb noneCTBOnaHHH." Instead, he cites, besides Ai tmatov's 

bypaHHbTÛ no.nycmaHOIC, Evtushenko's "poMaH-MOJaHKa" HzollHl:Je MeCTTZa and 

several Estonian wnters. Of note in Bocharov's argument is the 

attempt to disti nguish between the unnamed fragmentary works of 

the modernist period--attributed to the irratlOnal chaos of the era, 

the alienation of the individual from history and, above ail, the 

"helplessness of the shattered consciousfless"--and the 

"ueneHanpa8J1eHHaa XYllo~eCTneHlIaH llHcKpeTHocTb" of today. Given Soviet 

literature's fundamental confidence in the scientific rationale, its 

fragments are actually "points which in their aggregate give 

indications of the whole." Plot continuity (consecutivity) is 

replaced by "associative linkage," whose aim, as explained by 

Kataev in AA.Ma3Hbla Moa 8eHe~, and pursued by Trifonoy's "dense 

style," is authenticity shorn of aesthetic adornment. Now the anti

literary orientation may weIl be of relevance to Iskander's method, 

a new twist on 'Iaying bare the device,' as it were, a casual 

flaunting of structural convention which aspires, 10 the tee th of 

Formalist logic, not to heighten the literary tangibility of the work, 

but rather to forefront a guileless, self-declared author-manipula-
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tOT. This avenue will be explored in more detail below. Bocharov lS 

cited here as an example of the sophisticated logic which seeks ta 

compromise between "integrality" (uenocTlIocTb) and disjointed 

narrative forms, as evidence of the widesprl!ad sensc of the cycle's 

rise to prominence over the last decade and pcriod of Sand ro' s 

composition, and finally, perhaps, as a link betw(~en that sense and 

the critical assumption that cyclization aims towards expansion in 

scope. For the fragmentary nature of contemporary Soviet Iit-

erature, daims Bocharov, stems from its "npHJHaHH[ el 00l>eMIIOCTH MHpa H 

06DeMHocrn OOJHaHllil." 1 

Further evidence to the critical perception of a cyclizatian 

trend, this time dated back to the 1960s, is ta be found in its 

discussion by Sinenko. The article focuses on M. Alekseev's XAe6 -

u..\Ul cywecmeUmeJlbuoe, O. Ganchar's TpoulCa and S. Krutilin's JlU1IJl2u. and 

even mentions in this light, the scenario far Tarkovskii's "AHllpefl 

Py6J1eB." Forerunners are identified as Paustovskii. Antonov. Giadilin 

and Aksenov, 10 that they often incorporated "autonomaus 

segments" into an otherwise integrated "development of actIOn." 

The trend itself features a "decentralization af the prataganist" rc

flecting the more democratized social consciousness of the day, 

each character standing at the centre of his or her own segment 

and yet fleshed out by additional details scattered throughout 

other sections. Historical preceden t and Ei khen baum 's 

interpretation of cyclization in the 1830s are marshalled towards 

the familiar expansionist expectation of bigger and better navels ta 

1 A. bo'lapoB. TJly6HllIloe 6ypeuHe: 0 uelwTOpLIX cnUleBLIX Te1l1leoUHJIX B coBpeMeulIoA npole.· 
JTLlf1lR/XlJ1tYPIIOe OÔ03pe.t iue 1984:10. c. 21)-30. 
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come. Yet Sinenko hedges somewhat, in voicing the fear that the 

trend -Je HOBeJ1J1H3My B 60J1blllOR npoJe- might possibly indicate a general 

deterioration, however slight, in "compositional mastery." 1 

One more supposition need be noted: that realism tends 

naturally towards and finds its most perfect expression in the 

novel form. Appropriately enough, this notion too can be seen to 

have its Formalist roots, or at least affiliations. It was Jakobson who 

formulated the well-known tenet of the metaphoric and metonymic 

poles of ail verbal behaviour, and outlined their association with 

the romantic and realistic trends, respectively.2 As éŒevskij 

applies the distinction specifically to the nineteenth-century 

Russian experience: 

the rornantic, rnetaphoric style is aware of various levels of being, 
above and below; but the realistic style is aware of only what is 
around it, on the sarne plane.3 

Single-planed metonymy, particularly the examination of the 

relationships between a character and his or her environ ment, 

"explains the reaIists' preference for long forms,"4 in pursuit of a 

thorough investigation of the continguities of personality, time and 

place. The importance ascribed to nature, nurture and social c1ass, 

to their evocation through synecdoche and their own status as 

mere parts of a whole, demands, it seems, the larger canvas and 

lB. CHneuKO, ·06U0BJ1ennIjA JKanp,· YpaA 1965:7, c. 156, 165. 
2Rornan Jakobson, "Two Aspects of Language and Two Types of Aphasie 
Disturbances," chap. in Language in Literature, ed. Krystyna Porrnorska 
and Stephen Rudy (Cambridge: The Belknap Press of Harvard University 
Press, 1987), 111. 

3Drnitrij éizevskiJ, History of Nineteenth-Century Russian Literature. trans. 
Richard Noel Porter, vol. 2, The Age of Realism (Nashville: Vanderbildt 
University Press, 1974), 5-6. 
4Ibid., 6. 
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synthetic resolutions only a novel can provide. Without venturing 

to imply that Cizevskij's history, written ln emigration, is broadly 

known to contemporary Soviet criticism, it can be seen that his 

analysis encapsulates the double-barrelled appeal the Rise of the 

Realistic Novel would seem to wield today. For evidence of the 

unspoken tautology see the 1986-1987 debate in J!umepamypullJl lU3ema, 

cited above, specifically the rubric "Cy~6L1 poMaHa -- CY.llb6L1 peanHJMa?"1 

Now Iskander has been identified with the realist tradition. 

A typical, anthology-style assessment of his work reads: 

,ll.rm I1CKa11llepa xapaKTepoa peaJ1HCTH1JOCKH-npaBlIonOll06HaJI, qacro c 
ICOOKpeTHliMH H 6L1TOBYMH 1IeT8JUIMH MaHepa nHCLMa, npH KoropoR 
npoJlBJUle'OCJl .~ H élJIJ1eropmOCKHR nO.1fl'eKCf.2 

His own concern for verisimilitude can be seen in the precision 

with which he repeatedly discloses his 'real-life' sources. That 

"Goatibex" was inspired by an actual newspaper article on a beast 

actually given that name. and actually praised for its "npLlryqeCTL, 

M8CHCTOCTL, rnepcTHcTOCTL," Iskander has explained at length on a 

surprisingly large number of occasions.3 Verisimilitude plays an 

important part in Briker and Dal'gor's reading of the novel, even its 

most explicitly fairy-tale-like segment (a recasting of the 

Abkhazian legend of Dzhamkhukh), as a work of "magic realism 4 

On the grounds of verisimilitude, the critic Rassadin felt obliged to 

lSee p. 57. rn. 2. 
2"CDaaHJ1h Hcuuep,· B c6. HJ6paHHNe ptJlXXaJtI ruecmu..teCII11 pe.4. MapIC AnbTwYJlJlep H 

E.neua .llPLIlUI.OIlil (Tenafly, NJ: 3pMllTUt, 1984), 343. 
3The article, framed and complete with photograph, hangs ln the hallway of 
his Moscow apartment. For its role in launchinz the story see HCKaOJlep, ·H.aeH 
H npHeMY,· 75; 00 ~e, ·Kopc:1Mo, 110 Be ICOpo..e HCI'HIII. (HHrepBbIO). 40; ou ~e. ·0 .4BH:&eUHH 
Je J1OOpy,. JlUlTW!fXJl'lY11H auema. 30 HIl1W 1986, 11. 
4SpHK.ep H ,lla.rtLrop, ·Cwl.lfJO U3 l[ei'P-WJ, H 'Iant'IeCKHA pea.IlHJM: 112. 
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1 "repent" of his earlier assessment of "Goatibex" as a "lethal 

grotesque" : 

B "I(03J100ype" l1acaHllep roPaJllO 6o.rtLUIe, lIeM npeyue.nHlIeHIDlMH llopmKHT 
nOXOJKOCThIO, JKH3Heno.ll06HeM, cyry6o:R pea.11HcmllHOCTLIO H306paxeHIDl. 

[ ... ] TaM, rlle nHCaTeJ1L, THHYInH:RCJI K OTKpOBeHHOMY rpoTecKY, 
HapHCOB3J1 6L1 KapHKaTypy [ ... ], I1crcaHllep.llaeT nOml 6L1TOBYIO 3apHCOBKY) 

In his revised opinion, the author achieves a "non-grotesque 

grotesque" encompassing "wild absurdity without overstepping the 

bounds of externaJ realism," --which could be interpreted as a plea 

for realistic satire. An American commentator offers the term 

"lyric realism," based on the "stylistic and tonal pattern" of 

"Goatibex," its "correspondences to actual events as weIl as 

personnages, and realistic detail provided for background and local 

color. "2 The much-quoted passage in "HallaJ1o," equating the comic 

with the just (.lIJl: 23), has been read as a prescription for "realistic 

humour and satire," with (shades of Hap0.llHOCTb) its roots in folk 

humour. 3 Sandro' s portrait of Stalin, according to Nivat, belongs 

to the second, realist phase that is now supplanting the metaphoric 

or fantastic approach to the tyrant--where the focus is on the 

psychological aspects of realism. "4 

Loseff resurrects Zamiatin's term neorealism to apply it to a 

new standard of literary excellence set by Solzhenitsyn in A ug ust 

1914 and matched only by a select few of his contemporaries, 

1 CTaJlHCJ1ilB PaCca.llHU, ·noxlWla 3.1lpasOMy CMLlCJ1y, H1IH lIJrrua.D.uaTL neT cnyCT8: 0 npo3e (1). 
HCDU.D.epa,· lOIIOCTnb 1978:2, c. 84. 
2packard, "Contemporary Serbian and Soviet Satire," 8-9. 
3H. Jselrl'OB, ·U.uwalUte CMeXOM: 0 OOBpeMeBBOM IOMOpe,· 3f1e3AB 1977:1, c. 203. 
4Georges Nivat, "Les Stalines de la littérature russe," Cahiers Vilfredo Pareto: 
Revue Européene des sciences sociales (Chênebourg, Switzerland) 19, no. 57 
(1981): 116-17. 
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including Iskander on the "best pages" of Sandro. 1 Vail' and Genis 

place him among the realists of the 1970s who represent the 

culmination of the trend, with its "na~c n03HTHBHOR nepN B lIymy 

lIe.nOBeKa. " Together with Vladimov, Voinovich, Solzhenitsyn and 

Maksimov, Iskander finds himself an "island in the stream of 

strange works" by writers in the Soviet baroque, which since the 

mid-1960s bas rejected their civic-mindedness to reflect a more 

pessimistic life in more avant-garde literary forms. Whereas 

Aksenov, Erofeev, Popov, Bitov and Dovlatov experiment with form 

tbrougb modifications of skaz, tbrough "laying bare the device" or 

plunging into the grotesque, Iskander and company are said to be 

straining at the limits of genre,' 

BORHOBH11 -- B JlBCT8eHHYIO ny6nHIIHCTHKY BTOpoR lCRHrH lfoHICuHa: 
BnallHMoB -- B RBCTBennyIO :mHCTOJ1apHOGI'L; ComlœnHULlH yrnen B 
crenorpaMMN 1IYMCKHX C'beJlIOB; MaKcHMoB nHmer ellKHe 4leJ1LeTOHN: 
l1aœH.l1ep O'l'KpIœeT NUI cOOa ilJIJ1eropHIO ("0 Kpo.ITHKaX H ylÇl8ilX" [sic1 ).2 

From the arguments of historical precedent, the inherent 

tbrust of the realist trend we have now returned to the presen-

timent that that trend itself is in decline, or has at least entered 

a period of stagnation. No wonder, then, that so many com

mentators on genenc processes ln contemporary Soviet prose 

should be so eagerly proclaiming the arrivaI of new Iiterary forms, 

aIl posited, with the exception of VaH' and Genis' analysis, on the 

IJlel JIoœa. '1Je.rIHltOJ1e11BOe 6y..,ymee P<XXlIH: 3aMenut npH 'lTeIlHH AIlZ)'r::11'IIl 'lemNp"QIlUIl.I'IJI)a) A. 
COJ1:JteuHIlYBa: }("OHnuJ,H8HTB. no. 42 (1984): 293-294. Other writers includcd in this 
classification are Bitov for llyv.ucuHC1CUa )lO", Vladimov for .Bep"wu PyCACUI and 
"here and there in Trifonov." The trend is seen to be distinct from others. 
represented by Maksimov and Dovlatov, Aleshkovskii and Erofcev. Aksenov, 
and the rural-prose wnters. 
2nerp BaA.ru. H Ane.I:ca.wlP reullC, • J1HTepaTYPOLie Me'rI'lUIHII.· B HX :J\:e ICII. Coflpe.Mell"QJl pyCDCQJl 

11J103Œ (Ann Arbor: 3PMH'I'D:, 1982), 151·56. 
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expansion of existing genres. What is curious is that so relatively 

few have mentioned Sandro Irom Chegem, surely the expanding 

narrative par excellence, in that particular light.1 

True, Iskander's work has been seen to resist comparison 

with his contemporaries on any number of grounds. From the 

latter 19608, it was often held up as evidence of a turning away 

from youth prose, either stylistically (in Chudakova's view, cited 

above) or thematically, on the strength of his older characters, 

particularly in the story ".lIelYlllKa. "2 Commenting on developments 

in the short-story mode of 1985, Latynina notes: 

KaJK1lhI:A paJ, Kor la Il 'IHTélIO OqepellHo:A paccKaJ npo CaH1Q>O H3 qereMa HJlH 
I{uKa, Il HeBOJlbHO ,llyMalO, Q10 OCflH HCTOpHK mrrepa:rypu 6YleT pa3MHlIIJUI'I'b 
o J1HTepaTypHoM npouecce BOCLMHleCHThIX rOlIOB, OH o(5HapYXHT, QTO 
I1cKaHllep B HeM Bpolle 6u He yqacruyeT, XOTII H paOOraeT npo1I)'KTHBHO, H 
HJlaeTCH. He! npHHUHnHanLHo:A pa3HHUU MeJKlY paCCKa30M 0 1{HKC, 
HanHGl.HHIlM ceAllac HJ1H 10CJrI'L nCT pallee. IlHca:renL YMHOXaeT 'IHCJ10 COOUX 

paŒKaJOB, HO lIBHJKeHUC B HHX O'fCYTCI'BYCT.3 

The exclusion, in her opinion, is most fortunate: the genre's return 

to literary fashion, while pointing as always to the intensification of 

1 Even Ivanova, a devoted student of Iskander, omits the work from her 
discussion of the rising cyc1ization trend nudging the short story towards 
the novel in the 1980s. See her ·0 :.lKHBOM H 0 3aCTYBWeM: 20-26. The general 
tendency is to state without analysis the incontrovertible fact that Sandro i s 
a ·'1ereMcKHR UHKJ1- (C. qynpHuHu, -B3rJUI,4 CKB03h MHpa:.lKH: PaCCK.a3, COUHaJ1bUye H 
XY.40JKOCTBelUlye B03MOmlOCl'H JKaupa,· JTumepamyPUaII za:JeTTJa. 14 llUoapJl 1987, 4); a ·CHCfeMa 
UOBeJlJl· (Hoallooa, _<:Mex IlpDTHB crpaxa'" 11988a), 223); a ·UHKJI UOBeJlJl· (BOJll4raur lCaJaK, peJl. 
31ll4wuone.wveacua CAOIKlp6 pyrxxoa ./Iumepamyp61 C 1917 aJAa, nep. EJleua BapratrHK H Hroph 
6YPHKHU (London: Overscas Publication Interehange, 1988), 328). 
2Sce for ex ample O. rJIél,lJ.YWeBa, -empHICH: TeMa crapocrH B cOBpeMeuuoR nQ03e: BOl/za 
1973:1. c. 159-66; HBalIOBa. ·CMex nparHB crpaxa- 09886), 4: B. A3aUOB, -nO.ll rHJW030M 
t<!PMYJIY,· BoAl.a 1967:4, c. 161. A loyalist view of 1976 pits Iskander and a ho st 
of his contcmporaries (Aitmatov, Bondarev, Gonehar, Granin, Vladimov, 
Astaf'ev and others) against the "somewhat infantile protagonist and 
eonfessional style" of the popular movement. In the spirit of Gor'kii and 
Ostrovskii, this company coneentrates on moral issues and didactie purpose. 
(An. AnaULeB, -nHCaTeJlL H MOJIO.4oR repoR,· O,,,,U15p6 1976:8, c. 184-89. 
3 A. J1aTlIDHUa, -ra30UUye UBefbl: Pacx:Ka3 B JeplGU1e O.lDloro BOMepa,· llumepamyplUJJl 2fJ3eTTUl, 29 
lIlIBilpJl 1986, 4. 
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social ferment, having as yet produced only an abundance of new 

clichés largely imitating Shukshin, his eccentric semi-urbanized 

former peasants and their vague spiritual malaise, as weIl as a 

trend towards plotlessness (6ec4Ia6YJlbHoCTb) and the grafting on of 

pseudo-folkloric parables. On the latter two counts, 10 Vlew of 

Iskander's remarkably lax narrative style. as weIl as hi~ own 

increasingly pronounced preference for incorporating re-worked 

legends (cf. the Dzhamkhukh chapter of Sandro,1 the mini folk

tales 'lscribed to Uncle Sandro, Abesalomon Nartovich and old 

Khasan, or indeed the experiment with Orwellian political allegory 

in Rabbits and Boa Constrictors). Latynina wou Id seem to have 

been oveTly hasty. Still, her primary focus is not structural, but 

Tather thematic. and her arguments are supported in a similar 

vein by Popov, who quite sweepingly berates unnamed writers 

who take up unspecified fashionable themes to gain mass 

audiences, and is "overjoyed" to single out Iskander and Shefner as 

principled individualists.2 

The virtual omission of Iskander from the discussion of 

contemporary generic processes becomes aIl the more startling 

when it is considered that thematically his work, especially Sa ndro, 

would seem to be a veritable chapbook of the popular literary 

topics of his day. The thematic perspective prompted Chuprinin to 

conclude that Iskander in "oapMeH A.llryp" and "qereMcKaR KapMeH," 

1980s additions to the work, echo such contemporaries as Ra~nutin 

1 Cited as evidence of the growing trend. "over the last ten to fi [teen years" 
of the '"nHTeparYPll3Jl (XaJlCa'" in llHIIOBeUKHft. "0 ueKOTOpoM uapcrse: 17. 
2BaJ'IepHA nOnOB, ·Ueua nonynRpUOCfH,· lIeea. 1986:8, c. 164. For a discu<;sion of the 
trend itself, see Bonpocll AUTTlepamypll 1976:8; 1977:1, 6; 1978:3,5, 11. 
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în "flo:JCap," Astafev in lletlaJIbHW lIemeKTTUJ,8, and Aitmatov in llJlaxa, who 

together with a number of other writers constitute a trend 

whereby 

Jurrepa-rypa. [ ... ] œAA3C 'lame 6U'lYeT, 'leM Bpa'IYeT oomocrnemlOe ffiJHanue, 
a OCIlH U Bpaqyer, 10 UŒ.JIJOIIHTeJlLHO mOKoM, npHIHI:JCeHHJIMH, CK3J1Lne.rIeM 
[ •.• ] 1 

In addition to reflecting this rising incidence of publicistic invasion 

of a literary text, Iskander fits into an earlier trend towards 

"fantastic realism." Now in Clark's Vlew the latter phrase stood in 

the 1970s as a critical watchword for the attempt to rejuvenate 

the ailing socialist novel by grafting on a "relatively tame 

nonrepresentational" dimension. The frequent comparisons of 

Sandro to Faulkner and Marquez are aIl to often based if not 

restricted to the "mythic, imperishable life" Chegem acquîres as 

the semi-real, semi-fantastic Abkhazian version of Yoknapatawpha 

County or Macondo.2 Reduced to simplistic, topographie terms, the 

category bec ornes almost meaningless: Thomas Hardy's Wessex 

County--no less fictional, no less realistic, equally subject to erosion 

from without.--hardly begs companson with Iskander's paradise 

10st. More importantly, nowhere do we find, as in Aitmatov's case, 

1 t{ynpHDHD, "BJrJuu CKII03b MHpamt," 4. 
2See lieue.9In CaPUOB, "MHp (J)a3HJUI HCDIIAepa; BCTYJ1. craTWI B KIl. (f)aJUJl6 Haalt)lep: 
/)uoIfooAUOmntH'DCUa )'KaJame.n, cocr. 3.1i. MIDtaA.ooaa (y J1LJ1BOBCK: IiH6J1HOTeKa [1~IOJOB, 
1982). 27. The topographicai factor plays a role in Briker and Dal'gor's 
analysis of magic realism in Faulkner, Marquez and Iskander: their tiny, 
semi-fictionai villages represent aIl of mankind (·CQJl.4po H MarHlfeclCHA pe3.J1HJM: 

104, 106). To date, Iskander's own acknowledgment of the two writers' 
IDtluence is cursory, mere name-droppmg. See his ·Y,4HBHTeJ1l,DLlA MUp" (HDTepBbIO), 
4: "J(oPOTKO, DO Be Iwpo'le HC1'HIILI- (mrrepa.IO), 36; ")lymH BIIe3af1lWl CBOOO,4a (HUTepBblO), 2. 
Scammell. whlle recogOlzmg the common use of remote villages as "vantage 
point! s 1 from which to contemplate the follies of empire building," 
nonetheless conslders the anaiogy between Sandro and One Hundred Years 
(0 bc "far-fctchcd. to say the lcast" ("Dancmg for the Dictator,"1215). 
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any discussion of the synthesism or multi-level quality such 

grafting was percei ved to impart. 

Other more purely thematic concerns of the day abound: the 

sensitive issue of generational succession, both broken and 

unbroken (Sandro as the semi-wayward and Kiazym as the worthy 

sons of Khabug); the work ethic as manifest in Khabug and Kiazym; 

the theme of memory; the defense, as declarative as it is nostalgie, 

of tradition. From the once-popular urban/rural debate Iskander's 

name is conspicuous by its absence. 

On the less official side of the com, his work captures the 

underground move for greater freedom to indulge in the ribald 

("ManeHblŒn rfffaHT 6011bllIOfO ceKca" appearing in MempOnOJlb, w i th 

Aleshkovskii as one explicit extreme and Sokolov's llOJlUCaHlIpa as its 

parodistic and paradoxically chaste opposi te). Glasnost has 

liberated another once taboo aspect of Iskander's place in non

conformist literary fashion--the treatment of Stalinism.\ His 

contribution to the still more loaded question of inter-ethnie 

relations will surely attract attention in the Iight of recent tensions. 

In part, this astounding catholicity of theme is a privilege of 

the compilation P1ode. The obvious repercussions of its more 

unorthodox elements could be held to account for what amounts to 

a veritable silence on Sandro' s role, specifically as a compilation, ln 

1 Veselaia, in a recent interview with Iskander, vOlces the concern that the 
tragie theme now nsks cheapcnmg through overcxposurc: Tpal'eJlHR CTpaUbi 

Ja6allTLlBaeTcJI.- Iskander's reply reaffirms the Importance of fully Inve'iti
gating ail aspects, moral and philosophical, of Stahn's dark appeal, and 
moreover affords an insight into his concept of hterature's responsc to 
society's current inlcrcsls (a laller-day • lIHTepnYPubiA 6b1T: as It wcrc). 
·CYlQecrByer OODeKTHBlWA JaKOU pblllKa, KOTOpLIA lGlCleJ'CJI H XY4o;wcecrBellllbIX npoKlBeJleUHA. Jro, 
JI 6L1 4a;wce CUlan, MHCTHKa '1e.nOBe'lOCKoro HIJ'repeca, oua onpe4e.:UleJ'CJI phlIlKO\l.- UfCK3.llIlep. 
·EcnH OCTalI08HMCII" (JurrepBLKl), 16.) 
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( the great epic sweep. For whatever reasons, only one cri tic chose 

to deal with the work as a quantitative compromise between larger 

and smaller forms, as a harbinger of the n\\~ ~.l's latest resurrection. 

In 1974, replying to the Chudakovs' contention that the short 

story had exhausted its usefulness, Solov'ev pointed to the "cycle of 

stories and even the book of stories" as an up-and-coming 

formation, if not genre. In this context he discussed Belov 

(lLtoTTUlUlQCue paaxa3lL, /Jyx.nwHIL fKlIloaJjfCKue ), Kazakov ("CeuepHIDl llHeBHHK"), 

Olga Berggolts ("LIHeBH .. e JBeJlI .... ), citing such precedents as Babel', 

Hoffman and even Boccaccio. Central to his argument that such 

formations can lay claim to an integral unit y ail their own, that 

their component parts are structurally affected by incorporation 

into such larger units, is his citation of Iskander's 1973 collection 

Bpe.MJl C1IClCm.JlUBIiX HaXOjfOK, tied together by a single central character 

and the "aesthetic task" of showing that character's growing-up. 

From this work he singles out the cycle "lllKollbH .. n BallbC, UllU 3HeprUJI 

CT"lIa" as a prime example of the retroactive effect of new stories on 

old, an effect largely dependent on the simple mechanics of 

compilation under one title. l This development, "one of the most 

promising on the contemporary scene," is interpïeted in the 

expansionist spirit as moving towards the "lIallb CB0601lHOrO pOMaHa," 

COC'TOJllllerO HJ paCCKaJOB H llUpU'IOCKUX aBTOpCIŒX naccaxen." Its next step, 

that of an undefined synthesis of stories into an undefined type of 

novel, is represented by "CaHllpO H3 qereMa" as it appeared in HOBlLa 

.MUp.2 

lO.11éWlMHP ConoBLeB, ·PaaxaJ H ero MeTa\lOpto3L1; He8a 1974:4, c. 185-86. 
2TilM :..e, 192. 
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In other articles from the same period, Solov'ev considered 

the narrator's role in ensuring unit y in that work, but chose to 

discuss its generic innovation In terms of cross-breeding between 

the novel and folklore. l Tracing an evolution in Iskander's corpus 

from "closed" short stories through cycles to the novel, he ascribes 

to the individual tales of Sandro a "centripetal force" that makes 

each surmount its "plot completedness" to "strive for unification," 

and once again ascribes that unit y to "the common notion of an 

unbroken [co- ]extension of the [ ... ] individual and the folk." 

Solov'ev--alone, it seems, among his colleagues, concludes: "HCKallllep 

alMUR flPKHR npHMCp UHKJ1006pa3oBaIlIDl."2 

His argument would seem ta betray, in addition to the expan

sionist preoccupation of the period, several gaps, or leaps of faith. 

First, mere amalgamation under a single title is assumed to beslow 

a de facto unity. The theoretical foundations for this notion can be 

traced to Tynianov's concept of "accidentai results" and their 

entrenchment, either as collections begin to be perceived as large 

forms, or as large forms themselves begin to yield place to smaller 

through the automatization of a sense of incompletedness. of 

fragmentation raised to constructive method. 3 In the case of 

Sandro, where text comparison of pre- and post-compilation 

publication reveals minimal adjustments (confined mostly to 

character name and kinship ties), where texts are incorporated 

holus-bolus to encompass many a cheerfully unapologetic 

lCo.rtOBLeB. "C nonpéUlCOR ua Bptl.\tJl: 215-18. 
20u ~e. "Cy.oo& QeJ10aeu B Iaupe pilC<lca3a: lOtlOC11lb 1974:10. c. 74, 73. 
3TLIIIJDIOB. "J1HTepilTYPULIR taKT: 263. 
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reiteration of detail and even incident, Solov'ev may not be quite so 

wide of the mark after ail. 

More debatable is the compulsion to treat such post hoc unit y 

ID terms of its relationship to the more tradition al view of the 

novel. In this aspect, Solov'ev lecalls the controversy over Sandro's 

claim to that status (Briker/Dal'gor vs. Burlingame, Smelkov vs. 

Varlamova, cited pp. 31, 33 above). Thematic repetition could 

account for the 'centripetal force' he discovers at work in the 

novel. Nevertheless, there is a vast difference between the cycle 

and the novel, even the compendium novel, however loosely or lib

erally defined, and to gloss over this difference is to overlook the 

umque contribution Iskander makes in Sand ro and the distinct 

forces, 'centripetal' or otherwise, that inform its structure. What 

has perhaps hindered a proper assessment of Iskander's challenge 

to the genre system is the persistent effort to view that system in 

one light, in one direction and one direction only. For the 'applied 

Formalism' of the period has tencled to overlook the fact that 

literary evolution was viewed by the original theorists as an ever 

f1uid dynamics, a two-edged alternation of larger and smaller 

forms, and not a build-up to extol or a break-down 10 bemoan. 

Andrei Bitov, writing ID 1969, mentioned Iskander's 

"f(on'lepYJCHR" in the following context: 

I1HTepecHNR paa:xaJ nOJlBJlHe1OI œft1lac. K3K MUe IGUŒTCR. J1HIITh ua Cl'LIKe 
JKilIIpOB. ua rpamme nepexoa H3 JKaBpa B JKaHp -- y nucaTeJlH. KOTOpua. 
MOJKeT. He 0CHJ1H11 eme HROR. 6o.rtee coo6ollHliR. 'leM paœrcaJ. rrpoJaIf1lOCKHA 
JKaBp. uo DflYl'PCflHe yJKe npHRaJV1eJKHT eMy H HCJlOBellYeT ero -- yJKe 
nOKHHYJI npemmA paaxaJ-qevreJK. paalCaJ-KaMepy. KpaR TaKoro .. ROOOro" 
paccKaJa KaK (Jy paJMHTY [ ... J, -- 3TO HeœpaHU"IeHHOCTTlb IKU3HU. TaKOR 
paŒKaJ MOJKHO 6W10 6y npe1lC'f3.DIITL ce6e CKOpee KaK OTpYBOK HJIH fJ13.By 
HJ npeKpacHOA 6oJn,moR œnm, H D 3TOM arpmuœ HJlH fJ1aBe RenOHJlTHO KaK, 
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HO yra.,1WBéll(1J' npHMHKalOUlHe Je BeA HeHJOOCl'IIHe rJlaBLi. 3TH HenellOMwe 
rJlaBH TaHHCTBeHHO CymecTBYJOT B TaKOM paccKaJe 1 ... J BeT, :no Ile 
OnOCTHJ1eBillHA [ ... ] nOllTCKcr... B TaICOM paCClCaJe ttlfCfLlA BOJllYX, n HeM 
JlerKO llLIIDHTCR, B HeM HMeHIIO nOJlBJ1HeTCH HacroHluan .llCTaJ1b, npH.llaIOUla1I 
noBOCTBOoamoo npocrpaHCI'OO H JlœJHb.! 

Here at last, it seems, is a viewpoint l'ree of the accretiomst. 

expansionist, bigger-and-better assumptions that have generally 

dominated the reception of Iskander's work. This "breathing 

space," this qualitative "enrichment" Bitov senses at play Hl 

Iskander, in Matevosian and Faulkner alike. aIl representative of 

what he caUs "paCCKaJH pOMaHHcra." For the larger formation they 

coalesce ioto he offers the term "nYHICTHpHLIR pOMaH."2 Even Bitov's 

reading of the chronology of genre evolution in prose stands apart 

from today's norm: 

OPOJa ua1JHHaJ1a.cb c mtœM, nOTOM -- MeMYapLl, JanHCKH, 3CŒ, nOTOM yxe -
- n~HaJ1bllYe ~3IIPH nooocm, poMaHa H pa<XJ(3.;)ll (npHIJeM paOCKaJa. -
- B nOCJlellHlOlO ottepe./Ul, KaK ca.MOrO OTOpBaUHOrO, npocllea:HoHaJ1bHOrO H 
HCKycrooHlloro JKaHpa), a nOTOM ICOJlbUO CMHKaeTCII: CHOBa 3aMeT1Œ, 
.lUIeBHHKH, JlHCbMa H JaBemamtR.3 

Moreover, this is a qualitative, not a quantitative evol ution. one 

based on the writer's professional odyssey towards personal 

experience and direct speech, towards the true freedom of 

confessional prose. Thus genre turns beyond literary limIts to life 

itself, and not the next rung up on a finite ladder of 1 i terary 

magnitudes. Instead of a teetering series of domino lengths. or 

10HT08, "rpamtllLl ~pa," 74. 
2Linked by Ivanova to the cyclization trend amalgamaung the paCCUJ-3Cce. v 1 a 
a loose fabula and "hidden author's presence." The genre hybnd 1 nel udc<; 
"IllHpoKoJlo(5yo: ("0 IHBOM H JélCTYBWeM: 22-23). The I!o.~ue has Il'' paralJlerary 
(censorship) complications. Bitov's short forms of the 196()<; and 1970<;, a ... 
Proffer puts Il, often "tumed out to be disgUlsed sections of a large novel [. 1. 
Pushkin House" The Nabokovian "structural .,ymmetnes" Proffer di<;covcr" 
there are entirely alicn to Iskander. (See liA Disabled Literature." 30-31 ) 

30"1'08. ~rpanHUY :lIC3lJpa •• 75. 
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sibling rivalry among matrioshka dolls with their jostling claims to 

the artificial constructs of literary elbow room, Bitov offers a 

genutne re-orientation along the axis of literariness/non

Iiterariness, the qualitative impulse Tynianov originally proposed 

for literary evolution. 
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-- Pal YJK Mii 33.rOBOpHJlH [ ... l, -- HaIJaJ11V11lH CawIpo, m'XJle61maJ1 K04fle, -- R TOJKe 
KOO-IJTO paŒKa.JICy. EcJm KTO H3 BaC yxe C./lblman :rry Hcropmo, HUliero, elUe pilJ 

nOC./lymaer. XOPOUllIA: paOCIŒ3, KélK nearn, ero MOXHO MHOro pal CJ1ymaTh. 
("IlhRHble Ha llopore," CweIlU 1988:7. c. 81 

CHAPTER TIIREE 

COMPILATION IN ITS OWN RIGHT: 

RECURRENCE AND THE ORAL ILLUSION 

Difficult as it is to separate the discussion of cyclization in 

Iskander from the period's preoccupation with magnitude. sorne 

consideration must be given that structure in its own right, particu

larly in view of its truly amazing extent in his corpus. Surely no 

other writer matches Iskander for sheer tenacity of adherencc ta 

the compilation mode. Sand ro is by no rneans the sole instance of 

its use. In fact, rare is the story that has not at sorne point been 

incorporated into sorne larger struct\ITe. 1 These fall into four 

groups, each encornpassing a forrnally announced noneCTb or novel, 

as weIl as what rnight be terrned its peripheral work'i. The four 

compilations are Sandro, "The Sea Scorpion," "The Schooi Waltz" 

(with its offshoot "Chik") and the just published "CToRHKa qeJlOneKa" 

(see Appendices). Sandro and "CToRHKa" feature individually titled 

lAn estimated 18 out of 130 titI es pnnted by December 1988. Burlingame. 
categorizing Iskander's stories by subJect and theme, notes the low 
proportion of \JI orks with "no discernible connection with either the 
narrator's life or the lives of hls relatives and fnends" ("Prose of Iskander," 
125). The problem is compounded by Iska!1der's predilectIOn for title 
changes, as weil as compilation shuffling. Testimony to the dd ficulty of 
soning out which titles refer to whlch texts or text 'iegments can be found in 
Briker and Dal'gor's perfectly understandabh.: slip ln correctly IdentIfying 
".llepeBo .IleTCTBa· as the novel's last chapter and lficorrectly as a separate 'itory 
(lipHKep H .lla.J1brOp, • CWI.4PO H Mal'HqecKHR Pea.IUiJM,· 113). In point of fact the tIlle \IIa'i 
first applied to a collection (1970, 1974). Contrary to the usual practlce, the 
collection did not contain the story that later entcrcd Sandro 
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chapters, a stratagem absent from the other amalgamations. Eac h 

and every one of these composites followed the piecemeal publica

tion pattern of S andro. 

Now a recent inquiry into cyclization, by Kovalenko, con-

trasts with the expansionist model the countervailing view, that 

cycles are "independent genre formations which at specifie periods 

in literary development rival that of the novel." 1 Kovalenko's 

"specifie periods," of course, seek to circumvent the polemically 

anti-historical Gias of the young Formalists; and his analysis is duly 

restricted to the 1960s and 1970s, concurrent with the emergenee 

of Sandro. He focuses on Nagibin, Shukshin. Bykov, Rasputin, and 

Trifonov; no mention is made of Iskander. Towards his aim of 

posi ting for the cycle a distinct type of "integrality" (ueJ10CTHoCTL), he 

proposes to define that formation as 

xy 1I0JKOCfBeHHoe e1lHHCTBO npoHJBellemta, COoceM He 06HJaTe.rtLHo CBH3aHlfW( 
.. CKD03HLlM" CKl~lœTOM HJ1H 06WHMH repoHMH. 06WHOCTb UHK.J1a 60J1ee 
BLlmKoro nopHlIKa, OHa npelDloJ1araeT 06wHa yrOJ1 3peHHH Ha lIeflCTBHTeJ1L-

HOCTL HnH e1lHHyK> XYlIOXOCI'BeHlfYlO HlleKl.2 

Thus far, the definition is a negative one, noting, 10 eomposi

tional terms, only the absence of features (plot and character con-

tinuity) associated with the novel. It applies only in a limited 

1 A.r. KO&aJ1eUKO, ·UHKJlHJauHJI B cOBpeMeOHOA npme,· 3. An overview of the concept of 
"cycle" is found in C.E. llJaTilJ10B, ·3a7lUCKu OXOlTUlUICa KaI( XYJlO~ecrBelWoe ueJJoe,· B erG 
:.a:te IW. XYAo.ecmllel",61a AlUp HG. Typze"esa (Moocsa: HaYKa, 1979), 233-66. While 
noting that the formation ultimately "leans towards a novel-like 
reprodu\.:tion of reality," Shatalov insists on a specifie genre status. 
Compared to the novel, "cycles are freer in their transitions, less capable of 
insight into and active depiction of the psychology of their characters, more 
rigid in their trcatmcnt of fluclùaling associations and inter-relationships" 
(264). The asscssment applies quite neatly to Iskander, as will be seen below. 
2Ko&aJ1euKO, ·UHL1HJaQHJI B roBpeMelUlOA npoJe: 4. 
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sense to Sandro, where several of the later chapters 1 are indeed 

sealed off in these terms from the rest of the novet. 

Kovalenko then proceeds to contrast the cycle with the col-

lection (c60pHHld as a "6oJlee TecHoe H opraHWlHoe XY.ilOJKeCTBeHHOe C.lIHHCTBO" 

(though just what constitutes such compactness and organicity is 

left unspecified). Both are pitted against the "monolithic work" on 

the strength of their having abandoned a "hierarchy of main and 

secondary characters," to give each personage equal rights to 

"close-up portrayal. "2 

ism of character foc us. 

Here at last is a positive factor: the plural-

It is immediately evident in Sandro. Noted by any number of 

critics, it has even been extolled as evidence of a democratic view 

promoting humbler characters to title roles. 3 Thus Makhaz, Khabug 

and his mule, Tali, Kharlampo and Chunka are secondary figures in 

aH but the chapters centred squarely on their various fates and 

squarely proclaimed as such in their headings: "OacTYx MaxaJ," 

"PaŒKaJ MYlla craporo Xa6yra," "TanH--qy.ilO qereMa," "XapnaMno H .LlecnHHa" and 

"MOJlHHJI-MYJK1JHHa" as a sobriquet for Chunka. The obverse side of the 

coin--character demotion--has by and large escaped critical 

t"M3J1emKHR rHraJIT oom,woro ceKca: "YTpaTY" and" ,Lbca.'ttxyx: CWI Q,leml: With regard 
to the latter, Lebedev links its epilogue to "Tah" in his ·C'ttewllo cUJan." (1987). 
224. 
2J(OBaJleDKO, ·UHKJIHJallHJI B OOBpeMeWIOR npole." 5. 6. 
3To Ivanova, character promotion advocates, for one and ail, the 
"individual's right to his or her own fate" rCMex npOTHB cTpaxa: (1988a). 225). 
See also BaAJ1b H reUHC. "CTa..1HU ua '1er'CMClWA .4opore: 152. Srnelkov con,iders 
Sandro's Iife story to be wrapped up with Tenglz's blOgraphlcal toast; 
afterwards. he yiclds pnde of place to Tali, whose chapter closed the fir'il. 
1973 version of the novel (G'tteJ1KOB. "TaK BOJUHK:alOT pOMaUY: 33). From the sarne 
version, Solov'ev concludes that Sandro is replaced by hls daughter as a 
more conternporary central figure (CoJ10BbeB. "C nonpaBK:OA ua BpeMII: 218). Later 
versions, with their proliferating profusion of character focus make central 
or peripheral status an academic question at best. 
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attention. Its most outstanding example is Uncle Sandro. 1 

Chapters One through Twelve all find him in the picaro's classic 

function as pivot, arguably sole pivot for a wonderfully wandering 

plot. 2 Totally absent in the thirteenth chapter, his brother's tale, 

he returns to promlnence in the fourteenth, his marriage story; 

makes in the fifteenth a cameo appearance based on his pica

resquely static qualities of aversion to good honest labour and 

ability to outdrink even the most devoted tippler (1981: 53-54, 

75).3 By the seventeenth chapter his table prowess has condensed 

to the proportions of a talisman: something small and powerful 

enough to dispense with all need for his actua1 presence. The 

eighteenth, twenty-second and twenty-fifth chapters seat him after 

prolonged absences back at the table, but only as one of a number 

of story-tellers. The twenty-eighth puts him firmly in his place as 

1 Noled by Ivanova, "CMex npoTHB CTpaxa" (I988a), 223. 
2Sec Iskander's claims for Uncle Sandro as a mobile plot pivot, ciled above p. 
66. To them may be added: "ro~IŒR TaMua J1I1.I1I1 CauAPo [ ... ] 06J1uaeT TallaUTOM 
OCTpoyMUO H oeCeJlO .. AHpHIHpoaaTb" JacTOJlbeM. liJ1aro.llélpJl CBOeR o6IUHTeJ1LUOR n~HH 
OKaJWIilerca B pa311HX MeCTaX A6xa3HH, BCTpe'IaeTCII C pa311YMH lllOJlJ,MH. Ero nyrewecrBHII llernH B 
OClIOBy poMaua B UOBeJlJlax GWIAPO U3 qell!.Ma.. «(DaJHnL HCKall.J1ep, "nyu K C'IaCTnHBIiM 
uaxOAKaM: 6eceJÇl C nHcaTe.I1eM; Jan. 3. ryceaa, Typucm 1977:9, c. 24.) The theoretical 
argument finds its most forcible expressi on in Shklovskii 's "KaK ClleJlau JI 0" 
/(uxom: B erG ~œ KU. 0 meopuu nptJ31l (MocKaa-J1euHUrpa.a: Kpyr, 1925; repr., Ann 
Arbor: University Microfilms), 70-96. Wh en Bakhtin refuted this purely 
mechanical (in his terms, "external," "compositional") approach, he did so 
011 the grounds of a higher thematic (elsewhere, "architectonie") unit y: the 
single protagonist roaming through a maze of separate Incidents embodies 
the unit y of his era. (œOpAla.Ab"lla AleTTUJA B .Jrumepamypo8eAe11UU, 184·87). Conversely, 
in "COJlBO B pOMane: he recognizcs the picaro's place in dlsjointed compositions: 
"rInyr, WyT, AYpaK -- repoH ueJaBepWHMoro pJl,4él 3nH30JJ.oB-npHIUlIO'IeUHR H UroaoepWHM'IX :lKe 
npoTHBOCTOJlllHA. n03TOMY H BOJMO~a npoJaH'IeCKaJI UHKJ1HJélllHJI BOlCpyr 3THX 06pa30B." 
(Bonpocll Aumepamypll U 3cmemU/cu, 216). It is the compositional role that concems 
us here. 
3 Similarl y, Uncte Sandro's non-presence and decidedly non-Protestant 
(non-peasant?) work ethic is underscored in Chaptcr 31, when Kiazym, 
gathering nuts, is mistaken for his lazy brother and scoffs in reply: • TalC 
CaUJlPO H JarOUHWL ua n.epeBo" (1979: 584 )--an otherwise entirely gratui tous 
episode. 
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only one of a number of family members, from which position he 

emerges only towards the close of the thirty-first, when he and the 

narrator calI down the final eurtain on Chegem. 

In broader terms, character promotion and demotion form 

part of a reeurrenee principle that covers ev en those figures who 

are kept permanently in the lowly ranks of spear-carriers.\ The 

village idiot Kunta, for instance, enjoys the distinction of highesl 

distribution: no other character wanders in and out of more chap

ters than he. It is therefore appropriate that he should remain as 

one of the few surviving residents of an abandoned Chegem. In 

Sandro, reeurrence is the linchpin of structural cohesion on the 

syntagmatic plane. 

It substi tutes for plot-continuity--plot-recapi tulation. 

Originally, perhaps, this was no more than a product of Iskander's 

publication method. He is by no means the first writer to import 

pre-published pleces into a larger work, but he must surely stand 

as the most forthright. Instead of editing to omit repetition or 

smooth over transitions between formerly independent segments, 

his work as a whole, and Sandro in particular, embraees many a 

eheerfully unapologetic reiteration of detail and incident. 

What could be more overt, more meticulously overt, than the 

recapitulation, in the fifteenth chapter. of an unforgettable episode 

from the eleventh: 

lhrra:reJ1L nOMHHT, IJTO XapJlaMIlo Ha CI1e~WHA llem nOCI1e yMUKatlHH 
TanH 06'Le.TlCH li B OOCTOJlH}fH opexoooro OJ'lYPeHHH nOfHaJlCR 3a ee JlOOHMOA 

IThe migration of episodic characters. according to Tomashcvskii, is one of 
the means by which individual tales are tied togcther into largcr cyclical 
fonns approaching the nove\. TeopuR ./IUmepamypll, 196. 
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KOJOA, .llOOOJKaJl 110 MeJ1bHHUY, f.lle 6L1Jl nepcxoaIJen CUle 00J100, IJeM OH, 
MOryqHM rcparo, CBJJJaH H norpy~eH B pyqeA, B KOTOpoM CyrKH nponeJKM 
c rummY.llOBNM ~eptlOBOM ua JKHBOTe JlJ1JI npomoo6opcrna reqeHHIO H OKOH-

lJaTeJlbHOrO 3él3eMJ1CHIDI BOH3HBWeACli B Hern MOJlHHH OOJYMIDl. [1981: 67]1 

It is, of course, a specific kind of text that requires and 

relishes such blatant repetition--one that can shuffle each 'card' in 

its stack of incidents to pick up, as in the present ex ample, a story 

dropped four chapters earlier; one that can point even beyond it

self to an on-going process of endless reshuffling and infinite reit

eration. Even in its first telling, Kharlampo's bout with walnut in

toxication is repeated, raised to the stuff of legend. A good legend 

trips off the tongue at the slightest opportunity, giving sorne hint of 

the quasi-oral basis for plot-recapitulation: 

BnOCJ1CllCTBHH, KOr,lla KTO-HH6Yllb H3 qereMUeB HaIJM XBaCTaTLCH CHJ10A 
MMbHHKa, [ ... ] KOr)la '1ereMUY pélCCKil3blBaJ1H 0 ero CUJ1C, OHH IJacro npHOO
llHJ1H B npHMep, KaK OH JaIlpocro BtnaUlM H3 BOllH J1HI'HIlY.llOBOro nacryxa H 
IDITHnY.llonHA MeJlbHHIJHY:R JKepHOB OJlHOBpeMeHHO [ ••. ] 

[CnywaTeJlb] HHKaK. He Mor B3J1Tb B TOJ1K, KaKoro lJepTa Me.'lbIDI1JHUA 
JKepHOB OKaJaJtCH J1eJKaIUHM Ha nacryxe, a caM Tlacryx npH 3TOM OKa3MCJI 
J1eJKalllHM B OO.lle. 

Pa<X:Kil3IJHKY, KOHeqHO, TOnbKO 3TOro H HallO 6WlO, H OH BCIO -:ny HC
TOpHIO paCCKaJYBan c caMoro HaIJMa, qTO MLI B 1laHHOM CJ1yIJae He 
c06HpaeMCJI llenaTb, a npocro nO,llKJ1IOIJaeMCJI c TOro Mecra, Ha KOTOpoM 
OCI'aHOBHJlHCb. [1979: 388] 

Recurrence not only masquerades as plot-continuity, it totally 

disrupts what little there remains of more conventional linear de-

velopment. By no stretch of the imagination can Sandro said to 

have a central, run-through or link plot. Chapter-to-chapter 

transitions often play fast and loose with chronology and character 

focus (the 1920s tale of Sandro's abducting a wife,--Chapter 14, 

1 As evidence to the constancy of character recurrence in Iskander, it may 
be noted the the miller Gerago appeared in -nepBoe Aeno: his first ever 
published story (fluollep 1956:11, c. 41-46). There Gerago displays unchanged 
the same featurcs--deafness. taciturnity and great physical strength--that 
distinguish hi;n in Sandro. 

109 



----------

"YMYKaHHe" - - ::;andwiched ln between the 1940s conjugal tragedy of 

Makhaz and the courtship trials of XapnaMno H .lI.ecnHlla, which encom

passes both periods to take the reader into the post-war expulsion 

of Greeks from Abkhazia). As the last example ilIustrates, individ

ual chapters themseives can be no less cavalier with time and per-

son. 1 They often represent a stringing together of plot incidents. 

The first, "CaHllpO HJ qereMa" as described above, jumps From exploits 

in the field of love to feats of arms and commercial chicanery, with 

the innocentIy casual transition: 

KpoMe 3Toro CJIytJ(lJI B JKHJHH CaHllPO 6WlO MHOJKeCTBO llpynlx, 
KOr}l3. ero MOrJlH y6HTh RTIH, no KpaOHeR Mepe, pafIHTb. Ero MOrJlH y611Th 
HO BpeMJI rpaxllallcKoR BOHIIH C MeHbllleBHlCaMH, ecJ1H 6L1 OH BlieR npHllH
Man yqaCTHe. Bonee Toro, ero MornH y6HTb, llaJKe OCJlH 6b! OH B HeO Ile 
npHHHMan yqacnrn. 

KCTaTH, nepecKaxy OlllIO ero npHKJl.IOIJeHHe, nO-MoeMY xapaKTeplloe 
MJI CMyrHOro BpeMellH MeIlLllleBHKOB. [ 1979: 14)2 

The telltale "KCTaTH" will be examined below. 

Recurrence aiso funetions across chapter boundaries, in a vast 

network of internaI cross-referencing. When a party boss tests his 

marksmanship against an egg perched on a curly-haired cook's 

he ad (1979: 214-16), the scene is recalled by a narrator who re

grets the trouble his own re-telling of this, Uncle Sandro's tale 

1 Burlingame cornplains: "Further contributing to the work's lack of 
coherence is th~ author's jumbling of chronology from one episode to the 
next, which seems to have no esthetic justification, at lcast in the novel's 
present form." ("Prose of Iskandcr," 155). The criticism pcrtains to the 1973 
version, when perhaps the deliberately aneedotal. totally a-literary nature 
of Sandro was not yet clear. 
2This is the first of a vast number of catalogues in Sandro Othcrs--lyric, 
satirie, even vituperativc--abound. The present cxample is particularly 
interesting in that it exposes the declarative base of the techniquc' a 
forthright compilation of lists, here, the aggregatc construction of a plot ln 

which one thing leads--not cntails or causes, but quite simply leads,--to the 
next. 
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might cause him (1979: '548-49).1 The binoculars presented to the 

wily old rogue by Prince Ol'denburgskii in Chapter Three, are pre-

dicted in the second (1979: 34), reappear at regular intervals 

motivated by plot needs--his spying on the Mensheviks if} Chapter 

Five, on Tali's tobacco-threading rival in Chapter Eleven, on bathing 

beauties in Chapter Fourteen. His forcing a horse up a marble 

slaircase and over the heads of passionate gamblers is first re

counted in Chapter Four, alluded to again in Chapter Eight (1979: 

191 ), and then promised twice as a tale yet unknown to the author 

In Chapter Twelve (1979: 401, 445). 

In the latter instance can be seen the application of the re

currence strategy to relay-narration, which is, after aU, a twice-told 

tale and as such often incorporates a brief preview in its frame. 2 

Typically of Iskander, though, the frame itself is repeated. In fact, 

given Iskander's preference for a literary style, his tendency to 

tell his characters' tales for them In by and large his own voice, the 

frame assumes a primary importance. It is focused on the relay

situation,--the handing over of raw material by the original to the 

relay-narrator,--and highlighted by displacement (the frame 

chapter to Sandro as a whole numbers second). 

1 The incident crops up again in the play -lCoteRBJI B Mope. - where Sandro's key 
role as eye witness IS cited as evidence of its authenticity(Teamp 1988:6. c. 140). 
2Sidorov connects the preview technique to an illusory oral base in his 
discussion of Iskander's opening gambits. The titi es and first lines of such 
short stones as -neTYX, - -M)"IeDHK.H ClIeHY, - - AurnH'I3JIHB C :.KeBOB H pe6eDKoM- and -BpeMIi 

no QaC3.M: he wntes, -Ka .. npaBHJlO 06emaIOT .. HCTOpHI>: CO,ltepX3.T 3epDO. 3K.Cn03HUHlO 

CIO~eTa. - They create the impression of a "conscientious and ostensibly 
somewhat naive story-teller" who "gets right down to business." C3al:aJlIITL 

J,.vwy c.\texo,,· (1983), 244), 
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1 A frame, 10 Uspenskii's definition, marks the transition from 

an external ta an internai perspective, as the reader crosses from 

the 'real' to the 'depicted' world. 1 The reader does not come 

through this crossing unscarred; his new perspective is coloured by 

it to one extent or another. Recall Bakhtin's discussion of the 

"prosaic" perspective pre-set by the intermediary narration on the 

Romantic outlook of Belkin's tales.2 Once set, the prosaic attitude 

works from within the tales themselves. For a frame, as frame, is 

meant to dissolve, however temporarily, however illusorily; it fades 

from the reader's immediate perception by the simple fact of its 

acceptance. 3 

Toying with any convention resurrects its perceptibility; 

toying with the convention by which a frame opens and establishes 

a relay-situation forefronts that same situation. Continuai repeti-

16.A. YcncuarnR. ll031TUJKa KlJ.MOOJUl{uu: Cmpy1C'!JYP4 xy,n,OllœC1Tl8eItIIOaJ meKCmn. U I1UJ.OOAJJZUR 
KllAIm3Ul{UOHIIDa ~p.MM (MO<XBa: HCKYccrOO, 1970), 182. 
26axTHU. ·C,iIOBO B pOMaIle: 126. Bakhtin does not deal with the frame per se. 
Rather his interest is in heteroglossia in the novel and. here. its 
composition al manifestations, among them, the "provisional narrator" and 
his Italien discourse." 
3Uspenskii's discussion of frames in the graphie and verbal arts focuses on 
their structural isolation from the main body of the work. Il hlghlights 
their anificiality--an artificiality defined not so much in opposition to the 
'real world' outside the lexl (which is in any case epislcmologically 
impossible) as by way of conlrasl with, or lack of mol1vation by the text 
itself. Hence his ex amples of the highly codified openIng and closing 
gambits of folkloric texts, the sud den switch to first-person at the ::nds of 
more literary works, abrupt changes to panoramlc perspectIves, etc. The 
implication seems to be that literary artificiality coneentrated on the 
borders of a text nudges the reader into a more ready submisslOn to the 
artificiality of the text itself. Acceptance specifieally on the seale of 
"semiotic signifieance," as a valid model of the world without, possessed of its 
own integrity. (See lIo3muKa KOAlTl03Ul{UU. 181-94.) Iskander's frame does not 
appear to set any boundary between either the text or the world at large. 
There are more than enough internai boundary mechanisms to compensate 
for the lack of a defined opening (see IO.M. JlOTMaH. CmpYKmypa xy,n,o'Meecmse,,,,ozo 
meKcma (MocKBa: HCICYCCTBO. 1970), 112) and ev en reinforce the illusion of 
unhindered traffic between the t wo. 
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lion of the original reversai perpetuates it, lending to the relay

situation a permanent immediacy. In Chapter One, the first relay 

exchange between Sandro and the author interrupts a tale already 

in progress (1979: 18). In Chapter Two, their first face-to-face 

encounter is proceeded by a series of delays: the author has diffi

cully placing the old man's name and finding his house; once there, 

he first hears a disembodied voice from a darkened veranda, first 

glimpses a seated, then standing and finally mobile Uncle Sandro. 

What is more, Sandro tells no tale whatsoever at this first meeting

-that too is delayed until much later in the Chapter. AIl of these 

delays are commented on by the author; ail echo the opening re

versai gambit of the Sandro stories; ail are reflected in the basic 

discourse structure of these tales: the sub-clause of Sandro's indi-

rect speech precedes the author's antecedent clause. In simple 

terms, a tale will first be recounted for him, and then towards its 

end incorporate sorne brief indication of the 'original' relay

situation. 

Among the more complex examples of this strategy stands 

the chapter devoted to Sandro's first encounters with Stalin. "nHpU 

BaJlTaCapa" takes Sandro as what Booth variously terms an 

"undramatized" or "unaknowledged narrator," a "centre of con-

sciousness" or "third-person reflector." 1 Most of the details and 

perceptions of "nnpu" can be easily traced to Uncle Sandro, and the 

tactic is shored up by a citation-epilogue appended to the whole: 

1 Wayne C. Booth, The Rhetoric of Fiction (Chicago: University of Chicago 
Press, 1961), 153. 
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06 noA n"pmocmeHHoA HOII" 1UIlUI CaHllPO HeollKpaTlIo paccKaJLlBélJ1 
llPYJbJlM, a noc.ne JlB3 lluaroro CLeJ.llil u npocro JHaKOMHM, .406awtM K pac
CKaJy CDOH OTpOIJOCKHe He 10 B"lIeHIDl, lie ro BOCnOMumUUlR. [1979: 2291 

From pointing out that this particular relay-situation is itself sub

ject to repetition, the epilogue then has the source-narrator repeat 

in his own words a key detail (the gun slipping from bankrobber 

Dzhugashvili's sloping shoulder). Recurrence has come into its own. 

Stalin's feast scene would make a fascinating study of non

concurrence on U spenskii's various planes of point of Vlew. That 

the evaluative plane is governed by the author IS seen in his 

manipulation of Stalin's inner thoughts and such external details 

beyond Sandro's ken as the rivalry among the tyrant's henchmen. 

The author's dominance of the phraseological plane reveals itself in 

the Homeric catalogue of food and drink (1979: 200), in the lyric 

evocation of Abkhazian folksong (1979: 201-202), in the satiric 

pedantry of dubbing Stalin the "epicentre of love" (1979: 199) or 

noting the "democracy of food" and ""Jespotism of drink" (1979: 

200). But the spatio-temporal plane is unquestionably Sandro·s. 

This is especially evident as Lakoba cornes to dis play his marks

manship. Il is Sandro who notices the detaits that make this 

episode so harrowing: the target squeezing his chefs hat, the 

marksman's face turning to stone as he takes atm, the "something 

yellow" that spatters over the cook's face when the egg is success

fully hit (1979: 215-17). From the standpoint of the present dis

cussion, it is the spatio-temporal plane that establishes Sandro in

ternally as the original source, adding one more level of redun-
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1 .. dancy or recurrence to the multiple relay-situation described 

above. 1 

"BHTBa Ha 1C01l0pe" follows precisely the same pattern. Once 

again, Uncle Sandra serves as the anchor on the spatio-temparal 

plane. Here the anchoring is marked by such means as turning the 

wtly rogue into a narrative topographical centre: every persan 

present at the Mensheviks' recruitment meeting, for instance, is 

physically placed with direct reference ta his, observer's position. 

Ta his left sits a mounted peasant who, unmoved by the oratory, 

picks fruit; to his right stands another stranger; these, their only 

identifying features are constantly repeated as the two repeatedly 

interrupt the proceedings (1979: 92-99). The strategy is further 

highlighted as Uncle Sandra cornes to spy on the Mensheviks' secret 

weapon; the author steps out of third-person scene painting when 

"OH BUlleJ1" suddenly veers off int,' "rlle BHllHeeTcH" (1979: 101). The 

standard temporal shift ta historical present is not, however, de

veloped; instead it is dropped for a retrospective summary of Uncle 

Sandro's laying his plans, after which the author steps directly 

1 Rassadin notes the divergence bctween Sandro's Impressions of and the 
author's commentary on the banquet scene. Its ultimate effect, in his 
opinion, is to impart a "certain, most peculiar ... charm" to S talin, as a viable 
aesthetic figure, an individual with at least the remnants of a common 
humanity, as "the incarnation of absolute power" with as yet thankfully 
untapped reserves of cruelty (CT. PaccaJlHU. -nOCJ1eJUlHR '1ereMeu,· H061la MUp 1989:9, 
c. 233, 232, 235). Iskander's own description of the origins of the episode 
makes the deliberate segregation of both components clear: he carefully 
questioned eye-witnesses and found that, in many cases, -.wru 'IellOBelC 
BOCXHwaeTCII .D.eTaJ1LIO, a TbI, JamOlaJI npoTHBOnono:&:uylO nOJHUHIO, BIiOCHllll> B nOUHMaUHe 
ŒaJallDOro CBOH 1C0ppelCTHBbI. nORBIlRCTCII BOJMOmJOCI1, BlCIlpoHJBOCTH œ6ll1'He .D.OOOllLUO 611HJ1C0 IC 

TOMy, KaK oua npoHCXO.llHllO ua aL\lOM .llelle. ( • .llew. "':HJUH OT.lle.IlHTL OT UO'lH: liece.D.a c 
nHcaTel1eM CDaJHJ1eM HCIWI.llepoM,- Jan. Oller .llomKemm. B c6. Xpo"ozp~: E~ezo4"u" 89 
(Mocua: MOCKOBCKHR pa6o'lHR, 1989), 49-50). One is reminded of Solzhenitsyn's 
"aesthetic investigation" for a truth, as he sees it, beyond the reach of the 
historian; specifically the scrupulous reproduction of documents and the 
undisguised authorial rhetoric that surrounds them. 
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forth to tease the reader with a rhetorical '"Ho qTO ~e OH YBHlleJl?'" and 

the immediate answer "OH YBHlleJl .. : to expose the playing with fonn. 

The suspiciously high incidence of verbs of perception then moves 

into an outright excess of, to coin a phrase, 'verbs of conclusion': 

".llaM CaH,llpO cpé13y :lICe 1l0ra1l3.J1CR," "1lRM CaHllPO npHIlleJ1 K BUBOllY, " "OH Tyr :lICe 

Coo6paJHJI," "Tyr 1lJI1lR CaHllPO OKOHQaTeJ1LHO paCKyCHJI Ha3HaQeH~ le" and thence 

into a redundant series of 'he thought,' 'he knew,' etc. (1979: 101-

102). From this platform the text proceeds into an analogy, drawn 

by the original thinker, between his observing the weapon builders 

and God's observing him in the act (1979: 103), whiei! prompts the 

relay-thinker to offer his own... observations on... observatIOn 

(1979: 103-104)--a gallery-of-mirrors tac tic made marvelously 

specifie the better to underscore the original observer's function. 

When at long last Uncle Sandro is shown to be the oral source of 

the tale, the revelation once again insists on its multiple repetition : 

Ho nOTOM, KOrlla TaHK (HllH qYllHllle? HllH 6poneBHK? HJlH KpenOCTh? 
1Ul/lIl Ca1lJ!PO e20 ece 8pe.MR HCl3b16aem m-pa:JHo.M)'), TaK BOT, KOrla OH 
paCKaTHJlCJI [ ... ] [1979: 114; italics mtne] 

Reduced to its essence--portraying the relay-narrator as lis

tener to his various sources--the relay-situation can be and IS 

evoked ad infinitum. The author-narrator can and does insist at 

every opportunity that he is the best of listeners. Early in the 

novel, this prompts his first independent exeursus into his own 

past (1979: 31-32); later i t can be alluded to as his sole claim to 

attention from a highly-placed secret practitioner of the art of 

story-telling (1979: 475). Later still, in Chapter 24, his relation-
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ship with the loquacious Marat is demonstratively based on the 

infinile capacity of both 'sender' and 'receiver': 

B 're BpeMeHa ft eMy IIPaBHJ1CR KaK XOpollIHA: c.nylliaTeJ1L ero nKJ60BHUX 
npHIŒmeRHR. ~M npHKJ1l0QeHIDIM He 6WlO RH KOHua RH KpaJI, a MOOMy 

repnemllo c.nyllIaTe.1Ul He 6wto rpaHHU. [MernpamAb: 381] 1 

By the same token, especially in the case of Uncle Sandro, the 

source can on his or her own inWative, or in the estimation of other 

characters and the author-narrator, be said to be the best of tale-

tellers. 2 Both aptitudes are declared, qualities not 'shown' but 

'tald,' and as such amen able to condensation for re-telling. Thus 

Uncle Sandro, reduced to the quintessential story-teller, can be 

conveniently evoked in a chapter he has played no direct role in as 

seated at sorne distant hypothetical campfire recounting 

IOnoYQHTenLHLle HCTOPHH IO from his life (1979: 521).3 Throughout the 

navel the actual proportion of the stories that can be traced, if only 

indirectly, to him decreases markedly, a many-faceted process that 

embraces the introduction of omniscient narration proper, the 

author's usurping more and more text space either to digress on 

1 The reference is to (l)aJHJlb HCKaH.llep, -MaJleUbIŒR rHraUT 60J1blllOrO ceKca, B KU. 
MemponoAb: JlumepamypllflU aA6MWlax, pel. B. AKœuoB H .llp. (Ann Arbor: Ardis, 1979). 
2In his own estimation, to cite but one of countless examples: -LLlJl.llll Cau.llpo] 
pelllM. 'fi'{} .lleTJlM 6Y.l1eT nOJle:mo nOCJlylllaTb pa<n.:aJLI 0 ero nO.llBHrax, .!la H ue KaXIlLIR .lleUb It 

UHM JaBOpa'lHBéleT TilKOR rocrb, ltaK CaH.llPO H3 qereMa- (1979: 19). As appreciated by 
others, see the otherwise gratuitous passage detailing Uncle Sandro's 
services to "junior scholars" writing their candidate's dissertations on "the 
dccay of the Abkhazian nobility"; he enters their bibliographies as 
-npecrape.rlLIA O'leBH.lleu paJJ1o:lKelIw" (1979: 34). 
3The strategy of evocation is applied to Uncle Sandra regularly throughout 
the nove!, allowing hlm to hover over its entire length as a slatic but 
powerful presence. Nowhere is he shown actually performing his prime 
function of tamada or master of table ceremonies (itself a ritualized emblem 
of story-telling, as will be seen below). The author points this out in an aside 
which argues that to do so would be as blasphemous as portraying God in the 
act of combing his bcard (1979: 554). 
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literary, political and other matters, or to deal with his own affairs; 

and last but not least the rise of several other story-tellers, either 

proclaimed masters (Marat, Abesalomon Nartovich, to a lesser 

extent, the Oid Khasan) or popular amateurs (Tendel, Bakhut). 

This is external, cross-character recurrence. It produces a 

series of protagonists not sharing but redupli.cating a core feature,

-in this case, narrative talent. Such reduplication, a function of the 

aggregate mode in Iskander, is possible precisely because the rc

curring feature is a proc1aimed one, nudging each of its bearers to

wards the pole of 'type' and away from that of 'character' on 

Bakhtin's seale of author-hero relationships.l Put another way, 

eaeh of the many tale-telling protagonists of Sandro is in this 

funetion a variation on the primary theme of endless narrative 

activity. 

To the extent that a particular protagonist approaches the 

inert but reproducible 'type,' his or her own traits are subject to 

reiteration. 2 Hence the network of internai eharacter reeurrences 

1 In • ABTop H repoR,· the distinction hmges on the author's attitude towards his 
hero. He relates to the character as a personalistlc whole; an indepcndcnt. 
vibrant. conscious and resilient whole launchcd on tus own cognitive 
odyssey through an unfolding universe that he himself cmbraces. The type 
emerges from an authorial stance that IS profoundly remote from an 
entirely different whole. that of an "evaluatively dead" depicled world. The 
type is only part of this inert whole; he IS moreovcr defined, evcn 
thoroughly circumscribed by il. (151-52. 159). The categories partakc III the 
larger opposition between langue and parole. the Saussurean dialogue to 
which Bakhtin devoted so much of his polemical energy. The former to hlm 
embodies the systemic features of a monolothic artlfact; the latter i'i 
materially involved in the relauvistic process of becommg. To expand' 
characters are unique, irreducible and dialogic; types are reduclble, subJect 
to repetitlon and monologic. 
2The type corresponds to the actant only in so far as i ts semantic features 
can be detached from a given figure on the text surface. In the present 
instance, the many story-telling types share the actantial function of 
subjects of their various narrative predicates. senders of their vanous talcs. 
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in Iskander, their leitmotifs. Of central importance to the relay 

frame of the novel, its declarative base and multiple re-incarna

tions, is the leitmotif of voice. 'Voice' in its simplest, physical sense, 

that is,--vocal power, the bigger the better. 'Stentorian' (3Ll'lHLlA) is 

the epithet favoured by Iskander and applied regularly by him to 

not one but two characters, Uncle Sandro and the exuberant Tendel. 

Il is decibel capacity that l'ncle Sandro boasts of almost from the 

outset (second only after amorous prowess and a talent for hospi

tality). He claims he could knock a man off a horse with it in his 

younger days and bases the second tale of his life--the encounter 

with Menshevik marauders--on the claim (1979: 14-23). Once 

established, the trait is alluded to sporadically ("Cllep)KaHHLlA, HO 

CHnbHLlA My)KCKOA romx-;" 1979: 26; "rpoMoBLlM ronocoM" 1979: 77, "3Ll'lHLlM 

ronocoM" 1979: 372, etc.). Then, unaccountably, it fades. In fact, it 

is transferred to the ebullient huntsman Tendel, who IS invariably 

loud, invariably ribald, and forces men to reel in their saddles right 

before our eyes (1981: 98-99).1 

But predication presupposes sorne fonn of tranSltlvlty (Greimas, Sémantique 
structurelle, 133), and transitivity is an active, teleological category: "That 
shared characteristic is related to the teleology of the fabula as a 
whole."(Mieke Bal, Narratology: Introduction to the Theory of Narrative, 
trans. Christine van Boheemen (Toronto: University of Toronto Press, 1985), 
26). As will be seen below, it is difficult to discover in Sandro any intention 
or activity related to any figure other than that of the author-narrator. 
Rather the type, to return to Bakhtin's definition, is a passive category; 
composition ail y, it may function as a narrative subject; on the deeper level 
of "aesthetic" or "cognitive activity," it tends towards the status of an abject 
(6a.xTHB, -ABTOp H repoA, - 159-60). 
1 In the 1986 film '"qereMclŒA ;'leTeUHB, - a minor but unforgettable character 
from the novel, Tsurtsurmlia, makes the boast (see belaw, pp. 140-41). Here, 
however, Tsurtsurmiia is not an urban retail specialist (rOBa po BU), but an old 
kolkhoz membcr. Sandro himself is entirely absent from the film: Prince 
Ol'denburgskii's binoculars, transformed into a -rJta3HaJI rpy6a," are said ta be 
in the possession of "one of our boys"; Bakhut borrows the instrument to spy 
on bathing beauties, as did Sandro in Chapter 14; Sandro's daughter Tali's 
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Still the impression remains, and is supported throughout the 

many twists and turns of narrative mode, that the many stories of 

Sandro are, as the cri tic Eventov called them, "PacCKa3L1 OeJlHKOrO 

TaMaJlY".1 The same figure in the same function prompted Vail' and 

Genis to ignore the equally prominent role played by the relay-

narrator: 

CaH/(/JO U3 qele.Ma -- npo3pa'lHilJI KHHra. [ ... l eR 60JlLllIe (ly nOllXOlUiJla 
ycmaJI ~H3HL. KaK XO.1OlCe HacpellllHUY. HeT conp<>THMeHIDI MaTepHél.I1a, 
HeT uanpJl~emtJI 1JreHHJI, [ ••• ] Ja KHHrOR He BH.llHO aBTOpa. 

Bne'laTJleHHe 'IilKoe, Ifl'O CCJJI/lPO U3 l[efP.MQ, He HamtcaH, a JaIlHaUl.2 

The tamada presides as mas ter of ceremonies at the elaborate 

table rituals of the Caucasian peoples. There the toasts are justly 

famous for their eloquence, no less than their length. One toast, re

produced indirectly in Sandro, hints al the narrative potential of 

this pre-literary genre. Tengiz drinks to Uncle Sandro's health: 

TOCT ero CHalfaJla C 3nH'IecKoR Me11.11HTeJ1LHOCI'LK> oxnamBaJ1 JKHJHL llIIJlH 
CaHllPO B ueJIOM, a nOTOM, KaK CTBOJl llepena ecrccrBeHHO pacreKaeTCJI 
~HBOR 3e.T1CHbK> BCTocA, (lW1 OJKHMCH MHOrHMH 'IacfHLlMH nolq)06nOCTIIMH. 
[1979: 293] 

This branching encomium captures both the wandering structure of 

Sandro and, as will be seen below, its static characterological base. 

Victrola is transferred to Tsurtsumiia; his picaro's riposte -rJle cnpRTan, TaM K 
uawen- (1979: 445, where it caps his outwitting of a dog-lover whose prizc 
hunter he has hidden for blackmail) is appropriated by Bakhut, who hldes 
the new kolkhoz chairman's prize cow for similarly roguish purposcs. His 
arrest and incarceration for the murder of an ab'iconding bookkccper, is 
excised from the episode involving the skcleton found ln the prayer-trcc 
In a word, Uncle Sandro, as a 'type,' can parcel out his typical, dctachablc 
features to any number of equally typical protagonists. CQere\1CKHA JleTeKTKB,· 
produced by Mosfll'm/Gruziia-fil'm, 1986. Director Alcksandr Svctlov, script 
by Fazil' Iskander. Reviewed by AtulpeA JoPKHR, ".llereKTHB, uo '1ere.\1CKHA: C08emcKua 
3KJKlH 1986:17, c. 10-11.) 
13aeHrOB, -HaxaJaBHe CMexOM, - 202. 
2BaAJ1J, H reBHC, -CTaJJHH ua '1ereMCKoR Jlopore, - 167-68. As to Khodzhc Nasreddin, Mr. 
Iskander himself compared the Persian picaro to Uncle Sandro at our 19 
March 1988 meeting in Moscow. 
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Moreover, it claims the attention of aH present: to solve the 

"dualistic question" of whether or not a "late lamented" can appre

ciate the great tamada's efforts at his or her wake, to confirm mi

nor details in the old slacker's work history, or simply to support 

with a chorus of nods and congenial murmurs. The choice of an 

indirect mode for its re-creation is motivated in part by the need to 

highlight and orchestrate this communal setting and its universal 

participation. 

Now Uncle Sandro, proclaimed as "BeJ1UIJaaw[H9] TaMall[a] Dcex 

DpeMeH H Hapolloo" (1979: 223), can be said to preside over the cele

bration of community that is the prime impulse behind the novel 

which bears his name. Communal breakings of the bread abound 

throughout the work. There are perverted instances: where cere

mony becomes repressive ceremoniousness, as at the "End of the 

Goatibex Affair"~ where corrupt officialdom threatens to poison the 

atmosphere, as in the tableside encounter between Kiazym and the 

thieving Timur ("BpHrallup KJlJLlM"); where Stalin spices the food and 

drink with fear ("nupLi BaJ1TaCapa ").1 And there are genuine gather

ings: to celebrate the return of Tendel's grandson (Chapter 16.b), to 

mark Uncle Sandro's recovery from a pratfaH (Chapter 10), to 

salute Tali's victory and/or bemoan her abduction (Chapter Il), to 

pave the way to family reconciliation beneath the trees ever pre

sent in Iskander (Chapter 21), to signal the making of ethnic peace-

1 Vail' and Genis base their analysis of the opposition between truc camival 
and ils ersatz Soviet substitute on the Belshazzar incident CCTaJlHH ua '1ereMClCoA 
AopOl'e: 154). For a major compositional raie played by a perverted banquet 
outside Sandro, see the capitalized Table in -KPOJlHIŒ H Y.IlaBY" and the 
insightful commentary of Vasiuchenko (-.llOM ua,! nponaCTLlO, - 202). 
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_._- ------------------------------, 
-on the hood of a parked truck (Chapter 17), or for no apparent 

reason at ail (Chapter 25). As Ivanova puts it: 

3a 6eCKOHeIJHUM JaCTOJ1bCM MHHOIO B orpoMHLlR pOMaH HCKaHllep 
yGlmfBaeT H tYHKUHOHepa, H KpecrLJlHHHa, H KOCMOH3.BTil, H xY llmKHHKa, H 
Koteuapa, H JKypHanHCf3., H OOJlleJ1bHHKa-6anarypa, H CrulHHa C oopHeR H 
JlaKo6oR, H TaHUOpoB HJ a6xaJCKoro aHcaM6JU1, H BoPOlUHJ1ooa H NL'UOllIKy 
CaHllPO·1 

The family feast celebrates and consolidates kinship ties, one 

of the major paradigmatic links at work in the novel. What is 

more, it humanizes time itself, giving each member a place in the 

changing generations: 

HaM He06xOllHMO BpeMJI OT BpeMeIDI c06HpaTbCJI Ha ceMeAHLIX TOpJKOCTnax, 
llT06u lIepeJ 01lHHaKOBWi I.IBtrr Hamero HanHTKa BHOBb nOlJyucTIJOBaTb lIawc 
KpoBHOO POllCI'BO H BHOBb YBHllCTb TeX nlOlleR, OT KOTOpUX MLI HllCM, H TeX, 
111'0 H1I.YT Ja HaMM, 1JT06L1, npolJHO 0r03HaB cooe MOCTO DO BpeMCHH, noqyoc
THOnan œ6J1 3BeHOM [ ... ]2 

The smaller counterpart of the banquet is the one-on-one 

tableside encounter at a café. The two are specifically contrasted in 

the second chapter, "L{Jl1lJI CaHllPo y ce6a 1l0Ma," as the great tamada is 

called away from a private conversation with the author to appear 

at a more populated function: 
-- MJBHHHTe, lloporOR, HO KOMnaHHJI JKlleT, -- 1l06aBHn M0J10110R 

1IeJ10BCK MHponroHoo, HO TBePllO 06pawaHCb KO MHe, KaK 6L1 llaBaJI JHan, 
IITO 6Wlll 6L1 6eJyMHLlM paCTOIJHTenLCT80M TpaTHTL llParoucHHLle CHnLl 
BeJ1HKOrO raMam Ha OllHoro IJeJlOBeKa, Kor lla cro JK1(YT JKaJK1lYWHe MaCCLl. 
[1979: 45] 

Elsewhere, the boardwalk café, coffee and cognac stand as substi

tutes for the communal feast, the .. nerKHR ropK>IJHR MaTepHan HaUIHX 6ecell" 

(1979: 41). 

Banquets and cafés can be symposia for storytelling by any 

and aIl present, and the twice-told tale IS a joyous celebration of 

1 HII3lIOBa, ·CoH pél3yMa po~eT '1Y.llOBHW· (1988), 4. 
2œaaHJlL HCKaH.llep, .. .llpyr nopoKy, Bpar ce6e: 0 Mepax no 6opL6e C JlLJlllcrBOM. BIiCKaJLlBallHe,· 
Tpy,l 7 .llea:a6pJl 1969, 4. 
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1 communality, of shared knowledge and neighbourly ribbing, inter

ruptions and ev en corrections. Kiazym's neighbour Bakhut fusses 

and fidgets throughout Tendel's story of how he won his bride, 

now his wife of many years, ever ready to interrupt with a de

fense of her family's honour in that long past episode. Other 

neighbours interrupt to debate just how far Tendel's horse, like 

Baron Münchhausen's, galloped after the stomaeh was ripped out of 

il. When Bakhut's discomfort is notieed, he is graciously granted 

permission to repeat a story familiar to every guest at the table, 

so much so that the host is able to supply its sequel ("Bpurallup 

ICJlJUM").l Tengiz supplies the first half of Sandro's tale of his fishing 

expedition with Stalin, intervening, when Sandro takes over the 

narration, to provide an insider's view on points of NKVD protoeol, 

just as Sandro had interrupted him to jog his memory on other ne-

glected details. Other members of the audience jump ln to clarify 

Tengiz' exact eonnection with the NKVD and i ts suceessors, to 

protect--but only after the fact--the innocent ears of unmarried 

girls subjeeted to overly exuberant descriptions of und~rwear; an 

offlCÎOUS neighbour, known only but appropriately by his official 

tille of "retail director" (JaoMar) manages after several thwarted 

1 In a 1985 interview Iskander explained the oral source of this tale (1981: 
111-115). At the bcdside of a sick relative in the Abkhazian countryside, he 
sat through a "rather boring story" and was rewarded for his patience by 
"one pcrfectly epic phrase": -lIy. ou MOIO K.yK.ypy3y ue CTaJ1 B3BeWHBaTl., nOBepHJ1. li JI 

B311J1 ero BHUO ue 1I0np06YJl: As to its Iiterary re-working: -Bee pa3M0T3J10Cb H3 O.lUloA 
3TOA tpa3b1. oua ,lI,ilJlél 3B)7C. A XY.llOIllHK.y .aaA TOJlbKO 3B)'1C. BCe ocra.,rILuoe .- .lleJ10 TeXUHKH H 
uennoxol'o 3UauHJI TOR :&alUH. KOTOpaJI BXO.llHJ1a B reC5J1 C MonOKOM MarepH. - (-I(OpoTKO, DO De 
KOpO'le HCTHU": 36). Similarly, the character Kiazym, especially his 
commonscnse opposition to Soviet bureaucratic tyranny, owes much to a 
"phrase" overheard in childhood: -Be.llb K~aJ1 Tpa.BHUKa .• 3TO CK.OT- (ibid., 37), 
reproduced verbatim in the novel (1979: 599). 
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attempts to slip in something of his own eternally reiterated ac

count of the trial of Georgia's NKVD chief (".llRlVI CaHllpo H erG m06HMeu"). 

When the author-narrator forgets a "subtle detail" in the somewhat 

less than subtle tale of a man's exploding from drink, he must for

feit his narrative tum to his erstwhile enemy, who is only to happy 

to step in (1979: 520). Here shared narration cements the new

found peace between them. 

It is this recreation of on-going and hence interruptible 

storytelling, supported by an author's frame that never recedes so 

far as to prevent his frequent, timely reminders of a communal 

setting,--this 'oral,' immediate present that permits such rapid 

transition from incident to episode, and ultimately works to justify 

the prodigiously haphazard nature of the novel's structure as a 

whole. 1 The cri tic Eventov compared Sandra on this very oral 

basis, with Belov's "B0J10rOllCKHe 6YXTHHLI: as a "MHOrOCJlOBH[UR] CKaJ C 

paccyJKlIeHHRMH. oTCTynJleHHJlMR H 06MonBKaMH. "2 Thus, when U ncle Sandro 

chides his wife for failing to appreciate the higher significance of 

his lifestyle: 

Til 110 cm nop He MOJKemL nollJf1'L. KaK ~'TO BaJKHO l(J1R JllOlleA. IJT061l OIlH 

Beceno, C YMOM. He CIlema enH, nHJ1H, CJlymanH MOR paCCKaJU H Huor.zta 
caM1t KOO-1fl'O BCTaBJ1RJlH, ecJ1H Y HHX ecTL '11'0 OCIâBIfI'L ... [1981: 27] 

he points to the macrostructure of the work which bears his name: 

a core of interruptible tales by a garrulous old man. 

lIvanova discovers the principle in the story "SOraTYA nOpTUOA H XHpOMaUT. 

which she sees as "lwMn03HUHolWO BLlCTpoeUUOM KU lcruYA pacca:il3 B paccK33e. 01' Ko~ro 
OTBeJ'BI1JOOTCIi HcropHH H 6aAKH .llP.YI.:HX paœKa3'IHICo"," rCMex npo'!'HB CT~: Bee xe KU. TO"IJCa 
3pe11U11: 0 71fJ03e 7IOC.IleAJIUX Aem \MOCKBa: CoBef(l(HR mtcaTe.'IL. 1988), 143-44). 
23BeBTOB. "HanJaIlHe CMexoM," 202. 
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Oral illusion, discussed above in the sphere of relay-narration 

as the product of simple declarative insistence, enters into every 

facet of Sandro. In the author's domain it centres on an informaI 

tone of familiar contact with a reader counted among his peers. 

Ivanova extends the quality to aIl of Iskander's prose: 

y CI'aHOBKa Ha CJ10BO npoU3HeceHHoe npUHllHnUél.11bHaJI 1(J1R MCKaH.llepa. Ii 
paCCKaJN 0 qu.ce, U HOBeJ1nLl 0 lUllle CaJI.llPO coxpaHRK1I' CBeXOCI'b ycmoro 
CJ1ooa, opueHTHJ>OB3JIHoro Ha 1lO6poxe.rtaTeJTbHoro 1JUTaTe.rtR. [ ... ] Ha paoHLIX 
C 1JHI'aTeJleM, 1'0 6UUIb 00 CJ1ymaTe.rteM. n03UUHR co6eœ1lHHIm, pilCCKaJ1JHKa, 
He no,.,.a8J1RIOmerO CBOUMU 3HaHHRMU, a cnoKoAHo llenRmerOCJl CBOUMU 
Ha6mo,.,.eHHJIMH U ucroPHJIMH.1 

A later article hints at the composition al consequences of this 

relaxed orien tati on: 

AIrfOP KaK 6yltfO numeT cooR poMaH ua rnaJaX y 1JUTaTe.rtJl [ ... ], BC1YI1aeT C 
HHM B repneJ1UBLle OTIIOmeHHJI [ ... ]2 

One of its most prevalent surface manifestations is the series of 

mechanical transitions linked only by a casual "K.CTaTU" (see above, p. 

110), a mild assertion of his prerogative to present his material on 

the spur of a sudden recollection or even whim.3 This is Iskander 

adding an oral fillip to the Shandian digressions which were so 

specifically literary in Sterne. Where Sterne's playing with form 

culminates ln blackened pages, asterisks, swirling schematics, 

doodles and other typographical dalliances wi th a supreme 

bookish sophistication,4 Iskander's congregates towards 

l11aauOBa, -Ûlex npoTHI crpaxa - (1988a), 226. 
20ua :lKe, -Cou pa.1yMa POJK.llileT '1Y.llOBHm- (1988), 4. 

the 

3 According to Klepikova: -1 BOJ1hUOM o6pameuHH le '1HTilTeJ11O -- nO.ltJ1HBBaJI cB06o,lla 
aBTOpa BByrpH :a:aupa, l'.lle TOJIJ,KO ero BOJ1J1 H :lKeJ1aBHe cocraBJ\ReT CIOJKeT- (KnenHKOBa, -npaB,lla 
CMexa, - 187). Chudakova rightly associates this authorial freedom with the 
calm authority that is the bedrock of "serious prose" (1IY.llaKOBa, -3aMeuH 0 Jl3Ylee 
OOBpeMeWIOA npo3Y,- 239) . 
4 Laurence Sterne, The Life and Opinions of Tristram Shandy 
(Harmondsworth: Penguin, 1967), 61-62, 453, 576. 
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opposite pole, towards the conversational, almost chatt y f1avour 

that is his mark in trade. l 

Significantly, Iskander contrasts oral and written narration 

via his mouthpiece, the writer Zenon, in the "YTpaTli' chapter of 

Sandro. 2 Zenon has tried and failed to persuade his brother-in-law, 

a born story-teller, to put his tales down on paper. What stands 

out in the passage is not the somewhat inept plea that the two 

talents are incompatible, but rather Zenon's labourious justification 

for the attempt: 

qyB:I'BO .lIOJ1ra nepell HCKyœmoM TOJ1KaJ10 ero ua 31'0. OH CtIHTaJl aMOpartL
HYM ynyCKaTL XOTJI 6u OllHll waDe HJ cm, eotH 3TOT paCCKaJ1JHK nOTeH-

llHaJlLDO cnoco6eH caM on8caTh CU08 Bne1JaTJIeBHR nyqwe Hem. 1 ICHY: 78-
79]3 

It is as though Zenon seeks to apologize for having taken on the 

task himself. 

By Chapter 25 the casual digressions and equally casual extTÎ-

cations therefrom have reached their zenith. To quote only one 

example: 

... Ho JI CJllfWKOM .lIa.I1eKO O'IUwen OT cooero CIOXera.. JI HHKaK He Mory ero 
ClIlIIfIIYTL e MecTa. •• MOR CIOXeT 6YKCYeT, KaIC pyŒKaJI HcropHJI. H, oce
Tam, MY em CJlBHBeM 8 nORlleM ll3JlLlIIe, 860 ellHBCTBeHHLIR BHll WlacrH, 
KO'IUPYD MY npHllBJlH Ha JeMne, -- 3TO B11élCTL Hall CJlOBOM. 

1 According to Burlingame. "ail of Iskander's prose is characterized hy a 
chatty. informal style that contributes to its Mediterranean [?) quality" 
("Prose of Iskander," 162). Ryan-Hayes points to the satiric bcnefits VI" à vis 
the censor: "Because the plot lines of his stones rcsemblc yarns 1 J. they 
may masquerade as harmless anecdotes. This 1S, obviously. a u"cful 
technique in the creation of satire. as is Iskandcr's "ccmlngly 
straightforward narrative voice" ("Soviet Satire After the Thaw," 23-24) 
2Equally specifie is the passage which pOlOts out that Une le Sandro "had 
never read any other book than the book of his own IIfe" (6.llB,ll: 195) and has 
him interrupt his cousin Navei. reading aloud from Robmson Crusoe, wlth a 
series of yams. 
3The reference is to the collection KpoAUKU U YJla8fJ: npo:m TlOCJUWIUX Aem (\1ocICBa: 
KmœnéUI lla.laTa, 1988). 
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Hnue, JI omyCl'HJ1 CBOO TilICCH (OCJ1H 'lHTaTeJ1b BCJ10MHHT, JI npHeX8J1 Ba 

TaICCU), H MY C lIPyroM [ ... ] rt979: 537] 

To be sure, the passage retains its literary awareness of form; it 

even manages to encapsulate into it the literary terminology of 

"cIO:JCeT" (here: 'subject matter'). But it pulls as weIl against its own 

sophistication by immediately 'literalizing' on the topos to create 

the down-to-earth image of a tire-spinning, stalled plot, tosses in a 

passing shot at what wou Id now be called :moxa 3aCTOJl, literalizes 

again (the author with one hand on the wheel and both feet push

ing against the roadside gravel beneath his recalcitrant car-cum

plot). Finally, il cornes down hard by that now concrete roadside 

to return to another four-wheeled vehicle which is the subject-

matter at hand. The dazzling counterplay (literary/abstract vs. 

Iiteral/concrete) is grounded in and indeed precedes from a con

versational orientation. In effect, this is our century's version of 

the Karamzinian 'middle style' of the early nineteenth, a compro

mIse between overbearing bookishness and undermining folksi

ness. Il takes as ils base the educated medium of the salon (now 

the Moscow kitchen?).l And it addresses as a fellow native-

speaker of that middle style a reader who will follow its meander

ings to participate in the recreation of an apparently disorganized, 

ostensibly spontaneous exchange.2 Spontaneity is a key component 

in the oral illusion of Iskander. 

lIn Chudakova's estimation: Tmullu 3a.D'Ia 3TOR npo3Y [ ... ] npo.leMOBCTpHpOBaTIt eme 
OTIOO.&It ue HC'IepnaBBYe 803MOlUocrH .. IItIIIIlUIOR pe'lH- B l'aItOR topMe J1HTepaTypuoro 
.. pacata3YBaIIH.II; r.lle aBTOp BYCTYnaeT ItU (jy B poJ1H uenOC~JJ.CTBeUBOro UOCHTeJ1J1 TOro 
tllJUoTpOIIIIIIIOrO, BO rH(jltoro H ooraTOrO .. HII1'6J1J1IIrelD'Œoro .IIaYD (qYJJ.KO&l, "3aMe1'U 0 J13li11œ 
OOBpeMeIDlOR npooy, - 239). 
2From a somewhat different perspective. fellow-poet Chukhontsev described 
the lyric-lof Iskander's early verse as a "BeceJ1YR C06eceJlUHIt, - KOTOpYR. Kalt HCTYR 
IO~, C 6cSm.WHM, MO:JteT (jLrl1t, Y.lIOIOJUoC'I'BIIeM pila:za3YBaeT, 'leM C.IIywaer" (OJJer qyxouueB, 
"::no MY!: IOuocnu. 1962:10, c. 80). Lench, in a fclicitous turn of phrase, described 
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Hence the many 'by-the-bye' transitions. 

ently irrelevant information: 

To insert appar-

KCTTUJ1TUL, no paoocaJy NI1lH Cawqx>, :nu CilMOO .IlOJ1m1œmoe JtHUO, K 
KoropoMY OH 06pamaJtCR co CBOHM npeN10~eHHeM, He BCTaJ10 C MOCTa npH 
ero nOJlRJ1eHHH B Ka('jHHeTe, a ~e He 'OCTaJt0 C MecTa, KOr,lla OH yxOllHJt. 
B03MOJICIIO, roBOpHn JlJWI CaJupo, OH 3THM XOTCJt nOKaJaTL, '11'0 o'lem. 
npo'lllo CH.llHT Ha CBOOM MecI'e. [1979: 33; italics mine] 

KCTTUJ1TUJ, èDflOpR, KpoMe 1faCOB B Te ro.llN, Kax JuaK MacrH, Ha'lHllaJ1H 
BXOlntTh B MO.llY qecyqeBye K.HTeJUI. Tax IJTO HeKOTOpue qereMIIH, KaK H 
~HTeJlH ,IlpyrHX cen, craJtH IIIHTL œ6e 3TH CaMye KHTeJtR, qr06u Ha 
CBaJU,()ax HJ1H noxopouax B qymtX œJtax NUI HeJHaKOMNX nlOlleR CXO.llHTL Ja 
He3HaKoMoro HaqaJtLHHKa. [ ... ] [1979: 351; italics mine] 

to stray into nonchalant ruminations: 

••• HUfflepecHo, .MelltAY 11fX1'Il.LM, KOr,lla y Hac Ha KilBKaJe 0 KaxOM-TO 

qenOBeKe lfI'O-1U paœK33WJa1J1', OORJaTeJ1LHO HaJWJ3.IOT HaIlHOHiL1ILHOCTL. [m. 
22, ·.lloporH; non: 435; italics mine] 1 

to veer off into potent generalizations: 

HuTTlPpIDIO, 1f1O 00 IŒ 8peMfJJa H HO BœX crpauax, r lle PaœrpeJ1HBaJtH 
npHrOBOpellHYX K CMepTU, HX nOlfeMY-TO ucer,lla CTilpanUCL Paœrpe.rlRTL y 
CTeHU. KaJ8J1OCL ('ju, KaKaJI pa3HHua, r)le paCCTpenRTL '1eJtOBeKa, 
Hecnoco6Horo l' COnpoTHB11ellHI)? [1979: 134; italics mine1 

to wrench the reader from Civil War Abkhazia to Moscow and the 

present: 

KCTTUJ1TUJ, CKQ3l11Tl.6, npJlMO lW1p011IB MOero .IlOMa Ja BHCOKOR JCaMeHHOR 
creHoR HaxollHTCR Kaxoe-ro npe,llnpHJl'me l ... ] [1979: 104; itahcs mine] 

to recall someone else's tale: 

KCTTUJ1TUL, Ja6aBuyJo BeIIDt 0 JOl4IeJlPC paoocaJaJt MHe omH CHMIlaTH'IHNR 
apXHTeKTOp. [1979: 472; italics mine] 

Iskander's style as taking on the form of a "uenpHuy.wc,aeiluoro MOH0J10ra" (lleoHH,a 
llelft, "CaTlIPa no:rra; JTu.mepanrypHtIII Poccru. 14 0ICTII6pII 1966, 9). To Solov'ev, 
Iskander's famous digressions seek direct author/rcader contact: "lleJ1o r ... ) ft 

aBTOplXOM ~emUIIIH ooJ1ee reœoro H npllMOro (a ne TOJ1I>1CO onocpe4CTBOBallHoro 'lepe3 CIO:J(eT H 
repoeB) 1C0lrl'KTa C lIHTaTeJ1eM. [ ... ] Orcrynu OT ta6YJ1 ... ou coopyJCaeT BUyrpH npoHlBe.4eUHJI 
~y .4J1II BNCryI1J1eHHR" (ÛlIIOIloeI. "PaaD3 H em MeTaMOptoo ... • 187). 
1 The referenee is to the collection I1ptlJ4HulC O~aHUJf npa.3JlHU.ICa,: paŒlCa:J6I (\1oclCBa: 
~0J10.llaJI rBap.4HII. 1986). The passage actually pertams to a skaz scellon of 
Sandro, a tale recounted by "O.4HH H3 JacrOJuueB" who exchange narratives at a 
restaurant. 
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( to introduce a new twist in his own: 

A Me]lCj(J' f1/XJ'IUM, ecJ1H 6 .. crapH1l Xa6yr nocnymaJlCII CBOIO :lK.eny H 
BnpaBJJY [ ... ] noeXaJ1 6 .. npoOOJl3.TL CLlHa, MO:lK.eT, eMY y~OCL 6 .. CKil33.TL 
CBoe C110BO B caMOM ua'fane OOJtLWOR: JlHCKYCCHH, KmupéUI paJoopnynaa. Ha 
crpaRHIlax .. KpacHHX Cy6TponHKOB" [1979: 181; italics mine] 

to pull up short a rambling digression: 

BnpolleM, H JapanOpTOBaJ1CH [ ... ] [1979: 289; italics mine]1 

The result is an impression of "free improvisation, extempo

raneous oral recitation. spontaneous living speech" --the aurality of 

skaz 2 filtered through the 'middle style' and transferred to the 

author-narrator at the expense (as will be seen below) of his 

source-narrators. 

On the grounds of such author-based skaz (an anomaly, if we 

accept the mode's principal orientation on 'other speech'), Deming 

Brown paired Aksënov and Iskander as students of Zoshchenko and 

Gogol' alike. The anomaly centres on the contrast he draws 

between the 1920s usage, with its deprecating separation of the 

"implied views of the author" from those of his "eccentric or 

negative characters," and that of the 1960s. In its more modern 

form skaz was resorted to 

mainly as a sympathetic device, in which the narrator is not an 
alien individual implicitly disparaged by the author, but is rather a 
surrogate for the author, speaking, perhaps in an eccentric voice, 

l 'By-the-bye' would seem to be recognized as Iskander's trademark. See 
MuxaHn XIJe6UHKOB, "ICo3J1HK H Jle.ll}'wlta, MeXlY RPQ'IHM: nO~eBHe CDa3HnIO HClCélWlepy 
(1C.rJy(j 12 cryru.eB); J1umepamypHa112lJ3e17Jl1. 24 lIIIIIlpII 1973, 16. 
21.R. Titunik, discussing Eikhenbaum's Ohrenphilologie concept of skaz as 
"first dcfined in tcnns of the compositional role of the personal tone of the 
author" ID "The Problem of Skaz (Critique and Theory)," in ln Honour of 
James F erreJl, cd. Benjamm A. Stolz, Papers in Slavic Philology, no. 1 (A n n 
Arbor: University of Michigan, 1977), 278; italics mine. 
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but expressing, nevertheless, subjective vicws that arc very close to 
those of the author. 1 

In fact, the author/narrator intimacy struck by such means strips 

skaz of aIl but its oral illusion, its stylistic effect. Stylized skaz is no 

more than a compositional substitute for authorial discourse,-

Bakhtin cites the single-voiced practice of Turgenev,2 and in this 

sense, Iskander follows the Turgenevian model. In another, per-

haps, as weIl: the more self-assured ambience of "serious prose," in 

Chudakova's understanding, derived in large part from its resur

rection of the narrator as his author's "plenipotentiary" and im

pressed its discoverer as a wekome retuTn to the solid foots of 

tradition. 3 

Iskander's IS the self-assured chattiness of single-voiced, 

stylized skaz. When an interviewer remarked on his casual atti

tude to plot linkage, his response reveaJed a primary concern with 

striving towards his own "full inner freedom." If unmotivated 

authorial intervention results, it too aims towards unconstrained, 

direct author-to-reader contact,4 but contact of one specifie kind 

and in one specifie direction. Should the reader lose track of the 

subject at hand: 

1 Deming Brown, "Intimacy and Irony," 68-69. Later, in his Soviet Russlan 
Literature since Stalin, Brown seems to reverse himself: "Unlike many of 
his contemporaries, Iskander does not write skaz or otherwise attcmpt to 
distort or disguise the author's voice. His manner is direct, a<;surcd and 
genially conversational [ ... 1" There too he emphasizes Iskander's "informai 
style" (207). 
26axTHB. llpo(jAe.MM TI03T7UlICU JlOC17UJe8CKOi!lJ, 325-26. See also Burlingame's commcnts 
on the implausible similarity of source- and relay-narrators in -J1eTuHM )lUeM

("Prose of Iskander," 153). 
3QY.llaKOBa, "3aMeTKJf 0 IIJwce ooope.\lellHoR flpole: 240. 
4HCKa8JlcP. -nOTpe(iuocrL o'IHweUHJI- (HBTCpBLIO). 33. 
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npHJleTCR KOpoTKO HanOMHHTh. Boo6lIle, C 'IHTaTe.neM ny'lme ocero 
pa3roBapHBaTb KOparKO H rpoMKO, KU C myxOBaTYM. rpoMKO-TO y MeHJI 
nOJ))"IaeTC1J, BOT KOp<>TKO He lICerM. [1979: 534] 

Commenting on a fellow Abkhazian prose-writer, Iskander noted 

his "cmXOTBOPHaR J1erKOCTb nœx0J10rH'IOCKHX nepeXOJlOB DT OJlHoro MOTH83. K llPy

rOMy. "1 Aa in good measure, though. Light transitions must not 

"flutter"; rather they should resemble the "soaring of a mightier 

and more farsighted bird. "2 Spontaneity, after aIl, is only an illu

sIOn. The reality is control. 

Controlled spontaneity enters the fabula domain via the intri-

cate meanderings of Iskander's plot-lines. These form the fabula-

level counterparts of his famous authorial digressions. He seems to 

justify this tendency--explicitly as always, and on an oral basis--in 

the "YTpaTY" chapter. A secondary narrator is interrupted by his 

son: 

-- nana, 'ITO y Troll 3a npHBY1JKa, [ ... ] ueqHO TU HaqHHaellib paCCKa3Y
BaTh npo OJlHO, a noroM MJI JaHOCHT OOBCeM B .IlPyryIO cropouy? 

An omniscient author supplies the justification: 

OH 61iJ1 npHpo:JKJleHHI:lM paCCKa3'1HKOM, H BeT8HCTOCI'b ero paŒKaJOB TOJ1bKO 
nOJlqepKH83J1a nOJlJ1HHHOCTb caMoro weB3. :JKH3HH, KOTopoe OH on HCNBaIl. 
[KHY: 78] 

In this Iight, oral illusion would seem to account as weIl for 

the 'stop-and-start' nature of Sandro as a compilation: the task of 

maintaining a continued and palpable 'presence' of a 'teller ID the 

tale'--whether it be the source-narrator of a relay situation or the 

chatt y author-narrator seen above,--can perhaps be se en to restrict 

the volume of the tale itself. By way of an extreme counter-exam-

10U .'lKe. -06 aBrO~, - B KlI. .ll.'lK. Axy6L1 IieAlla o;n1l6: PaccICQ361 U TlOBeclT/U (MocKBa: 
û>BeTŒHR nHeare.su., 1972),222. 
2Ibid., 223. 
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pIe, we cOllld point to the works of Iskander's contemporary, Yuz 

Aleshkovskii who, chronologically at least, echoes the expansionist 

impulse demonstrated in the author of Sandro. From such smaller 

works as "HHIwnaR HHKOnaeBHtI" and "MacKHpoBKa" (published by Ardis in 

1980, after years of circulation in samizdat), Aleshkovskii pro

gressed to the more ambitious efforts of KeHZYPY, PyKa (1 9 ~ 1) and 

CUHeHbICua CICpo.MH61a ruaTTJ01leIC (1982). He adhered throughout to a 

well-defined skaz form, one oriented on an utterly 'alien vOlee' 

(1fY::lKoe CJ10BO) distinct in social collocation, lexieon. syntax and even 

ribald choice of theme, from the literary norm traditionally associ

ated with a more neutral, self-effacing author's 'word.' What is 

more, he limits himself exclusively to the skaz mode. eschewing ail 

surface manifestation of the author's voice. KeHzypy and PyICa, how

ever, do not bode well for the possibility of sustaining such 

unadulterated skaz over the longer period of qovel length: the nar

ration frequently stalls into self-repetition (entirely distinct from 

Iskander's deliberate redundancies), overuse of skaz tag-words 

such as rOBOplO, ronopH'l', Bnp01feM, BOT Tyr-TO and others enshrined, of 

course, by Zoshchenko before him. Analogous to Zoshchenko as 

weIl is the choppy syntax, use of the historie present and. to a 

lesser extent, malapropisms based on ill-digested Marxist rhetoric. 

KHuza 1lOC.Ilejfflux G./108 (1984) strikes a structural compromise between 

the length-limited skaz and the expansionist impulse behind larger 

forms. Like Sandro, it is a compendium of many ~eproduced tales. 

That, however, IS as far as the similarity goes. Curiously 

enough, Iskander's work, for aU the universally recognized mastery 

of its relaxed conversational tone, makes only moderate use of pure 
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skaz 1. Only one, late chapter--"BapMen AJlryp" _ois based entirely on 

the more traditional use of the device. A segment of the chapter 

")loporH," that published as "nbHHYe Ha ~opore"2 is recounted entirely 

by Uncle .sandro, as are snippets of Chapter Two (the baule be

tweeD the shepherd and the month of March,1979: 36; the lesson in 

blood vendettas and modern justice, 1979: 38-39; God and river 

desecration, 1979: 43-44), of Chapter 28 (the Big Snow, 6.llB.ll: 174-

75 3; Kunta and his pipe, B.llB,lI: 183-84; the Baron Münchhausen 

animal yarns on bees who eross bridges and cows who unwittingly 

suekle fish, B.ll6.ll: 188-89, 195-97). The style is unquestionably 

oral, in that such passages lack the play with bureaucratie, Marxist 

and pedantic Jargon that frequently distinguishes Iskander's 

authorial narration whenever it enters into open confliet with a 

character's discourse.4 Nevertheless, these tales lack the lexical 

lin an interview. Iskander seems to explain his deliberate avoidance of di
alect and self-confinement to the lexical literary norm: 

-Koue'lllo. (iLiBaeT npHRTUO TpllXHyTb BOlfIe yxa reUHa.J1LuylO KonHllKy ,lIaJ1J1 H. MO~eT 
(iLiTh. Ue'JaMento Hl uee BLn'pllXUyn. JOJ10T0e CIlOBQO. [ ... ] nOlCll npe.lll10'IHTaIO 1I03.a.ep~HBaTI.cJI. 

[ ... ] OTuoweUHR nHcaTeJ1R It R3L1KY .40Jl~O (iLiTL TaKoe. ltalt eCl1H 6 .. BUyTpH 
xY.40:lKecJ'aeDUoro npoH3Be.4eUHR .4eACTIIOBa.J1H ABe CHJ1L1. flepBaJI CMa -- ueuTpoCTpeMHTeJlLUaR; 
3TH'leCKoe 0IGl11le. 6ecnpeJleJ1LUoe ynpolUeuHe CJlOBapJl. rAe nOJlUoueUULI TOJlKO TaKHe cnOBa. KaK 
ueOO. XJle6. J1I060BL. TPY.4. BTOpaR CMa -- ueuTpo6e~aR. IWropylO yCl10BUO MO:.K.HO UaJBaTL 
3CTeTH'Ie<XOA. Oua -- B Gl'peMJ1eUHH YTO'llUlTL re HJ1H HULie 06paJLI MH JIBJIeUHR. H. yTO'IllJIJI. 
nHcaTe.I1J, BLlUYXAeu HATH ua paCWHpeUHe CJloaapJl. PaCWHpeUHe c.rIOBapR -- 3TO Kalt (iLi 
ue06XO.llHMU ycrynKa 3Cl'eTHKe. OcuOBUOA natoc -- ueUTpoCTpeMHTMLULIA. [ ... ] 31'0 natoc 
UeJ1OMY.llpHJL (JiClCall.4ep. -Kopc:mm. DO ne KOpo1le HCI'HIILI- (HUrepBLIO). 39.) 
2WenQ. 1988:7. c. 8-11. 
3The refcrence is to the collection boJlbUlOa )leHb boJlbUlOZO )lOMa: pacClW311 (CYXYMH: 
A.aawapa. 1986). 
4Commenting on Uncle Sandro's observation that his mistress, the princess, 
could milk a buffalo: -JI .a.yMalO. uo 310T taleT ue npOTHBOpellHT HCTOpHlIeCItOMY 
MarepHa.J1H3My, ecJ1H }"IeCTL OCOOeIWOC'I1I paJBHTHR OOlUeCTBa B BLlC:X>KoropULIX yCI10BHJIX KaBKaJa, 
,lI,3.:lKe ecJ1H npH 3TOM ue y'lHTLlBaT. BeJ1HKOnenDHR 1I03.l1YX. KOTOpLIM .llLIUJa.lIH ee npeJlKH H oua caMa
[1979: 11-12]. 
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markers of skaz. More importantly, each is weil framed by sorne 

form of authorial commentary.l 

The vast majority of tales passed on from Uncle Sandro or his 

story-telling doubles are conveyed in an indirect mode. This, ac-

cording to Bakhtin, is distinguished first and foremost by the 

author's analytical approach to his characters' speech, a pn mary 

lAll concepts of skaz retum to the key issue of deviation: Elkhenbaum's oral 
orientation--from the dominance 0 f Augenphi lologie; V inogradov's 
communicative monologue and dialectical di fferentlation--from a 1 i lerary 
norm; even Bakhtin's "other discourse" requires sorne form of surface 
marking to underline its distinction as "depicted" or "ObJcClIfied discourse" 
from the author's word. In Titunik's reassessment of ail three approaches. 
dialectical features form one of six oppositions. the others bcing the 
grammatical, situational, expressive, allocutional and semantic fcatures 
("Problem of Skaz," 293-95). This criterion is adopted. for brevity's sake. as 
the most readily discemible. Thus, lexical skaz markers in "liapMeu AJlryp· are 
based almost exclusively on contemporary urban Russian slang (ncHxauYTb. 
MaU.IlpaIHTIo. even the lewd nominative plural "H)lapA). A second Abkhazian 
narrator, Marat. is equally Russified and similarly outfitted. His idiolcct is 
peppered with such underground slang (6J1aT) as KpacyJUI and KpaCYJIC'IKa fo r 
KpaCilBHua. tHlH.II for tHlHOUOMHJI. BO.Ll.IIpa for BO,IlKa. Ky"eKaTL for nOUHMaTb. JaKa'laTLCII for 
Y.l1HBHTbC.II. O'lyxaTbClI for npHATH B ce6.11. nepeKauTOBblBaTbCR for nepeXOJlHTb. etc. The Marat 
chapter, however, contains a series of relay frames, as weil as eXlended 
passages of indirect relay-narration. third-person summary and outright 
authorial commentary. 

The only Abkhazian narrator quoted directly at length and supplied 
with a specifically exotie Abkhazian lexieon IS Old Khasan of Chapter 26. 
There too the relay-frame and author's text mitigate agamst pure skaz. as 
does the oecasional clumsy insertion of an in-text gloss: "~bI TOrJia [during 
World War 1] .Il3Ie CJI0BO .. ueMeu" ue lUaJ1H. KU npaBH.JlbUO CKaJaTb. ~y rOBopHllH .. JleMQY: 
(OICTTIJI5Pb 1987:4. c. 78). Similarly, Khasan explams HKlHKYUHIi for 3K3eKYUHR. the 
peasants' malapropism for the practiee of billeting Cossacks in the homes of 
the very outlaws they were commisslOned to capture (Ibid., 81). 

The narrator of an early talc, ·I1e6J1arO,llapu~A npecTYIIIIHK (1966), is 
likened by Burlingame to Zoshchenko's classic figure on the grounds of hls 
"semi-educated speech, [ ... 1 full of naive dldacticism and attempts at self
justification." The crille classifies it as an "unsuccessful experirnent with 
skaz--an experiment which Iskander has not yet tricd ta repeat" ("Prose of 
Iskander," 125). 

In these (admittedly, vastly oversimphfied) terms, Iskander eschews 
the Abkhazian accent one might expect of his sources. Their narrative 
speech is on the whole dialeetically mdistinguishable from that of the relay
narrator (excluding the latter's intermittent f1ight into tongue-IO-cheek 
pedantry). The choice is only natural, givcn the stance assurned by his 
relay-narrator as a Russified son of his people and thelr spokesman vis à vis 
the larger, Russian-speaking world. 
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focus on content and corresponding neglect of manner. l hs first 

variant, the "content-" or "referent-analyzing modification" exhibits 

this preference most c1early, even "at the cost of a certain deper-

sonalization" of the character's speech.2 Its chief advantage lies in 

its ·wHpoKue BOJMOJKHOCTH lI,JUI penJ1Uu,HpylOwHX H KOMMeHTUpyMllUHX 'reHlleHu,uo 

aOTopa. '"3 Towards this end, the referent-analyzing modification ob

serves a sharp demarcation between the author's and character's 

perspective. The two are distinctly (and comically) separate in 

Uncle Sandro's indirect account of his affair with the Svanian 

princess: 

6J1aro.a.apJl CBOHM pWlapcKHM JlOC'IUHHCTBaM, OH 6W1 B 1'0 opeMJI nepBLIM UJ1H 
,lljlJKe e1lHHcrnelDlWl ee JUo60oHuKoM. [1979: III 

The author exerts full stylistic control; Uncle Sandro's voice sur

vives only in a pale echo of its original attempt at false modesty 

(the pseudo-quibble "llaJKe"). As Sandro comes to the subject of his 

jealous rival, the "knightly virtues" are turned against him to ex

pose the ribald conceit of an eighty-year-old Lothario. They are 

accordingly, marked, as his own: 

Ho OH [IOHYA HeroJlJlA, conepHHK] no cnOBaM 1lJIllH CaH1q>O. He o6JlailiL1l 
cro.Jlb BLI,lÇllOlllHMHCR pw.xapOŒMH ll0CT0IDICTBaMU. KilK caM .llJI1lR CaIfllPO. A 
MOJKeT H OOJ1a,llêlJ1. HO HHKaK He MOr HaRTH CJ1yqaJI npUMeHHTb MX K llMy. 
[i bid] 

If the referent-analyzing variant offers a broad platform for inject

ing authorial commentary directly into a character's speech, 

Iskander is quick to leap from it into undisguised apostrophe. 

18.11. BonOWHBoB, MapICCU3.M U _lJ.II~UR Jl361ICa: 0a10611lJe npo(ÙeMIJ COl.(UOAOZUVecKOlO 

.Me11W.4a fi IIa)7œ 0 .R3IJtre, 20e HJJl. (lleuHW'Pa.JI: npHOOA, 1930; penpHBT, The Hague: Mouton, 
19721, 125. 
21bid., 127. 
3lbid. 
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Uncle Sandro has told us, indirectly, that the pnncess could even 

milk a buffalo. The author steps in to pursue his own, satirie ends: 

11 06 3TOM roBOplO nOTOM)', 1fTO lI,OHTb 6y1lBOJlHQ)" TPYlUlO, 1lJ1R :rroro HMO 
HMeTL o'len KpellDle na.rtLQH. Tu lfI'O BOnJXJC 06 HJHeIeHHOCTH, HIlIjlaH
TH1Iwocm HJlH tHJH1le(XOM 8YpO~mm GlM no œ6e 0111aJ.Iaffi'. lleotorpR Ha 
TO, 'ITO oua 6W1a 1JHCI'OKpoBIIYM noroMKOM cnaHClŒX KllJlJen. [ibid1 

If "knightly virtues" strikes the ear as a somewhat sophisti

cated phrase for an illiterate peasant, the expression "young repro

bate" hOUtiR HerOllJlo) definitely originates with Uncle Sandro. The 

reader is told he never referred to his rival in any other way. hs 

constant repetition throughout the tale of their contest turns it into 

a marker for the second variant of indirect discourse, the "texture-

analyzing modification." Here typical turns of phrase are selected 

from the character's original speech, but selected 10 such a way as 

to Tetain their alien flavour of 'typical-ness' and a manifest over

lay of auth ori al irony.l -IOHtiR aer01lJlO- --from the mou th of a grey

haired braggart who forgets he is of the same generation as his 

vanquished rival--is a brilliant selection. And the selector lS not 

slow to make its irony more than obvious. As the episode cornes to 

a happy end: 

Tu 1fTO uœ OCTaJIHCL 1l0OOJlLIIY. paJYMeeTCJI. Bœ. KpoMe IORom HerOllRJl. 
noc.Jle cooel'O uey,!.il1Jlloro BYCrpeJ1a OH OKOlfllaTeJ1LRO OCHpoTeJl. ncrroMy 1JTO 
KHJJrHBR nepeexa.na B 1l0M .IlIllOI Caupo. a OH npH oceM cooeM Haxamcrne 
HHKaIC. ne Mor TaM nOKaJaTLCR. [1979: 13] 2 

1 Ibid.. 12$-29. Ivemi caUs the ironic paraphrasing of Sandro "eT O.ll 

HcroptneŒOro l'OBecl'llOIIIlIIIII: in that -ta IICTOptmaHe cOO/IJ'HJI. npoHCXOJ1HBlUHe Il A6xaJHH 33. 

nOCJle.lJlHe BeatOJ1KO JlecJlTHJlmtR [".], AU>'ICI HaM 11H60 B npJIMYX paca:33ax CaJupo, mtOO B 
aBTOpcJtOM nepecU3e [ ... r (-no TY cropoay CMexa. - 355). In point of fact, hlstoncal 
events are given weil nigh CXcluslvely in paraphrase. The uitic's 
overestimation of Sandro's direct vOlce stands as teSlJmony ln l "kander's 
masterful use of texture·analyzing indirect narration. 
2A similar use of ironic repel1tion for authorial mterference I~ ..,cen ln the 
phrases -no TeM BpeMeou" and -TOru.· They tao expose an old man's touchmg 
arrogance: -H."eBBO TaJtHM M0J10llLlM 'lr.10aeI:O~ H 61L1 B Te 8pe~( la JUWI Call1lPO· r 1979' 12); 
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Of more immediate interest here is the possible connection 

between oral illusion, length and the compilation technique. 

Aleshkovskii came to compile a longer skaz-narration distributed 

among several voices united by a common theme. Zoshchenko of 

the 1930s sought in his ro.ny(jQJl ICHUza to compile groups of thernes 

around a weIl-es tablished skaz persona softening the 

Iiterary/illiterate author/narrator tensions of his Sinebriukhov 

period with a chatt y , aimost avuncular but always professional 

literary tone. Iskander compiles on the basis of relay narration and 

the ever interruptible, on-again off-again tale. 

The story "Ta6y. .. slated for inclusion as Chapter 21 of the 

most recent version of Sandro J represents the technique at its most 

diffuse, and thus structurally significant (in terms of the novel's 

overall composition) abandon. The settin g is that of a rural re-

union, as the author is welcomed back into a distant but well-

loved branch of the family fold. His breach of kinship loyalties, 

failing to visit a distant relative in a Moscow hospital, is forgiven 

hi m, after an encounter with the injured party's wife at a family 

funeral. AIl of these details, together with background information 

on the precise degree of blood ties involved as weIl as family lore 

on vanous mernbers of the gathering, are recounted In flashback 

his rival's "JICrIOMLICJ1ellBoe .4~e no 'reM IlpeMeBaM peweBHe BLlCTpeJlHTb B .IlII.Il1> Caa.&po. 
[1979: 121: the doctor summoned to deal wi th his wound was "3UaMeUHTblA no TeM 

BpeMeUaM Bpa. [1979: 131; his future prowess as master of ceremonies evident in 
his command of even the subtlest points of etiquette: "uo B TaIHX .lle..'lax cnopHT' C 

.l1L'1eR Cau..4po yJee TOr.ll.a 6IL'lO 6erno.'1e3uo· [1979: 191. 
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sequences provided by the author and interwoven by him with the 

tabletalk. 1 

Let us digress to examine these stop-action, background di-

gresslons. They play a prominent role in the autobiographical 

stories, where virtually every new character (and a good many old 

ones--on the recurrence principle) to enter a scene brings it to a 

hait as the narrator fills in sorne detail on his or her Iife. In 

Turgenev, particuIarly his Fathers and Sons, the technique has 

been described as scene-painting with lengthy biographical 

pauses. 2 As in Iskander, it unquestionably fragments the main 

narrative Hne. There, however, the analogy ends: Turgenev's di

gressions bear their own internaI structure, plodding methodically 

through ail the factors of nature and nurture which have brought a 

given character to the original point of departure for a given excur

sus. When the action resumes, it is no less orderly. What is more, 

it is seen to be materially dependent on the pre-histories thus 

supplied. Not so Iskander. His character digressions spawn sub

digressions of their own and are themselves generated, it seems, on 

a much less formai basis. They contribute to the oral illusion of an 

off-the-cuff author showering his reader with information both 

relevant and irrelevant to the maIn narrative line--or what tiule 

survives in such a welter of detail. 

The seventeenth chapter of Sandra, "XpaHHTeJlb rop," stands 

out for its self-conscious application of the technique. The scene is 

1 Used here to translate the Russian ·JaCTOnLlIwe paJroBopLI,· --mformal, unordcrcd 
exchanges. See also p_ 205 below. 
2Vladimir Nabokov, Lectures on Russian Literature (New York: Harcourt 
Brace Jovanovich, 1981), 70, 83, 88. 
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deftly set, as the narrator and three friends prepare to descend 

from a hunting trip in the mountains. The narrator promises to 

introduce us to each "B caMYX CJKamx qepTax" (1979: 472), and then 

proceeds to frustrate that very expectation. Only two friends are 

introduced, and the introductions are anything but brief. In fact, 

the en tire chapter is built on frustrated expectations: the narrator 

does not meet up with Uncle Sandro as originally intended; the 

game warden who waylays him does not get the hunting rifle he 

covets; the narrator reneges on his promise to procure him the 

services of a deepsea diver. What is more, the two characters de

scribed at such conscientious length play no role whatsoever in the 

action their descriptions so effectively delay.l 

The first, an academic, is said to struggle with the tempta

tions of a careerist's self-importance, and then dropped for sec

ondary digressions on other careerists and their trappings of power 

(1979: 472-73). The second, an artist, is described for us as morose 

and often volatile; he is quickly abandoned for a discussion of his 

controversial painting (1979: 473-76, 487-99). This is in turn 10-

terrupted by a largely irrelevant tale tracing various, largely un

connected scenes in the lives of black Abkhazians and their en-

counters with blacks from abroad (1979: 476-87). It resumes only 

1 A similar tactic of plot- frustration based on -npoxo.lluye nepcona:a:H- is noted by 
Eidel'man in the st ory -PeMJHIC. - peripheral to Sandro. See M. JOJlenLMaU, -OYTL 
cnpase.!J1HBblM: I1aw COBpe.MellllU" 1975:6. c. 185. From a different perspective, 
Burlingame accredits Iskander's often irrelevant background portraits to 
the "richnc!is of [his] material" and suggests they "often lcnd his stories 
greater authenticuy. ,'", if the author feh obliged to tell us ail he knows about 
a particular individual or event ("Prose of Iskander," 133). This would 
correspond 10 what 1 have discussed as Iskander's anti-literary stance--here 
manifest as a con cern for verisimilitude at ail costs, even that of narrative 
continuity. 
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to pause for a character sketch of an opportunist presented in 

"Goatibex" --hence its mini-recapitulation of events from that story. 

A second pause re-introduces Abesalomon Nartovich, presented in 

Chapter 12. 1 It ends with an informaI, chatt y exposé of the 

background-digression technique: 

BOT KaKoR y Hac nOKpoBHTellb MY3 A6eca.nOMOH HapTOBH'I, [ ... } Tenepb, 
Kor.na DY ero 60nee HJ1H MeHee npe~BJ1JIere, H npollOJDKy moA paŒKaJ 06 
Awq>ee " ero KapTHHe [ ... ] [1979: 493] 

And it seems to serve no other purpose, since Abesalomon 

Nartovich promptly cedes place to a series of minor bureaucrats 

involved in the painting controversy. One, Tsurtsumiia, is shown 

relaxing 

Ha L' uaH.lle cooero ocOOlIJIKa, #Cox otiM'lHO, cyHYB HOr" 8 XOl101lHJ1bHnK NlR 
yCUllufHH YMcrBeHHOA paOOm DO BpeMR 06llYMLIBélIlHR KOMMepqeClŒX one
paunA. [1979: 494; italics mine] 

Why "as usual?" Since this is Tsurtsurniia's first appearance, 

the anaphora is faise; it lacks an antecedent. Indeed, it aspires to 

the status of a deictic, to independence from reference established 

directly by the text, in favour of sorne illusory immediate context 

shared by the pseudo-oral narrator and his audience. The sleight

of-hand works, in large part, thanks to Islander's constant and al

most always redundant character cross-referencing: since so many 

other figures reappear b'.'th continually and, more often than not, 

gratuitously, since there have been so many other 'as-usual's,' the 

1 Abesalomon Nartovich is introduced a third lime in Chaplcr 25. Aware of 
the redundancy, the narralor even draws our attention 10 il. As Uncle 
Sandro emerges from the taxi he has shared with the roguish party boss, he 
comments: -npeACTaBJUITIt ero [.4JIJlI() CaWlpO]. "a'iKelTlCll, UeT ue06xoJlHMOCTH- (1979: 537; 
italics mine, self-irony--Iskander's). The stop-action technique is then 
applied as the narrator recalls several previous encounters illustraling lhe 
character of "Nartovich" (1979: 539-41). 
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reader is lulled into accepting this one more. Whereas the other 

'as-usual's' were pointedly anaphoric, it can now be seen that their 

cumulative effect aims towards a kind of pseudo-deictics, a manu

factured universe of discourse inhabited by the narrator, the 

reader and the many characters whose histories and traits become 

their common stock of knowledge. 

Tsurtsumiia's refrigeration habits stand as a superfluous de

tail. The cool-headed (cool-footed?) bureaucrat takes no part in the 

libel suit that motivated his introduction. He in turn presents an

other extraneous figure who, like Gogol's homunculi, flits by on the 

sole excuse of word-play and non-sequitur. 1 Tsurtsumiia asks: 

-- CynbCl»H1lHH JHaere? 
-- CMOTpJl KaKoA, -- YllHBWlHCh rocm, -- cyn~HllHH neKapcTBO WlH 

CLlH JaBeJlYIOlllerO 6eHJOKOnOHKoA, KOTOporo TO~e 30Byr Cynh41HllHH? 
[1979: 496] 

Such a long meandering digression merits particular justifi

cation. At length, therefore, the narrator notes the lapse from his 

promised brevity; cites his own civic allegiance to veracity; de

clares, in effect, that his material got the better of him. The excuse 

is commonplace, but it is conveyed in terms that serve to rein force 

the oral illusion of a 'real' narrator recounting 'real' experiences to 

a 'real' reader: 

.fi oce :no roBOplO K TOMy, 1ff() He HallO l(aB3.Tb HHIŒKHX oOOlllaHHA, 
"QK pCJfXXll31J8aeTTlCR, TTUlJC U pQŒICaJIl8all. [1979: 499; italics mine] 

The digressions in ·Ta6y· lack even the tokens of plot-frus

tration present in ·XpaHHTenb rop," which does eventually see the 

1 See Nabokov on "the remarkable phenomenon [in Gogol'] of mere forms of 
speech directly giving rise to live creatures" (Lectures on Russian 
Literature, 19). Il seems the pharmaceutical Sufil'din is the only example of 
a verbally-generated character in Iskander. 
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narrator and his superfluous friends thro\lgh a conflict (evaded, i.e. 

frustrated) and safely down off the mountain. 1 "Taboo's" structure 

is more purely thematic; its sole pivot--that of tabletalk. 

Thus, affectionate bickering between long-married spouses IS 

carried on under the guise of the husband's recounting their be

trothal to the assembled guests, whose attention is divided be

tween enjoying the familiar story itself and observing the no less 

ritualistic duel of double-entendre and gesture between the old 

couple. This situation echoes similar extra-verbal tussles on similar 

occasions between the venerable Tendel and his wife ("Bp"rallHp 

KJl3L1M"), or Uncle Sandro and Aunt Katia ("YMLlKaU"e"). Tabletalk 

motivates a variety of other, apparently unrelated narrative 

'blocks': the host's recollection of his bureaucratie battte with and 

picaresque outwitting of Endurian neighbours, his son's recalling 

the author as a tittle boy shouting at a thunderstorm, the author's 

digression on Gor'kii and the literary interpretation of storms as 

1 To a certain extent, stop-action digressions must operate against sorne form 
of action, however superficial. In other words, there must be sorne actIOn to 
stop. This opposition can be highlighted in a purely literary way, by 
isolating the precise moment at which the action freezes and then resumes. 
One recalls Chichikov and Manilov left jostling in a doorway for an 
uncomfortably long stretch to accommodate a particularly long digression. 
Actually, one recalls it not because the digression itself was unusual, but be
cause the digresser chose to emphasize its arUficlal nature, to tum his 
characters into puppets for his own authorial convenience. There are 
relatively few such purely literary plays in Sandro In Chapter 6, the 
author intervenes to supply background information on the outlaw 
Shchashchiko (1979: 123-28); he marks his intervention c1early by sending 
his characters scattering to prepare for a meeting, and then rejoining them 
at the meeting place. In Chapter 19, he breaks away from a pair of 
characters walking down the mountain to describe one (Chunka) al 
considerable length (A8popa 1983:8, c. 45·46), and then rushes his rcadeT to 
"catch up" with the retreating couple. In each case the departure is 
motivated in relaxed, conver sational terms addressed to the reader: 'now 
lhal you know ail you need ta know about x, we can retum to our story.' 
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weil as a brief, mildly self-disparaging sortie ioto the Russian folk

lore of Ivanushka the fool, minor interruptions by the host's sons, 

and finally the hostess' introduction of the title theme, wh en she 

Taises the possibility of re-admitting another erring relative into 

the flock, banished for striking an older man. 

The story then takes advantage of this freewheeling medley 

of narrative focuses to abandon it entirely, picking up on the 

flashback princip le other guests present at the reunion have been 

described under to focus on the outcast. The transition is as unpre

tentious, as 'un-literary' or conversation al as those which preceded 

it and indeed established, in this chapter, the pattern itself. 

Jle.;ro (jwo 80m B "leM. Y 3rnoaJ HypH OTeU YMep WecTb JleT HaJa.ll. KorM 
cnpaBJ1J1JlH rO.lloBIIlHHy ero CMepTH, OKa3M8aeTnCH, HYPH nO.lloweJ1 K 
CTapHKy-OJlHOCeJ1bllaHHHY [ ... ] [ICHY: 21; italics mine] 

Ir is as if the author has turned to a reader seated beside him at 

the same table to reinforce the immediate present of the tabletalk 

setting, while retaining the right to edit, to sum up this part of the 

story, as signalled by the quasi-indirect verbum dicendi, 

"OKaJLlUaeTCR."l Edi ting presupposes a temporal remove on the 

lin rclay-narration, ·OU3L1BaeTCJI- can often signal major authorial intrusion. 
Such is the case, to cite but one of the countless examples in Sandro, with 
Uncle Sandro's -He6oJ1l.w[aJl) uOBeJ1J1[a)." introduced by this very gambit at the 
impromptu gathering which forms the relay-pivot of the -ICYTeI· cha pte r 
(1979: 543-46). Entrusted by Lakoba to pry from Logidze the recipe for his 
"famous cooling beverages." Uncle Sandro attempts to startle the secret out 
of him. From the stand point of its original narrator, the affair is of a11-
Union importance, reaching as high as Beria and Stalin. The relay
narrator's choice of an indirect mode for its conveyance allows him to 
impose a second perspective: after a11, soft-drink intrigues pale before the 
full scope of Stalin and Beria's activities in the 1930s. Logidze does not 
succumb to this miniature version of the Terror, winning the respect of 
both the source- and the relay-narrators. Their combined voices present 
Logidze's true secret--dedication to one's chosen vocation; over-arching 
them both is a paean to the small victories of personal integrity. It is in the 
latter spirit that Rassadin interprets the scene rnOCJ1ellBHR '1ereMeu: 243-44). 
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1 simple grounds that it can only be done after the story has been 

told, but the verb is given in the present tense, and thus eases in 

the addition of a dual narrative perspective now made to encom

pass both the concurrent and the editorial retrospective. Note as 

weIl the grounding of the deictics Bom and 3mOlO in a narrative pre-

sent concurrent with that same tabletalk setting. 1 On this basis 

the author can now turn to his neighbour, the reader, to continue: 

8 TOT JKe r04 HypH BLlHYJK4eH 6W1 BMecTe c ceMbeR nOIOlHyrb 4epeBiIIO. 
OH nocenHnCH B HHJKHHX 3wepax. nOKa OOcyJK1lilJlH nOJIP06HOCTH 3TOro 
4Ma, 11 BCIlOMmtJ1, 1fI'O 1(B3. rolÇl. 'IDMY H3J3Jl BH4eJ1 ero. lIMo 6W10 TaK. 

The change to past tense, thanks to such temporal 

'manoeuvring,' does not obliterate the tabletalk present, but rather 

complements it. It can now usher in the longest and most devel

oped of the flashback sequences, as the author accidentally runs 

into and is inveigled by the oulcast to visit him al his home. 

Thematically, the digression is linked to the whole by providing a 

glimpse into the outcast's suffering. By the time the narrative re

turns to its original setting, the therne is nicely rounded off by a 

plea by the hostess to forgive Nuri, and the host's indirect indica-

1 Properly speaking, dcixis includes the grammatical category of lense and 
the lexical markers supplied by demonstratives. Their reference is "10 the 
spatiotemporal context created and sustained by the act of ultcrance and the 
participation ir. it, typically, of one speaker and at least one addressee." 
(John Lyons, Semantics (London: Cambridge University Press, 1977), 2: 637.) 
In Iskander's literary handling, they draw an implicit reader inlo an on
going utterance much more directly than the historical present. For the 
historie al present invites the reader to observe a scene first-hand. perhaps, 
but from the vantage point of a remote, even ghostly presence. Iskandcr's 
deixis tenders an invitation not so much to watch, as to IIsten at a second
hand remove from the sccne describcd. but made ail the more immcdiate by 
the actual process of describing. Put another way, in Benveniste's lcrms, 
histoire is totally subordinate to a discours hcightencd by such oven 
means. It is perhaps the most pcrvasive brace or support mechamsm in 
Iskander's oral illusion. 
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tion that he will in time be welcomed back into the family fold. 

Here, abruptly, the narrative switches to an idyllic, descriptive 

plane, as we observe, without any authorial intervention now, the 

feeding of the hens and turkeys and their gathering up by the male 

patriarchs of each feathered clan into their respective huts for the 

night. The animal/human parallel is reinforced, on a particularly 

Iskanderian principle of repetition, by one final idyllic portrait, of 

the host's daughter-in-Iaw washing his jubilant grandchildren by 

the family weil. Cows returning from the field for their evening 

milking complete the theme of re-convergence, when the author 

realizes it is now time for him and his reader to leave. Here the 

story ends. 

It now becomes c1ear that "Ta6y" u~es the tabletalk setting to 

"motivate," in Formalist terms, the many and diverse plot digres

sions. Their 'higher' thematic unit y emerges from this setting, as a 

system of parallels is set up: the celebration of the family in gath

erings of the clan, its establishment in betrothal, its breakdown in 

expulsion and re-establishment in forgiveness. The jumbled, 'fits 

and starts' method of surface plot structure (the tabletalk setting) 

IS now revealed to have a second, deeper structural anchor in an 

echoing technique: each individual segment is sufficient unto itself 

in that it neither advances nor resolves a thoroughly static, and in-

deed eternal central theme--that of 'the ties that bind.' Each inci-

dent illustrates a particular aspect of family feeling, several over

lap, others contrast.! Even the host's struggle with the Endurians 

1 J. van der Eng delineates four opposition types (parallelism. antithesis. 
analogy and variation) in his analysis of the "Semantic DynamÏ<'s in 
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1 revolves around their wanting to break off from the local kolkhoz 

to form their own, separate entity. Finally, the original motif of a 

communal breaking of the bread is given a shadow, or negative 

repetition, in the official banquet the author must force himself to 

attend upon leaving Nuri. This he confides to his reader-neigh-

bour in a digression replete with references to his own 'real-Iife' 

literary affairs, involving the sub-motif of betrayal by an erstwhile 

friend and caustic reviewer of the author's work. Friendship Im-

posing obligations no less binding in Iskander' s view than the 

claims of kinship, this digression tao takes its place in the mOlley 

mosaic of "Ta6y" and indeed of Sandro as a whole. 1 

Adapting Tomashevskii's anatomy of narrative structures2: 

"Taboo's" statie theme (family feeling) is eomposed of statie motifs 

(reunion, exile, etc.); the latter coalesce through transparent linking 

Narrative Texts" (in Russian Poetics: Readings of the International 
Colloquium at UCLA, September 22-26, 1975. ed. Thomas Eckman and Dean S. 
Worth, UCLA Slavic Studies, no. 4 (Columbus, OH: Slavlca, 1983), 444). His 
system purports to expand on Tomashevskii's fixcd motifs by recognizing 
their dynamic potential in propelling a narrative causally and lemporally 
forward, and th en adding to them "data belonging la the charactcrilatian 
and the setting" (439-40). The latter correspond ta Tomashcvskil's free 
motifs and thus blur if not negate the original frce/fixed distInction. 
Nevertheless, by taking as its main aim "[semantic) dynamics as thcy arc 
aClualized during the process of reading," van der Eng brcaks new ground in 
seeking the syntagmatic proccsses involved in the paradigmatic retfIcval of 
meaning. Applied to the present argument, Iskander's amalgamation of ail 
opposition types posited by van der Eng crcates a vertical, stacking 
dynarnics. 
1 For an oxyrnoronic statement of the therne. compare the author's comment 
on his -.Ilpyr-npeJlaTeJlL ('1epe3 '1eTBepTL &eKa C TPY.IlOM coe.llHJJIOO 3TH .JlBél C.IOBa" (1979: 534). 
See also Adgur's paean to male bonding: -8 31'OM MHpe, ('.Ile DCe KYfI:leIJO ewe 110 uawero 
PO.<lltJleHHJI, [ ... ] JI BH.lleJ1 O.llllO npeICparnoe B 3TOM Ja'lyxa1lllOM MHpe -- 3'fO MY"'acoe TOBaPHWOCTIIO, 

H la 31'0 MLI BLinLeM" (ICHY: 67). Critics who have commcnted on isolatcd aspects of 
the betrayal theme include BaclO'IeuICo, -1l0M HU npOnaCTbIO,- 200; B. BHrHIU1l1cKHA, 
-repoH CDa3HJlJl Hcxllll1lepa: B c6. JTumepamypa u TTUI, BWl. 6 (~ocaœa, 1977): 37; E. CaPUOB, 
"lJ:eM rl1y6:&:e 3il'lepJUlYTh: /Jonpoc6I AumepamyfHI 1978:7, c. 46. 
2B.B. TOMawellCKHR, "ûol'eTlJoe J\OCT~uHe,- B KU. XpeCfTllJoMamuR no meopelTUJ.1leClCOM)' 
AUmepam:ypo~IUro, COCT. H. lJ:epllOR (TaPTY: TalYI'yOOtR roc. YU-T, 1976), 154-82. 
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1 motifs ('this reminds me .. .') into a thoroughly inert fabula (we 

never once actually leave the dinner table; Nuri's ultimate fate re

mains unknown, a side issue at best for most of the guests).l Thus, 

the chapter as a whole has a minimal fabula; 'the author revisits a 

family where he recalls an outcast' does not by any means convey 

the sequential, causal whole of the story. We must add 'and listens 

and watches .. .' Hereafter synopsis only heightens the rambling 

nature of a non-story. What would normally be cast aside in re

constructing a more standard fabulaic whole, such free motifs as 

digression, detail and the like, cannot be discarded; they form the 

stuff, substance and structural proof of this strictly sujet construc

tion. As for the "sujet reshaping of fabula material" (cIOJKeTHOe 

*pMJIeHHe lfla6YJUlpHOrO MaTepHa.na), it too is minimal, ev en top-heavy,-

exposition yielding to an interpolated series of Vorgeschichte that 

entirely supplant. culmination and denouement. Two conclusions 

suggest themselves: first, if it is recalled that sujet represents the 

Iiterary re-working of pre-literary fabula material, th en the sheer 

haphazardness of its application in "Taboo" would seem to indicate 

an a-1iterary orientation. This retreat from literary quality does 

not, however, point in the direction of modernism.2 Rather it sits 

1 Greimas adapts Tomashevskii's distinction bctween free and bound motifs to 
postulate a "classemantic" opposition between "staticity" and "dynamism." 
On this scheme. static narrative predicates supply informal1on about the 
states their actants are involved in; they are adjectivaI in function. Dynamic 
narrative prcdicates deal with processes and correspond to verbal functions 
(Sémantlque structurelle, 122) The static narrative prcdicate of "Taboo." in 
these terms. is primarily descriptive. 
2Scammell complains: "Iskander writes not only as If in ignorance of the 
cnllre modem movement in fiction since James Joyce, but also. which is 
worse. as if Bely. Babel, Zamyatin. Bulgakov and Platonov had never existed. 
His leisurely. anccdotal narrative, with ilS clumsy asides to the reader, its 
plethora of 'mcidentally's' and 'by-lhe-way's' seem as if it had been written 

~ 
1 
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more comfortably with its more venerable partners 10 the class of 

"non-fabula, descriptive works (descriptive and didactic poetry, the 

lyric, travelogue, etc.)".1 What seems to emerge is a turning away 

from the literariness identified in the Soviet critical context of the 

more structured nineteenth-century novel. Secondly, but con-

versely, the reversion rejects even the Iiterary sophistication of its 

Iiterary grandfathers, that of archaism or anything that would in 

the slightest impede the illusion of an utterly unconstrained, 

never-to-be-reworked unfolding of fabula. 

The structure of "Taboo," such as it is, is anecdotal--taking 

the term in its most pedestrian, pre-literary sense. 2 By pre-literary 

convention, the anecdote is short and self-contained: the punch-Ii ne 

may be arbitrarily determined by the teller, but it nonetheless 

conveys his sense that he effect he pursued (comic, here--reflec

tive) has been achieved. The definition is offered with a view to 

capturing somethin' of the pre-literary morphology of surface plot 

organization in Sandro: if "Taboo" represents in miniature certain 

in Abkhazia ralher lhan in Moscow." Scammell has mis!>cd the dclibcratcly 
anti-Iiterary bent in Iskander. ("Dancing for the DI~talor," 1215). 
IToMaweIlOOtA. "Ctoxeruoe nOCfp0e8He: 158. 
2See Eikhenbaum's treatment of the "Kauue.upcKHR aUell.llOT whlch 10 his 
opinion fonned the "ne~BOUa'la..lbubiR KOMnOJHUHOUUblA C.IOR- of Gogol's ·WHUe.lb" (6.~. 
3axeuœ)'M, -KaK cae.lau llhme.rtb- roro:ul: B ero xe KIl. llumepamypa (]leuHUrp3.l1: npHOOA, 
1927), 159, 160, 149). Similarly, Reformatskii's "functional invesl1gatJOns" scek 
"the discovery of a kcmel that is developed mto a plot," an cnl1ty that can 
"usually be traced to an anecdote" (A. Reformatskli, "An Essay on the 
Analysis of the Composition of the Novella," 10 RusSlan Formall.\m A 
Collection of Articles and TexIs in Translatwn. cd Stcphcn Bann and John E. 
BowIt (Edinburgh: Scottish Academlc Press. 1973). 94). From a dlffcrcnt per
spective. a more rccent study touches upon thc ~tructural slmllantlc'i 
between written and "natural narratives"; the latter term cover,> oral "pcech 
situations that inc1ude anccdotes and IS sald to follow a dcvclopmcnt through 
to a "result or resolutlOn" (Richard J. Watts. The Pragmallngulstlc AnalY!lIS of 
Narratlve Texts (Tubingen: Gunter Narr. 1981). 60-61. 

148 



------------------- ------. -

aspects of the structure of the novel as a whole, its component 

anecdotes stand as 'phonemes' to the 'morphemes' of the novel's 

individual chapters, or short stories. The analogy, though perhaps 

tenuous, does seem to suggest something of the combinatorial or 

aggregation/segregation method. To pursue it: segregation cap-

tures the detachability or self-completedness of each part (its se

man tic validity on its given level of analysis), while aggregation 

takes us into the murkier waters of their multiplication and link-

age, their syntax, so to speak. In "Taboo," as we have seen, each 

anecdotal incident naturally leads, if not into the next, then into ilS 

parallel or counterpart, for each is an illustration, a variation on an 

otherwise static theme. The procedure is not so much linear or 

chronological, in the sense of tracing the progress from cause to 

effect or even earlier to later, as spiral. Several instances of spi

ralling thematics in the larger context of Sandro as a whole have 

been cited in the course of this discussion: suffice it to recall here 

the achronological marriage-family pattern of the central chapters, 

eleven through fifteen, on Tali, Makhaz, the author's concern with 

courtship that rescues him from the goatibex fiasco, Uncle Sandro's 

abduction of the young Katia and the Biblical trial of the shepherd

suitor Kharlampo. 

Ar ecdote presented as the spontaneous product of give-and

take tabletalk illustrates yet another aspect of the aggrega-

tion/segregation technique underlying S andro. On the one hand, 

each anecdotal recital is ostensibly limited to the perspective of its 

reciter, which restriction returns us to the criterion, proposed by 

Leiderman as the hallmark of the pacclC33 genre, of a single perspec-

III 
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tive of an identifiable narrator. On the other hand, the reciters 

thernselves are linked by both setting and the coml11unal/kinship 

therne. Thus, the recounting of a single episode can be shared by a 

nurnber of characters (the interruption technique discussed above), 

though to be sure, all accounts are subordinate ta the author, as 

the explicit or implicit orchestrator of the whole. 

"Ta6y." then, epitomizes the tabletalk model of Sandra. From 

the tabletalk setting the novel derives its casual tone and zigzag 

structure. From the communality of tabletalk, it derives its interest 

in bloodties: indeed, the concern for determining and respecling 

the precise degree of kinship, is what coordinates its vast prolif

eration of characters in the novel,l and the shifting democracy of 

focus applied to the members of U ncle Sandro's inner circ1e. 

Moreover, "Ta6y" illustrates the curious use of discrele narrative 

units, whose boundaries are c1early marked by transitions squarely 

situated in the author's domain: it is his vOtce that introduces and 

justifies each new episode, his voice that pulls the rambling narra

tive up short to return to the main incident, his consciousness that 

perceives and transmits the figurative significance of passages 11111-

tating more generalized descriptions of nature. Segments In and of 

themselves can be fiat, thin or sparse, as befits theiT role, In "Ta6y" 

1 E. Shklovskil commcnts: "rycrora lIace.lelillOCTH npoJ~ (JlaJH,llI HClCauJlepa. 06H.lHc BlieR 
PO.llCl1leIUlHKOB, ./la H lie 1'O,l.,KO HX, 110 H OOŒ./leR, lpyJeR, JuaKOMbIX. KaJC 6u 1I0.ly'lHBWHX craTyc 
PO.llCl1lelUlOCfH, -- ~\lellT r.1yooKo <X)Jlep~re..lbllLlR. 

naTpHap>.a,1LU~R MHp -- MHp p<l.llOBOR C/l.l0'leWlOCfH. H KaKHe 6u llpoTHBOpe'lHII UH 
IIOJUHICa.'1H B nOM \lHpe. B cronl> IL1OTuoA 06~TOcnl co scex cropou po/ll/IJMU .IIOJI.J,\lH. B 
~JlCTBeWlOM merue 3TOro OKpy;JKCUHIi '1e.10BeK 'lyBCTByeT COOI1. Kat( ./lO\la." (E. LULI08CKHR • 
.llepeBO leTCTBa (JlaJK.1R HacalI11epa,· llenrxtlll Aumepamypa 1986:9. c. 21). 

In VigllianskIi's Vlew, the "dense populatIOn" of I~kandcr\ world, Its 
"small, crowded communlty of kinship, nClghbourllncs'i. fncnd'ihlp and 
enmity" lends It the force of a vIable model of the "bIg world" of common 
humanity {"repoH (JlaJH.1J1 HCKaH.4epa: 36). 
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( at least, of unembellished embellishments to a central theme. In 

effect, embellishment replaces fabula development. Herein lies one 

of the impulses behind aggregatior.: the substitution of multiplica

tion for dynamics. 

A section from the chapter "llepeBo lleTCTBa" will illustrate an

ther aspect of this interconnection between authorial prerogative 

(the orchestration of disparate parts), choppy narrative syntax 

(their detachability, 're-capping' and relation to the exposition of 

the central therne) and the interfunctioning of both in the compila-

tion mode. The chapter itself is grounded in the author's con-

sciousness: in terms of its fabula, the preponderant majority of 

incidents are directly recalled from his own experience, while 

others are 'footnoted,' ascribed to sources immediately accessible to 

him. In a selise, it represents the reverse of the order followed ln 

"Ta6y," where first-person reminiscences were presented after, 

and indeed triggered by the third-person tabletalk setting. The re

suit is a more overt form of authorial control; without well-framed 

relay narration, of course, there is no surface polyphony of narra

tive voice; thus, even the illusion of a deeper polyphony of per

spective is totally forsworn, and the information accredited to 

other 'voices' is reduced, semantically, to the role of ill ustrative 

material confirrning the author's view. N evertheless that even 

such minimal appeal is made to account for narrative privilege 

maintains the fundamental syntagmatic illusion operating In 

Iskander--that of unconstrained oral transmission,l functioning 

1 Watts contrasts oral or "natural narratives" with written narratives on the 
grounds that the former tends to exclude real omniscience. This he 

, 
l, 
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1 elsewhere in this author-oriented chapter on the structural Ii-

cense of first-person free association. 

The ehapter's central thematic division IS the nostalgie con

trast of two eras: the Chegem of his wartime youth and its rums 

revisited one last time sorne thirty yeaTs later. 

pastiche of childhood memories--fruit picking, 

From an idyllie 

fighting off 

malaria,--eentred on the author figure, Uncle Kiazym gradually 

emerges as the pathetic foeus of an elegiac sujet; otherwise uncon

neeted episodes raise him from absent master of a house besieged 

by the distant death cries of a cow under attaek from a wild bear, 

to a present and laconically stern judge of wartime petty treachery 

observed from a surely significant post (perched high on a sacred 

tree), to the protagonist of a moral detective story, before dwin

dling off through a series of rapid-fire thumbnail sketches of his 

death and imperturbable countryman's dignity and thence to the 

author's final farewell. Fabula composition on the chapter level is 

so extremely disjointed as to be virtually non-existent, or at any 

rate ultimately subordinate to a strictly author-dominated sujet. 

The only segment buiIt around an immediately recognizable, 

traditionally linear fabula. complete with the propelling force of 

suspense, is that featuring Kiazym as the ethical sleuth. Designed 

as a graphie, or should we say 'incident-al' illustration of that char

acter's moral weight. the segment is inserted without preamble or 

altributes in part to the "first-person perspective of the natural narrator," 
who recounts hlS own experiences. The "more fundamental rea..,on" Ites ln 

the natural narrative's restricted degree of fictionality; ilS trulh values arc 
by and large dependent on the immediate speech slluation Il,,elf or the 
shared knowledge of ilS participants (PragmallngulStLc AnalyslS, 72·74) 

, 
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epilogue and indeed, appeared on its own as a separate, pre-novel 

publication in 1975. 1 

Kunta the village idiot has stolen a baie of tobacco leaves, 

which must be returned if he is to be saved from the urban 

"investigative agencies." Matrioshka-like, the segment echoes the 

larger structure of the chapter as a whole, which has reiterated as 

background material information familiar to the reader from other 

parts of Sandro. Thus, Chapter 7, "l1cTopHJI MOJ1eJ1LHOrO llepeBa," is 

shrunk to two paragraphs reprising the highpoints of the prayer

tree's history (1979: 567-68; picking up on a flashforward predict

ing this re-appearance 1979: 186; repeating yet another recapitula

tion in Chapter 8, 1979: 205). Isa's family is reintroduced in a few 

short lines (1979: 572), restating its decimation by tuberculosis, 

dwelt on at sorne length in Chapter Eleven. Within the segment it

selt, Kunta IS re-established as a fool, even, in its opening lines as 

"nacTYx KYHTa" (1979: 588); his father's slightly ludicrous, definitely 

ignoble death is recalled from Chapter Se ven (1979: 179-80); his 

hunchback, watery eyes and ineffectual pipe-sucking are re-de

scribed as though they hadn't stood throughout S andro (1979: 91, 

168, 181, 374, 394, 592; 6,l16,ll: 183; ABpopa 1983:8, p. 45; 3naMH 

l~HJ" H<XauJlep, .. J.lR,.vt Ca1l4po H nacryx ICYIml: paa:xaJ,- TPYA, 12 anpe . .'lJ1 1975, c. 4. In 
the original version of this segment, as the title proclaims, it is Unclc Sandro 
who outsmarts the thick-witted thief (see also app. 2, no. 31). A second 
detcctive role (involvcmcnt in the mystery of the skelcton in the prayer
tree) is transferred from Sandro to his brother Kiazym, not 10 the novel, but 
in the film -qereMcKHA .D.eTeuHB: Above. p. 118. it was suggested that 'types,' as 
opposcd to 'characters' can bear repeatable and therefore detachable traits. 
The detachable detcctive funcl10n supports this hypothesis, and perhaps 
cvcn points to a splintcring of the picaro, as a hybrid of good and evil. 
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1986: 12, p. 30) as recurrent features no less persistent than 

Buonaparte's puffy white hands or Hélène's seductive shoulders. 

Iskander interprets Tolstoi's recurrent features as tokens of 

that writer's attachment to his characters: 

MHe KaJKeTCJI, HaCTORqHUYR noBTOp 01Ol0R H TOR JKe lleTa.J1H y llbBél 
TOJlCTOro OYJDaH 060CTpeHHOR vy8cmooHHoa CHJloA ero uocnpWlTHR H 
aoo6pa.JKetnlH. r naJa AnnIl MélJI1IH.I1H B ero 0006Q3.JKeHHH, H eMy 1IO(.ïaW1JlJ10 

Hac;ra~)feHue BHOBb H BHOBb nHcaTh 0 HHX. r lle-TO U nepublX oemax JTO 

Morno 6YTh IJHCTO HHTYHTBHYM BOJBpaweHHeM K onHcaHHoR llfITaJUf. 
BepoJlTHO, n03JKe OHO 6YJlO JaMeqeHO xy 1l0JKHHKOM H C03HaTeJiLHO 
JaKpeMeHO HM. 1 

He justifies the constant resurfacing of his own characters in terms 

no less personal: "JI nHCaTeJ1L 1l0J1rHX npu6R3aHHocmea K CBOHM repOJlM."2 

And he is certainly attached to their quirks. Uncle Sandro IS 

characterized by his supple waist and a tendency to stroke his 

moustaches: Kiazym by an ascetic's sunken chest; Tendel by 

hawklike eyes that bore into the narrator, who doggedly 

reproduces them, ev en twice within the space of as many 

paragraphs (e.g. 1979: 288). Ali of these details are entirely 

redundant; it might even be suggested that they serve, Iike the 

attributes of oral tradition (Hercules and his inevitable lion skin, 

Hera's invariably white arms formalized into epithet, heroic 

exploits recalled in sub-c1aused asides in any of a number of saga 

cycles), not so much to jog the reader-Iistener's memory over long 

stretches of text, as to evoke a sense of participation in a communal 

recalling of what has come before.3 In this respect, 're-capping' 

1<Da3H.IUt HacaJlJlep, -0 UOBaTOpCflle, 6aua.lI>UYX HCfHUax H UHTaTaX: JTumepamyp1lQJI la:Jema. 7 
HIOJUI 1966, 3; ilalics mme. 
2-lCopono, uo ue Kopo'le HCfHULI- (HUrepBl>IO), 35; Italics mine. 
30n communalilY, oral narral10n and participatory recall in Iskander. sec 
the comment: "The story-leller [in Sandra 1 Orlen seems to treat the reader 
almost as a fellow counlryman. someone who has sal lhrough the epic 
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might be said to represent the counterbalance to digression, the 

one compressing where the other expands. 

Where the technique reaches its crowning point is in the use 

of synecdoche--the detachable feature par excellence,--in Iskander, 

the recurrent synecdoche, operating across vast stretches of text. 

Beria's "energetic profile" is a case In point. First glimpsed in 

Chapter 8, where the formidable chief of secret police is said to 

-3HeprHllH0 nOCBepKOBa[ TL! CTeKJ1aMO neucHe- (1979:200), it blazes forth 

sorne sixteen chapters later, in -MaJ1eULKUR roranT 60J1LUIOrO ceKca: 

There Marat's amorous encounter with a mysterious lady is inter

rupted by the appearance of an "3HeprHlIHLlR, ropaJJlO 60J1ee 3HeprUQULlR, 

IJeM y uero [MapaTa], n~UJ1L QeJ10BeKa B neUCHe- (Me111fJOTNJJlb: 393). An 

thoughts of love vanish as -3HeprUIJULlR np04luJ1b TaK U BCnJ1L1BaJ1 nepeJl ero 

rJ1aJaMU- (MemponoAb: 393). Not only on that particular occasion, but 

continually, for over two years of impotent awe. Before it vanishes 

entirely, it spawns an entire sub-plot, the story of Marat's in

volvement with a lady tamer of boa constrictors, his antidote: 

MapaT nOTHHyJ1CJ1 K )'KpOTUTeJlLIIHue, Qr06L1 JpOMLIM BUJlOM JKUBOro YlIaBa 
BUTeCHUTb HJ COJUaHUH n~onL MeTa40puQecKoro Yllaaa. [~:tiilP01lOJlb: 
395) 

A similar play, though on a lesser scale, expands on the raised 

eyebrows of minor party officiais present at Stalin's feast. They 

are first introduced with reference to the seating arrangements: 

Bœ œraJ1LHOO npocrpaHCTBO JaIlonHJlJlU ceKpeTilpU paRKOMOB Jana..moR 
rpYJuu c 6POBHMH, TalC U JaCTLlBUIHMU B y 1lHWleUHOR npUn01lHHTHOCTH. 

cvcnings of story-tclling and is thcrcfore familiar with al least the more 
colourful cvents and famous people. ("Fazil Iskandcr" in Conlemporary 
Russian Prose, cd. Carl R. Proffer and Ellendca Proffcr (Ann Arbor: Ardis. 
1982), xix.) My contention is 10 cxtend this effect to the fictional characters, 
major and minor. 
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Me~ IntMH KOO-r.lle 6W1H paœW1aJIY TOoapHUlH Hl OXpaHLL .llJtJlH Cawtpo 
HX CPaJy yJHaJ1, nOTOMy 1fI'O OH", B OTJ1D'lHe OT ceKpeTapeR paRKOMOB, 
HD'leM}' He y lIHBJ1RJ1"CL H reM 6o.nee He n01lWtanH (')pooeR. [ t 979: 2011 

Their frequent returns punctuate (and puncture!) the many trans-

parent double-entendres of political oratory: as Stalin names 

Lakoba his best friend and they ponder the consequences for his 

Georgian rivaIs, their superiors (1979: 208); as Stalin prepares to 

lambast Bukharin by innuendo (ibid.); wearily, as Stalin goads 

Voroshilov into animosity for Lakoba (1979: 217). Finalty, the 

eyebrows lift just high enough for Stalin, iulled by folksong, to see 

true, simple-folk faces seep through their "pathetic masks" (1979: 

220). 

Like the recurrent motifs of more traditionally structured 

novels, Iskander's re-statements perform the surface function of 

linkage. Certain of their thematic functions also coincide: those of 

contrast, juxtaposition, paralleling and the timely re-emphasis. 

Unique, it seems, to Iskander is the declarative foundation which 

permits the two-way process of alternate compression and expan

sion, as weil as their continuaI re-shuffling. For the basic thrust IS 

'characterological': incident, gesture and physiologlcal detail alike 

are turned to the single aim of capturing and re-capturing essen

tially static personalities from an equally static author's point of 

Vlew. Character development is replaced by an unending refine-

ment of the most apt illustration, the bon mot that will best sum 

up Kunta the quintessential fool, Kiazym the constant standard.! 

Ilvanova applies to Iskander's characters the tcrrn "Ideologie al" In that they 
"act and proceed" according 10 a pre-concelved "picture of the world" 
carried by each within. She goes on to speak of the "hlgh ethlcal pathos" of 
his "authorial stance," denymg any moralizing or authoritanan ovcrtones 
(-CMex npOTHB crpaxa- (1988c), 136-37). 1 would argue that both character and 
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( Fabula development, subordinate to the same aim, is equally apho

ristic. 

Thus, the encounter between Kunta and Kiazym illustrates 

the integrity of the sleuth and the moral and intellectual obtuse

ness of the thief. As Kiazym is on his way to confront the village 

idiot, the author steps in to relay a number of incidents, variations 

ail on this central theme. His first source is Kiazym himself: 

Hu rJlynLlMH H CMelIIHWlH qy.llél'lecrBa.MH KYJITLI .llJL'VI KHJWI m06HJI 
nOCMeJlTbCJI la XOpolIIHM JaCI'OJ1LeM H HHOr.llél TPY mo 6LlJlO onpelleJIHTb, r lle 
~TclJHJI KHJLlMa, a r lle HcruHHaJI npaBJl3,. Bo BCHICOM CJ1yqae KYIfl'll .llélBaJ1 
<:rOJ1bKO peaJIbHOR nHWH NlJI ~HH, lfI'O paJ06paTbCII, r lle npaBM, a r lle 
BIllJYMKa, 6LlJlO cooepweHHo HeBOJMOJK.llO. 

TaK lUIlUI KHJLlM yruePJK1lilJ1, '11'0 OmaXllLl, ICor.llél OH yeJJKaJI B ropoll 
H rnpocHJl y KyHTLI, He HallO JlH e~ '1ero-HH6Yllb npHBeJTH, TOT nonpocHJ1 
.llJIlUO KHJLlMa npHBeJTH eMy ero, KYUTLI, ~KapTOqICy. Hy, palBe TaKOO 
MOJKHO npHllYMaTb? [1979: 589] 

There follows in quick succession the author's relaying of another 

anecdote, ascribed to Kiazym, re-affirming the shepherd's stupidity 

(his losing his way in a snowstorm, taking shelter in a neighbour's 

barn but a few steps from home and failing to recognize his where

abouts even upon the appearance of the neighbour himself), and an 

account of his naively petitioning the authorities for a penSIOn for 

his son, slain in the Civil War while fighting on the side of the 

Mensheviks. The author is careful to note that Kiazym is not the 

source of the latter tale, which concern for verisimilitude (the illit

erate peasant Kiazym's not being likely to be involved in, much less 

sympa the tic to such red-tape machinations) serves to heighten his, 

the author's credibility and by extension his authorial control. This 

author embody pre-set traits. that this pre-determination. together with the 
author's constant mediation is what blocks the dynamics of the more modem 
novel. 

, 
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dominance has already been established by the Kiazym/Kunta 

contrast to begin with, and reinforced by his explicit role in select

ing from Kiazym's many tales about his luckless neighbour. The 

petition incident (which incidentally condenses an episode from 

Chapter 5, describing the baule that brought about Kunta junior's 

death, 1979: 114-17) does not advance the plot, it is as self-con

tained as the narrative snippets which surround it; as such it can 

be and was omitted, presumably for censorship considerations, 

from the original publication of the fragment, without detriment to 

the portrayal of either protagonist. Cut as well from this version 

was a longer 'fabula digression,' to coin a phrase, concerning 

Kunta's attempt to have a curse put on an errant foster son. 1 

Thanks to the principle of redundancy, the loss does not impede 

plot progression, though sorne poignancy would have been for

feited, without its restoration, in the chapter's closing segment, 

when the author figure cornes across the doltish shepherd, now 103 

years of age, with yet another foster chi Id. 

If "Ta6y" represents free-ranging variation on a static theme, 

our discussion of the stolen tobacco affair in "llepeoo lleTcToa" has at

ternpted to show the same princip le operating in the fields of char-

acter portraiture and its ancillary plot-stringing. In both cases, 

multiplication has been made to stand ln for extended 

development. 

With regard to the opposition between character focus and 

plot development, recall Proffer's comment on the period 1961-

1 Kunta's bargaining for a cheaper, less powerful curse is transfcrred to 
Tsurtsumiia in the film -qereMcKHR .4eTeUHB: 
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1984: "Particularly among the dominant realist writers, the short 

story often tends towards the character sketch, rather than 

Q'Henry-style plot construction." 1 In a similar vein, Sarnov cites 

Toistoi's contention that "in Russian literature more than any other 

the concern for emotional details overshadows interest in the event 

itself," and maintains that Iskander has outstripped aH his contem

poraries in the consistency and extent of this pursuit. 2 From a to

tally different angle, Nikolaev lists Iskander (together with 

Shukshin, Astafev, Belov, Ninov and others) as a practitioner of the 

"paccKaJ-c06L1THe," one of the most popular of four sub-types In his 

highly idiosyncratic taxonomy of the contemporary Soviet short 

story.3 The event-story, as he defines it, builds its plot around one 

central incident in the life of an individual or small group; aIl plot

development is subordinate to a single culmination, followed by a 

"more or less substantial denouement. "4 Il is difficult to agree with 

this assessment of the intricately discursive Iskander, apart from 

the observation that this sub-type of aIl the "small epic forms" 

stands c10sest to the sketch (OqepK) in its frequent reliance on the 

"personal experience of the author himself." 

lCarl R. Proffer, "Russian Prose 1961-1984," introduction to The Barsukov 
Triangle, The Two-Toned Blonde and Other Stories, cd. Carl R. Proffer and 
Ellcndea Proffer (Ann Arbor: Ardis, 1984), xi. 
2caPUOB, "Mup CDaJHJ111 HCKalIJlepa. - 15. 
36.H. IIHKOJ1aeB. ·0 ~aupax COBpeMeunoro pycaoro COBeTCKoro paccJCaJa.- BOnpDCM pyccICoa 
.fUmepamypfi 1977:2[ 30 J. c. 107. Nikolaev's other sub-types are the uooeJ1J1a 
(rcdcfincd as turning on a "pointe" aimed at revealing character, and 
practised by Akscnov, Antonov, Bitov and others), the lyric story 
(sacrificing plot to mood and reflection. as in Astarev and Kazakov) and the 
paccKaJ-cY.Ilb()a (covering the who le of a character's life. encompassing 
featurcs of ail the othcr sub-types and, white yet rare, possessing the 
greatest potcntial for dcvelopment). 
4lbid. 
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i Does narrative length have anything to do with character fo-

l 

cus? The short story has been contrasted with the novel on the 

grounds that its character delineations bear the stamp of 

"inevitability" : 

There are no Emma Bovarys or Elizabeth Bennets in short fiction: to 
establish a community in which such characters can be conccivcd 
to exist requires the time and space, and the unccrtainty of a nove!. 1 

The stolid re-iteration or unchanging traits would seem to eliminate 

the complexity and certainly the unpredictability associated with 

the protagonists of the larger forms. Even in 8akhtin's metageneric 

terms, the characters of a true novel reserve the right never to 

"coincide with themselves," to break, that is. out of any mold estab

lished by any of their fellow protagonists or even their author. 2 

Whereas Uncle Sandro, facing a passport check on his way to per

form for Stalin 

JaMH])3..I1, He .llilBélJI qyJKHM '1epTilM llpOHBHTLCH Il CIâpa1lCb OOXpruUlTh Ha J1Hue 
BUpaJKeHlIe HenpHHyJKlIeHHOro cxoJ!CTTUJa C co(joa [ ... ' [1979: 195; italics 
mine1 

In its own context, this determined 'self-coincidence' aims, of 

course, at satirizing the infamously serious protocol of Soviet 

identity papers. But it does reveal as weIl something of what might 

be called the 'recognizability factor' behind Iskander's reCUTTent 

features. If character and event are interdependent in the short 

story,3 recurring character and recurring event faTm a symbiosis 

of theiT own in the compilation, one which invites the readeT to join 

IMarvin Mudrick, "Character and evcnt in fiction," Yale RevlCW 50 (1960): 
215. Cited in L.M. O'Toole, Structure, Style and InterpretatLOn in the Russian 
Short Story (New Haven: Yale University Press, 1982), 146. 
2BaxrHH, flp06.J1eM1l rruT1U""U j(ocmetOWlh. 99. 
30'Toole,Structure, Style and Interpretation, 143-44. 
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1 in their perpetuai re-eonfirmation--much like the Western Vlewer 

of a long-runnin r ; television series. 1 From a different historical 

perspective, the effeet is similar to that achieved in folkloric cycles, 

specifically those that coalesce over long periods around popular 

characters, thereby Imparting to them a "semi-real existence": the 

reader is lead to think of them as "oid aequaintances even if a 

glven episode IS encountered for the first time. "2 

Over the many years of Sandro's scattered printings, its read

ers could always rely on familiar characters to perform in familiar 

ways.3 Over the jumbled chronology, the riot of tales dropped 

and picked up agé..'in, stood familiar figures (eyes, moustaches, 

vraists, backs, etc.). Over the astonishing range of genre intona

tions--comic, lyric. elegiac--unchanging characters revealed, not 

new facets, but the same facets In a different light: taciturn 

Makhaz and his frowsy wife, the shepherd Kharlampo are figures 

of fun in the "Tali" chapter. the ~tuff of tragedy in their own. 

Even more startling is the non-transformation, the change of 

context that affects Omar, the stable petty villain of the piece. 

Throughout the novel, his every appearance without exception is 

accompanied by a condensed curriculum vitae: he fought in World 

1 The familiarity effect as noted in the "Chik" cycle: .<D. HCKalI.Ilepy .IlOCTaTO'lliO 
ua..\fen, 'IT06b1 yo.:le'lb Boo6pacDHe 'IHTare..u B np0J10Iclilloe pyc..10, r.lle TaK OpranH'IllO H 
uenOCpe.llCfBclIliO CKpeLUHoaeTCJI DOBDe C yxe :maKOMblM, '1TO \fbl, ca~H Toro De 'la..\fC'I3JI, 
l>.aCT80pRe~CR B \fH~, C KOropli.\f )13.8110 CPOJUlHJ1HCh.· (H. nO.llO:lbCK3JI, PeueU3Hlt lia paCCKaJ 
<Da:JlVlft HClGUL'lepa ·1JacnHTHe H ,110008), K MOplO,· ,/lenuxl1Jl ./Iumepamypa 1976:5, c. 52.) 
2Ba:leuTHua ,llblllllHK, "UHKJI,· 8 KU. JlumemamypllQ./l 31114UK./IOne)fUJl: CA06apb 
AumepamypofJe.Lf'l«Xu"( tnepMUl106 (~OCKBa-J1elI"Hrpil.ll, 1925), 2: 1085. 
3"QHTare.rI), np<>3b1 H<Xau.!lcpa nOCTCnCUlIO .. 06pacraeT· 31lL\fH repolL\tH, KaK 6b1 aŒBaeTCR C lIlt\lH, 
OHH OT paŒKaJa K paa:~y ylCC CTallOBRTCR lGlK 6b1 ero, 'lHTaTC..lft, a:>ce.lllL\fH H poJlCTBelllIHKaMH, 
XOpoWHMH JltaKO\fliMH: (Hsauooa, -c.",ex npontB crpaxa" (i 98&), 158-59.) 

161 



War 1 in the "wild division"I; he became game warden; he cuckolds 

and bullies his brother Kunta (1979: 129, 240, 592, 602; 1981: 

68). He is thoroughly and invariably nasty. as we are invariably 

informed. Yel this is precisely what lends such potency to the au

thor-narrator's catholic acceptance of ail aspects of Chegem. Onlar 

specifically incIuded, in the poignancy of its final loss (1979: 6(4). 

We have examined the many levels of recurrençc tn the 

frame, character-types and traits, and plot-recapitu 1 atlons of 

Sandro. Below. other kinds of deliberate redundancy wIll be ob-

served: From aphonstic and allegorical over-extenSlOn to verbs of 

speech and thought. to excessive source citation. to the recasttng of 

an entire cycle, the autobiographical tales, into putative omni~cient 

narration. Within Iskander's masterwork. the recurrenccs dis-

cussed to date form a network of internai cross-referencing that IS 

ilS surface linkage. It remains to note the ev en larger network of 

external cross-referencing which arguably tacks together the whole 

of his corpus into one vast mega-cycle. 

Below 1S Burlingame's assessment of character, plot and 

place-name recurrence in Iskander's corpus as a whole. It ptn

points the active participation sought From the reader: 

Ali of thesc overlapplng strands help to crcate a ,",cn.,c 0/ unily and 
contmuity. and one can, m faet. speak of hkandcr\ work J, hClllg 

ail of one pleee. or rather of many separatc plcl-es WhlCh, takcn to
gether. add up to a coherent whole [ .. ] The aclual pattern of the mo
saie must be eonstructed by the reader, howcver, "mu! ("kander'<; 
stories do not appcar ln any partlcular arder. cven wlttlln a <;lnglc 
volumc. 2 

l "World War 1 Rusc;ian army unit drawn from warlikc ~outhcrn Inbesmen." 
("Glossary," in Sandro of Chegem, 3()B.) 
2Burlingame, "Prose of Iskandcr," 124. 
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l Lebedev focuses on the tonal qualities and the authenticity woven 

by the patchwork "world" of a composite: 

[l1cKaHllep 1 caM Hlme 06'be1lHMeT D CBOHX nOBYX c60PHHKax lIaBllHe 
.. lleTCIŒe" CBOH paCCKaJbl H nOCJlellHHe ny6nHKaUHH, [ .. 1 HnnI03HK> H 
npoJpeHHe, caTHJ>Y H poMaHTHKY, IOMOp H rneD, YTpaTLI, HalleJK11L1 H 
npH06peTeHHJI. ElDiHCTBO BCeX 3THX HepacropJKHMO KOHTpaCTHpyIOUlHX, a 
nopoR H He06xOllHMO llHCCOHHpylOlllHX HaqaJ1 H COCTaRiUleT HeKHR .. MHp 
(J)3.3HJU1 H(J(aHllepa" cerolIHJl. 1 

The village of Chegem is its capital. It appears in ail of the 

cyclical compositions to have coalesced to date: in "Sea Scorpion," 

as catalyst to the protagonist's moral awakening (nCro: 2 248, 337); 

in "CToRHKa lJellOneKa" as a boat, the author's refuge in the "llblMQa Tall 

3A4IopHR 6e3110MHoCTH";3 in "Chik" as the boy's standard and bulwark 

against a bt'wildering adult world. It crosses into other stories as 

yet unattached to any larger structure, notably "HaIJallO," as the 

author's starting point in his journey into life UIJI: 15). Like a mag

net, it draws into Sandra works that have yet to be formally ad-

mitted: the child-hero of "PeMJHK," grandson of Kolcherukii and 

friend of Chik. recalls it as another grandfather's home, runs away 

from Mukhus to find his integrity and death in the cold waters of a 

neighbouring vi lIage, yet plays beneath its all-embracing shade in 

the film "'qereMcKHR lIeTeKTHo"'4; the adult-narrator of "Goatibex" looks 

1 Jle6e.l!eo, "C\!ellIIlO CKaJaTh" (I984), 54. 
2The reference IS '0 the collection no//. GelIblO zpeUKOZO opexa (Moclcsa: CooeTCKHA 
JUtanellh, 1979). 
3"Mbl C BHK:TOpoM MaKCH.\10BH'Ie.\I PUfu'UL1H III \foeA IIO)lKe, KOropoA Il )laIl lIa3BallHe .. qereM: 
eme GL\! TOI'O Ile BeJlaJI, 'ffO DO \fliC Y;Ke 3peeT teMa MoeA 6Y.lU'weA KIlHI'H: (311a.MJl 1989:7, c. 
43). Sec also app 8. 
4The short story was fir~t pnnted in IO/locTnb 1974:9. c. 21,39. Aiso In CHq: 162-
212; 6.llDll: 17-66; JfJôpaJl1IDe: 211-57; nHP: 349·95. The film Remlik mighl, on the 
other hand, be Kialym's son (1979: 572-75; 1981: 92). When Andreeva 
maIntains that the story takes Hs natural place In Iskandcr's "childhood 
mosalc," she bases her claim on character-recurrence (All.llpeeBa. "BJla.lleJleu 
CqaCTbIl,· 12). The implication IS that a character grid ex tends throughout his 
corpus, a slol-and-filler system, as it wcre, that casily accommodates evcr 
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1 

up at its distant slopes to a grandfather's house described again 10 

• .lle.llYWKa. -1 It is the site of Kiazym's encounter with the humiliation 

of war behind the front lines in -Jlolllallb lIHlIH K1I3L1Ma: z In '1iclIHLlA 

lleMaror,- it is the home and ultimate destination of a story-telling 

old man, who recalls its familiar landmark. Sabid's RaVine and ilS 

familiar resident. the huntsman Tendel.3 By its share of the frag

ments of the Great Abkhazian Wall. the young Sofichka awaits a 

loyers' tryst.4 As the "homeland" of the narrator of J/epe8o lIemcm8a,. il 

has been seen 10 Iink the wh () 1 e of that motley collection t 0 

Sa ndro. 5 If the court yard is the run-through protagon 1 st of the 

Chik cycle, then the structural status applies ail the more readily to 

new arrivaIs. See also Lebedev's likening Iskander's corpus to a growing 
"tree": "KpoHa npollo.l.:lKaeT tDPMHpooaTbat ua UaIllHX r:uJaX, H UOBLIe CH.ILlme BeTH" BI~paCTaKYf 
TaM. r.lle,ll.1J1 HHX <:'10800 61.01 Cpa3y :lKe 6bL'l0 ocraaaelJO cB060.lllloe \l0CT0 H l'Ile HX Ile Xoa~IO • 
IA.A. ne6eJleB. "H Otex, H c..leJbI. H ,1lo60w..· npe1lHG.lo8He K ro. Q)3.JH.1JI l1acau.llepa HJ6pfllllloe: 
Paa:xQJ// U TI080CTTIh (\'1OCKBa: CoBCTCKHR IIHalWIh. 1988), 7.) 
IFirst pnnted in /lOBblÙ MUp 1968:7. c.62-79. Also 10 Hl!: 92-\2\; JlJl: 78-107; 
H3(Jpal/l/Oe: 41-86. Here and below see Appendix Four: Stories Pcnpheral to 
Sanc;,o. 
2Firsl pnntcd in IOllocT1lb 1966:3. c. 46-63. Also In 3n: 24-49; n.LI:78-9\; 11011: 143-55. 
The incident is rccalled III the "6pHI'a.llHp KJl3b1M" chapter of Sandro, and cnter'i 
as weil the film "qere"cKHR lleTeKTHB." 

3As -6e1lllUR .IleMarOr- in CHq: 110-125; Iil16l{: 67-81; l1Jopwl//oe.· 67-81; as "110ft. CCULIO 
3BKaI1HI1TOB: OrPLIBOK HJ llODOI'O paŒKaJa: CAle/la, 11 cellTR6pR 1969. 14-15; a\ ·nOll JI!KiLIHIlTûM: 
paœK.aJ: IlMe1lJ11974:49 (2-9 .IleKa6plI) ..... 6, 7. 
4 <DaJHJll. HClCaDllep, -nOXHweuHe: paccICaJ: W/CKaR MOAOjJelllCb \977:9, c. 16-21. Sollchka 
makes a fleeting appearancc in the lync cpiloguc to "l{;t(a\1XYX" (19H 1. 235) 
At one point, hke Tali, shc was to have bec orne the central figure of her own, 
separate nOBecTL--according to the author's announccmenl ln KOMCOMOAbCICQR 

npaBjJa. 10 anpe,1ft 1977, 2. The publl~hed ~tory f()Cu\e'i on her prcparallOn~, 
both practical and emotional, for c1opement. In thl~ 'iense, It provlde'i the 
inside perspective that was lackmg from Ta]j's abduction The weddmg ban
quet held sorne timc after the fact IS attcnded by Tali md hcr hu~.band 
Bagrat. Significantly, Unclc Sandro preSides as tamada Pcrhap'> tlm factor 
(givcn the author's decislOn never to ~how the master actually cngaged ln 
his art), or that of possible lync competition wllh Tali, has to date blockcd 
the incorpOratIOn of thls talc lIlto S andro 
53BeHroB, "11ax.a3illJHe CMexoM: 203. 
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ilS mountain counterpart in what Ivanova has dubbed a 

• cooeOOpa.3HLIA qereMCKHR 3noc. ~ 1 

Iskander has been called a wriler not so much of one, child

hood theme, as of one place. 2 Cribbing from Faulkner, a map has 

been drawn for him and affixed with his signature as its "sole 

owner and proprietor. "3 This limitation of theme has been seen to 

stand behind, to permit the widc variety of genre embraced by the 

protean Sandro and, in other works, startling a number of critics.4 

With regard to cross-cycle character migration, Iverni 

remarks: 

POMaH KaK MarHI1T Cf1lHy 11 B ce6J1 MHOJIC ecrBO repoeB [ .. 1. a r JlaBHOe -
caMoro aBTOpa-repoJl, Hel13MeHHO nOJlWUliomerOCJl Ha cueHe cpellH Jl106MUX 
repoeB. [ 1 MHonw H3 60Jlee paHHHx ero paCCKa30B 6üJ1H KaK 6L1 
3CKHJaMH. nOllManeBKaMH K Cawrpo.5 

Il is one thmg to state that Iskander's works share a number of 

dramatis personae, that character recurrence across various levels 

of text boundaries (segment, chapter; story, cycle) is a classic 

means to their linkage. ft is quite another to comprehend the truly 

mind-boggling extent to which this occurs ln his corpus, let alone 

1 For the court yard as a -CKB03110R repoR" sec HBalloBa. -c.\!ex npOTHO CTpaxa" (I988a), 
221; for the "Chegem epos" sec the revised version af the same a:ticle (l988c) 
in hcr TO"lKa 3pe1llLR. 144. 
2 Amang the erÎttes ta comment on Its excessive use IS A Il.ilpeeoa , "B.la,lleJleU 
C'laCTbll,- 13. Iskander, lt seems, felt abliged ta defcnd the praetice in "H qyuCTOO 
006cToelllloA cy;u,(5b1: HIJTepBhIO C (Da:lH.HeM HCWI.llepoM 3an. Il. lIeKpacOBa, G.ve11a, 17 OKTH6pll 
1982, 4. To Lebedcv, Chcgem is Iskander's -\feCTO IIOCTOIlllllOR .1HTepaTypllOA llponHcKH," 
cvcn hls -Ma:laJI PO.llHlla" (Jle6eJleo, "CMeuJlJo CKaJaTl," (1984), 53, 55). 
3Suggestcd by Ii.M. Capnoo. -qeM 1'.1Y('):lKe JaqepnuYTb,- B erG :.lKe Kil. 5peM/l ma;ra1lT1W: 

llopmperrw u 1It1.Vt}Ael11H (MOCKoa: CoBeTCKHR HHcamlb, 1987), 34. AlIudcd to by J1e6e.lleo, 
-H c\le~. H C.:Ie3b1. H .l1060Bh. - 10. Actcd upon by BaRJJL H reuHc. "CTaJlHll lia qereMCKoR 
,llopol'e. 155. 
4Solav'ëv speaks of his "cnoc06uocfb \fewm JJHTepaTypllylO "OI.lBeCKY," HPH Y.ilHBHTe..1bUOR 
0.plëlllHqlJOCïlI H UHK.1H'1lI0C1lt ero .mrepa:rYPlJliX nOHCKoo" in Bn. Co.l0BLeB, "CnoMaTb CTepeoTHn," 
Jlumepamyp1/WI èll3eTna, 24 lloJl6pll 1976, 5. 
5 HoeptlH, -no TY cropouy CMexa.- 353. 
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the audacity with which he overtly applies the technique. Ti me 

and again, unchanging characters, unchanging traits, unchanging 

illustrative episodes are re-introduced and re-explained. 

Above, we have seen severa} instances of its application 

within Sandro. Cycle-to-cycle transference en masse IS readdy 

evident between the "School Waltz" and "Chik" compendla, in that 

the latter simply re-casts the former into the thlfd-person. 1 

Another mass migration splices "Goatibex" into Sandro, vIa the 

simple mechanics of a sequel (Chapter 12). What stands out is the 

sheer bravado of repetition, whereby so many members of an un

forgettable cast are outfitted with superfl uous 'recap' -d igressions.2 

One character. Vakhtang Bochua, even manages to slip with man

datory reference to his eternal white suit and on-gOing goatibex 

shenanigans into an entire1y unrelated tale (1979: 488). 

Kolcherukii strides into the autobiographical cycles, ln the 

film version, scripted by Iskander and released as "BPCMR CqaCTlll1ULlX 

HaxollOl'" (1970); there the le ad character is named, not Chik, but 

S andri k. 3 Two episodic characters--the coffee brewer Akop-aga 

and the artist Andrei Tarkilov--stray from Sandro (Chapters 18 

1 Testimony to the bewildering extent of thc Iransference IS round ln 
Ivanova's confUSIOn of the two cycles: she states lhat "CrapblA JlOM 110Jl 
ItHnapHcoM: an interim version of "School Waltz," grew out of the Chlk cycle 
(·CMex npOTHB crpaxa" (I988a), 224). AClually. the reverse I~ truc. No less 
confused, it secms. is the critic Kile, who places -OpHl'aAHp KII.lIJ\I- \Il Ihe Chik 
cycle apparcntly on the sole grounds of Its inclu'\lOn in the 3aU(uma qUica 
collection m. Kate. "Jnoc .IleTcroa: lle8a 1984:2. c. 160). Burlingamc (,()n~C1ou~ly 
trcats lhe two cycles as of a single piece ("Prose of hkandcr," 126. 12R) 
2See p. 28. fn. 2 above. 
3Produced by Mosfil'm, script by Falll' hkandcr and G Gabill Revicwcd in 
CoBemtXQJf K)'Abmypa. 23 MaJI 1970. 4; H. raueJ1HHa. -BpeMII C'IaCTJIHBIlX lJaxOJlOIC: OTJUB: 
MoarD8CKua "D.MCO.MOA~, 19 Mali 1970, 3; H. OB'lHIJlIHKOoa. "HcKare:u. CaIl.IlpHK: Jf3geCTr.wt, 
22 JIlmapJl 1970. 4; ,2l. 0pJlOB •• I1eJleTClOte JaOOrbi AeTCKOl'O KHllO," HcmyœTn80 KU/ID 1979:5. 
c. 24-41; M. Ky:meUOB, "npocro.llYlllH" npHURTO oœPLeJ,· ÛJ8eI1UJCua JKfXlJl 1970:10. c. 4. 
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t and 17, respectively) to the solemn "Sea Scorpion" (nCro: 150, 

331), as does the u biquitous grandfather. With the childhood 

cycles Sandro exchanges the figures of Prince Ol'denburgskii 

(recalled by the boy's aunt in "qaenHTHe H JlI060BL K MOPIO: CHql: 14-

15), the Rich Tailor (who struts from his own sub-cycle into 

Chapter 18 of the novel), the repressed Abkhazian dance star Pat a 

Pataraia (Sandro's colleague and sorely missed father of the boy's 

friend Nina in "HOqb H lIeOL qm(a" and "nOllBHf lJHKa"; he also performs 

in "Goatibex," .LlLI: 363), Alikhan and his languidly voluptuous wife 

Dasha (who move from the gambler's house of Chapter 4 to the 

boy's court yard in both the first- and the third-person cycles).2 

The boy's paternal Uncle Samada, the drunken lawyer sunk to a 

café 'practice,' crosses with ail these identifying labels intact from 

"School Waltz" to an off-hand aside in ".llYllKa CTaporo XacaHa," now 

Chapter 26 of the novel. 3 

The Chegemer who outstrips ail others for constancy of recur

rence is, of course, the author-narrator. One who deliberate!y ex-

1 The reference is to the collectIOn Call./lpo U3 Cfeze.va: pOCCKa:J/J, pOMali (MocKBa: 
CoHeTQ(HA IIHcare.llb, 1973). 
2Where Kunta takes fIrst place for chaptcr-to-chaptcr recurrence in 
Salldro, the humble Alikhan, former"KO\4MepcallT" reduced to sidewalk 
salesman, eams the same dIstinction on the cycle-to-cyle level The sole 
cycle to have escaped hls particIpation is "Sea Scorpion." His salient feature 
is his calloused--not hands, as in the Soviet canon, but feet; hls most 
recognil.able pose--30aking those work·wearied trophies to the tune of 
condescendmg lectures from the RIch Tallor. On the basis of Kunta and 
Altkhan, a ca'\e could be made for the r<)le of the "humiltated" (Kunta the 
cuckold. Altkhan the victlm of the street bully in "BOJMeJJlHe" of the "Chik" 
cycle), the "\4aJme \4Hpa cero" as the structural cement of Iskander's corpus as a 
whole, both syntagmatlcally (in view of then high-frequency) and 
paradigmatically (given the patent reverberations of the underdog status 
ilself and its place in the authonty-ranking scheme of a corpus that abounds 
in patriarchs, tyrants and their challengers, the picaros), 

30KI'1IIf6p6 1987:4. c. 77. See also CaJl.tfPO U3 CfezeMa: po.MllJI (989), IGI. 3: 124. 
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poses his professional interests as a writer, one who moreover 

regularly depicts himself in the very act of writing: 

Kaxaut .aeHb, Ja HOO1J()qemteM TeX JlHeA, KOf lia Metul He (jLlBaeT 1I0Ma, 
JI JaK.pLlBéllOCh Y ce(jft B K.OMHare, JaKJlaJlLlBaK> 6yMary B CBOIO Ma.J1ellbKylO 
npoJKOp.11HBYIO .. I(OJlH(jPH- H nHlIly. 

()(jYIJHO MaUIHHKa, HOCKOJ1LKO paJ BJIJ10 nOTJlBKaO, HallOJlfO JélMOJlKaeT. 
[ ... ] Ha caMOM liMe B JTO BpeMJl JI 'I1'O-HH(jy.4b HJOt)peTaJO IDlH. CKJ10IlHB
WHCb mu; MaWHIIKOA, npHCJlyWHB3JOCb K Te.ne4K>HY B llPyroA KOMHaTe. TaK 
llepeaeHeKHe <JJHIlbH B uaurnx KpaRX, OOlOHHB roJ10BY, Cl'ORT lflOll 1U10110BLlMH 
llepeBLRMH. npucnyuIHB3JICb, flle cryKHeT ynaOUJHA MOl, lIT06L1 BOUpeMJl K 
HeM)' no!6eJKaTh. LLI.lI: 221 

The eighteenth-century Shandy and his inkpot has been updated to 

a typewriter-tapping Iskander,--a standard enough anchoring of 

Shandian di.gressions in the prosaic details of the 'author's' study. 

It pits its own "meta-text"l priority (as the producer's locale) 

against the lower-level 'reality' of "our parts" (the product's locale). 

It draws an ethical contrast between the two: the haughty preten

sions of the writers' craft, with ail ils traditional prestige, are de

flated by comparison with pigs. The latter th en take on the moral 

purity of naturalness to which the originator of that comparison 

aspires in his work. 

The originality of this twentieth-century use lies in its push

in g such concretization to an even bolder extreme, one unparal

leled, it seems in world literature. This is Iskander's dalliance with 

cross-referencing from work to work, from cycle to cycle. It differs 

from the more traditional use of literary allusion, ev en self-allu-

l-Ha.IlH'lHe nep(XmH~HUHpoB3l1ll0ro aBTOpa, ecrecrseuuo, 03ua'laeT IJa.,1H'IHe B IlpoHJBeJleUHH TCKCJ'a, 
OTHOClIlUHerOCJl K aBTOpy. TUOA TeKCT no OTllOWellHIO K CKlXeTlJOMy ILlally IJWIlICTCII MeTa' 
TeKcroM, T.e. TeKcroM 0 TeKCTe. no Mecry lIaxO;JCJJ.ellHJI MeTa'TeKCfbl \10 ... .110 pa:WUTL ua BIIYTpellllHe, 
lIaxO.llllWHeCli B clOiKeruoA qaCfH TeKCJ'a, H BuelllHHe, BYlIecelllJl.le Ja IIpt'ilr;\1.I C\O~CTlIoro 

nOBeCrBOBalIRII, -- ~a:mo['Q poJUl Ilpe,ll.HOlOBHII, noc.lec.aOBHII, O)()OŒ H npH.'tfe'léUIHJI: (K.II. AnpoBa 
H r.A. JlOCCKHC, CeMaIlTHKa H crpyK"i'ypa 1I0BeCfBOBallllil DT TpeTLerO J\Hua B XYJlv;t,:OCfoelllloA 

npoJe,- H3BeCT1UJJI AlI CCCP: CepUII Aumepamypfl u R3f1Ka 39, no. 1 (980): 37). In thcsc 
terms, Iskander's rncta-texts are intcrnally positioncd, and thcrcby 'punch 
holes' dircctly into the fabric of his narratives. 
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1 sion, in the sheer bravado of its absolute candour, Hs utter artless

ness. Whereas Iiterary allusion refers its reader to a c10sed world 

of other literary constructs, Iskander's a-literary cross-referencing 

opens each individual work explicitly to others from the same pen 

(or rather, typewriter!), and implicitly to the illusion of the larger 

world of 'real-Iife.' And the illusion finds its prop in the rickety, 

Swiss-cheese construction of Iskander's interlocking open cycles. l 

Sandro alludes candidly to "Goatibex," quite naturally in the 

sequel chapter (twelve), much more arbitrarily, even gratuitously, 

it seems, in Aunt Katia's dental adventure (1979: 309). The broad 

outlines of the tale of cross-breeding mayhem are recapitulated in 

the play "Koc)eAHIi B Mope,"2 "Goatibex" (1966) discusses itseif as a 

Iiterary product with social and political repercussions for ilS 

author in a segment towards its end that predated (in 1965) 

publication of the original story.3 It incorporates yet another pre

published piece, that released under the title "BeqepHJIJI .lI;opora" in 

1963.4 "KOJ1qepYKHA" (1966) cites and recapitulates what could only 

1 According 10 Solov'ev. Iskander's self-quotations turn the "wholes" of 
previously published pieccs mto "mere parts" of larger. cyclical structures. 
(·CYJ1h6a 'IenOBen 8 :&:aupe paccKaJa: 73). By appendmg cycle subtitles to the 
publication of ex.cerpted tales Iskander nO.ll'lepKHBaeT peanbuylO ueo603pHMOCTio H 
BlIyrpeHUlOIO CBIfJ3lIlIOCTb TOro, 0 'leM ou IlHWeT BOoCiwe, H O.llllOBpeMellUO OTpLlBO'IllOCTb .IlilIIBoro 
paœKa3a, KOTOp~A c..10BllO 6~ oKpy:&:eu OITO'lHJIMH H MlIOrOTO'lHJL\1H, 000311a'laIOWHMH CBJl3b 
nHrepaTypbl C pea.!1bUOCI'blO nKallp paaxaJa,· 4). 
2See Teamp 1988:6, c. 139. 
3(J)a3HJIIt HCKaIl.llCp, ·nO.ll Uff)oM KOnXHJl~: paCCKa3, l/eAeAJl, 5-11 .lleKa6plI 1965, 10-11. 
Compare the tirst printmg of ·Co3Be3JlHe lCo3norypa· in l/o61la MUp 1966:8, 3-75. 
Corresponds 10 pages 343-53 in the version published in the j(epe6o .aemcm6Œ 
collection .. 

40u ~e, ·Be'lcpuJUI .llopora: pacCKaJ,· Kocmep 1963:12, c. 24-32. Corresponds to pages 
277-92 in the version published m j(epe6o Aemcm6Œ. Sorne minor stylistic 
adJustments are eVldent. as weil as a certain reduction of the horrors of war 
as Ihey irnpinge directly upon the boy. Most interesting of ail is the change 
of locale: m "Goatibex"--an unnamed grandfather's house in an unnarned 
mountain village (which factlitates its identification with Chegern: .ll.ll: 277: 
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be "Be1lepHRR llopora" ln its opening lines (LIll: 24) and IS itself 

specifically indicated in Sandro,' 

MHTepeCHO, 1ITO 1IepeJ MHO~ecrBO J1eT, BD opeMR DORHli, Kor lla 
KOJ11fePYKOro npHBJ1eKJlH (lIUT1UUl paa::KaJ "KllII1IefJYKua." ~e, tmpotleM. o(j 
31TlfJ.M HU1Ie20 He iXJ60pUfflCll) K OTBeTC'1'BeHHOCTIf Jél TO, lffO OH nepeca1lHJ1 
TYHroooe ll€:peBO C ICOJ1XOJHOrO nOJ1R Ha CoolO tHKTI1BHYlO MOrl1J1y, eMy 
HanOMHHnH 06 3TOM CJ1y1fae [his helping the arrestcd Sandro), no 
KOJ1'1epYKHfl ClIenaJ1 BHll, IJTO HH'Iero He nOMHHT. [1979' 174; itahcs mine J 

where the false cross-reference underscores the illusion of extra-

literary reality. 

A different kind of false cross-reference IS seen ln the 

promlse to tell at sorne more convenient date the story of one Uncle 

Fedia (198 i: 63). It seems safe to assume that this colourful but 

upright figure--a peasant turned Civil War hero turned alcoholic-

will one day re-appear. The promise has not yet been fulfilled, or 

at any rate published. In the meantime, it opens a breach ln the 

chapter it otherwise gratuitously interrupts,--heightening once 

again the illusion of a vast 'real world,' teeming with 'real charac

ters' and pushing hard against the artificial boundaries of a finite 

li terary text. 

External cross-references are no less abundant. Many ad-

dress the problem of para-literary response. From the reader, in 

the story "HaIJaJ1o," which describes the encounter between a mys

tified writer and would-be interpreter of his piece "2krcKI1R call" OIll: 

8CH: 336; 1-136.: 493); in -Be'lepuJUI Aopora- --Uncle Meksut's housc ln the village 
Napskal (Kocmep 1963:12, c. 24; 3n: 80). Whcn reprinted 10 the collection 
llep80e lfe.JIO (1972. 1978): 60-77. the village acquircd the namc Chcgem. 
-COJBeJJlHe KO'JJ10Typa, - then, stands as Iskander's fi rst effort in amal gamating 
older and newer pieces. On the se grounds, Lcbcdcv belicvcs the work 
marked a tuming point in his evolution; the incorporatcd fragments found a 
"creative complction": ·OUH ualwueu C.10BIIO 6b1 1l0/la..IH B HCKO.~blR, /lOlfTH 
nO.llpa3yMeBaBWHRCli KouTeKCT,- one based on the lyric/ironie Juxtaposition (Jle6eJleB, 
-CMeWllO CKaJaTL- (1987), 188-89. 
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19-22).1 From the critic, descending on "Goatibex" in the fifteenth 

(1979: 530-31),2 and on an unnamed story in the twenty-first 

chapter (KHY: 23-24) of Sandro. From an unnamed fellow-writer in 

"Mope 06aJ1HHH," which tackles the issues of his single theme ('"Bee ropu, 

Beê lleTCTBO, nce qereM"), its supposed advantages vis à vis the censors 

("penaKTOpu K Te6e CHHCXO.znrreJ1bHeli ... MOJl, BCê 3TO TaM, flle-TO Ha )la.11eKOR oKpa

HHe npoHCXOlDIT, J1aJlHO, nyCTb mlUleT. [ ..• ] 3ro KO MHe CHHCXOllHTeJ1bHeo?r), the 

misinterpretation of his Endurians, the persistence of goatibexes (" H 

[ ... ] C HeKoTopoR Tpe80roR nO~MaJ1, tffO TeMa K03J1OTYPa, BHlIHMO, 6YlleT npe

CJ1ellOBaTb MeHH BCIO XH3Hb ")--the last with regard to a scheme to pro

duce shell-less eggs in the interests of Gorbachëv's yCKopeHue. 

Yet another reference to goatibexes translates instantly from 

its real-life inspiration (a televised proposai to mass produce 

pheasants as a panacea to the infamous Colorado beetle) to a 

tongue-in-cheek outline for a future story. It extends self-allusion 

across genre boundaries right the way to the essay. or rather, es

saistic miscellany, in a piece that managed to incorporate fragments 

pre-dating their inclusion in "CToHHKa qeJtOBeKa. "3 Among them--the 

1 Cited by Lesskis ln his discussion of syntagmatic (explicitly text
conditlOned) and paradigmatic (extra-text) associations. as an example of the 
often arbmary nature of the latter (reading between the lines). See r. A. 
JleŒXHC. ·CHlrranta11tKa H na~11tKa xy .llO~ocmeHHOro TeKCJa," H3t1fX:17UU1 AH CCCP: CePUR 
/lurrwpamyplJ u H3lJKa 41, no. 5 (982): 434. What stands out is Iskander's attempt to 
cxcrt maximum authorial control over ev en thlS, the most cphemeral aspect 
of a Itterary text. 
2Thc reference IS to JleB rOJ1UHBOB, "BonpelŒ npaBJle XHJIIH: 0 nOBeCl'H <D. l1cK3.1l1lepa 
.. Co3BC3,llHe KoJJ1OTvpa,· CoOOfOCK(1Jl A6"XD31.U1, 18 lIOR6pR 1966, 2. 
l<DaJHJ1b Hawlllep. ·0 )l8~eJlHH K JJ.06PY H 0 TeXllOJ1orHH r.lynocm," JTumepamyp71aR 2ll3ema, 30 
1II00Jl 1986. 11. The tenth fragment. on a flshing expedition. corresponds to pp. 
42-43 01 Ihe "Taflra " MOpe" chapler of ·CTOJUlKa '1eJ\OBeKa" III 371aM1l 1989:7; the 
clcventh descnbes the cncountcr between shoddy workmen and a 
dlsimerested lovcr of a Job weil donc for its own sake, stands In this respect 
as a situation rhyme 10 a slmilar eplsode in Sandro lnvolving Khabug (1979: 
7-+-275) .• md lorresponds 10 pp. 52-53 III the 31la.MR vcrslOn cited above. 
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reflection on Chegem as his marine refuge and future nove\. cited 

above (p. 163), which brings our discussion of cross-referencing in 

Iskander full circle. For his is indeed a circular poetics of repeti

tion, of continuaI and intrepid return to characters, incidents and 

thernes. His twice- and thrice-told tales rejoice in their redun-

dancy, no less than his many yarn-spinners and their equally 

loquacious spokesman. The oral illusion is expansive. hs counter

balance is the eloquence of aphorism and studious reflection, their 

role in compilation--the subject of the next section. 

Fragments 3-6. 12-16 set forth aphorisms attributed tü the central character 
of ·Crollon." 311CJ.MJ1 1989:9, c. 49·56. The only othcr pre-published cxcerpt 
appeared as the short story "Cep.llue" în llumepamyp1lOJl zaJema, 7 Il 11 Ba pli 1981, 7, 
reprinted in the 3a~uma gU/ça collection (1983): 248-60. Sec also app. 8. 
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.Llo KOHUa nolUlTL JaPttLlceJ1 CaJlJIPO U3 qe2eMa ceRtiac 'fPYlIHO, n<YfOPttY qTQ 

neWb He JélKOlf1leHa. HaI1HCaHO, npHMepHO, 1IDe TpeTIt. He XBaTIleT HeKO
TOpLIX rJJaB, KOTOpLie JlOJDKHLI 6m'L BCrawteHLI MeXlIY HamlGUlHLlPttH. 

[1979: npelU1Cl1oBHe, 71 

CHAPTER4 

"THE SEA SCORPION" 1: APHORISTIC CUT AND PASTE 

Of Iskander's astonishing complexity of cyclization, "The Sea 

Scorpion" ("MOpCKOA cKopnHoH") can be considered the most easily ana

Iyzable in terms of the explicit motivations provided for and SUT

face linkages detectable in the incorporation of its component seg

ments. The novella spans a publication period of twcl ve years: 

from 1964, which saw the printing of ".Llnoe n Mope," a lyric first-per

son account of first love, ta 1976, wh en it came out in full form in 

the journal Haw co epe.'IIeHHU/C, as an extended third-person reflection 

on the true nature of love, mere adolescent attraction, and fidelity. 

The central protagonist, Sergei Bashkapsarov is vacationing with 

his wife in Mukhus (Sukhumi) on the Black Sea. The boarding 

house is run by an old friend. Volodia Palba, whom he helped sev

eral years previously exonerate from a charge of first degree mur

der. The two friends set out to sea, and sorne time is spent in 

establishing their fishing expedition as the frame plot-line. Volodia 

forms the kernel of the first major digression, on their first encoun

ters, the brawl which led to his incarceration, Sergei's writing and 

l See Appcndix Five. "Sea Scorpion" Compilation History. Where possible, 
citations will rcfer to the version found in the collection llo.4 cellb70 2pe14K020 

opexa (M(){](Ba: CoBCTCKHA I1HcaTe.flb, 1979), 117-344 as ncro: page number. 
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pushing through to publication the feuilleton which prompted his 

eventual release. 

The fictional feuilleton has a real-life counterpart: two 1970 

publications by Iskander in JTumepamYPHaR za3ema defending one 

Chichiko Dopua against virtually identical charges. Moreover. it re-

ceives no less than two literary reprises in Sandra, in the chapter 

"KYTeJK Tpex KHII3eR." The first of these ends with a mixture of 

Iskanderian self-disparaging sincerity and a suspiciously ingenuous 

defiance of syntactic economy (manifest in the casual repetition of 

key syntagmas whei:e paraphrase or pronoun replacement would 

suffice): 

CeAqaC, OTC1)'IŒBaJI Ha MalIIHHKe 3TH crpoKH, R ocnoMHHn, qTO li :rry 
BCTpeqy H BCIO npe.lIü11YWytO ropeCTHylO HCTopmo Moero llpyra ft yJICe 
omU:Al11 B Ol1HOA nOBeCT". flle coocmBeHHbla .MOa .ao(Jpwa nocmyTlOte ft 

npHnHC3J1 CJJOeMy repolO. li BOT Il CHona K 3TTW.My 'TlOCTIly'11JCy U03npaTHnCfl. 
B qeM JlCe 11eIlO? I111H MeHR THHer te co(JcmOO1l1lOMY .a06po.M)' 11OCmy71lcy, 
KaK npecrymrnKa K Mocry npecryroTeHl1H? I1J1li Mue IKaJ1KO, lJTO R npHlll1caJ1 
efo cBoeMy repOIO? [1979: 527: italics mincI 

Abruptly, in this spirit and on the slimmest of chronological 

links ("B TOT xe 11eHb ..... ), "The Sea Scorpion" proceeds to ilS nexl 

digression: 

B TOT JKe lleHb CepreA, ponch y ce6n 110Ma n nW"Ke co crapblMli 
nHcbMaMH, HaTli:HynCfl Ha cooA llHenHHK 'l'oro npeMeH". MecraM" Moprnacb, 
KaK OT 3y6HOA 6on", Ha MOnonyIO poMaHTIiqecKylO caMoynepmUlOCTh CTI1J1I1, 

OH npoqeJl BOT :1TIl CTpaHl1UN... lOCrO: 133] 

Note how the hallowed device of the "discovered manuscri pt" is 

adapted, on the one hand, to justify a change in intonation and yet, 

on the other, to highlight the difference by means of this sclfsame 

justification. In effect, the transition entails the very oppo~ite to a 

"laying bare of the device": by stressing the almost pre-literary 

helplessness of the compiler, and not sorne précieux playing with 
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form to revive its tangibility as a purely Iiterary construct. Where 

the Formalist term envisages self-conscious literariness. Iskander 

presents a literary self-consciousness turned against itself to deny. 

it seems, any distance whatsoever between literature and expres

sion. The more awkward the transition, the more sincere the 

humble confessional motive behind il. The result is not one dcvice 

laid bare, but !iterary effort in general. 

Smooth transitions are, in any case, conspicuously absent 

throughout Iskander's corpus, particularly in Sandro. The author's 

cavalier attitude towards compositional coupling was noted by 

Smelkov; Iverni believed the "missing links" (MOCTHKH) for a more 

"organic" passage from one chapter to the next would be supplied 

by the chapters Iskander promised, in his 1979 Preface, to insert at 

various points throughout the nove1. 1 It now seems safer to assume 

a deliberately 'naif,' 'cut-and-paste' principle behind ail of 

Iskander's writings. 

The naif artist in this sense lays ail his cards on the table, ex

poses his own groping towards the sincerest possible expression: 

3KCJ1CpHMeHT qyu J1HTepaTY]>C. MyqHTt'J1bHYR nOHCK fjJopMN. cnoRCT
BCIIHYR XYJlO~lDtKélM ocex BpeMeH, TO, 'ITO pamwe HalYBaJlOCb MyKilMH 

CJlooa, ect'b ocer. nponeŒ 1lfJOIDfeHUH XYJ.fOJtœC11UJeHHOU .Mb1CJIu.2 

He must diligently free himself of ail constraints, including the ver

bal, lest he not see the forest for the trees, lest the trees stifle an 

uncluttered search for the essence of the forest itself: 

HCKyccroo He .llOJ1JKBO 6blTb cnHWKOM HCKyCHYM. Merra4K>PWlecKHR nec 
TaThRBY TOJ1CTOR HBor lia KiŒeTCJI '1e~ 06HJ1L11blM H JaKJ11O'IellHUM. 1 le 
XBaTaeT .nyneK, nOJlHBOK, OpocBffi'OB. 11 3TO roOOplO H, MO)KHO CKaJaTb, 

lCMeJlKOB, ïu IIOJUHUeT POMaB: 32; l1uepM, -rIo l'Y cropouy CMcxa: 352. 
2I1Œ3.lIJlCP, ·0 I10BaTOpcroe. 6aI1aJ"1LUm HcrHllax H UHTaTaX,· 3. Italics mme. 
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Bt.lpocuIHR B KaBKél3ŒHX UYHfJ1JlX. tfuTali ee paclXa.JLI nopoR XOtIffi'CR BJffi'b 

Tonop, H npopy6HTb OKHO [ ... ] B He60.1 

The 'discovered manuseript' introduces, praetically verbatim, 

a story published by a much younger Iskander, ".llBOe B Mope" (1964). 

By awkwardly apologizing for and then blandly reproducing the 

naive romanticism of youth, the text achieves a highlighted com

posite of tonalities. No less striking a tonal aggregate, though on a 

much larger scale, is evident in Sandro: tragie, fareical, lyric, 

satiric, elegiac--all find their separate and distinctive voice ln 

Iskander's masterwork. as the wide variety of critieal opinion eited 

in the first section of this thesis testifies. Within S andro itself. the 

story "liapMeH AlIryp," analyzed as "treading the thin line between the 

grotesque-fabulistic and the real-publicistic," has been called a 

"pacCKaJ-nnaKaT" and a "paCCKaJ-KOJ1J1aJK, "2 which weIl captures its com

pilative nature but misses the essence entirely: the line is thick, 

not thin; it is thiekly laid on to produce a graphie overlay; nor is it 

troct, but deliberately flaunted. What the small fragment from 

"Scorpion" does, in a nutshell, is point to the deliberate consistency 

of method in Iskander, to aggregation/segregation and its unruffled 

exposure. In this sense the cycle is both the pinnacle of his art and 

its most perfect manifestation. 

In "Scorpion," an overt intertwining of perspectives is 

aehieved: an ingenuous first-person more or less concurrent with 

10U Jee, -n03JHR rpyCTH: 0 KlIHre TaTbRIl.. TOllCTOR lia 30A011UJM "p6lA614e CUJlBAU,' 
JTUmepam:yPII(JJf ZaJeTTUJ, 26 asrycra 1987, 5. 
2BLlCOUKaJI, -06peTeuHe 11080ro Il .. xauHII: 11. Azanov seems to confinn the role of 
tonal overlay in maintaining the disjointed nature of compilation. He 
believes that the lyric digressions in "Goatibex" tend at times to overwhelm 
its satirie base, and thereby "fragment the composition." (AJaUOB, -flo.ll rHlIlIOJOM 
toPMYJ1",' 161). 
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the past events described, and a third-person mature re-examina

tion of that pas t, as weil as its on-going repercussions in the pre

sent. Subsequent interpolations of the pa st and present drop this 

surface embodiment of first- and third-person 9 substituting the 

intermediary of a fairly obvious manipulation of stream of con

sciousness. Rather tban internai monologue, what Iskander offers 

is a dramatized internai dialogue, as it were, uSlng rhetorical ques

tions and equally flat answers. The flatness stems from an autho

rial control that is never relaxed: 

Hy HtT, nO~ilJ1 CepreA, BCJ10MHH3.JI llHeBHHK. 3TOro MU TIlK He oc
T3.BHM. Mu ceA1lac l'e. Be CXOllH C MOCTa. paJ06J1allHM 3TOro llHnoBOro 
1JeMJIHOHa. 

TélK 1JTO xe CllyqHJ10Cb mJI'OM? .lIa. lla, llro CJ1yt1HJ1OCb noroM, 111'0 
nOMewa..no DaM npoJloJtXHTb Ha cyme B?W poMaH, CTOJtb TpOraTeJlLIIO 
Ha'lil1UR Ha MOpe? Kopoqe rooopJl. nMeMy DY He BMecre? 

CepreA JaTPY1UIHJICR ua 3TO 0'I'Dffim'L. Tyr 61iJ1a J3.IillIKa, KOTOpYlO 011 
MOI' paapelIIHTb, HO He XBa'm110 ll.Y!~ nepemamyn, Qepe3 co6crnellllLlR C11U 
B cynœocm, BOO' ~ OH 3BaJ1. [ncro: 150-1511 

G .A. Lesskis bas described this three-tiered awareness (a 

character does one thing 9 thinks another, wbereas the a uthor 

knows what he really thinks, knows and does on the innermost, 

sincerest level of being) as stemming from Sterne via Tolstoi. 1 

Lidiia Ginzburg discusses Toistoi's psychological method in terms of 

his investigations of the "mechanisms of spiritual life." She traces 

this orientation to the "rationalism and didacticism of the eigh

teenth century." From Rousseau Tolstoï inherited and developed an 

awareness of the "synchronous multi-layeredness of spiritual ex

perience." A passage cited by Ginzburg to iIlustrate the Toistoyan 

character's multilayered, mutually contradictory levels of self-

1 Consultation in Moscow USSR, March-April 1988. 
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awareness corresponds to the Iskanderian technique under discus

sIon. It concerns Karenin's reluctance to face the reality of his 

wife's infidelity, methodically sets for th his prosaic thoughts, un

spoken fears and unacknowledged motivations.! Anna's own wel

ter of conflicting emotions receive similar treatment: 

Oua 1fYOCTDOBaJ1a, IJTO B -:rry MHIfYTY He MOr na nupa3HTh C1l0BilMH TOro 1JYBC
TBa CI'WÇl, p3.lOCnt H yJlaca npeJ 3THM ocryJ1J1ewteM B HOBYJO ~H3Hb H He 
xOTe.TIa roBOpHTL 06 :noM, OnOlWlHBélTL 3TO qyocrBO HeTO'IHYMH CJ10BaMII. 
Ho H nOCJ1e, H Ha lIPyroA H na TpeTHR lleHL, oua He TO.T1LKO He RalllJla CJl0B, 
ICOTOpHMH 6 .. OHa MOfna BYpa3HTh BCIO CJ10~OCTL 3THX qyBCTB, HO Re 
Hax01lHJ1a H MYCJ1eR, KOTOpYMlf 6bl oHa caMa C m60R MOfJla 06llYMaTb Bee, 
IJTO 6W10 B ce JIYlIIe. 

[ ... } 
3amo B CHe, KOfllil ORa He HMeJla Wlacrn HU CBOHMH M"CJ1J1MH, ce 

n0J10~eHHe npe~JLI1OCJ, eR.., oceR 6eJo6paJHOA Harare CBOeR. [ ... ] Ho 
3TO œOBHllCHHe, lCaK KOUIMap. ,lI,ilBHJ10 00, H OBa npoclil1a.nélCb C Y:llCaIDM.2 

She is pursued by an author wielding an endless chain of 'but-s' 

and 'then- again's'--mechanical devices all to force into blunt 

speech the thoughts she herself cannot face. In general, however, 

it is difficult to find Toistoi telescoping a character's inner debate 

quite so neatly and compactly as Iskander. This most likely stems 

from the nineteenth-century master's prime discovery, according 

to Ginzburg, of the fluidity of consciousness. By contrast, 

Iskander's technique is a montage of well argued and therefore 

thoroughly compartmentalized moments. 

Compare B akhtin's assessment of the monologic work typified 

by Tolstoï: 

!JlH.lOtJl rHDJ6ypr, 0 71CUXlJ.fOZU~Oa 11p03e (JlellHllI'p3..t XYJlO:lKecfBelUlaJI mrrepaTypa. 1977), 
434. 319. The passage from Anna Karenina is cited on p. 321 and 
corresponds to Jl.II. TOJ1CTOA. C05panue lXJ'IUHellUa 8 A8fU'l4amu TTWMŒX (\1ocKBa: 
rOCYllllpc1'1lellllOe H3111TeJlJ.cr1K> XY.llO~ecfBeBBOA mrrepaTYPY, 1963). 8: 237-39. 
2To.lcroll. j'ICa3. COq., 8: 178·79. Itallcs mine. 
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CJ10BO repos JaK.T1lOlJeHO B TBePllYlO onpaBy aBTOpcK.HX CJ10B 0 HCM. [ ... 1 
CaM0003Halille repoa -- TOnLKO MOMeHT ero TBepllOro 06paJa H, B CYlUHocm. 
npellonpelleJ1eHO 3THM 06paJOM ./laJKe TêlM, r lle TeMaTHqecKH C03HaHHe 
nepeJKHBaeI' KpH3HC H paJlHKanLHeRllIHR BUyrpelOOlR nepeoopar.l 

This is the monologic author's "judgment in absentia" (JaOIJHaS oueHn) 

of his character: "CUOIO TOtIKy 3peHHJI Ha repoli OH He llOBOllHT, ./la H npHHUlinHa

nLHO He MOJKeT ./lonecm ./lO COJHaHIDI repoR, H repoR Ile MO~eT Ha Hee OTneTHTb:2 

So entrenched is this orientation in Iskander that the lack of an 

overt voice for its expression has even been dted as a flaw in the 

short story "PeMJHK," peripheral to Sa ndro. 3 

In the final analysis,--for this is the analytical dissection of 

thought,--it is the author who orchestrates and controls the i nner 

argument. Iskander's author reports and even re-words his char

acter's internaI monologue no less effectively than his relay narra

tor was seen to manipulate the weil delineated accounts of his 

many source narrators. The common factor in both these types of 

'other-text' treatment is the deliberately forthright. wholly undis

guised, even rigorously emphasized role played by the author. 

Varlamova objects to what she considers the excessively ob-

vious application of the tactic in "Scorpion": 

CDaJHJ1b I1cKaHllep, CJ10BHO H BpRMb HrpaJI poJ1b 60xecrna B TpeX J1HUax, 
cnoco6eH OKaJaTbCH ollHonpeMelD1O BCI01l)': li B lIIK)rpe onHCUBaeMOro repoli, 
H TOro, C KeM 3TOT repoR KOH~nHKTYeT, H BllPyr 06ePHyrbCJI HeKHM npo
BHllUeM, KOTOpYR eme H npoKp)'1JHBaeT B YMe oce MOTtfBIi HX nOBelleHHII, a 
nOTOM, B03HOCRCb yJKe qyn He B crpaTOC4lePY ~a, OTOOprH)'Tb npell
nOJ1OJIŒHHNe oapHaHTii 01lHH Ja llPyrHM, lJT()('jy C J1yxaBOR yCMelliKoR DY-

llBHHyrb C3MHR nOClle1lHHR -- HeocnOPHMLIR.4 

lliamw, llpOOAe.MN TlXJTTU.IKU )loanoefJQf()J), 94-95. 
2Ta.~ a(e, 121. 
3H. 3.rud5epr, ·)luanaJOIlhl T9>ptteeœa: JTu~ oo03pemUJ 1975:9, Co 29. 
4Hnua Bap.1WlOlIil. ·UeuoA .aOOLITOA HCI1fUY; Jlu.mepanryJ»tOe 0003pelllle 1917:2, Co 32. 
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She has pinpointed its role ln reinforcing the author's role as 

orchestrator of aIl tluee tiers, and ultimate source of the transcen

dent. supra-individual omniscience it seeks. And she describes this 

raie as "spinning out the variations" (npOIc.PY'IHBaHHe BapHauToB), which 

captures i ts deliberately composite, no-seams-concealed modus 

operandi. 

The passage below, describing Sergei's laughing as his wife 

stumbles during a game of volleyball with a fellow vacationer, of

fers an example of manifestly tripartite consciousness in an exposi

tory. author-dominated context. 

fi04 ee BJfnH1l0M OH, CJI0BHO 3XO, YCJ1ymaJ1 CHOA CMex H TOJ1LKO ceRtiac 
OCOJH3J1 He)'MecTHOCTb H XOCï'OKOCTL ero JBYlJaHIDl. OH CMyTHJICH n04 ee 
rorJUl1l0M, HO CMYfHJ1CH rnaBllLlM 06pa30M OT nOIlHMélHHJl ~ecroKocm cooero 
CMexa H HenOIlHMaHHII, qeM OH 6W1 BLlJBaH, 'reM 6o.J1ee rrro Ja MI1IOBeRHe 40 
JTOm OH nOqyBCTOOB3JI K HeR OCI'pyIO He~œrL l ... ] 

Ha caMOM liMe CMex em BLiJuau 61in rnyOOKo JaTaHBIIIHMCJI, HeOCOJ

HaHRYM 'IyBCI'BOM peBllocrn Je. 3TOMY reo.nory, K HX llPY~ecKoA Hrpe. Ee 
na,4eHHe K3K 6Y npepLlB3J10, KaK 6L1 OJHaqanO HeB03MOJœOCTL naMe1liBweRCH 
Me~_ HHMH rapMOHIDf. H CMex ero BLlpwKaJ1 Pil.llOCI'L no 3TOMY noBUlIY. 

He nOHHMaR 3TOro, HO lIYMaR 0 CJ1~UIeMCH, OH rpe6 B OTKpllfOO 
MOpe l ... ] 
[fiCrO:120] 

Compare in S andro the author's superior awareness of Tali's 

innermost motives. Tali has secretly visited her tubercular cousin, 

ostracized for fear of fatal infection: 

Oua He MOrna 6L1 acaJaTL noqeMy, oua T011LKO JH3J1a, 1fTO HeJ1bJJ1 qenOBeKa C 
TaK.HM ropeM OCTaB11RTh 04H01'O, H 3TO 6lino CH.1ILIIee ocmrnx 1I0801I0B, H TYT 
OHa caMa HHqerO He Mor J1a 6L1 o6'bJICIIJITL. Oua CM)'THO nOqyBCI'BOBaJ1a, qTO 
TO 1l0oopHe K MHpy H K J1IO.lIJIM. Ta OJaCfJ1HIJaJI cnoco6HOCTb HJWleKaTL no
croHlDlyIO nerKOCI'L H PalIOCTL HJ caMOl'O BOJ,4yXa JKHJHH KaK-TO CBJIJilHO C 
TeM, qTO y Hee Ja 4YIIIOA He 6WlO RH ollHOro lIBHXeHIDl. J3JlaxHBéllOwero, 
npHqyIUero CBOIO BLIfOllY. COOIO ll06L1'IY. li TaK KaK B 3TOR pacna.xnyrocm, 
OTKpLlTOCTIf, lI06poJKeJ1aTe.11LHOCTII KO BCeMY 6W1 JaJ10r ee OKpLlJ1eHHoro 
ClJacTJ1HOOrO COCI'OHIIIDI. OHa JapaHee 6eœoJHaTMLUO JHaJJa, 1JTO eR RHKaK 
HeJ1L3J1 JanaxHBaTLCH, 1IaJKe OC11H pacnaxnyrocn, ee Kor.ll3.-RH6y.lI;L CTaHeT 
CMepre.nbHO onacuoA. [1979: 3401 
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Where the secret knowledge of Sergei concentrates entirely on his 

spiritual malaise to the exclusion of fabula development. the insight 

sought in Tali is directly connected to her ultimate l'ate, to the omi

nous preview in her chapter's opening pages (1979: 321) of an as 

yet unpublished but tragically predicted tale.! Moreover, Tali is a 

lyrically coloured character entirely distinct l'rom the author by 

feminine appeal, by non-reflective wholeness and as the constant 

object of his poetic admiration. Lyric, nostalgie, didaetic and above 

a1l, explieit--such is the handting of yet another female character's 

comn.endable though ts: 

Ona ewe ne nOHHMaJ1a, IJTO 8 MHpe UeT HWlero BMOCfllTeJ1bnCA KphUlbCD 
JlI06BM. Ho H He nOHHMaJI, oHa H ceAtlae OpH BH11e HaeC1lJ(H, na ee r llaJax 
YKphlBllIeA 0011 KpW1b1lMM ocex UW1J1JfI', owyrnlla oocropr, KaK 6hl npe1l'lyu
CTBHe npa.31lHHKa JIŒ3HH. l B.llD.ll: 1781 

Sergei--male, literate and introspeetive--represents an attempt to 

transpose self-irony into other-disparagement.2 

In "Sea Scorpion," the transition exposing and justifying the 

insertion of enthusiastic adolescent outpourings personalizes such 

split-level consciousness by setting it somewhat precariously in the 

character's domain. Somewhat precariously, because Sergei's wince 

is described externally, by the author and for his compositional 

convenience. In any event, the diary excerpt leads into a third

person account of the affair's end as the girl is wooed away from 

lAt our 19 March 1988 meeting. Mr. Iskandcr Indlcatcd (hat work j" still ln 

progress on the sccond Tali chapter. whcre apparcntly shc follows ln thc 
tragie. heroic footsteps of the Dccembrist wives. The author'" preface to thc 
most recent. three-volume edition (MOCKOBCKHA pa6o'lHA. 1989) rcpeats hls 
intention to -JlOnHcaTb cY,llb6y TiLlH- 0989/1: 5). 
2See the dlsagreement on this point. for and agamst the trcatment of Scrgcl 
as an ill-disguised stand-in for the lyrical 1. bctwcen M. rCTb\lall, -MH;tall rycTa 
6ecco:mateJlbDOCTH?- and M.O. qY.llaKoaa, -Ueua caMOflOJlIallHJI- printed undcr the. rubric 
-)(aa MUeUHJI- in JTumepamyp1laR i'llJema, 8 JleKa6pJl 1976, 5. 
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him by a traitorous friend. Thus, compilation operates, in this 

novella, on two levels: on the simple mechanics of piece-to-piece 

insertion, importing and motivating their opposing tonalities, and 

the equally overt manipulation of the opposition thus established 

in an equally composite, no less choppy frame. For in Iskander no 

segment is entirely free of sorne form of digressive, discursive or 

overlayering compilation. 

The rettospective account of Sergei's betrayal IS punctuated 

by a return to the split-personality internaI dialogue that launched 

it. At this point, that device is pushed to its extreme, as Sergei de

fends himself at length from an externalized voice of consciousness. 

The exchange, a veritable grilling session, is too long to quote in 

full. Suffice it to note that the dialogue represents compilation on 

the level of point of view in its simplest, grammatical aspect of 

verb person. 

A leturn to the fishing expedition of the 'peg-plot' 

(previously published as the story "npHKocHoneHHe," 1975) takes 

Sergei into his first encounter with a scorpIOn. The narrow escape 

prompts a second reflection, as Sergei lights 3 cigarette and won

ders why he feels so trapped in life. Does the trouble lie in his re

lationship with his wife or with his work? The question is presum

ably his own; in any other writer, it would signal a shift into stream 

of conscicusness. 

BOT TOJ1hKO y:maTh: n qeM oua BHUOBaTa? 11 erue 1lPyroe, TaitHoe H crwmoe: 
HeyJKellH Ha 3TOM nee KOUqHllQCh? "ICaKaH ft .zorpa, KaK ft Mory llYMan 0 
CMepm, Korlla y MeHR 1l0tfb." 
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[ .. ] MOCflH 0 CMepnt 6WlH ropa3llO llef1le naMRTIt. Ta llocranaJ1a OOJlb, 
a 31nu HJ11Jero, KpoMe MHMOJleTHoA Ja.JJyMqHoocnt. Born OHO, HU'IUHCJeTT1CR: 

OH npHX01UtJl [ .. ][Italics mine]l 

Step by step, the passage methodically prepares ilS slippage :nlo 

full-bodied internai monologue, sandwiching direct speech in be

tween the author-mediated rhetorical question it opens wilh and 

the deictics-Ioaded ~econd introduction to stream of consciousness 

proper. 

The contrast was deliberately chosen from Trifonov's "llpyraR 

JKHJHb, "2 a work which parallels not only "Scorpion's" stratagem of 

having an intellectual search thfOUgh his past for some explanalion 

of his present malaise, but identifies the object of lhal soul

searching :lS a historian, and moreover one whose overly refined 

sense of hO'lesty is responsible for at least the external Clrcum

stances of his dissatisfaction. Where Trifonov's career-stalled his

torian is presented thrcugh the internai monologue of his widow. 

however, Iskander takes this distancing one step further, by turn

mg not to internai monologue, but directly to straightforward 

third-person omniscient narration. The very starkness of this 

transition encourages its identification as yet another facet of 

corn pilation. Trifonov above knits complementary perspectives 

gradually and systematically together. Compare his skilful 'easing

in' to Bakhtin's analysis of "prepared direct speech" (noUOTOBJlennaR 

npRMaR pe'lb) , the use of quasi-direct to anticipate direct speech, to 

llOpHA TPH(IoUCB. lloflf!CT1Ul. (Mocua: CoBeTOC3Jl POOCHJI. 1978). 225. 
2"Scorpion" has bccn compared Wilh Tnfonov's work 10 gcncral. though not 
spccifically thi i partlcular tale. Sec feTbMau, "Mu,uJI cyeTa 6ecco3uaTe.lblloCTH?" 5. 
Iskander him:ielf has made only passing rcfcrcncc ta hls contcmporary. In 
CDa3HJtb HCKilJJ;,.ep. ·qeJIoBeK H cY.4h6a: Eiece.4a c IIHca:re.!le.~ CDaJH:leM HCKaJl)1epo~: Jall. H. 
MaJHJtKHlla. !tfOCKo6QCua KOAlCO.MOAel(, 21 MU 1987. 4; and ·Y./lHBHre.:lbIlLlA "Hp· (uurepBblo). 
6. 
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attenuate the baniel's between author's and character's discourse 

and thereby contribute to their ultimate interpenetration. Bakhtin 

emphasizes their mutual exchange of intonational and ideological 

values~ this potential interaction, he believes, invariably con

tributes to the "diminishment of the author's objectivity." 1 

In this, the Voloshinov variant of Bakhtin's system, the 

watershed for ail types of reported discourse (direct, indirect, 

quasi-direct) falls between the linear and pictorial styles, the one 

preserving where the other erodes the contours of the author's and 

the c haracter' s domai ns. 2 It IS the linear style that governs 

Iskander, here in the handling of pseudo- or objectified inner 

monologue, as weil as in his re-casting of character's tales in relay

narration. 

Indeed Iskander's effect tS quite the opposite to that 

achieved by Trifonov or described by Bakhtin. His is a tacking to

gether with garish thread and aU the ends left happily showing. 

Such utter disregard for concealment might weIl mimic the pre

literary helplessness noted in his naif 'laying-bare' of the device; 

here too, the rejection of literary sophistication must in a literary 

context be read as a post- or even supra-literary sophistication. 

Even where the narration more closely resembles internaI 

monologue, the text IS peppered with verbs of thought, surface sig

naIs for the more deeply embedded process whereby a superior 

awareness can intervene with parenthetical comment, or prod the 

IB0J10WHlIOB, MapKCU3.M U ~LUoœtJUR R3b/Ka. 131·32. 
2TaM :a:e, 118·19. 
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1 'thinker' with questions of its own. Here lS Sergel frctting ovcr his 

forever-postponed the"is defense: 

CaMO npOOHBalme ero B liHcrnTyre, BOl ero nayqllaJI ~HJtlh (011 Ile XOT11R~1 
J(}'AlaJTlb: Kaptepa) na 3TOM MOrnH JaKOIPlHThCR. B KOime IWtlUOB, on Mor 6Ll 
H Ile JaWl1l11aTbCH. Ero Bnonlle ycrpaHlJaJlo ero rencpClUuee 1I0JlOJKClHte. 
Bm.me? .LIa, BIIOJlUe. BellL OCilli 011 Ollllaile.T1 KaKOA-TO m,Timon, IICyJKCJIII 
eMy n~H nOMOlllH lIHœeprarnrn ny:llŒO œ lleMoncrpuponaTb JllOllllM? 

,Lle.rto He B JlIO.lUIX, 0011Y.IrIl1.Il OH. a B qeM-TO ,1pyrOM. 1/0 8 l/e..V? l'y,. 
KaKoA~ l1l!CfHHKT, j[J.wa/l OH. HncrnnKT nepellimt Im<flopMa.mnt... A Mm,œT 
DLlTb, JWyroe, oollY.Alan OH. [ 1 

If AU OH 8 Ca.MOAl j(e.ne (fOUTTlCII pUC/C1IyTnb èYJ.1080U? Ily 'lm JI( 

(6CTItnnKa cW6M106un). eCTL qeM pHCKOBaTh. ,ocro: 164-65. IIJhl" 1111 Ile 1 

\Vhere the text shifts immediately from ",uch barcly

sketched, ill-knit preliminaries to omniscient narration propcr, ail 

prctense of mimesis (minimal authorial intrusion) IS dropped ln 

favour of unadulterated diegesls (maximal intrusion), 1 heavily 

overlain with Tolstoyan superior awareness: 

B HIICfHTyTe, ur lUtpeKTOpa 110 y60puUlI.w, oce K IICMy <mloo ,JlUeb XOpoIllO, 
a lIeKOTopLle JaJKe J1I00UJHf ero. Bo BCHKOM c.llyqae, 011 TaK ilyMaJI. 
flpHpolla HarpailHna ero orpoMlloff ll06poJKe. '1 aTCJlbnOCfblO, li ::rro BOneA-lIc
BOJleA BblpblDaJlOCh HapyJKy li qyncrOOBaJlOCh mOllbMH. ,ocro: 1631 

After Sergei's job troubles have been outlined, the narratIon 

returns ever so briefly to the fishing boat, the cigarette i'i extin

guished, tossed overboard, "as though [Sergei 1 had cast away sOllle 

unpl<;asant th0ughts" (nCro: 167). This. III ail ilS pnstine simplic

ity, i:; the yoke between "npHKf\CHOBeHlfe" and lts interruption by an 

earlier taie, published under the title ~KHlIO~ (1974). 'Sergei had 

sorne thoughts/Thoughts about ... ' --the method i s aIl but apposi-

tional. If apposition is taken as ranking below subordination on a 

scale of compound structures, then its usage here must surely ap-

proach minimal complexity. Apposition in thls sense has no syn-

1 See L.M. O'Toolc, Structure , Style and InterpretatIOn ln the RU.\.\wn Short 
Story, 38, 65. 



1 taclic effect on its environment; il is therefore both detachable and 

expandable. Compare: 

( 1) Iskander follows the compllal1on rnethod 
Iskander, the wnter, author of Sandro, Plernber of the Writer's 

Umon, natIve of Sukhurni. resident of Moscow ... follows the 
corn pli alton rncthod. 

(2) The lOmptla110n rncthod IS tnteresttng 
Iskander's compilation mcthod IS tntcrcsttng 
The Lomptlallon mcthod followcd by Iskander is tntercsting. 

Very real differcnces emerge, both morpho-syntactically (genitive 

vs. noun-phrase attribution) and semantically (restrictive modifi

cation) in (2); whereas the chaining method followed in (1) bears, 

in theory at least, infinite potential. As an analogical model for 

Iskander's compIlation rnethod, it is in any event governed by the 

author's ascriptlve Impulse: 'let me expIain.' And so he does. 

The overlayering is at once temporal (Sergei recalls, or rather 

the author recalls for him, his first encounter with his future wife), 

and, latently If somewhat lamely, thematic: Lara, it has been 

hinted before and will be demonstrated again and again, is not ex-

ceptionally attuned to her husband's needs. Minimal textual ad-

justments are evident: in the independent tale the girl is nameless 

and the encounter dates back only one, as opposed to seven years. 

Even the earlier publication has its composite moments: a tale

within-a-tale, as the author relays Sergei's account to the girl of a 

trip to Leningrad's Hermitage. The link is a tenuous one at best, an 

explicit situation rhyme: a power failure during the girl's first visit 

to Sergei's room prompts him to (1) light a cigarette (1) and (2) as

suage her virginal fears wlth an amusing episode ln a similarly 

darkened museum. The account itself contains a fairly lengthy di-
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1 gression on the infectious aura of Rembrandt's "Return of the 

Prodigal Son"--one of many points of CONact with Tolstoi. both Hl 

the doctrine of art's immediate appe,ll and in the work chosen to 

illustrate it.} Composite as weil is the passage. in both pre- and 

post-compilation publications, describing the film watched by the 

soon-to-be-courting couple (nCra: 168). Such miniature sypopses, 

of other authors' works, of Iskander's own outside Sa ndro . :md of 

previously recountcd episodes within, are a constant featurf. ot the 

nov el. Bere the recapirulation of the scenario underscores the sex

ual tension of the main theme; it will return in yet another dis

crete segment, omitted from the journ::t version, to haunt Sergei's 

dreams that same night. 

The text then returns to the fishing boat of "OPHKocHoBeHHc," a 

second scorpion is caught and killed, and once again Sergei lapses 

into reflection. This time the surface link is provided by Volodia's 

pubescent daughter, who confesses she finds the creature~ both 

frightening and disgusting. Sergei waxes philosophical: 

Cima qyncrneHHOfQ WlelleHHR H CliJla OTBpalUeHHlI, nO~MaJ1 Ceprefi, 
HanepHoe, paJBHBaIOTCJl OJIHOBpeMemIO. TaK H llonîKHO 6b1.Th, nO~Man OH, 
BelIb J'fO 1'0 JKe caMoe, lITO olUymeHHe rapMOIiHH H lUlcrapMOflHH. KTO 
CHnLHO qyocTByeT nepBoe, TOT c TaKofl: JKe CHnofI 1l0niKefl qyBC'TllOBaTb H 
BTOpoe. KTO MOiKeT HaCJlaXllaTbClI KpaCOTOfI npailllhl, TOT neH36eiKHO 
llOJIXeH C TaKoA' JKe CHJ1OA' oWylllaTh OTBpaIUeHHe KO JliKH. [Ocro: 1951 

IThe samc pamting and the samc To1stoyan crt.do reappear in the -Bpe\!11 110 

'1acaM'" segment of -WKO;lLlIblA Ba..1LC: Whcreas Vlubel's "Demon" allract'i the 
author's attention only sporadically. dcpendmg on a cOIncldence of hl., mood 
and that conveyed by the work, Rembrandt's picture Invariably rIvets hlm 
to the spot -naTO'tIy 'ITO KapTHlJa CMbL.l3.eT .'tIoe .1H'IlIoe uacrpoellHe H /lOl'PyJKaeT ~C1l1l B poBlILiA H 
~orY'lHA nOTOK cBoero lIacrpoclIHR- (clted from the versIon in KpOAU/W U yJ1a8/J. 242). 
Of note in this adaptation of the infectIOn doctrIne IS hkander's ext.IU'ilve 
reliance on the graphie arts, as opposed ta the broader "pectrurn outlined by 
Tolstoi's examples, from drama (Shakespeare) to programme music 
(Wagner). 
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1 This extended aphorism, with its suspiciously redundant insistence 

that these are indeed Sergei's own thoughts, leads directly into a 

guileless transition: "[10 KaKoR-TO CMyrHOR CBRJH C 3THMH CBOHMH MIJICJ1IiMH OH 

BllPyr UCnOMHHJ1 .llaJJeKHR CJ1yqaR HJ cooeR 108OCTH." The incident recalled is 

the fifteen-year-old Sergei's first physical contact with a girl, 

whose knee brushes his as the two are bent over a book. 

Compilation in this instance follows first a simple technique of 

parallelism: the scorpion's sting (for the moment averted), and the 

adolescent knee. The strategy was, after aU, forefronted in "The 

Touch," the title of the shorter piece. In the larger scheme of the 

novella, which will eventually consider the pitfalls of purely physi

cal attraction between the sexes, it wiJl acquire a broader, more 

ominous significance. Perhaps this, like the "degenerate chin" re

peatedly insisted on in the previous insert ("KHHo"), could be com

pared to what Bitov described as the detail that hints beyond itself 

to its eventual realization in a larger whole. Certainly within "The 

Touch" itself the parallelism generates a diagonal, semi-detached 

offshoot, when Sergei compares the ugly legs of an old woman 

scurrying to avoid a passing car with the limbs of the young girl 

that had so excited him. 

One conclusion can be immediately drawn: "The Touch," as a 

compilation within a compilation, illustrates spiralling parallelism, 

overtly declared, and overtly punctuated by aphorisms. The older 

Sergei "now understands" that the shame he felt when teased for 

the se first stirrings of puppy love was his punishment for feeling 

"aesthetic disgust" instead of pit y for an unfortunate old woman 

(nCro: 199). Thus is realized the disgust motif proclaimed in the 
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aphoristic exposition which proceeded the segment. There follows 

Sergei's own explanation of why he should have unexpectedly re

called this long past incident: "the hot touch of the sun reminded 

him of that first, unforgettable touch [of the knee]" (nCro: 200). 

The piece fairly bristles with obligingly glossed symbolism. 1t ends 

with the third appearance of the scorpion. This final "touch" is 

definitely painful: Sergei is at long last stung. 

Several pages, first publications aH, take the boat back to 

shore, outline sorne cause for jealousy aroused by other guests at 

the boarding house, and send the suffering Sergei to bed. Here he 

lapses once more into recollection, thus introducing the next f1ash

back, the next semi-independent tale, "3anpa" (1976). Its therne is 

conjugal suspicion, its setting -- another Crimean resort. Inter-

spliced is a second flashback, launched by the counter therne of 

unadulterated 10yaIty, to a country girl in an Abkhazian mountain 

village. l This too is a montage, furnished with several epilogues, 

the last of which links up with the original flashback, as Sergei, 

wife, child and object of his holiday-resort bout with jealousy, BO 

back to the village to visil the girl, now rnarried herself. The In

tensive symbolic parallelism of "The Touch" becomes in this piece 

1 Zaira, the impetuous mountain girl. heroine of the piece, shares several 
significant features with Tali. Among them: a tender profile and light step, 
a special relationship with her grandfather, a special joyous brand of 
hospitality. Sergei's reflections on her ·ynoennOCfH IUJlIJ>lO, 0 lleCKOll'iaeMOA CBe:lKOCTH 

ee IH3BU· and the poverty of his own Iife by comparison (Ocro: 258) ccho the 
author's lyric awe of Tali. Both girls escort g!..les~s who have overindulgcd to 
bed with heavily stressed innocence; both faces shmc on these occasIOns 
with a light that rivals the lamps they carry; both these parallel scenes are 
treasured by the men who recall them (Ocro: 239, 1979:331). 
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an extensive, though no less obvious situational parallelism. 1 The 

result is a series of variations on the the me of conjugal fidelity. 

The family returns to Moscow. 

Without any transition whatsoever, a third flashback returns 

us to Sergei's student days, in the piece "DOJ1b U HeJKHOCTb" (1976). 

The theme, quite unabashedly, is girl-watching. The construction is 

a straightforward stringing of various girls who capture Sergei's 

attention on a mobile plot-pivot, with Sergei taking advantage of a 

balmy spring day in Moscow to indulge in a spot of what can only 

be called 'cruising' to, on and around Red Square. Into this just 

barely continuous structure is inserted a flashback to memories of 

a faited romance begun on a similaT occasion. An aphorism marks 

the break: "TaK paJBUBalOTCJJ MyCKyJ1L1 UpOHUO" (nCro: 266), said of the 

young man's disappointment when a promising candidate in the 

holiday crowd turns out to have an escort. The transition back to 

the original flashback is equally "extra-territorial" to Sergei: 

BoT q1'O npOKJ1lOqHJ1OCb c CepreeM B npoUIJ10M rollY, KOr.lla OH, KaK U 
Tenepb, nOCBHlllaJ1 CB060.llHOe opeMH HeycTaHHLlM nOUCKaM cBoeR 
UJ6paHHOUY. Halo CKaJaTb, 'lTO J1I060BHOe YBJ1eqeHUe CepreH 
J1i1CeQaxOTOQHOR OQapooaUIKoR QepeJ HeleJ1IO y.lleTY'IHJ1OCb, U OH nOJ1HOCTblO 
8OJBpaTHJ1 ce6e npaBO, U 31U lfYBCI'8O 8OJBpameHHoro npana 6WlO HanucaHo 
y Hero Ha J1ulle, XOTJJ cne,llyeT OTMeTHTb, QTO Ha npaoo no HOKTO He npe
TeH.llooa.n, TeM He MeHee OH QyncT80BaJ1 ce6H IJeJ10BeKOM, nonyQOBUIUM 
nonHOO npaBO JaHOBO UCKaTh UcnOJ1HHTeJ1LHHuy r J1aBHoR ponu cBOeR Me'ITLI. 
[ncro: 270] 

Here we see the author performing a number of operations simul

taneously: first, rather clumsily, supplying the 'then-and-now' link; 

second, rather briskly, disposing of the epilogue to the affair; and 

1 Varlamova treats the work as a composite with parallel episodes ail focused 
on the central "psychological problem" of betrayal rUeuoA Ao6YTOA HCTHULI, If 32· 
33). 
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t third, sornewhat confusedly, combining the unrealized irony of "Ha 

npaBo :rro HHKTO He npeTeH110BaJ1" with the thematic justification for both 

the flashback-within-the-f1ashback and the original flashback 

itself. 

The surabundance of flashbacks is defended by Chudakova as 

appropriate to the holiday resort setting: Sergei on vacation is able 

to relax, recall and reflect. This 'lazy hazy summer' atmosphere 

(JaTOpMOJKeHHocTb) is mirrored in a total disregard for fabula: 

CM)'THTeJlbHOA OKaJa.J1aCb. 6L1Tb MOJKeT. CKynOCTb C06b1THAHOA KaHBU. [ ... 1 
MHHHMYM TeKy'mx C06UTHA, JaTO pa3MaTLlB3.IOIllHACH KJly(jOK oocnOMH
HamtA: HeTpYllHO. HauepHO. npel1CTaBHTb ce6e 'lHTaTe.l1H, KOTOpLiA oocnpHllH
MaeT :no KaK HeKoe CIOJKeTHOO HeYll06crn0.1 

The story then jurnps back to the boarding house, Sergei tus

sles with the watchdog and once again, plunges into recollection. 

Again the therne is thwarted courtship; the undergraduate Sergei 

fails to defend a working-class girl from her jealous lover. The 

author supplies the moral: 

OH He OOOJHa8aJ1. lJTO Cima paCKaJlHHH no noBOllY TOro oo'lepa caMa no ce6e 
6b1Jla npaBCTOOHHLIM CBeTOM, npelloxpaWlBillHM ero OT B03Mo:lIŒbIX nlleHHA 
BQ MHOmx llPyrHX CJlyqaHX JKH3HH. [ncrû: 313] 

We return to the boarding hou se, to a montage of character

focuses as the various provokers of Sergei's jealousy and discontent 

are dealt with one after the other, a jumble of sub-recollections and 

sub-episodes. As the day ends, Sergei at long last "suddenly" real

izes he spent his youth falling in love with pretty faces, only to 

marry without ever wondering about the spiritual side of the fairer 

sex. The extended internai monologue is liberally sprinkled with 

timely reminders that these are indeed Sergei's thoughts: "BHl1HO. 

1 qY.lUlKOIlil. ·Ueua CiL"ono3uauHJI,· 5. 
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JIYwa ero, JIYMaTI CepreA, nOliaBaJ1a [ ... ] CHrHMY [ ... ]"; "11 nO.ll06HO TOMy, .lIYMM 

OH[ .•• ]"; "A ru, nOllYMaTI OH 0 ce6e [ ... ]" (ncro: 338); "B CyWHOCTH, crpeMneHHe 

K Kpaoore, nOJIYMM OH [ ... ]'"; "LIa, nO.llYMM OH [ ... ]" (nCro: 339). 

Now the monologue itself is an attempt, ostensibly Sergei's, to 

generalize on the basis of the modey collection of experiences the 

novella has presented. Hence the philosophie first-person pll1ral: 

"KOr,lla HaM HpaBHTCR BHelIIHOCTL JKeHIIUtHY H MY BJU06nHeMOl [ ... ]" (nCro: 338); 

"Hame BOCXHlUeHHe KpaCOTOA H CTpeMJIeHHe eIO WlaJleTL JaTlOJKeHO B Hac npHpo.llOA" 

(nCro: 339). In terms of continuity, and for that matter, style, it 

corresponds to the morals almost regularly supplied in Iskander's 

stories of the 1960s. 

The basis for this analogy become!; clearer as as Sergei drifts 

into the entirely abstract third-person mode of aphorism proper: 

CoJHaJlHe H cqaCTLe HCOOBMOCTHMY, nOJlYMaTI OH. [ ... ] 
Olal."The -- 3TO nonLlTKa yOm OT COJHaHHH. 31'0 nonLlTKa UCJ1HKOM 

OKyuyrLCJI B MHJ1YIO cYeTY 6eccOJHaTeJ1hHOCTH. Bee cYeTa, DCe CJI)'lIai1HO. 
nOJIYMaTI OH. [ ... ] 

LIap JKII3HH, nO.llYMan OH, He MOJIŒT 6YTL CBHJaH C TaKHMH 
npeXOlVllllHMH BelllaMH, KaK mo60BL JKeHlllHRU, Ha}'llHaH Kaphepa, rapMOHHJI 
eeMeAHOA JKHJHH. [ncro: 343] 

Compare the closing words of "3anpeTHLIR nJlO11" (1963), which sum up 

a single-incident, first-person story: 

.H Ha BCIO JKHJHL nOHHJt, qTO HHKaK08 BHCOKHR npHHUHn He MOJKeT 
OnpaB,llaTL nOJV1OCTH H npe.llaTeJtbCTBa, .lla H BCHKoe npellaTeJ1LCTBO -- 3TO 
BOJtocaTilJl ryeeHHua MaTleHLKOA JaBHCTH, KaKHMH 61.1 npHHUHnaMH OHO HH 
npHKpLl8aJ1OCL. [Il.l{: 46] 1 

There too the aphorist is specifically identified. From another early 

story, "TpHHa.lluaTHA nOllBHr repaKJta" (1964), also first-person, also 

si ngle-incident: 

1 The reference is to the collection Ilep80e )Ie.IIO: paa::K0361 U nosecTn6 (MOCKua: .lleTCKaH 
JUrrepatypa, 1972). 
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Il JaMentJl, 111'0 nee JlIOJlH OOIITOI nOKaJaTbCJI CMellIJIHMH. Oco6enHO OORTCH 
nOKaJaTLCR CMellIHLlMH JKelllUHJDi H no31'U. nOJKaJ1yl'l, oml CJUIUIKOM OORTCR 
H nOOTOMy HHorlla BNrnll1lRT CMellIHNMH. 3aro HnKTO He MOJKeT TaK nOlJKO 
BUCl'aBHTh 1IeJ10BeKa CMellIHiiM, KélK XOpoUIHR n03T HJ1H JKeIlWHJla. [rlll: 361 

The same technique appears in the "YTpaTLI" chapter of Sandro. 

There too the central protagonist can be seen as a stand-in for the 

author. Zenon is an Abkhazian writer, born in a mountain village, 

raised in a coastal town, uprooted to the "valley of valleys" ln 

Moscow, known for the satiric bent of his work. His aphoristic re

flections revolve around the issues of family, folk and, for lack of a 

better word, solidarity. Each one is assiduously supplied with a 

verb of thought. To quote only one of many, like ail its counter

parts redundant in a chapter that never once abandons this par

ticular thinker's perspective: 

Hapoll -- 3TO OO'IHO JKHooA XpaM nWIHOCTH, 1lYoNa.JI 3eHOH, 3TO ellHtlcr
BeRRoe MOpe. K)'lla MU MOJKeM 6pocHTb 6YTW1KY C 3anHCKoA 0 HameR 
JKHJHH [ ... ] [KHY: 81; italics mine1 

Thus, both stand-in characters are furnished wHh traits that 

"biographically and psychologically align" them with the 'real-life' 

author. Their texts hover on the border-line, as "transitional 

forms" between first- and third-person narration proper. 1 What 

makes Iskander's handIing of thlS widespread "subjective third

person" unique is the paradoxical use to which he pub his 'verbs of 

thought.' Usually, it is their absence, together with that of direct 

speech, which encourages the identification, the "diffusion" of au

thor's and character's perceptions. 2 Here the effect is quite differ

ent, ingenuous, 'methinks the author doth protest too much': the 

1 ATapoaa H J1eoornc. "C'.eMéUlTHO H crpyKTYpa nOBeCnlOIWIHJI OT l'perLero JI HUa ... 45. 
2Ta.\t :lKe, 42. 
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1 apl10risms he so meticulously attributes to others ail too obviously 

carry an authOi ;ty that can only stem from an author's voice. 

On the other hand, such 'source jdentification' bespeaks a 

certain modesty, o. at any rate a self-limitation of the sort which 

associates Iskander with the general retreat from 'epic omm

science' discussed in the second section of this thesis. This is the 

spirit in which Iskander's "insistent 'I-understood-s'" have been 

read, as an attempt "to make sense of one's own self in one's own 

time," an attempt common to "Evtushenko, Rozhdestvenskii and 

man y others," a reaction against the "ready-made truths" of their 

Soviet education. l In Sandro source-identification takes on a fas-

cinating role in the delineation of author's and characters' dis

course, as weil as the masterful playon narrative privilege and 

authorial 'reliability.' In "Scorpion," however, the effect is old-fash

ioned, overweemr.g Toistoyanism: the author's awareness, already 

overburdened as the prIme bearer of thematic unit y ln a 

supremely disjointed work, collapses without the saving grace of 

self-directed irony. What was so aptly described as "conan I1cnonelll1 c 

npOnOnellbIO" in Iskander's earlier work,2 where homilies lose their 

didactic sting in qualified self-effacement, becomes unqualified 

preachifying shunted onto the shoulders of a most unconvincing 

protagonist. And the protagonist is unconvincing precisely because 

he has not been allowed to stand on his own. In a sense, the dual 

perspective of irony was, in "Scorpion," externalized, bifurcated into 

the dual focus of Sergei and his author/commentator. 

llCOll3J1b,UOt, "CKIIOJllLle KapTHIIKH" 283. 
2lCpacyXHll, "qacruua XUJ1lH TIIOCA," 11. 

Though 
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"Scorpion" did not survive the experiment. it exposes ail the more 

graphically for il the structural limitations of aphorism and the 

first-person confessional mode masquerading as third-person 

Toistoyan didacticism. 

How does aphorism affect narrative continuity? The answer, 

on the mechanical level at least, must be sought in its positioning. 

As an end-game, the function suggested by the mounting incidence 

of aphorism towards the close of "Scorpion," its traditional role is to 

sum up, to point out the moral. motto or lesson to be learned from 

the tale, to cast a retrospective import and connotational unit y on 

what has come before. Unit y thus achieved is author-directed, 10 

this piece, author-dominated. Coupled with the author-manipu-

lated Toistoyan perspective, the author-justified mixing of tonali-

lies, time frames and symbolic links, the authoritarian base of 

aphorism tips the balance of the piece entirely. Sergei's Russo-

Georgian surname, his historical, non-Iiterary studies, his constant 

subjection to external interrogation by an external voice of con

sciousness--all these devices ring hollow; Sergei becomes a trans

parent mouthpiece for the aphorisms so lamely attributed to his 

name. l 

Moreover, end-positioned aphorism signais a full-stop; in the 

face of its generic inertia anything that cornes after a punch-line 

ISamov's verdict: -MOPCKOR cKopnHou- ( ... 1 uey;J.a'la. ( ... jIlHcareab HJMeUH11 ceC5e, CBoeR 
XY.llOJKllH'IOCICOR npHpo.lle: MeXaIlH'IecKH nocraBH11 CooJl ua Mecro Jlpyroro '1e.IOBeKa, -- JlpyroR 
npoteccHH, .llpyroR 6Horpa~HH [ ... J, H MeXaIlH'IecKH uue;lH.l ero caMIi.\lH COKpOBellllLlMH 
oco6ennOCfRMH CBOeR nCUXHKH: (-qeM rJly6~e 3él'lepnllYTb- (1978), 151.) Among thosc who 
second Sarnov's opinion in considcring the work a departure from 
Iskander's usual manner, see Bn. BOPOUOB, -C MHpOM YCTallaB.ilHBaR CBJl3b, - MocICfla 
1977:7, c. 205. Conversely, Vinogradov links "ScorQ.ion" to -.lI.epeBO JleTCTBa- (H. 
BHBOrp3,40B, -YXOJlHTb H B03BPaIllélTLCII: l/py;Ktfa IIClpOJlOfi 1977:8, c. 275-76). 
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1 sounds anti-climactic at best, drag-foot and limpinJ! at worst. It 

ties a knot, cuts the narrative flow by the sheer force of its seman

tic den~lty, its intrinsic pithiness. "BepHYe MUCJ1H He BUpaJKaIOTCJI," wrote 

Bakhtin, "a yruepJKlIaJOTCJI. YTBePJKlleHHe HaxOlUtT ce6e 06'bCKTHBHoe BUpaJKeHHe B 

oco6oM aKuehle [ ... ] YTBepJKlIeHHaJI HlIeR B KOHTCKCTe JByqHT ocerlla HHaqe, qeM 

MUCJ1L HeYToepJKlIeHHan." l The summary role was noted in the analysis 

of Iskander's earlier "school stories," described as proceeding on 

the composition al "principle of the fable, from a memoir sujet to a 

moral summation "L-where we note once again the grounding of 

ethical conclusions in personal experience, destroyed in "Scorpion" 

by its recasting into an ill-disguised third-person facade.3 

Vestiges of the aphoristic ending 'tie off certain chapters in 

Sandro. The most obvious instance occurs in "XpaHHTeJ1b rop," a 

lSaxTtUJ, npOO.IIBMM TIOJTTU.lKU J/oœmoefKXOi!O, 133 
2CoJ10BbeB, -PaœKaJ H ero ~eTaMO&*>lLl,- 187. 
31vanova overlooks the surfeit of aphorism in "Scorpion" when she 
attributes its failure to Iskander's "attempt to depart from his [usual] style in 
the direction of standard belles-lettres," towards -6L1TOBaJI "pola- with its 
"psychological descnptiveness." "Dzhamkhukh," she maintains, represents 
an attempted departure ln a totally different direction, towards the greater 
conventionality of fable and adage. hs failure stems, in her opinion, from 
both the oversaturation of aphoristic sayings attnbuted to the legendary 
hero and the "bombastlc pathos" that surrounds them. (-C ... ex npoTHB cTpaxa
(1988a), 227.) 

Now the aphonstlc bent of ail Iskander's work is evident from his 
earliest verse to his most rcccnt feuilletons. The 1964 poem, -llopora :lKHlUH- is 
built entirely on this dcvlce, which spawns even mixed metaphors: 

.llopora :lKHJUH :JKHJUhIO TJIlIeTCII, 
He aBTOCfpaJ1OA. a crpaJlOA. 

~ 
.. ] 
opora :lKHJUH Ile noserpHe. 

1 e <XaJO'IlILie Tepe~a. 
Olla crpora. K3.K reo~CTpHli. 
ICpaT'laAwéUl. IWI')I,il npJIMa. 
[ro. MO.II04OCTTlb MJpR (MocIŒa: MOJ1ol1iUl fsap.llHJl, 1964), 5] 

At issue then, is not the use or even over-reliancc on aphorism but, as 
Ivanova quite nghtly points out, its intonationa) contexl. 
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chapter sprinkled throughout with epigrammatic statements on the 

mountain vs. valley theme. hs closing lines read: 

Boo6we, BHHJy Y MOpH DCe 3TO BNrJUlllHT Hff:KOJ1bKO ~HTaCTIIlItIUM, TOqUO 
TaK ~e, KaK H Hama 1I.0JlHHHaH ::lKH3Hb, KOrita 0 HeA ucnOMmmellJb r le
HH6YllL B ropax, Ha ypoBHe aJ1bnHAHCKHX nyroB. [1979: 521] 

As the critic Koval'dzhi notes, Iskander's aphorisms can be 

scattered throughout a text. 

reader to their use: 

This even reconciles the modern 

HCKaHllep melIP, OH HamnHroBliBéleT cne~o H KpynHO BLlpa::lKeHHLlMH Mue
n1lMH Becb TeKCf, a He TO.11hKO KOHIlOBKH. OcrpLie Ha6molemu!, HpotfHqeClŒe 
nOBOJXYI'LI, nonymue 0606meHHH npHlI.aIOT eMKOCTL H rJly6HHY ero caMOMy 
JaMeTHoMy Kaqecrny .- ::lKHuonHCHOCTII. ECJlH B KOHne 6Wla ellHUCfneHUaJI, 
01l.HHOKaJI MLlCJ1b, TOrlla, KOHeQHO, 1JYPHO. Torlla pru.1l'OttaJlH3M, CXCMaTI13M H 
npoque rpeXH.! 

Again, these ex amples pertain to single-incident tales, though to be 

sure, a good number of them were later amalgamated into the cycle 

"School Waltz." In "Scorpion" their universal occurrence in ail POSI

tions disrupts an already disjointed text. Bocharov associates the 

contemporary trend towards fragmentation in Soviet prose with a 

"poetics of summation." He borrows the term from S. Vaisman 

("SanbJaKOBCKHA nap01l.0KC"), who distinguishes between "intensive" and 

"extensive" realism. The former leaves it "to life itself" to knit 

fragments into "sorne latent system"; the latter sprinkles a dis

jointed text with "synopses, overviews, succinct fabula summariza

tion,--in a word, 'gathering operations.'" Il IS extensive realism 

which apparently governs the fragmented works of Aitmatov, 

Evtushenko, Voznesenskii and their Estonian colJeagues.2 

1 l(OB3J1bŒH, ·CIŒOlUye KapTHllKH," 282. 
200'laPOB, "rJ1y6Hill1oe 6ypellHe,· 28. 
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One further structural influence of aphorism, this one deriv

ing from its innate semantic democracy. AH aphorisms are equal in 

semantic density, aIl lay equal claim to our attention; consequently, 

aphorisms can only be chained but never ordered, extended but 

never developed. An extreme example of their chaining tS to be 

found in the compendium piece "CToHHKa IJenOBeKa," where an entire 

section, "BeccllLl c BHKTOpOM MaKCHMOBHIJeM," is devoted entirely to the 

genre. As in "Scorpion," the maxims are accredited to a third-per

son, 'other' hero, who, like Uncle Sandro imparts his wisdom to an 

author-listener. The introduction to "liecellLl" reads: 

Cemac H xOIJy npHBecTH HeKaropue MLlCJ1H H BLipaxeHHH BHKTopa 
MaKCHMoBHIJa. XOTeJ1OCb Gu, IJT061i nlOlIH nOIJyBCTBOBaJ1H ero IOMOp no
pyoorn MeTKI1R, a nO-H(JlaJICKH ellKHR. BnpoIJeM, He GYlleM craBHTh HapollilM 
CYl'MeTlŒ. npHBOXY ero MUcnH H laMeIJaHHH 8pa:J6plX, 171llJC, KUK OHU M1Ie 

ceallac lJC1)().MUHOJOTTICIl. [ltalics mine)l 

Even more revealingly, the first of Viktor Maksimovich's adages 

declares: 

He Hl pal1lYMbH poXlIaeTCJI MliCJlb, HO MLI norpyxaeMCJI B palllYMbH, 
nOTOM)' q'f() MUcnb B Hac yxe JélpollR11aCb.2 

If pure thought attains its perfect expression in aphorism, it also 

exists prior to reflection; reflection and expression merely grope 

towards an inherently inert, eternally apt because eternally fixed 

statement. Il might be suggested that the text which, like "CToHHKa 

QeJ10BeKa, " "Scorpion" and so many other works by Iskander, makes 

copious use of aphorism commits itself to disjointed narrative. 

1311aMR 1989: 8, c. 49. For piecemeal publication, genre mixing and 
detachability, compare the fragments included in the eartier article, .. 0 
.I1BH:&:eUHH le .l106py: mentioned above, p. 171. See also app. 8. 
2Ibid. 
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1 Aphorism can be extended, but the extension merely under

scores its stubborn resistance to narrative development. the causc-

and-effect or chronological progression of fabula. A conversation 

between Sergei and the artist Andrei Tarkilov (who incidentally 

appears in the "KYTex" chapter of Sand rD) lends perhaps a moral 

underpinning to the democratic disorder of aphorism: 

TapK.HJ10B OObllCHHJl eMy [CeprelO] 0006L1e 1l0Cf0Hncrna ::ITOO KapTIIIIIJ!. 
K qHr.ny 0006ux 1l0Cf0HHCTB OH OTIfec 1'0, qTQ KaPTlma 0C1I nOlllJlIIlCna ClUl
HoA Mee H B TO xe BpeMli KaJK1lilH ee lIaCI'b, KaJICllUA ee KyOOK JKHUOmlCIIO 
ueHeH caM no ce6e, li OTIoro, 111'0 011 ueHeH caM no ce6e, 011 ewc rny6J1Cc 
(t5eC1copblcmHo, 66UJlY cot5cmooHHoü u,eHHocmu) cnyJKHT 81.1paJKCIIIIIO 
onpellCJ1eHnoA Hlleli. [ncro: 331: Italics mme] 

Imported into a narrative text, extended aphoTlsm tends to 

in je ct a decIarative symbolism that nudges the tale towards exem

plum--the afterthought, the illustration. This 1S espec1ally true of 

forefronted aphorism. 1 For example, a section of the Marat chapter. 

the twenty-fourth of Sandro, is int~ )duced: 

nOKa poK He 3ancc Hall qCnOBeKOM cnOIO KapalOwylO pyKy, QCJ10ueK 
MOJKCT nblATIf Henpelll1MblM H3 caMüX onaCHIiX npHK.J1IO'IennA. [MemponoJlb: 
388] 

which llroceeds directly into an unabashed statement of its narra

tive application: 

BOT HeCKOJlbKO r.nyqacB H3 XH3HH MapaTa, nOllTBCpJKllalOWHX :rry 
,llpeBHIOIO aKCHoMy. (MemponDJlb: 389] 

Consider, in Sandro as weIl, the opening of "Llcpeoo llcTCToa": 

IThe strategy also has its prc-litcrary associdl\Ons. Labov's analysl'i of 
"natural narratives," for cxamplc, includes an optional openmg gambit he 
calls the "abstract,"--a previcw of what is ta come. Watts Incorporatc<; the 
notion in his discu"sion of behavioural conventIons in asymmctnc 
communicativc situations: the abstract rcprcscnts the justificatIOn behmd a 
"request to tah the floor for an unlimilcd turn." Sec Watt<;, 
Pragmalinguistic Analysls, 61, 51. 
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" 

JI J1I06J11o .lI.epeULH. MHe Ka:lKeTCH, l\epeno -- O.ll.HO H3 CaMLlX 
6J1aropo1DW.X C03.l1.aHHR npHpollH. I1Hor.ll.a ft lIYMalO, 1:JTO .lI.epeBO ne npocro 
6J1aropolllIHA JaMLlCeJ1 npHpollH, HO 3aMUceJJ, npH3naHHI:.ùl HaMeKH)'Th HaM Ha 
JKeJ1aTenbHylO 1Jl0pMy HallieR .lI,ylliH, TO eCTb TaKylO 1Jl0pMy, KOTOpaJl 
n03BOJlHeT, KpenKO l\epJKau. la JeMJlIO, CMeJlO nOlIblMaThCJl K HOOecaM. 

MHpo.nOOHlJaJI MOllib .lI.epena ytIHT Hac 1lO6pore Il 6ecKOpLiCTHIO. [1979: 
567]1 

From here the chapter proceeds to a series of vignettes, first on the 

declared theme of 'trees 1 have known,' then through the tree 

loved most In childhood to scattered episodes centred literally on 

or beneath its branches, ail i1lustrating the "goodness and selfless

ness" announced in the opening statement. The aphorism lends 

symbolic justification to a very loose tabula structure; its extension 

foreshadows both the proliferation of incidents and their disregard 

for more traditional fabula ordering.2 Each bears equal semantic 

weight; each is equidistant from the stable centre of aphorism it is 

intended to exempl if Y . 

"llepeBo lleTcTBa" demonstrates aphoristic montage on a 

Iyric/nostalgic pivot. It can also function in a discursive declara

tive mode, even one coloured by irony, as in the eighteenth chap

ter, "LlHl\H CaHl\pO H pa6 Xa3apaT." The main structural division in this 

extremely discontinuous tale falls between story telling and its 

frame setting. The latter launches the opening aphorism, which 

takes several pages to crystallize. It is first suggested by a de-

scription of yachts offshore "c UBeTHLlMH napycaMH, Ha611TLlMH BeTpOM 110 

JUlO.ll.OBO-TeJ1eCHOA BLinYKJ1OCTI1 Il B HaKJ10H!lOM nOlleTe (JlKo6L1 Me1:JTa nl13aHcKoR 

1 E. Shklovskii cites this passage as indicative of Iskander's tendency to 
"transpose narration from the symbolic to the ratiocinational plane." E. 
LllK..'lOOCKHA, "llepellO l\eTCTBil HCK3lI.JI,epa," 19. 
2The many moralizing digreSSIOns in this chapter have been described, 
p_l!nrdng on its title, as turning it into a work of "branching prose." See E. 
llk.rIOIllŒA, "llepellO l\CTCTBa HClGUJJlepa," 24. 
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6aUIHH)" (1981: 131). This leads to an "incidental" digression. as the 

author explains why the Leaning Tower annoys him, evcn haunts 

his dreams, where he manages to squeeze in a passing shot at 

Eurocommunism in the pers on of Luigi Longo, land Polish rc

formists whose "TocKa no nunpRM11eHmo" inspired one of their country

men to put forward a project for its rectification. Finally, the apho

nsm takes shape, albeit playfully, even tentatively: 

CeWlac MHe BlIPyr npHlII110 B rollOBy: a qTO ec.rm HaKllOH OHJaHCKOA 
6aunIH 6b1J1 JHaKOM, nOKa3UBaIOlUHM HemR rpal(Yc 0TK.J10Hemm oceA JeMIIOA 
~H3HH OT 6oxnero JaMbICJ1a, H renepb MU J1lIWeHU lJ,~e 3TOro npHJpaqlloro 
OpHeH1'Hpa? l1.rm TaK: a tJTO, eCJm 6e.mmra OHJaHCKaJI 6awWI, B cylllHOCTIt, 
npa8HJ1bHO CI'01lJ1a, a 3TO Harna JeMnJl co BCeMH HalllHMH JeMIILIMIi lleJ1aMH nOll 
HeA CKoco60qHllacb? [1981:132] 

By the chapter's end, this will have flowered into: 

Tenepb, Ka~eTCH, JI ll06panCJI 110 HCTOqHHlm Moero OTBj)ameHHJI KO 
BCHKOR HenpoqHûCTH, KO BCRKOMy npo/1B11eHHlO nH3aIlCTBa. H llYMaIO, He 
CTpeMI1TICH K rrpoqHOCTIi y~e rpex. 

Or OlJ,HOH npoqHOCrH K lJ,pyrOH 6<mee nucoKofl: nj>OqllOCnf, KaK no 
cryneHbRM, qeJ10BeK n01(blMaeTC1l K BucweR npoqH()(;rn. Ho 3TO JKe OCfb, JI 

TOllbKO ceAqac 3TO nOHH11, TO, qTO llIOlIlI H31laOlla naJunartH TOepllhlO. 
Xopornee, KpenKoe CJ1ooo! 

TOllhKO B TOR Mepe Mbi nO-qe110neqecKH Cno6ollllbi OT nH)'TpCllllero H 
BHeUlHero pa6CTBa, B KaKOR caMH C naCJ1aJK11eIlHeM C8J1JaJlH ce6J1 C 
HecOKpyWHMOH IlpoqllOCTbIO, C neqHoA TsePllhlO. [ 1981 : 167 -168] 

In this humble first-person, with its conjectural cast, Iskander has 

returned to the "eonfessional ironie didaetie" that IS his forté. Onee 

again, chaining IS evident: bondage is to fixedness as the cha'pter's 

centrepieee--Unele Sandro's tale of the ~lave Khazarat--is to the 

ehapter as a whole. The tale-within-a-tale spawns secondary 

aphorisms of its own. First, Uncle Sandro eoncludes: 

I1 TOrlJ,a JI nOHM OllHO -- pa6 He XoqeT Cn060llbl, KaK llYMalOT 11IOllH, 
pa6 XOqeT OllHO -- OTOMCI11Tb, 3aTOnTaTh Toro, KTO ero TOOTa11. BOT TaK, 
MOH .l(oporHe, pa6 XOqeT 1'Ol1bKO OTOMCfHTb, a lIeKOTopue r 11ynue 11lOllH 

1 Longo (1900-1980), presiC;ent of the. ltalian Communi~a Parly from 1972. 
[GIossary ta The Gospel AccorcJing to Chegem, 404.] 
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llYMam, 'ITO OH XOqeT Coo6ollY, H qepeJ 'ny OWH6KY MHoroe nOJlyq3JIOCb, -
- JaKOJlllHJl 1VI1UI Ca.wIpo CBOIO œHTeHUHlO H pa3r JlilJlWl yeu c JJal1eKO HJJYlllHM 
HaMeKOM. [1981: 148] 

Uncle Sandro's "1 understood," together with the telltale stroking of 

his moustache (almost invariably a signal of character-targeted 

irony) represents a more intricate splitting of the dual perspective 

than was seen in "Scorpion." Author, character, and especially the 

reader (via the teasingly blatant "far-reaching hint")--all are in

fected with ironic ambivalence. 

Not that this prevents further chaining. As the assembled 

company debates the old man's sententium, one of their number, 

Kemal, ventures to disagree. Khazarat foreswore his chance to 

escape slavery not out of a thirst for revenge but because 

Ja JlBélJlllaTL mIT HacroJlbKO npHBLlK K CBOeMy capalO [where he was Îm
prisoned], 'Iro npocro 60JIJICJI OTICpLlTOfO npocrpaHcrua [ ... ] Boo6111e npH
po.na crpaxa 6LU.JaeT y llHBHTeJ1bHa H He06'LRoulMa. [1981: 151] 

He then proceeds withollt further ado to offer his own exemplum 

on the curious "nature of fear," a wartime story from his days on 

the East Prussian front. A Russian comrade in arms, dauntless In 

battle, trembles before officers superior in rank, but inferior In 

front-Iine experience and moral rectitude. Fear of exposure 

prompts him to abandon the love of his Iife, a German girl on 

Soviet-occupied territory. The tale even cornes equipped with an 

epilogue ta underscore its motto: thirty years later, at a veterans' 

reunion, the Russian reaffirms his great love for Gretchen but 

passes up a chance for intimate reminiscence lest he miss the 

general's opening speech at a stuffy formai banquet. 

During the minor bickering that follows, U ncle Sandro offers 

to explain to Kemal the true meaning of his, Kemal's own, tale; vari-
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ous characters interject their own interpretations. At this point the 

author, as the junior member of the company, is sent to purchase 

sorne waterrnelon from a boardwalk vendor. His reflections forge 

the final link in the aphoristic chain: 

C .lleTCl'Bil MUe nOqeMY-TO ocer.lla 'IYllHJ1OCL, 1fT() 0 ap6YJe JaKJllOlJeHa HlleA 
MOpJl. MOJeeT, BOllHoo6paJHue nonOCLl Ha ero nouepxHOCfH HanOMHHall" 
MOpe? MOJKeT, COBnueHHe ope Meu -- npaJlIHHK KynaHHR B MOpe C npaJll
UHKOM nOellaHHJI ap(')YJOB, qaCTO ua 6epery, Ha BHllY y MOpA? lill" 
orpoMHOCTL MOpJl H we.llpocTL ap6YJa? l1J1H H TaM, H TaM Miloro B01lLI? 
[1981: 161] 

The freedom of the sea sparks memories of a childhood friend who 

excelled at high di ving and joie de vivre ln general. As if to con

firrn the tenuous or at least detachable nature of aphoristic linking, 

this segment appeared on its own as a separate publication under 

the title "Ha HameR ynHue" (A6popa 1981:9, c. 58-68), It manages by 

overtly declarative means to incorporate both the sea and the 

watermelon aspects of its opening proposition: Vakhtang, the high

diving friend cornes of a rich family and rich people are defined, 

after some lyric description of their partaking of the fruit, as "Te, 

KOTopue Moryr OCTL ap6YJ BHllO" (1981: 166).1 Vakhtang's early death in 

a hunting accident destroys his family's local status as worthy 

repository for ail earthly blessings. It also triggers the mini-series 

llskander's first published verse, indeed his first cver appearance in pnnt-
the poem -nepBya ap6YJ- (1953)--seems to foreshadow the Iyric/aphoristic 
blend of the later story. A strIng of rnixed slrniles trics sornewhat 
strenuously to capture the rnood of a quiet celebration of hfe: a companson 
between the seeds and black fish, between slices of the frUit and 
honeycombs, between mouthfuls and snow. The tactic echoes that of the 
rnany variants proposed above for the connection betwcen watermclons and 
the sea. Finally, the c10sing line appends the maxim to which the poem has 
been building ail along: -nepBblR ap6yJ -- 6.1arO.llapuocu JeM.le: (First pubhshcd tn 

MOAO,4aJl zsap.4UII: AAMftlllax. BW1. 8 (Mocltllél: MO.l0J1iU1 rsapJ1HJ1. 1953). 242-43. Mo s t 
recent reprinting in <Da3HJ1. HCltaBAep. llyrm: cmuxu (Mocna: COBeTCKHR IIHcaTe.1L. 
1987), 17-18.) 
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1 of preliminary aphorisms, reflections aIl on the whims of fate, 

leading back to the Tower of Pisa and stabili ty themes. Quoting 

only in part: 

C 1'OJI3MH JI noH.RJ1, 1ff() TaKaJI XpynKéUI BCUlb, KaK '1e.T1oueIJeŒaJI JKHJHb, 
MOJŒT HMeTb llocroRHYn CMIiCJ1 TOJIbKO CBR3élBllIUCb C 'IeM-TO 6eayCJlOBHO 
npo'lHUM, He 33.BHCllIUHM HH OT KaKHX CJ1yqaAHOCTeA. TOJ1bKO C.lleJ1aB ee 
IJaCThIO mA "JX)'lHOCTH, nyCTh caMoA MaJ10R, MO~HO JKHTh 6eJ or JUIJlKH H 
cnan. cnOKORHO B alMLIe T}>eBOJIŒue HO'IU. C fOJlaMH 3Ta xaACJla 
JU060BHOR cBJlau C '1eM-TO npoqHLIM yCWlHJ1élCb, yroIJHJIJlOCL caMO npellCTaB
JleHHe 0 BCIUOCI'Be npo'lHOCTH H 3TO, ft llYMaIO, H36aBJIJlJlo MeUR OT MHOfnx 
tol>M cyeTLI, XOTft He OT ocex, KOHeIJHO. [1981:167] 

Thus the frame-setting was made to generate an extended 

aphorism on which are hung aU the tales within the tale. The truly 

extraordinary nature of aphoristic extension in this chapter, how

ever, is revealed by its penetration into the very frame which 

launched il. Ostensibly the Leaning Tower of Pisa emerged, we re

cali, from an "accidentai," even parenthetical description of the 

view from the upper deck of the boardwalk restaurant Amra. Here 

the guests have assernbled to celebrate Kernal's escape from overly 

officious justice: his license has been reinstated after a charge of 

drunken driving. The author playfully admits he has overused this 

setting (yet another of Iskander's many latent cross-references to 

other pieces), ~ and just as playfully parodies a 'laying bare of the 

device' as he forces himself to come to the point. Playbill lists of 

dramatis personae, police reports are invoked to present flashback 

information on the guests and their cause for celebration. The 

reader is given "a few words on the phlegmatic nature of Kemal, 

l Within Sandro see 1979: 427, 440. Outside the novel, see the short stories 
°npe06puceuHe; IIPJJeAJI 1975:22 (26 MaJI·-l HIOIIII), c. 10·11; and IOCepme; B m. 3all4uma 
qUKa (MoocBa: COBeTCIŒA nHcaTeJ1L, 1983), 248 incorporated into ·CTOHUKa lIeJ100eKa,· 
311CUIIl 1989:7. 22. 
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1 because 1 might forget about it later" (1981: 134). Similarly, the 

author confesses to a "vague feeling" that Kemal will eventually 

relax enough to tell a story of his own, advising us to "stock up on 

patience" in the meantime (ibid.). In this way he courts the illusion 

that "real life," the spontaneity of well-watered tabletalk,l has 

overwhelmed the supremely ratiocinational control of aphoristic 

linkage. What he has actually done, however, is balance the innate 

resistance of aphorism to fabula ordering against a masterful 

recreation of circuitous conversation. The balance works to their 

mutual reinforcement. 

Each digression is pulled up short by a Shandian return to the 

upper deck of the Amra; each is invaded by aphoristic knotting. 

When the author feels obliged to explain why Kemal, though chief 

celebrator, is not paying for the feast, he must digress on the en

gaging charm of this individual and seek the secret of his charisma 

in the now familiar Tower of Pisa. Note the avowed disingenuous

ness, which succeeds in conveying ilS very antithesis: 

TaKOBa oro6elDlOCTh ero 06aJ1l1HJ1. B tJeM ero ceKpeT? li JIYMalO, "PH
.lleTCR BOJUpaTIl1'1lCJ1 K fIHJ3HeKOA 6aUIHe. B OTJ1l1lJHe OT 3TOA 6auuIH, K(Jf()
pylO MU BCnOMHI1J1H .lleACTBHTeJ1LHO CJ1YQaAHO, a Tenepb HK06~ CJ1yqaAlIO K 

ueA BOJBpamaeMCII, caMa tHrypa KeMaJ1a. MOUlHaH. IIHJKOpcc.r1aJ1, BMecTe C 
erG cnOKOAHLlM, poBHHM rMocoM, paCKaTHC'I'UM CMexoM, 06naxalOlllHM JlBa 
pJl.ll3 KpenKHX 3yOOB, npoHJBOllHT unetJaTnellHe HCKJ1IO'lHTeJ1bIlOA ycroAIJH
BOCI1t, npotJnOCTH, xoporno UaJ1a~euuoR QetITpoOKH. [1981: 134-35) 

l Above, p. 138, 'tabletalk' was applied to Iskander in the Russian sense of 
3aCT0J1LUble paJrOBOp", or infonnal unordercd exchanges. Il can also be used ln 

its narrower, terminological meaning, as a collection of "sayings, opinions, 
obiter dicta, aperçus, etc." [J.A. Cuddon, A Dictionary of Uterary Terms, 
Revised Edition (Harmondsworth: Penguin, 1980). 679}. Even the latter sense 
retains the lack of order indicated in the first: collections and miscellany, 
aCter aIl, do not lend themselves to the ordered recapitulation of fabula. 

205 



1 The Tower aphorism then crosses from Sterne into ils pseudo

Freudian stage, launching a digression-within-a-digression on The 

Pisa Complex, the malady of the century, whereby a suffering hu-

manity both fears and anticipates a universal collapse. Thus re-

stored to its generalizing momentum, aphorism is not cancelled out 

by parody. As in the tonal overlay discussed with respect to "The 

Scorpion," the component tonalities rernain segregate, so that each 

complements without infecting the other. 

In a similar vein, aphorism surrounds if not motivates the 

character sketch of Prince Emukhvari, nobly above mundane 

money matters in the teeth of Soviet indigence ("ilpocToTa eCTL 

6eJyc.noBHoe CJ1ellCTBHe BHyTpeHHeR nOJ1HOueHHOCTH," 1981: 137). Somewhat 

more diffusely, the Armenian coffee brewer Akop-aga (who plays a 

supernumerary role in "Scorpion") is established as a walking 

aphorism for the kind of patriotism that targets fellow countrymen 

for lovingly severe criticism.I The motif (ethnie stability?) supplies 

the surface link for Uncle Sandro's tale (essentiallv, '1 too criticize 

my own people out of love,' 1981: 138), for Akop-aga's own skaz

rendition of the FaU of Tigankert, for his many comments inter

jected into the others' tales. It reaches ils final flowering in the 

closing toasts to Uncle Sandro and the Armenian as the bastions of 

their respective peoples (1981: 169). 

1 Akop-Aga's latest rc-appearance is in the play -KoteAHJI B Mope: There bis 
Armenian accent and patriotic fervour flesh out an otherwise 'walk-on' role 
(Tt4I11p 1988:6. c. 138-39). 
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Applying the non-development of aphorism to Sandra as a 

whole, we may note its analysis as a cycle and only a cycle on this 

very basis: 

Orporo rOBOpR, Cawrpo U3 lfea!MQ, HaJBélTb poMaH HeJ1bJR -- U no OTCyrc' 
TOUIO e1lHHOa CIOJKeTIloA nUIBm, H no OTCY'JCI'BHIO ellltHoro paJDHTOrO tleAcr· 
BHR. ~ mana ero .- He 1IaJ1bHeamaa cryneHbKa B CHcreMe tleAcmHH unH 
CK>JIŒTa, a KOHCTarnUHH roro MU UHOro taKTil MU nOnOJKeHUR, KOTOpan 
c.nyJKHT nO.llllepJKKoR Hpa.BCTBeHHO-3THlieCIma c(K>pMyne. 1 

Recall the critic's conjecture that Iskander would flesh out the 

choppy plot construction of S andro by supplying "bridges" for its 

disjointed parts in chapters to come (see above, p. 175). Aphorism 

perhaps replaces those missing links with connotational unity--the 

higher associations of philosophical speculation--that seals off each 

detachable, unorderable unit and at the same time promotes its in· 

finite chaining. To take a trite example: "Life is a bowl of cherries" 

is at once a finite and an infinitely extendable statement. Such ex· 

tension is allegorical in nature. Thus, we can expand upon the 

qualities of that fruit (ripe, red, rotten, sweet, sour, etc.), add to its 

number, substitute larger and larger containers (the short story 

cup, the novella vase, the cycle bowl?), without ever encroaching 

upon the integrity of any of ilS individual berries. Such is the way 

of compilation. The more traditional type of integrality--the weil· 

made novel--affects an irreversible change In each of its compo· 

nent parts: once cooked, the cherries may form a more homoge-

Ü? . ? I?) b h b k d d neous mass am. a pIe. a nove., ut t ey cannot e coo e a 

infinitum or, worse yet, uncooked. 

1 HOOPBH. -no TY cropouy CMexa.· 352. 
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Aphoristic density and chaining percolates down from the 

levels of fabula and theme to lower and lower syntagmatic planes. 

On the level of the phrase, that Chegemers cultivate word-craft is 

pointed out time and again in Sandro. To a certain extent, such 

'pointing-out' stems from the author's role as ethnographer, as 

mediator between the Russian and Abkhazian cultures,--simplisti

cally, as supplier of the exotic flavour he regularly caUs attention 

to. Expansive compilation manifests itself as the latent juxtaposi

tion between the Abkhazian object and the Russian target of com-

mentary. From an inside account of Abkhazian style: 

OllHOA HJ Harl6oJ1ee xapaKTepHUX oc06eHHOCTeA JIŒBOA pe1JH a6XaJOB, 
oco6eHHo npe.lJ;craBHTeJleA CTapmero nOKOJ1eHHR MyjKtŒH, HW1ReTCH ee 
He06u1JaRHaH HacwueHHOCl'b nO.lJ;XO.lJ;HIUHMH K MOMeifry HapollHblMH norooop
KaMH, n0CJ10BHuaMH, HJpe1JeHHHMH, a~pHJMaMH, KOp<>TKHMH 6liTOBLlMH H 
llPyrHMH paccKaJaMH, upaBO)'1IHTeJ1LHIiMH œHTeHUHHMH [ ... ]1 

Tracing the oral-epic roots of Abkhazian literary narration, 

Dzhopua speaks of an "oratorical tradition" that replaced the need 

for professional CKaJHTeJIH with "BeKaMH BOCnHTaeMOe B Hapo.lJ;e HCKyCCTBO Kpa

CHOpeQHR. "2 He also indicates the persuasive aim of this universally 

practised art, in a sense that links to it the present discussion of 

aphoristic eloquence (Bakhtin's y6eJK.lleHHOO H y6e.llHTeJ1bHOe CJIono): 

He06.llYMaJlHO CKaJaHHOO CJ10BO MOrJ10 nOWle1Jb Ja coOOA caMlie HenpH
RTHllle nOCJ1ellCTolrn. n03TOMY BOCLMa BaJKHO 6WlO caMO yMeHHe rOBOpHTh, 
y6e1Ufl'eJ1LHOCI'b H 3MOUHOHMLHaH CHJ1a CJ1ooa. 3roMy yqHJIH c .lleTCTBa.3 

Eloquence is universal in Sandro. In the VOlce-over narra-

tion that introduces the film "qereMcKHA .lleTeKTHB," Iskander makes 

the universality explicit. "AlI Chegemers," states the narrator, 

111I.,ll. HuaJ1'HJ1a. OtIepICu o(j OOx.a3(K()M 3T1WKe1Tle (CYXYMH: Anawapa. 1984). 168. 
2.lbmnya. -Q)oPMY J10BecrIlOBilIIHJI B œope.\teunoR a6xaJCKOR npole, - 4. 
3TaM ~e, 6. 
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possess "clear vision" thanks to the purity of Chegem waters (see 

Chapters 3 and 31 of the novel), and are "sharp-tongued" thanks to 

their "moderate use" of a locally grown pepper. In the novel, the 

village idiot Kunta is allotted an epigrammatic statement, much ap

preciated by Uncle Sandro, on the true workings of socialist emu

lation and not-so socialist fudging: "cOpeBHOBaHHe, Bpolle KpoOHOR MeCTH .•. 

BWHrpLiBaeT TOT, y Koro 6oJ1bllIe POllCTBeHHHKOB" (1979: 375). Tendel, who 

usually delights in ribald, even scatological commentary, impresses 

his neighbours: 

11 TeHlleJ1 CKaJan. .lia. B 3TOT qac OH, 831l0pHLIR empLiR OXOTIIHK npmt3nOC 
CJ10Ba, HCnOJ1HeHHNe 1l0CTOHHCTBOM llaJKe no MHeHHIO npHllHpqHBLIX 
qereMCKHX Kpacu06aeB. [1979: 385] 

Iskander's recreation of folk cursing has been defended as 

authentic: 

HeBOJ1bHO YJ1L16HeTCJI KaJKllLIR a6xaJeu, KOrlla yCIlLlllIHT [ ... ] .. qr06L1 JI ero 
(KOJJ10Typa) CheJ1 Ha nOMHHKax TOro, KTO :rro (KOJJ10TYPHJaUHlO) npH
llYMan."l 

Cursing, the art of calling woe on an adversary's head, is particu

larly fertile field for the exercise of eloquence and its compilative 

expansion. In the example below, the author does not so much Join 

in the general appreciation as pointedly orchestrale il for the 

reader's benefil: 

-- QT06 R BLlHyJ1a TBOe mlŒBOO cepJllle HJ rpYllH, -- phIllana TanH, -
lfI'06 R em no"apHJ1a Ha Ta60tOlOR HrJ1e, KaK na BepTeJ1e ... 

lICeHUlHHLI H3 capas JaMOJ1KJ1H, npHCJlyrnHBaJJCb H y.l(HanJlJlCb CBeJlŒM 
nO.lQX>6HOCTRM ee JaKJ1J1THR, qr06 JanOMHHTb H npH CJ1yqae npHMeHHTb K 
AMy [ ... ] 

-- ... 11 1fI'06 R! -- MeJK)Jy 'reM npo1l0mKana TanH, JaKOHqHB MoryqHR 
aKKOp.ll pLl.llaHbR, -- CKOpMHJ1a ero HarnHM cOOaKaM! 111ff06 OHH! -- '!)'T ona 
nO.lUlJlJ1acb Ha eUle OllHY roueprneHHo HOOJKH.lla.uuy1O Hary, -- qaOKaR! lIaOKaR! 
noe.ll3J1H ero! 

IM.M. IllaM6a, ·0 noBeCTH 1DalH.I1J1 HCKaU.4epa,· HOBW MUp 1966:12, Co 269. 
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( 
Tyr CHleBlllHe B capae n}"IIIIHe YMeJ1IdlU uapoll,llliX 33KJUlI'HR neperJUl

HynHCL. Heo:lltHllélHHUa rnaron, ynOTpe6neHHYR TanH, C nnaKaTHoA 
CMeJlOCTLK> BUpHBaJl KpynHHM nnaHOM MOp~ co6aKH, MCTHTenLHO IJaB
KalOlUYJO JI:lItHBYM œpmeM mnepHHUH. [1979:372] 

Similarly, his interpolating commentary uses Chegemian oratory as 

a springboard for the well-delineated contrast of urban and rural 

cultures. The narrator has fallen into a mystical brown-study on 

woolly-headed, woolly-worded bureaucratie zeal: 

-- QT06 reGII CKonLKO pal HMeJ1H IJereMCKHe OCJ1H, -- OOpMOTaJ1 OH 
[1l8lVI CaruQx», -- CK01lLKO TLI MUe nOMO:lIteUIL CBOHMH TeJ1ec1K>HaMH. 

CnOBil era, KaK ocerllél, BOJBpaTHJIH MeHJI K JJlQpoBOMy 1JYBCTBy lleAcr
BHTeJlLHocrH. npH oceA crpaunocm npeNlO:llteHRoro HM ypaBHeRHII, npH 
BœR CJlO:lltHocm paBHOBecHJI Me:llt1lY aKTH8HOCI'LIO IJereMCIGIX 0CJ10B H KaIJOC
TBOM npeNlaraeMOR nOMOlQH, B ero CJlooax He 6YJ10 HH ManeA:Inero OTreRKa 
MHcrHKH. [1979:444] 

Sandro himself is not unaware of his enlightening eloquence. 

His claim to such an effect is staked in terms both earthy and epi

grammatic: 

[TH] npHJHaeWLCJI ne"pcll BCeMH MOHMH llPyJLJlMH, 'ITO TLI 6YJ1 CJ1enoA TeJ1e
HOK, KOTOpora .llRllR ÜlHllJ>O BCIO :JKHJHL 1'IOOlJ1 B CCXllLI npaBllLl. [1981: 30] 

Even Kiazym, a man of few words, can occasionally ri se to mordant 

repartee: 

-- LIa qro(j Il OTpYJIa KOCTH CBOHX nOKOA:HHKOB, OCJIH DO BCeM qereMe 
HaA:1IyrCJI TaKHe lleHLrH! -- DOCKJUnœyna :lIteua. 

-- Ocram, B nOKoe Kocm CBOHX nOKORHHKOB, -- CKaJan OH [KaJYM], --
H JaA:MHCL cooeR MaManwuR. [1981 :92] 

where the principle of expanding by contrast appears as a simple 

reversai. returning to the 'dead metaphor' its literai if far-fetched 

sense. l When Kiazym's friend in drunken rhetorical excess tries to 

trip him up, the rebuttal is incisive: 

-- Tu cymeHaa JMell, -- CKaJaJl naxyr, -- TH RH paJy B ::lKHJHH He 
nOC3.llHJ1 Ha KOJ1eHH COOHX llereR. 

-- LI.rm cymeHoA JMeH Il CJlHmKOM MUOro BWIHJ1, -- ClC3J3.Jl KaJYM. 

1 Sec alsa Ryan-Hayes on "reverse comparisan" and Iskander's 
"predominantly mild, bantering use," as oppased ta its "wry. bitter tone" in 
Solzhcnitsyn ("Soviet Satire Arter the Thaw," 51). 
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-- Tu J10UIalleR OOJ1Lme m06HJ1, qeM COOHX lleTeA, -- aca33J1 6axyr. [ ... 1 
-- )la, -- CKaJan KH3HM, -- ft JlOrna.lleR CaJKM K ceoo na KOJlelm. 

[1981:127] 

It is Kiazym's verbal dexterity, his man-of-the-soil's return to 

common sense (itself a rhetorical device of aphoristie significanee), 

that defeats the embezzler Timur. He holds the key, he tells his 

victim, utterly unnerving the man by the multiplicity of meanings 

implied: the key to the safe that will prove Timur's guilt by en

trapment, the key to the crime, to justice, to the power of true 

moral authority as opposed to its bureaucratie counterfeit 

(1981: 108-19 passim). Kiazym's unravelling of the erime is a re

versai of Porfirii Petrovieh's ambivalent entrapment of 

Raskolnikov, for in fact the ambiv?lence i tself is ephemeral, 

rhetorical window-dressing to heighten the sleuth's ideologieal 

victory. This is the directed polysemanticism of allegory, 1 ike 

aphorism infinitely extendable and yet, like aphorism again, inher

ently statie in that it can only ring variations on a single unilinear 

theme. After aIl, even the most sophisticated exegis of allegory-

Aquinas' famous four levels of meaning, for example,--operates on 

a principle of reeurrence: eaeh connotation revolves around a pre

set, unidireetional transfer from signifier to signified, the relation

ship between each level of signification repeating the one-way 

ordering of fixed hierarchy. In aphorism and allegory alike, the 

ideological end dominates the rhetorical means. 1 

l'Ideology' and 'rhetoric' are used here in the sense outlincd by I.P. Il'in: 
ideology pertains to the secondary signifieds of connotation, whose 
secondary signifiers constitute rhctoric. Sec ·CnoBapb Tep!otHuoB tpauuy3cKoro 
crP}'K!ypa.I1H3Ma,· B KIl. CrnP)'KmypaAUJ.M: 3a U npoTTUJfl: Ctfop"u" cmamea, mer. E.H. BacHu H 
M.H. UOJUlKOB (Mooœa: Uporpeœ, 1975), 456-57. 
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The apt turn of phrase moves down to the apt denomination, 

The publishing histories of Iskander's compilations show a particu

lar concern with finding just the right, often allegorically significant 

title,--either for individual tales ("TSJlCKHR nyTh n03HaHHs" replaced by 

the no less general "LlonrH H CTpacm" in the autobiographical cycle; the 

emblematic "OPHKocHoueHHe" for a section of "Sea Scorpion." discussed 

above. pp.l88-89) or in collections (Ilpa3,1lHulC OIKUj(aHUR npa3j(HUlCa, 

BpeMR CtlUCTTLIIU61lX HaXO,llOK allegorically embracing their many tales of 

childhood), Double-barelled titles make the stratagem clearer still: 

"lllKonhHLut BéLJ1LC, Hnu 3HeprMJf cTlua" for the autobiographical cycle; in 

Sandro: "TPH cIIOPMLI MyJKecrua. HJ1H qereMCKaH KapMeH," "YMLlKaHHe. MnH la· 

ra.llKa 3HlIYPueB,"t 

Within the text itself, characters and entire classes of charac

ters can be summed up by a well-chosen name, God is "HaUl Gor, 

BeJlHKHR BecoBIUHK HameR COIrecrH" (1981:175, 198, 227, 238), The old 

man known as "KonlJepYKHR" is virtually contained in the qualities of 

his poisonous tongue and powerful voice, which is presumably why 

the author chose (and specifically stressed the choice) to translate 

his Abkhazian nickname (" dry-arm," "withered-arm") as "prickly

arm" in keeping with the spirit, if not the letter of the original (LlLl: 

25). Certainly, verbal traits play an important integrating role in 

the loosely structured tale devoted to his description (now Chapter 

16a of Sandro). To name but a few: his con~tant, high-volume 

1 Titles that migrate from one cycle to another stand as further testimony to 
the allegorical/aphoristic interlocking of Iskander's works. The soliloquy 
in Sandro on the -('jo~œcTBeuu[aJI] 3ueprH[lI] CflUa- (1979: 535) either lends to or 
borrows from the subtitle of "School Waltz," From Sandro again, the girl 
Kama is said to experience a -npe.l('1YBCTBHe npaJJllIHKa IHJIIH- Œl(B.ll: 178) that is 
'tidied up' to llpa3)fHUIC OiIKl.I,4aHUR np03,4llwca for the collection title. 
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bickering with his wife; his widely appreciated coekcrows: a 'bark 

worse than his bite' (offering food on the sly to evacuees he loudly 

and regularly caBs "parasites"); a talent for killing, even posthu

mous repartee (the famous tripping-up of his lifelong rival in 

horsemanship); the linguistic antics of his character reference; etc. 

Other secondary appearances in the novel focus exclusively on this 

eponymic aspect: in Chapter 7, his sharp-tongued reaction to the 

prayer tree's endorsement of collectivization is said to car"!' y deei

sive impact (1979: 153-55); in Chaptcr 9, the mule's tale is inter

rupted by his own pithy account of Stalin's attempt to hoodwink 

the "Chinese tsar" (1979:251-54) 1; his cameo appearance in Chapter 

Il serves no other purpose but that of ribald comment (1979: 

354). 

From the opposite end of the ethical seale, Stalin beeomes 

"BoJ1LmeycLl~," a familiar enough syneedoche from the reversed 

rhetoric of non-conformist literature,2 yet subject in Sandro t 0 

substantial development. Thus, when Khabug defends his shep

herd, accused of bestiality, he can expand on a statie, pre-set asso

ciation: 

-- Truc II.O KaKHX xe HaM nop TepneTb TOOero KOJJl06JlYlla? [ ... \ 
--BLI 6L1 co6cTBeHHLle JallLl no6eper JIH OT ycaTOro KOJJIa, qeM 3alll1-

MaTbCH MOHMH K03JIaMH ... [1981: 72) 

lit would appear the prickly old gentleman was chosen, from aIl his 
articulate compatriots, to Ilarrate this particular anecdote prccisely on the 
merit of his pungent wit. Its stylistic orgalllzation drew the attention of 
Ryan-Hayes: "Gradatio [ ... J, progressive repetition dramatically helghlens 
the narrator's and the satirist's rising indignation." ("Soviet Satire after 
the Thaw," 7). 
2See Clark, "The Mutability of the Canon," 574 . 
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Lenin is transformed into "TOT, IITO XOTeJl Xopomero, HO He YcneJ1," 

though precisely what good was intended, the author remarks with 

blithe innuendo, is a detail not specified by the Chegemers who 

created the code name (1981: 60-61). The ingenuous use of capi-

taIs reappears in a transparently Aesopian context (a dissident 

Winnie-ther-Pooh?): "npH':MaTpHBalOlUHe," the narrator explains early 

in the novel, is the Abkhazian term for those in any position of 

authority (1979:25). Later, this is expanded upon: 

npHCMaTpHBalOlUHe cueprJlH Dom,meyooro, a Ha KaKOM paœroHHHH TOT HJ1H 
HHOH Hl npHCMaTpHBalOlllHX HJ1H, KaK OHH elUe rOBOpHT, .llonYllleHHIU K 
GTOJlY, OT Tex, KTO ero B caMOM ~eJ1e C6POCHJl, 310 H BnpaBlIY He HMeer 
HHKaKoro JHalleHIDl. [ ... ] npHCMaTPHBaIOUlMe COOpJHJ1H npHCMaTpHBaBmerO 33. 
BCeMH npHCMaTPHBaBlllHMH. [1979:288] 

"Those Admitted to the Table" form an enviable elite in the 

"phiIosophical fairy-tale" "KPOJlHKH H y lIaBLl," which unleashes a truly 

Byzantine hierarchy of the upper case: .llonymeHHLle K CTOJly, 

GrpeMJILUHOCH IiLlTh LlonymeHHLlMH K CTOny, M.na1l0~OnYlIleHHble, GoopX1IonymeHHhle 

K GTOJlHKY. There too the appellation of individual characters pushes 

the convention of speaking-names to a bald-faced extreme: the 

treacherous HaXOllIlHBLlH, the dissident 3allYMaBuIHHcH, his convert 

BolJIC.auaBillHH 3HaTh MCI1IHY, etc. l 

1 From a 1989 interview we leam that "lCponHIŒ H Y.IlaubI: Iskander's most 
sustained exercise in allegory, itself emerged from the aphoristic 
formulation ·HX fHnIlOJ--uaw crpax, HX crpax--lIaw fHnHOJ· (".lIem. JKHJUH OTJ1HQaTh OT UOQH" 
(HuTepublO), 48). There too the author identifies the source of the aphorism as 
"sorne article"--further evidence of aphorism's role in knitting together 
Iskander's corpus across genre boundaries, here--across the fine line 
scparating his belles-lettres and discursive writmg proper; elsewhere--one 
suspects his verse to be a rich source of epigrammatic statements. Within 
the prose-fictIOn domain, Iskander's aphorisms wander al will: the 
mesmerizmg power of fcar above, for ~xample, reappears in "School Waltz" 
(ICHY: 270). 

214 



J 

,. 

Similarly, in the re-worked folk-tale that appears as Chaptet 

30 of Sandro, Dzhamkhukh's companions ail bear speaking narnes: 

06'hCJJ;aJ1o, OnHBéJl0, CKOPOXOll, ÛCTpornaJ, Crlyxaq and JloBKaq. Comparison 

with a more 'authentic' version (i.e. one lacking the contemporary. 

satirie epilogue added by Iskander), reveals the same cast of char

aeters with only one minor adjustment: there JloBKaq figures as 

I1CKYCHHK. 1 

Still, the code-names in Sandro do not qualify as Aesopian 

deviees proper. These, ln Loseff's definition must rigorously 

esehew aIl "autological devices," ail "straightforward" as opposed ta 

"underhlnded" expression. 2 Easy deeoding prompts Loseff's treat

ment of a passage from S andro (the raising of pigs by Muslims) as 

a "rare example of a potent allegory to decipher which neither a 

command of the esoteric nor initiation into any group jargon is nec

essary. "3 The episode in question is indeed a rare example--of de

coding not ineorporated directly into the text. True. Loseff deals as 

weIl with Iskander's use of the covert Aesopianism of parodied of

ficialese, 4 but even on this stylistic level the satirist makes himself 

more than clear through pointed repetition. A typical example, 

from a discussion of ministerial office furnishings reduces bureau

cratie terminology to gibberish: 

nOMOlUtrnK [ ... ] CTaJl 06'b11aurrL, KaK nepe060PYllOBaTL ctK>prOqKH B Ka6HIfL'Te 
MHHHCTpa nerKoR npoMWlelflfOCTH C TeM, llT06L1. OUH no KpaCOTe Ile yc
Tyna.J1H 4K>PTOQKaM B Ka6HHeTe llpyroro MHfH:crpa, HeCKonLKO 60nee 
TIDKe.TIOR, XOTJI H Ife caMOR TIDlœJ10R HHlIYcrpmf. 

lSee ".lbca.\1xyx--cWI oJleWl.· B KIl. A6'Xll3C1Cue CKll3KU. COCT. X.C. 61'a~6a (Cyxy'tlH: 
Amunapa. 1979). 152-58. 
2Loseff. On the Beneficence of Censorship, 61. 62. 
3Ibid., 90-91. 
4Ibid.. 100-101. 
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l [ ... ] no ero c.nOBélM nOJ1y'IanOCb, '1TO OH yJKe COpOlC J1eT lleJIaeT 3TH 
caMLie toJ>T01JKH H KilK-HH6Yllb oo.nLUle B :m>M nOHHMaeT, 'leM o6a MHIIIfC'TP3. 
OOOHX BeCOBLIX KaTeropHA. [197: 473] 

Similarly, the satirical application of 'polyptoton,' or repetition with 

morpho-syntactic modification, has been discussed by Ryan-Hayes, 

who deems it a "trademark" of Iskander's style. 1 Adding to her ex

amples: "KaJélJ1OCL, caM 3QKOH OYClIlecrBJlM CBOO 3QKOHHoe npaBO Ha OTllLIX" 

(1979: 512. italics mine), said of an official who has grown mornen

tarily weary of the duties he so pointlessly and pompously per-

forms. Unadulterated repetition plays a prominent role In 

"Goatibex," where the officiously condescending mouthful "HHTepecHoe 

HaqHHaHHe, MeJKllY npO'lHM," is bandied about so often as to have entered 

the vernacular, in Moscow at least. 

N ow Loseff divides the two-pronged signifiers of Aesopian 

barbs into 'screens' and 'markers.'2 Following this system, it might 

be said that Iskander minimizes the role of screens virtually out of 

existence; as for the markers, where he does not inflate thern al

most beyond the limits of modesty incumbent upon the device, he 

simply, cheerfully annuls them in the next breath. Consider, for 

example, the way in which Kolcherukii disentangles himself from 

the insinuation that his use of the word 'fIeas' might be Aesopian, 

or, from the standpoint of a visiting official, subversive. The 

author-narrator's re-wording pushes insinuation to an extreme that 

attacks the very notion of subtlety: 

Torlla, rOBopllT, npHeJJKHR cnpocHJ1, qTO OH nOllpaJyMeuaer nOll 
6J10XaMH. KOJ1'1CPYKHA OTBeTHn, 'lm nOll 6J10XaMH OH nOllpaJyMeuaeT 
HMCHHO co6aqflW( 6J1ox, KOTOpwc. He c.nellYeT nyraTL C KypHHLIMH BUlaMH, 
KoropLle ero, KOnqepYKoro, HHCKOJ1bKO He 6eCnOKOJlT, TaK JKe KaK H 

1 Ryan-Hayes, "Soviet Satire Afler the Thaw," 68. 
2Loscff, On the Beneflcence of Censorship, 50 -51. 
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6yRBOJntme KJ1ewn. A ecrm ero 1fI'() 6ecnOKOHT, TOx 3TO JlomaJlHlwe Myxll 
[ ... ] npHeJmtA 1I01IJI1l, 'lTO ero c :nuA. cropoHLl He nOllKyœlUb. LllLl: 40l 

Inflation decoding is responsible for the playon political 

pyrotechnies, as Prince Ol'denburgskii opens his morning mail: 

B JlHCbMO 6W1a Wloxeua nOJD1OJ1L1I3.JI raJeTa C BLlJLlBaIOWHM, œHeoTlOCHw.t 
BaJBallHeM, He nw .. l1AaMH, ,. He nw .. Kocmep." [ ... ] 

AneKcaJI,lQ> neTpOBH'I, nOJlyqHB nHCbMo C 3T00 lIOitlKU2ame.JlbCKOÜ 
raJeTKOR, [ ... ] [1979: 52-52; italics mine] 

In case the reference to Lenin's HCICpa is not obvious enough. the 

spate of synonyms is followed by direct quotation of that journal's 

attack on the Prince. l "((ponu.CH H YllaBu" represents such pseudo

Aesopianism pu shed to the extreme. Troll' comments: "KHHra 1 ... 1 

HeCMOTpa Ha HHOCKaJaTeJlbHOCTb, COBepmeHHO JlHmeHa KaMY.JIIDlCa."2 In thi~ 

spirit, the Poet is described in terms that ail but cite verbatim 

Viacheslav Khodasevich's portrait of Maxim Gor'kii.3 

Even more covert Aesopianism is ultimately exposed. The 

passage depicting Stalin ripping a chicken apart with greasy hands 

(1979:216) is a case in point. On the one hand, ils emphasis on the 

"primitive physicality" of the man is as politically cathartic as befits 

true Aesopianism.4 It easily lends itself to the model's ordered 

pairing, as in Ryan-Hayes' reading, whereby "the chlcken repie

sents Russia and the fIowing grease suggests the blood during the 

l -KOPODOBaBBHR BOp H uapcl.oe npH.I1anoe,· cited as such by Iskander. ongmal 
printed in HClCpa 1903:46 (15 aBrycra). Iskander's quola110n malche~ word for 
word those found in such popular histories as BHauop na'lYJ1Ha, B KpaKJ 30./l0n1LJZO 

J1YHa: Hcmopu'If!CK1Je .MeCma U 1l4M1I11JIIUlCU A6xa3UU (MoacBa: HaYKa, 1964), 105; or marc 
~ecialized studies such as rn.lI. "nan-Hna, A6xa3b1: ucmopWCO-3TTUIO?pCl.l}U'lecKu,e OvepKU, 
20e H3Jl. (CYXYMH: AIlawapa, 1965), 158. 
21OJ1HJ1 Tpo.n:u., -Kpruwru U y4a8b! CDaaHJ1Jl HŒaH.I1epa,· /J06b1U :lQ'pltWl 151 (HKlUh 1983): 301 
3 Ibid.. 305 Troll' also comrasts Iskander's ·KponHIŒ H YAaBLI" and Ev gCllll 

ShvaTls' -lIpaKou· lfl thal the latter admlts of alternatIve readmg... (antl
Stalinisl. pacificist or anti-fascist). Wlth Iskander\ work lhis IS weil mgh 
impossible since "uanpaaneWlOCTL ne B nO.l1TeKCTe, al JaIlo:a:eua B caMOM TeKcre" (304) 

4See Loseff. On the Beneflcence of Censorshlp. 230. 
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Purges." 1 On the other hand, decoding is ensured by a number of 

factors: the mechanics of simple reversai, which turns on the pomp 

of the Stalinist cult; the anti-Stalinist topos of greasy fingers that 

have migrated from Dem'ian Bednyi to Mandel'shtam to 

Solzhenitsyn's First Circle. 2 Beyond the chapter, decoding follows 

the aggregate method of repetition: a second sharing of the bread 

shows a jocular tyrant urging his bodyguards to eat chi c ken, ac

tually 'baby chicks'-- "ICyrnaATe ULinJUlT, a TO OHH BLlpaCTyr" (1979: 303). 

This time the commentary--in Loseffs terms, the 'marker,'--is ex

panded to an extreme, as Tengiz explains: 

-- Ho ICaK OHH MOrJ1H BLIpélCl'H, ICor.OHH 6WlH ~apeHLIe? 
nO.ll'lepICHYo a6cyp,llHOCTL 33,MettaHHH BOX11H OTHOCHTeJ1bHO ULlnJlHT, 

TeHrH3, ICaIC 6L1 80 H36eJKaHHe ICpHBOTOJlICOB, .llaJl 3HaTb CJ1ywaTtlltRM, ttTO 
peJ1J1HKa 3Tct. npellC'IâBJ1RJ1a H3 ce6R TOJlbKO WyrKy, XOTR H )lOBOJlbHO 3aTeA
JlHBYJO, HO OCe-TaKH TOJlbICO WYTKY. BOJKJlb WYTHJl, 1ff06u npHoOOllPHTb 
pe6RT H3 oxpaHU, H HHICaICoro llPyroro 3HatteHHR He Ha,110 npHJlaBélTb ero 
CJ10BaM. [1979: 303] 

"Absurdity," "misinterpretation" and "meaning" form one semantic 

chain, the threefold repetition of "joke" another. And of course the 

"as though" is transparently disingenuous.3 

Aggregate decoding generates the larger theme of the ban

quet m its two--perverted and genuine--variations (see above, pp. 

121-22). It is the contrast drawn between the two that lends to 

1 Ryan-Hayes, "Soviet Satire After the Thaw," 57. 
2See Nadezhda Mandelstam, Hope Against Hope' A Memoir, 
Hayward (New York: Atheneum, 1970), 26, 160, 199; idem, Hope 
trans. Max Hayward (New York: Atheneum, 1974), 163; AneKcau,ap 
Colfpallue COllUlle7lUa. TOM 1 (Paris: YMCA Press, 1978), 116. 

trans. Max 
Abandoned, 
Con~eUHUYU, 

3S talin's "Joke," Iskander has revealed, was passcd on to him by an cye
wilncss, a naivcly appreciative cyc-witness. This innocent also served as the 
source of the first exegesis upon which the author based the inflated 
decoding citcd above. Iskander's task, as he saw it, was to "insert his own 
corrections" (italics mine) into the account. (See -,lleuh ~H3UH OTnH'laTh OT UO'lH
(turrepBLIO), 50). 
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',,"' the former its element of pseudo-Aesopianism, a contrast heavily 

emphasized by ail manner of negative parallels. Most notable 

among them is the deliberately exposed juxtaposition of Uncle 

Sandro and Stalin, in the allegorical extension of "TaMaJla." 1 First 

presented in the provocative combination "oeJlH'IaAw[HA] TaMall[a! ncex 

opeMeH H HapOJlOo" (1979: 223, cited above), it is then reinforced by 

still more obvious means. Stalin catches Poskrebyshev trying to 

drink less than his share of champagne: 

no CJlOBaM JlHJlH CaHllPo >:\':'0 6UJlo TOHKHM H cnpaBelVlHBUM 
Ha6JlIOJleHHeM, JlOKaJImélIOIllHM, 'ITO OH [CTaJl"Hl TOlee MOr 6u craTb He
MOXHM TaMall08, OCJ1H 6u TaI( MHOro He JaHHMartCJI nOJlHTHKoA. Tyr 1lHM 
CaHllJlO ocraHOOHJ1CJ1 H JlyKaBO OrJ1RlleJl ucex [ ... 1. CJ10BHO CTapanCb nOHRTb, 
JlOUIe.rI J1H JJ,O C/lywaTeJleA ero 1Ia11eKO H1IYIllH8 HaMeK. 

TpYJlHO CKaJaTb, JlOWe.rI nH OH 110 CJ1ymaTeJleA, nOToMY 'ITO TeHrn3 
[ ... ] cnpocHJ1: 

-- BblXOllHf, OCJUI 6u TU TaK MIIoro He JaHHManCH JaCIUJlbHUMH JlCJ1aMH, 
Mor 6u CTaTb OmKJleM? [1979: 303-4] 

Similarly, Stalin figures in a no less overt 'banquet contrast'--be-

tween true and perverted hosts--below. As the guests are leaving: 

OH CTapartCH BœftJ pa3JlélBélTb nopoouy, npHfnJllIUBélJICb 1( KycKaM Moca, 
K ~apeHUM KypaM [ ... 1 TaK llepeooHcKHA naTpHapx. CTapwHA B ,lIoMe, 
nOCJ1e 6oJlLUIoro nHpw~CT8él paJ.lllleT fOCTRM 1l0poJlŒLle H COCeJlCKHe naH. 
[1979: 2251 

where Lhe chicken/victim analogy finds yet another echo.2 

1 An early version of a tale incorporated into "Scorpion" makes the 
allegorical association between the tamada and poli tic al authority still more 
explicit. The I-narrator muses: -BHJUlo, 8Jlacrb -- 3TO TaKOA cron. Hl-la loroporo UHKTO 
.llOOPOBOJ1bOO He lICI'ileT. EcJru m.a.MQ,.fa OKOvypUTTlCR. 8CelAa IIall4eTTlCR 3a.MeCT1UtmeAb. 11lOAbKO /.l3-

3a 31TUJi!J) IKe CTTIOAa.· T:le passage in italics was omitted from the compilation. 
Compare -,llaoe B MOpe: parocaJ,· CeA6ClCllIr .MOAOAeIKb 1964:11. c. 11 and ncro: 14. From 
the opposite standpoint. a peasant-pensioner in -l(oteAuJi B Mope" d ccl a re s 
Stalin knew as liule about wine as he did about working the land (Te a mp 
1988:6, c. 150-51). He is, after ail, a perverted tamada. 
2Food allegories in !skander deserve closer study. Sumptuous banquet 
descriptions are his stock in trade, as he himself points out (1979: 553). They 
are often tingcd with ommous overtones appropnatc to the 'pcrvcrted 
banquet' motif. There is an obvious temptation to read into such descriptions 
a carnivalesque symbolism of 'feasting death.' It is to a certain cx.tent offset 
by what might be called the 'moral V~. political authority series' the morally 

, 
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In a word, Iskander's circumlocutions leave almost nothing 

unsaid, either by inflation (aggregation) or via 'instant decoding' 

(segregation). If, as Frye maintains, "the naive ironist caBs atten

tion to the fact that he is being ironie, whereas sophisticated irony 

merely states, and lets the reader add the ironie tone himself," 1_ -

then Iskander is most definitely and most deliberately naive. In 

terms of the Aesopian tradition, it is as though he has adopted 

quite seriously the trappings of that circumlocutory style in part to 

parody it, but primarily to incorporate its "consistent and system

atic"2 overlay of segregated fields (surface and implied meaning) 

into his own 'uncooked' brand of compilation. The parody itself is 

truncated, incomplete. It cornes closer to Bakhtin's concept of st yl-

ization. 

Il will be recalled that both parody and stylization are, in 

Bakhtin's system, "two-voiced utterances." Nevertheless, the y dif-

fer on the crucial issue of "directionality." Stylization is unidirec-

tional, in that the "author's intention" directs it towards the ends 

ambivalent Tengiz picks at marrow throughout a long discussion of Stalin 
which culminates in the bone's "sudden" resemblance to the "drumsticks of 
fate" in the skull and crossbones of a pirate's flag (1979:304). Positive 
characters. most notably Kiazym, are repeatedly shown to be indifferent to 
food (Chapter 16.b). The sexual associations of food and drink are prominent 
in the "Marat" Chapter (24). Of the three sets of associations, death and sex 
stand c10sest to the physiological reversais delineated by Bakhtin; white 
authority embraces the frozen hierarchies such iconoclastic activity is 
supposed to atlack. For carnivalesque readings of Iskander's banquet scenes 
see Baruu. H reuHc, ·CTaJ1HH ua 1fereMCKOM KapuaBaIIe,· 154·59; HB3.UOBa, ·Cou péllyMa· (1988), 
4; and Nival. "Les Stalines de la littérature russe," 119-20. 
1 Northrop Frye, Anatomy of Criticism: Four Essays (Princeton: Princeton 
University Press, 1973), 41. 

2Loseff, On the Beneficence of Censorship, 6. On the se very grounds, Loseff 
notes the "complete parallelism between [the events described in "Goatibex"] 
and every facet, without exception of bureaucratic excesses during the 
Khrushchev era" (76). 
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1 pursued by the very style it adopts.1 Parody on the other hand is 

varidirectional: the second, quoted voice is allowed to retai nits 

OWH directionality, though even this is ultimately subordinated to 

the author's larger purpose. The "varidirectionality" of parody !s 

passive; only in "latent polemics" do two voices and two intentions 

actively confront each other. 2 Iskander's pseudo-Aesopianisms, 

then, are two-voiced but unidirectional: they toy with the duality 

of meaning (the subtext to be read between the lines), not to deny 

Aesopianism outright, but to poke fun at the very need for circum

locution. Just as in Aesopianism proper there is no true conflict 

between the subtext 2--:d the surface text (which exists only to be 

peeled away by the astute reader),3 1 skander' s pseudo-

Aesopianism flirts with and discards the surface text. The mes-

sage, the subtext dictates the direction and is itself dictated en

tirely by an author who aims, aphoristically, at its most convincing 

expression. 

Thus, while Loseff may maintain that ambivalence is "the 

requisite property of the Aesopian text,"4 Iskander's unabashedly 

expansive commentary reveals an ordered, segregated ambivalence 

to be a contradiction in terms. ft simply, openly compiles on the 

1-AlI'ropŒaII MbICJ1h, npollHlWyB B '1y:;!Koe ('..10110 H nOŒJ1HBWHa. B ue.\f, He npHXO.llHT B cm,lK.lJOBCUHe 
C '1y:;!KOR MLlCJ1I>IO; oua CJ1e.llyeT 3a ueR B ee :;!Ke uanpaBJIeUHH, .lleJlaJI JIHWI> :rro UanpaBJlCUHe 
ycoolIIILIM. - 6axnm, npo(j./le.M1J 1KJJmuKU j(OCfflOeBOroé'D, 330. 
2TaM ~e, 340-41. 
3 See also the distinction drawn by Bakhtin in ·CJ10BO B po ... aue: b e t w c en 
"parodie stylization" and "rhetorical parody." The former seeks a 
"revelatory destruction" of its vehicle, the latter an "unadorned and 
superfieial destruction." Only parodic stylizatton qualifies as "productive 
and essential parody" in that it is supposed to "reereate the language il 
parodies as an essential whole possessed of ils own logic, revealing a distinct 
world indissolubly linked with that parodied language" (175). 
4Loseff, On the Beneflcence of Censorship, 34. 
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covert compilation that lies behind both Aesopianism and allegory 

in general. Thus, when it inevitably confronts the issue of ambiva

lence, it pushes it to a pseudo-Aesopian extreme. Below is the ex

planation offered by a minister's assistant for the incongruously 

liberal decor of his superior's office: 

xeaa MHlDlCI"pa pellIHJ1a B CBH3H C 06meR nH6epa.1lH3ilIlHeR yrel111HTb KaJeH
HyIO a~py B Ka6HHeTe. li BOT, CKaJaJ1 OH [nOMOIJlllHK], llByCMLlCJ1eHHO 
BJ.llO~, nHOOpaJIHJaIIHJI KOft1IHJUlCL, a BLIInHBKH 0CI'aJUtCL. 

TorJlil MOR 3HaKOMYR apXHTeKrop ()IIem, ocropoJKHO pelllHJ1 BLI.fICHHl'L Y 
nOMOWHHKa, KaKoA H3 JŒ~ CMLIC/IOB B ero myCMNC11elDloM BJ.lloxe OH nlf1Dlo 
nO.l1llep~eT. Tyr K yuWlOMY Y.llHWleHHlO MOero apXHTeKTOpa OKaJaJ1OCL, 
qTO nOMOWHHK MHHHCTpa n01l.llepXHBaeT 06a CMLIC11a, nOTOMy H TOT H 

llPyroR HOCJlI' OCYJKllélIOWHA xapaKTep. [1979:472] 1 

(The moral ambiguity centred on Uncle Sandro is an entirely 

separate question. Generically it stems from his proclaimed status 

as picaro-othe ethic man-in-the-middle between an immoral 

authority and its long-suffering victims. 2 Even this ambiguity, 

however, tS objectified and ultimately frozen by a narrator who 

loses no opportunity to expound both its facets. After all, what is 

an oxymoron but a two-part aphorism freezing both sides of an is-

sue into one single (monologic) figure of eloquence. Below, Uncle 

1 Possibly a playon Stalin's opinion of left- and right-wing deviationists. 
That dictum itself is spoofed ove ni y elsewhere in the novel: OJlBH HCTopHorpat .. 
oepHY 61l1'OnHOlTeJ1Ja.oR npaue, JlpyrHe -- HCropH'IeCKOR. Ec.1H ILl mpoarre y MeBJI, KaKHe Hl OHX 

ny1Qlle, JI <YI'8e'ly C.'lOBaMH TOaapHwa Gra.l1Ima: -H re H Jlpyl'He xy:&e: (1979:446) 
2From Ulrich Wicks "modal-structural approacb" to the picaresque: "The 
ficlional world posited by the picaresque mode is that of an unheroic 
protagomst. worse than we, caught up in a chaotic world, worse than ours, 
ln which he is on an etemal joumey of encounters that allow him to be 
altemately both vlctim of that world and its exploiter" (Ulrich Wicks, "The 
Nature of Picaresque Narrative: A Modal Approach," Publicatwns of the 
Modern Language Association 89, no. 1 (January 1974): 242). In Bakhtin's 
system. the picaro stands at the headwaters of the novel's evolution on the 
strength of the "extraordinarily external distinctness" with whlch his 
"merry dcceit" attacks lofty. authontarian languages (-Cl0BO B pOMaoe: 216-17). 
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1 Sandro regretfully informs the author-narrator of the fate of a 

marble walkway: 

-- 6uuwee PYKOBOlICfOO pacrauU1J1O, -- OTBeTM lIRlIH CaJLllPO, KaK-ro 
CJ10JKHO CKop6a CBOHMH 6o~1LWHMH rJ1aJélMH: He ro CKop6HT no MpaMOpHLlM 
KJ1eTKaM, He 1'0 110 6L1oweMy pyKOBOlICfOy, JKanea, '11'0 ero anqHOCTb, 
Kcram, CKaJélDWaJICJI H Ha cy lIL6e 3THX MUT, 1l0BeJ1a ero 110 Toro, 'ff() OUO 
CfaJ10 6HBWHM. [1979: 401] 

Another picaresque figure, eccentric party boss Abesalomon 

Nartovich, prompts the narrator to expound at monologic length his 

theory of literary "pre-morality" (1979: 540)--proving that ambi

guity, in this aphorist's hands, is not to be left altogether alone.) 

One last facet of aphorism and allegory in Sandro: ils pene

tration to the level of metaphor, where it, like so much else in 

Iskander, substitutes expansion for development. His arresting 

comparisons have been likened to those of Olesha--with the signifi

cant difference that Iskander's carry on where Olesha's )eave off. 

Their extension has been said to pursue "not only aesthetic or 

cognitive ends, but an intonational purpose as well."1 Ryan-Hayes 

speaks of the satiric advantages of "extended comparison"; Atarov 

argues that the majority of Iskander's metaphors involve the 

"humorous debasement or aggrandizement of concrete detail. "2 As 

always, the signified prevails over the signifier. The movement is 

from the concrete to the abstract in the metaphors themselves; 

their analysis tums this discussion of aphoristic linkage in Sandro 

from the syntagmatic plane of fabula construction to the paradig

matic axis of thematics propeT. It is here that aphorism invades 

1 CoOOBJ.eB, ·C nOnpaDKOA ua BpeMJI,· 216. 
2Ryan-Hayes. "Soviet Satire After the Thaw," 52. 11. ATapoB, -KOPUH TaJlaUTa: 0 
npo3e «Da:JH.IUI Ht:Xa.Wlepa, - HOt/w.MUp 1969:1. c. 207·8. 
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even a more conventionally recognizable fabula, in segments incor

porating at least tokens of complication, crisis and denouement. 

For description pertains to elements outside that progression, to 

paradigmatic indices, and not syntagmatic functions. 1 Such ele

ments are secondary, character and setting 'modifiers' to the pri

mary members of plot 'subject and predicate.' They lack transitiv

ity, the dynamic propulsion of plot predication.2 And so, in Chapter 

Eleven, the momentum buitt by the tobacco-threading contest and 

Tali's impending elopement is put on temporary hold for an 

allegorical portrait of a vicious dogmatist, kolkhoz chairman Timur 

Zhvanba: 

H 6eJ Toro 06eJll0J1eHHaa CJ1yxaMH 0 CBoeM KJ1aCCOBOM 
npoUCXOJKlleHUU, COBOCTb ero OKOH1JaTeJ1LHO JaMOJ1KJ1a H B pacnpax ero 
crpacreR yJKe He npUHHMana HHKaKoro yqaCI'HR, Kate OOllHaJI pollCTBeHHHua, 
J1UIlIHuR pOT, HeJaMeTHO yCTpaU83.J1aCb B yroJ1Ke, 1JT06L1 He CJ1UIlIKOM 
nOnaJl3.TLCR Ha rJ1aJa, He pa:upaJKaTb cBOeR ceKcyanbHoR HUK1JeMHOCTbIO 
r J1aBy MapKCUCTKOR llYXOBHOR ceMbU, BOJ1OCaToro caMua no UMeHU 

HeHaBuCTb. [1979:346]3 

In Chapter Twelve, the plot hinges on and wanders continu

ally away from the narrator's pressing need to extricate himself 

from the ideological aftermath of the Goatibex AffaiT. Its opening 

alms towards something like the traditional mounting of suspense, 

as Uncle Sandro and the narrator approach an imposing govern-

lO'Toole compiles the systems of Barthes, Propp and Fillmore in his 
Structure. Style and Interpretation. 116. 
2Ibid. 

3 Ryan-Hayes analyses the passage for its use of the "personification of 
inanimate objects [sic]" as a satirie device. In her interpretation, besides the 
obvious poli tic al implications. it "also mounts a secondary satirical attack 
against the vagueness and abstraction of political rhetoric." ("Soviet Satire 
After the Thaw," 57.) A haunting series on male body hair runs throughout 
the novel: from Uncle Sandro's self-satisfied stroking of his moustaches, to 
Stalin's sinister variation on the gesture, to the discus3ion, in -MaJ1eUbKHA 
l'HrauT: of Lenin's baldness and the propriety of toupees. 
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ment office building. Then it stops for an entirely extraneous, 

leisurely developed comparison. The vehicle is a red Soviet f1ag; ilS 

tenor--the essence of Iskander's lazy (elsewhere 'gentle') attack on 

Soviet officialdom: 

CeRqaC, B AKapy, OH, KilK 6L1 CJ1erKa paJOMeB, ellBél 1'}>eJl1iXaJlCR H erG 
MOJKHO 6wlO cpaBHH1'II C HJleonorwlearnM onaxanoM, neHHOO OTMaxHBaIOIllHM 
MHa.JMY BpaJKJle6HLIX HlIeR, KaK poR MOlIIKapLl, He CJlHWKOM onacHoA. HO 
JlocraTOlIHO H3.30R.11HBO BbK}[ueACR HU yBeJl1laWIOA 'IemyRtlamM UIJleMOM H, 

6ll11weR 1l]>eMml. rOJ1oBOR CKaJOlJlloro BHTJl3JI. [1979: 400) 1 

In the same way, the tension of criss-cross conflicts at the Goatibex 

banquet pauses for a poetic prose catalogue of the fare: 

qepHaH HKpa JlOCHHJ1acb B oo.nbmoR mpeJuœ, 
Kax œKcyarIbHaJI CMa3Ka TJlJKeJlOR HlflIYcrpHH. 
Tax H npellCl'3.BJ1JLl1OCb, 1ITO eJ1fn' 00, 
o6rna.maJJ H BLIJLI1eBYB3JI JIOlIlUHnHHKH, 
KaK KOCTOIJKH MaCJlHH. [ ... ] 
AmelJllaJJ AKeJlTHJHa KOHLJl'lJlW{ 6yTWlOK, 
Japor.11H KoropLIX, rycreR B fOJ1ooe croJla, 
nepexO.llHJlH B CMemélHllLlA BHHHO-OOllOtJHO-WaMnaJICKHA !toc 
C oooepmeHHo OJlHHOKHM 3KJeMWUlpOM KOHbJl1lHOR 6yrw1KH 
Ha npoTHBOnOJ1mlŒOM Konue CTOJla, 
Kax 6L1 B 3HaK TOro, 
'ITO 3TO nopoJlHCIœ KpaCUOO Jlepeoo 
B npHHUHJle Mo~er pacm H TaM, Ha JaCylllJlHBUX. 
Y2JaJ1emmx OT Ha'laJlLCTBa JeMJlJIX. [1979:419] 

Such inert but extended metaphors could potentially be 

strung together ad infinitum. Each bead of the string 

(caviar/factory; forest/liquor bottles) simply repeats a core oppo-

sition between the natural and the manufactured. Compare the 

core opposition of Stalinist literature posited by Katerina Clark-

that between spontaneity and consciousness. Allegoricai corollaries 

1 Comparisons drawing on the romantic aura of past cras (Graeco-Roman 
antiquity, medieval chivalry, the grandeur of the fin du siècle) form a 
paradigmatic series of their own in Sandra They are usually associaled with 
negative figures who would aspire to perverted authority. Thus, their sali rie 
function is that of false aggrandizement. 
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include the garden/factory cornplex 1 (particularly relevant to the 

rnetaphoric string in question). Clark discusses the various rneans 

of extracting adynamie developrnent from the oppositions. Thus, 

the conflict between spontaneity and consciousness yields the 

"rnaster plot" of 1930s socialist realisrn; that between the garden 

and the factory sets ott the "struggle with nature" heroics of the 

Five-Year Plan period and the elemental confrontations of works 

produced in its aftermath. In each variation of the therne there is 

sorne atternpt, however formulaic, to generate movement towards 

an eventual reconciliation or synthesis. Thematic movement, no 

lt~ss than fabula progression, can be seen to impose order and limit 

011 a text. Iskander's metaphoric string (and by analogy, the alle

gorical structure of Sandro as a whole) seeks no such development; 

it substitutes for it the endless reproduction and re-statement of a 

pre-set theme. What occurs between the garden and the factory in 

the food catalogue above, is not a conflict but a stand-off. 

What occurs between the mountain and the valley, or the 

village and the town in Sandro' s world is almost as statie, and no 

less productive. Chegemers are lower than Svans (Chapter 17), 

higher than the residents of Mukhus, with Uncle Sandro perched 

between them (1979: 26), and worlds apart from the "valley of 

valleys" in Moscow CYTpaTIi," KHY: 74). Other paradigmatic series in 

Sandro include those of authority (patriarch/picaro/tyrant), 

underdog (scapegoat/weakling/fool) and women (home-maker/ 

/home-trapper/heart-breaker). They spawn a multitude of 

1 Katcrina Clark, The Soviet Novel: History as Ritual (Chicago: University of 
Chicago Press, 1981), 99. 
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1 characters and character-revealing si tuations on the same 

schematic pattern of reduplication. 1 Their various confrontations 

are rhetorical, and the rhetoric itself--that of the impasse. 

In surn, Sandro is an allegory of impasse, a vast chain of ID

terlocking aphorisms and allegori(~s. This kind of linking does ID

deed replace fabula-ordering, sidestep the more conventional need 

for srnooth transitions, create its own compilation of statie, repro

ductive thernes. For aIl the rnany generic labels that have been 

applied to this unique creation, none fits better than the simplest: 

"npocTo KHHra. "2 From this standpoint, Iskander is not a short-story 

writer struggling to become a novelist, but a master compiler of 

extended pithy statements. 

1 The authority (moral and immoral) series would seem to be the most 
extensive. Il is engendered by the thematic splintenng of Uncle Sandro's 
moral ambivalence,--a thematic counterpart, as it were, to the pica ro's 
function as a peg for the stringing together of fabula mcidents. Among the 
patriarchs we find Khabug. founder of Chegem, his sons Kla;;ym and. If only 
by default. Makhaz, as weil as the fatherly, Imperious Pnnce Ol'denburg~klÏ 
Picaros include Uncle Sandra himself. Marat. Abesalomon Nartovlch and 
Tengiz; tyrants--Stalin. Beria. Timur Zhvanba and Omar. The underdog 
series covers Makhaz, the participant-narrator and Kunta. inhentor of 
Chegem. A cluster of female characters is defmed by the ... anaus degrces to 
which they support the c1aims of hearth and kin. Il ranges [rom the 
hospitable Tali. a potential Earth Mother. ta the treacherous Carmen of 
Chegem. 

20ffered by Mr. Iskander hlmself when we discussed this issue. 19 March 
1988, Moscow. 
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CHAPTER5 

Ax, K8K 6LlB3J1o B ~eroœx Hrp3X --
3apWlCH c ronoBOR B KYcrax! 

[ ... ] 
fIorny(5xe 8 nec, KyCThl noryme, 

QT06 HtrrepocHee HrJ>3.! 
11 BlIPyr TpeoorOIo oocymeR: 

-- MeHH ua.R1'Y. yxe nopa! 1 

1lIE FIRST-PERSON CHll...DHOOD CYCLES: REMOTE AUTOBIOGRAPHY 

From a broad chronological perspective, Iskander's work falls 

into three intertwined periods dated from the first appearances of 

component pieces: the first-person childhood tales of "School Waltz" 

(-3anpeTOYR nJlOll, - 1963), the shared narration of Sandro (the short 

story of 1966) and the putative third-person of the Chik cycle 

C j(eob QHKa,· 1971). This has even been interpreted as indicating a 

general evolution in his corpus from the first-person to third

person mode, a narratological version, if you will, of the great 

march towards epic omniscience, which unfortunately overlooks 

the mediation of Sandro. 2 

ICDaJHJb, HŒaWlep, f1ynu,: cmuxu (MOŒBa: CoBeTaHA ruteare.ru., 1987), 175. 
2See for example Burlingame, "Prose of Iskander"; A. AB.lIpeeB, -BpeMJI C'IacrnHBLIx 
uaxoAOI:,- KnuiICHoe 0003peHue, 30 cellTJI6p,. 1966, 11; Hsauosa, -CMex nJl!Yl:H8 crpaxa
(1988a), 225; B. ConOBLeB, -)lem. ()LIJ1, AeUlt ()YAeT, - .!JpyiK(fa uapoJlOtl 1973:5, c. 266. 
Sidorov first diagnoses Iskander as Iimited entirely to the first-person and 
therefore to small forms. He then notes a move through the Chik cycle 
towards third-pcrson, and finally cites Sandro as the author's first 
unquestionably successful attempt to create character- as opposed to author
oricnted narration. The diagnosis overlooks the first/third-person 
intcrplay in the novel; it also implies that the novel represents the 
culmination of Iskander's work, and not its centre. See CH.llOpOB, -3aKamlTL .llywy 
CMexOM- (1974), Il. 
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1 Internai evidence of a wish to transcend the limits of first

pers on is most commonly sought in a confession made by Iskander 

in a story of 1966: 

Boo6me ft MellTclD mteaTh Demu OOJ BCJIK.HX 1ëlM J1HpWlOCKHX repoeB, 
IfT06Y caMU yliacTHHKH OnHCYBaeMJ,X Co6YTHA lleJ1amf, IITO HM 
33.ooaropaccyJlH1Ol, a ft 6Y CH.lleJ1 B cropomœ H TOJ1bKO llOI'.1UIlI.Y1W1 Ha HHX. 

Ho 1fYOCTBYIO, 'lI'O nOKa He MOry 3T01'O C,lleJ1aTb: lIeT nonHoro llouepHH. 
8ellb KOrlfa MY rOoopHM 1IeJ10BeKy, 1le..1aA Bee, 'ITO Te6e 3él6J1aropaŒy1lHTCJJ, 
MY HMeeM B BH.lIY, 1J'ID eMY Ja6J1aropuœy1lJfI'CJl1lenaTh 'lI'O-HHt5YllL RpHRTHOO 
NUI uac U OKp~élIOlIlHX. [ ... ] 

Ho [ ... ] eM}' MOJKeT 3él('jnaropaœyllHTCH lleJ1aTb HenpHJl11Iüe rnynocrn 
MU, 1fl'() eme xy:JI:e, 0006me HUliero He llenaTb, TO ecTh npe6LlBan B 

YHW10M 0031leAcrBHH. 
BoT H npUXO.1lH1Ol X01llfl'b no co6crnetmOMY OO:JI:eTy. npHrnJl.1liiBaTb Ja 

repoHMH. crapaRCl» Japa3HTb DPHMepOM ro6cmeHnOA 601lJ>OC11t: 
-- BeceJ1ee, pe6ma! UJ.ll: 19] 1 

It would seem more appropriate, however, to approach the 

first/third interplay in Iskander as a continuous development 

whose seeds are evident almost from the outset jf his career, 

whose tensions can be felt in ev en his most recent works, and 

whose compromise can be seen to account for the singular 

achievement of Sandro. 

"School Waltz," then, forms the starting-point and home-base 

in the uniquely cyclical evolution of narrative person in Iskander. 

It takes pride of place among his compilations for longevity: a pub

lication period spanning twenty-five years and counting (the latest, 

1 Lebedev expands on this very passage to argue for a shift from cxclusively 
self-directed irony to character-directed irony. From this emerged the 
figure of Uncle Sandro as a -Tapnpea H3 t{ereMa,- (a reference to Alphonse 
Daudet's Tartarin de Tarascon trilogy of 1872-1890), someone capable of 
sharing a joke at his own expense. a debatable conclusion See Jle6e,4eB, 
-CMeumo CI(3.3aTI; (1987), 198-99. Sidorov chooses the same quotatlOn to confirm 
his hypothesis that -)lOM B nepeymœ- and ilo .... H )l.em 'IHKa- fcature "the first 
steps towards the more objective manner of third-person" narration 
("3W1JlJlTh .nywy CMexOM- (1974). II). 
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1988 version promising more to come),l the first of his nOBeCTH to 

enter the subtitle stz.:;e of 'cyc1e'2 and the most consistently 

'personal' of his works in terms of point of view, privilege and 

suhjectivity. 

Between the two "structural and semantic invariants" of 

narrative prose--the first and third persons--the fundamental cor

relation is that of "author-actualization." The first-person as the 

marked member of the pair must explicitly manifest an author or 

narrator figure; the third-person is unmarked and therefore free to 

comply with or disregard this restriction as it chooses.3 Iskander, 

it seems, always strikes at the basics. Explicitness, even high

lighted explicitness, is the operative word in his handling of the 

first-person mode. It overrides ail other factors in the discussion 

of his use of the paradigm: its division into specifie vs. transitional 

values based on the narrator's participation or non-participation in 

the events described; in the former case his central or peripheral 

role therein; in the latter--his status as witness or relay narrator.4 

For the first-person narrator of "School Waltz" functions in ail of 

1 See Appendix Six: "School Waltz" Compilation History." Where possible, 
citations will refer to the version found in the collection KPOAUICU U Y.Ila861 

(Mocua: Kmœ.au nanan. 1988). 191-286 as ICHY: page number. 
2At our 21 May 1988 meeting Mr. Iskander indicated that "School Wahz" had 
been concei ved as a whole f rom the outset. The subtitle ·OrPLIBOIt Hl UHKna[ ... ]'

appended to many of the individually published pleces. was chosen by 
cautious editors in lieu of ·noBec .... • so as to skirt the issue of what had become 
of the missing fragments. Even the latest version, he explained, is 
incomplete; segments as yet "too piquant" have been omitted for the time 
being. 

The point here is the susceptibility of ail Iskander's writings to both 
excerption and convergence, whatever the subtitle uscd. 
31C.1I. Arapolll H r.A. J1ea:IDIC. ·CeMall'l'HU H crpYE.1)'~ no&eCl'BOB8.IIHJI OT nepBOro nHua B 
XY.AOIecTJleBllOR npooe: H3M:fTUIA AICfUeMUU Bayrc CCCP: CepU/l AUmepamyptl U Jl3li1Ca 35. 
no. 4 (1976): 344. 
4Ibid., 345. 
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these modes; it is his role in their explicit linking and anchoring 

that simultaneously fragments and ties together this archetypically 

Iskanderian mosaic. 

Typical as weil for Iskander is the stark overlayering of per

spectives, (he 'then-and-now' of ail autobiographical first-person 

strained almost to the breaking point as he exposes, highlights and 

blithely ploughs his way through what for most practitioners of the 

genre stands as its most sensitive presupposition: 

nOJHIlHJI nOBeCI'BOBaTeJ1Jl, paocleaJLIBéUOlQero 0 CBOeM JleTCTBe HJlH 
IOHOCTH, BHyTpeHHe éUlTHHOMIf1IHa: caM OH H npHllHa411e:':1IT H He npH
HilNle:mrr le MHPY CBOHX repoeo, le HJ06pa:.:aeMOMY HM. Pe'lb "Jler 01l,Ho
BpeMeHHo H 06 OllBOM COJHamtH, H 0 lUIyx. [ ... ] .LleRCTBYIOIUHR repoA 
(MiIJIL1IHld BICJlI01JeH B orryanmo, JaBHCHI' OT Hee. paŒKa3'IHK :.:e CMOTpHT Ha 

co6crBellJlYlO JaBepmelfBY10 ~Jm, OTC'TpamJeHO. OOJ}"Iacmo.1 

"The School Waltz," like aU of Iskander's first-person child-

hood tales, is in the author's own words "an adult's recollection" 

(italics mine).2 By isolating and ultimately outweighing the child

hood perspective,3_-yet another corollary of Iskander's segregation 

technique,--the emphasis on the adult element forfeits the inner, 

ideological dynamism of literary autobiography. Bakhtin describes 
, 

the latter as embracing 

lICa3aa:PHB, -npo(il1eMa &II'ropa B nOO11lJ(e COBpeMeHBOro JlHpll'ltlCXOro péUXXaJa, - 201. 
2Hœauep, -~ IUlTepecuo- (turrepIIIIK)), 4. 

3Confirmation of this assessment is to be found in a different branch of the 
cbildbood cycle. the stories and story fragments re-assembled in the film 
-Bpeu C'laCTJlHBIiX BaxOJJ,OIlt- (MoctHJlLM 1970). Quite obviously. any sereen version of 
Iskander's 'chatt y' works must entai! considerable re-working of the 
original tales. Voice-over narration inevitably plays a much more dominant 
role tban in fiims based on less pervaslvely verbal hterary texts This 
partieular film. together with ItS sereenwriter (lskander himself) wa~ 
eritieized by reviewer Kuznetsov for having saerifieed (through reduetion 
of the adult-narrator's hegemony?) its "subtext and second [adult. ironie} 
dimension." See M. ICYlBeuoB, -npocroJlYUlHe npHUl'O OPIIeJ,· Cotle11JlXua 3Kpali 1970:10, 
c. 4. Orlov simply wonders why the film was ever categorized as targeted to
wards children; its appeal, in his opinion. is entirely adult. See.ll. OpJlOB. 
-HeJJ,eratHe JaOOry JJ,eTatoro UBO,- Hrxya:mtIO KUIIO 1971:5, c. 39. 
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He TOJtLKO MHP cooero npOlWlOfO [ .•• ] B CBeTe HacfOJlllIero 3pe.rtoro 0c03Ha
HHJI JI nOBHMalDUl, o6oréJImeHBoro BpeMeHH6R nepcneKTHBOR, HO H cuoe 
npolW100 0c03HaRHe H nORHMaBHe 3'ID1'O MHpa [ ... ] 3To npolWloe 0c03namte 
-- TaKoR :&:e npe..J.MeT uJ06p;uceRHR, KaK H 06WKTHBHWl MHP npowJtoro. 
000 3TH CD3HanHJI, paJ.IIenemme .IIOCRTHJleTHJIMH, fJIHlVIIIIHe ua OJlHH H 1UT 
Ie MHP, He paC1lJ1eHem rpy60 U He OueJleBH OT 06'beK'IlIBHOro npellMeTa 
HJ06paxeRHR, ORB O:lKHBJ1JlIOT 3TOI' npe.IIMeT, BROCHT B oero cooeo6paJHYJO 

JlHHilMHKy, opeMeHH6e .llBIDK.eBHe [ ... ]1 

Sarnov points to an analytical dynamism based on the ratio-

cinational dissection of every act: 

JIHplf1learnn repoR MClCaH.llepa B OllHH U TOT JKe MOMem npeJlCl'lleT nepeJl 
HaMH [ ... ] eme TilfCHM, K.aKHM OH 6W1 cefCYRlIY HaJall, H yJKe TilKHM, KilICUM 

OH JIHUIL cra.neT Mf'IIOBeRHe cnycra.2 

1 disagree. The analytical method freezes each action or thought it 

touches; the result is not a "slow-motion film," as Sarnov maintains, 

but something c10ser to a slide-show projection, one filled with long 

pauses for adult commentary. 

To pursue the analogy: a film, whatever its runnmg speed, 

possesses dynamic capacity; it can show a process in its actual un

folding. A slide show isolates a series of more or less statie states 

or conditions. Childhood viewed as a state or condition produces 

nostalgia~ for nostalgia aims to preserve in perpetuity not so much 

the substance as the emotional aura of memory. Iskander's 

nostalgia~ as pointedly candid as any other aspect of his work, is 

static. The sudden intrusion of childhood memories into the may

hem of "Goatibex" brings the action to an immediate halt--an inno

vation that. as we have seen, jarred its readers of 1966 and contin

ues to fuel commentary to this day. Lyric nostalgia is indeed an 

effective plot-st('pper~ but that is its external role in Iskander's 

1 M.M. 6axnm. Jcmemwca CAOfII!JQI();l} TTUlOptII!CfTII1(I.. cœr. C.r. OO'lilpoB (MOŒBa: Hatyœœo, 1979), 
397·98. 
26.M. CaPOOB. "qe.\t my6:a::e aa'leprmyn,,· 8 ero:a::e KIL Iipe.MII mcuallTTIa: nopmpeT1Ul U ~ 
(\f<XXUa: CoooramA IlHalTeJ1b, 1987), 30. 
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now famous lyric/satiric montage technique. What has been 

largely overlooked is the internaI structure of the autobiographical 

material applied to this end. Il tS a specifie type of childhood 

reminiscence that Iends itself to such usage. 

Szymak-Reiferowa notes Iskander's divergence from the 

"autobiographical tradition [established] by Tolstoi and Gor'kii". 

There are, she maintains, no "stages" in Iskander's autobiographical 

prose, for the simple reason that the author "is not concemed with 

the actual process of maturation." To this orientation Szymak-

Reiferowa attributes the cyc1e's laek of chronological order, as well 

as its predominant, at times even pedantic insistence on the time

less moral values acquired in childhood and appreciated by the 

adult narrator. 1 Once again the outstanding qualities are analytic, 

static and to a considerable extent aphoristic. In this respect, the 

autobiographical cycle exhibits the same resistance to fabula 

ordering and development, the same capacity for endless extension 

and continuaI re-shuffling as were noted above in the discussion of 

Iskander's more obviously aphoristic constructions. Consider the 

poetic refrain that supports a simply but highly evocative list of 

lyric reminiscences in "Goatibex": 

Mue He XB3.'1jI.eT llellYUIKHHoro llOMa-. c ero oo.m,lIIHM Je.rleHNM lIDOPOM, 
co c:ra.poA J16J10ueA [ ... ] 

Mue He XBaTaeT npocropHOA KyxHH B lleJlYUIKHllOM lIOMe c ee JeM.11I1HNM 
nOJtOM, c 6oJ1LIllHM IaplOfM O'laroM [ .. ) 

Mae ne XBa.TilflT aeqepneA nepeKJIH'IKH AKemmm [ ... ) 
MHe He XB3.TileT TeI1JUiX JteTHHX npûCTLIIIL [ ... 1 
MHe ne XB3.TileT alMHX creH llellYlliKHHoro JlOMa [ ... ] OUI: 272-77J 

1 Jadwiga Szymak-Reiferowa, "Proza autoblograficzna Fazila Iskandcra." 
Rusycystyczne Studia Lzteraturoznawcze 7. Prace Naukowc Uniwersytelu 
Slaskiego. no. 626 (Katowice. 1983): 70-71. Itahcs mine. 
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These in turn are liberally interspersed with such aphoristic state

ments as the well-known treatise on childhood's faith in reason (.lUI: 

276), or the following: 

Kor Jl3. '1eJ10BeIC omymaer CBOe Ha'13J10 H cooe npoJlOJDIŒHHe, OH meJQ>eR: H 
npaBHJlLHeR: pacnonaraer CBOeR ~3HLIO H ero TpY.llHee orpa6HTL, nOTOMY 
IJTO OH He Ire CBm ooran:rm n;epJKlfl' npH œ6e. LlI.lI: 272] 

The common factor in aIl this lyric-aphoristic activity is re

moteness. Neither nostalgia nor philosophizing has anything to do 

with the perceptions or growing pains of a child. More to the point, 

their extended development, their aggregation, drives deeper still 

the wedge segregating the child-protagonist from the adult-narra

tor. In facto as Szymak-Reiferowa points out, Iskander's autobio

graphical prose is based on the "immanent" principle of "contrast 

and confrontation," from those affecting the author and his protag

onist, the adult and the child, public and private values, to the 

constant interweaving of different "Iayers of time."l 

Iskander's reminiscing narrator is wholly outside the world 

he recalls. Sometimes this extra-territoriality can carry with it the 

charge of precocity. In Iskander adult self-evaluation intrudes on 

the child's every step and is entirely incontrovertible. Such over

burdening was identified, in Filiushkina's recent discussion of 

Soviet childhood memoirs, with the outmoded tradition of Defoe, 

Swift. Scott and Dickens. Il was rejected, according to Filiushkina, 

for want of verisimilitude, and specifically the verisimilitude of 

first person. Out of the mouths of such wise babes cornes forth an 

llbid.. 79. Szymak-Reiferowa categorizes this as "intensely dialogicized 
prose." whereas 1 would argue against any interaction between the 
.mtipodcs she mdtcates so precisely. 
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authoritarianism which could ail to easily be recast into an adult 

third pers on with no change in sense. Tolstoi compensates for the 

occasional lapse into precocity by a truly childlike attention to 

meaningful detail and a child's clearly defined moral judgment. His 

best Soviet followers (Rybakov, Aleksin, Alekseev. Matveeva and 

others) combine with this Tolstoyan perception a "twentieth-

century orientation on the self-expression of the narrator." 1 

By contrast, Iskander freely indulges in such authoritative 

intrusion.2 Yet be is careful, as always, to 'cite bis sources: to indi

cate in no uncertain terms exactly when the adult consciousness 

has taken over. Autobiographical prose often makes use of 

"remembrance signais," usually verbs or verb-phrases such as '1 

remember' or 'as 1 see now.'3 This is its specifie modification of 

'credibility' as one of the definitive features of the first-person 

form. 4 The high incidence of '1 remember' in "School Waltz" corre

sponds to the scrupulous overindulgence in 'he thought,' discussed 

above with regard to "Scorpion." Here too the effect is an overt ex

aggeration of what was, after aIl, embedded in the most basic 

premise of the narrative mode itself. Credibility edges towards 

authoritarianism or at least adult superiority when '1 remember' 

shifts into 'little did 1 realize then.' ln "School Waltz" this often 

1 C. CDHJUoWKJUla, -Or nepBOro nHna: 0 toPMe nO&eCTBOBaIIHJI B .IleTCKOA H IOUOWOCKOA 
nHTeparype: j(enrKaII.lfUmepamypa 1987:8, c. 8, 9. 
2 As Samov points out. this is a distinguishing feature of Iskander's style 
-e,llBa nH ue UXIWI no,llp06uocn. H ,IleTa.l1i crauOBHTCII y uero II0BU.40M Mil p3.3BepuyToro 
aBropcKOro pa.œyxIleBHJI- lCaPOOB. -MHp CDa3Kn1l HCU!J.Ilepa: 16). 
3Caruany "IiHllOMHllllllHJI. The terrn is used in n.A. IIHKoJ1Hua. ·CTPYKTypa 1l0oecTIIOBaJJHJI B 
ll81OOHOrpatlf1leŒOA "POle, - PyrDrua R36/K fi WKOAe 1986:4. c. 57. 
4.ll0CT0BePUOCTlt. Nikolina bases herself on Anposa H lleccKHc. -CeMaHTHKa H CTpyKTypa 
nOIlOC'l'BOBalIHJI OT nepllOro nHQiL -
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takes the form of teasing through latter-day Romantic irony. The 

narrator anticipates and then overrides the objection that no child 

could possibly have had such thoughts: 

PaaYMeeTCJI, DCe 3TO npellcra8J1J1J1OCL TOr M coBepmeHBo CM)'TIIO, HO JI 
yuepeB, 'ITO œR'IaC IIJ!OpaIIlHB8IO Jepaa HMeBBO TeX omymellHR, a Be KaKHX
BH6y.IUt JlPyrHX. [ICHY: 213] 

Similarly, the unimpeachable '1 remember' can also be 

achieved through paradox, by admitting to certain lapses. This is 

analogous to what Culler describes as "limited play with generic 

conventions." He cites Empson's "pseudo-parody to disarm criti

cism" and paraphrases: 

the text shows its awareness of its own artificiality and convention
ality, not so as to shift into a new mode devoid of conventionality. 
but so as to convince the reader that it is aware of other ways of 
looking at the matter m hand and therefore can be trusted not to 
distort things while taking its own course. l 

To be sure, Culler and Empson base their discussions on highly con

ventionalized usage (the tropes of love poetry), while Iskander's 

play strikes deeper, into genre expectations. Documentary prose, 

writes Lidiia Ginzburg, is based on the "premise of authenticity" , 

which enters in the literary work into an explicit correlation with 

"factual credibility." In Iiterary memoirs "BeKH:R tepMeHT He.llOCfOBepBoc

TH ailJ1O:JteB B caMOM cyIIlecTBe Iaapa," which fermentation includes both 

the impossibUity of total recall and the memoirist's natural impulse 

to edit.2 Added to these tensions is the special claim to credibility 

staked by first-person narration in general and autobiography in 

particular. Altogether, it is a formidable array of genre expecta-

1 Jonathan Cu lier, Structuralist Poetics: Structuralism, Linguistics and the 
Study of Literature (London: Routledge & Kegan Paul, 1975), 150. 
2rHHJt5ypr. 07DSXlUOZU'Blma fJJ03e, 9-10. 
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1 tions that Iskander takes to task. This is how he recalls his first 

classroom expulsion for misbehaviour when, instead of waiting in 

the hallway he packed up his satchel to leave the school entirely: 

To'lllo OO'LJICIIHTL npH'IHBY, nOqeMY ft crapéUlCR B3RTL C co6oR noPT
~L, Be MOry, naroMY 1JTO Be noMllIO, 'lI'O .llBHréUlO JTHM MOHM ~eJ1aHHeM. 
Bo3MOIHO, ft nOHHMaJ1 RpHK.aJ BLIATH H3 KJ1acca KaK HelCHR lOJlHIDt npo8élJ1 
cooero WKonbHoro cywecrBOBaIIHft H TYT yJK 6epH nOPT~nb H yxollH 
.llOMOA. qYBCJ'BO nMBoro npoBaJ1a Morno 6UTL B nepooe BpeMH CHnLHee 
nooepXHOCTHoro 3HaHH11, 'ITO 6YTL BHrBaBHUM C ypoKa -- 3W eUle He TaK 
CTpaWBO. A B03MO:&IIO, 3TO 6W10 TO .lleTCKOO qyBCTBO Co6cTBeHHOCTH, 
Karopoe JaCIëlBJ1.ReT .lleTeR, BYXO,llR H3 HrpY, HenpeMelD10 Ja6HpaTL C co6on 
CHOH HrpYJlIlCH. BnpoqeM, 0.910 .lIPyroMy He MeWaeT. [·PeoaHW,· Û?AWl U 
UllCO./la 1973:1, c. 33; omitted from taler versions] 

The point is not that other autobiographical authors avoid such 

self-justifying manoeuvres or even that the disingenuous confes

sion of faulty memory has never before been used to enhance au-

thorial reliabili ty. Vt,· .clt stands out is Iskander's extraordinary 

heightening of such devices, either via allegory as in the seeds 

metaphor above, or by supplying not one but several retrospective 

alternatives, as in the satchel incident. 

Second-guessing the past can be enhanced by spoofing both 

the manoeuvre and ils target, his younger self. Here the narrator 

explains his mental paralysis when he faHed to wriggle out of a re

quest to present a poor report card for his aunt's inspection: 

CMymo noMBlO, 1fI'() KaKaR-ro HalleJK,lla 6Wla, HO Ha qro ft Ha.IleRJlCR, 
HHKaK He MOry BCllOMBHTL. [ ... ] 

Ha 'lI'O ft B3.IleJL11CH? Tpe3BIiA a&aJlH3 BOCnOMHBaRHR He OCTaBJUleT RH
KaKHX npH3HaKOB Hue&llY, KpoMe Ha,lleJK.llLl Ha 'lYNl. [ICHY: 224] 

Conjecture, hindsight and a man of letter's profession de foi 

combine in an entirely different--declarative--vein, when the nar

rator explains why his tipsy uncle's slurred speech sometimes an

noyed him: 
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MOJKeT, HMemm D Te ro.llH R HeocOJHaJlHO nOm06HJl RCHOCTL H '1eTKOCTL 
06paJél MYrJ1eR, 1'0 .,nOJ1lllt1'6J1Wloo y.llOlIl11ICI'BHe, KOTOpoe OIIH JlOCT'aBJUIIOl' 
CélMH no œ6e, HeJilBHCHM() OT œoero OO,llep:&:ilHHR, 60JIee T'Oro, npHllaeT eR, 
MYCJ1H, KaKym-To anneTHT'HOCrL, [ ... ] 06Jlaropa:&:HBaJOT ee OT'CBeTOM 
6o:aecrBeHBOR rapMOHHH H B KOHlle KOHllOB .lleJ1aDr ee '1élCTbIO BCe06l1lero 
CTpeMJ1eRHR 'IeJlOoe'lecTBa K JlCHœrH, KaK eJlHHCI'OOHROR B KOBe'IHOM HTOre 
33,llil'IC paJyMa. [KHY: 193] 

Mature reeonsideration of the past can also lead directly into philo

sophieal generalization at length. The young au th or has chosen to 

stay with his uncle while the rest of the family has rushed out to 

avert his wife's histrionic threat of suicide: 

Tenep6-mo R nOHMMaIO, 'lro OH O'lem. BOJlBOBiLllCR H TOJ1LKO Hl roPJlocm He 
CJlBHHYJ1CR C MeCra. MOR Jle'IaaJI paIlHOHaJthIIOCI'L npaBHJ1IJHO MDe nO.llCKa3L1-
B8J1a, '11'0 '1MODeK He MO~eT nOKOH'lHTL caMoy6HRCTBOM HJ-Ja BCJIKoR 
epYHJlLl. Ho 83pocAd 0Tl6117l CHJ1hHO pacmaTHBaeT 1JHCT'01'Y ./femc"ux 
~ua 0 JlOIlf1leCXHX <XlOI'Bel'CTBHJ. IJJpoG/Iwo, 1feJIlJBeIC nOllHMaeT, 
'IT'O XOTR ace :no H TaIC., a BCe-TcllOl '1eJ10&eK MO~eT CJleJ1aTL poKOBOA mar 
nOMHMO BCRKoro CMYCJ1a, a MO&:eT 6L1Th, H HUJlO BCRKOMY CMLlCJ1y, 
oco6eHRO ec11H :n'OT qMOBeK ::a:eHlllHBa [ ... ] [{(HY: 219; italics mine] 

Comparable passages abound. Most frequently cited among them 

is: 

MO~eT 6L1TL, caMas TpOraTeJ1LHaR H caMaJI rJlyOOKaR qevra JleTCTBa --
6e0c03HaTeJ1LHaR oepa B ue06xo.lUfM()CI'L 3JlP3BOro CMLICJ1a. CrteJlOBaTeJ1hHO, 
paJ B 'IeM-TO HM' 3,1lpaBOro CMYCJta, HaJlO H<J(3.TL, tfI'() HCKaJHJ10 ero HJ1H KyJl3. 
OH Jarep8J1Ci1... ,lleTCI'aJ BeplfI', 'ITO Mltp paJYMeH, a oœ HepaJYMHoe -- :nu 
nOMeXH, KOTOpHe MO:&HO ycrpallH'l'L, CTOHT' nOBePIlYTL HyJKBYA pLl'lar ... 
[,llll: 276] 

The excerpt, with its essayistic, homiletie flavour, cornes from 

"Goatibex," where it effeetively reveals the moral purpose behind 

that piece's famous lyric reminiscences. Andreeva, Grekova and 

several other crities consider it the "key" to Iskander's work. 1 

In Sandro, where actual childhood reminiscence plays a 

strangely restricted role (to be considered below), it nonetheless 

invariably stresses the benefits of childhood insight and adult 

hindsight: 

1 Awlpeella. "Baueneu C"IBCI1oI." 13; H. rpeitOBa, "nO,4 3BKOM K03JIarypa," 3. 
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no .IleTCl(OR qyt'KOCl'H TOr,/la ft MBoro rep3aJ1CR n01lJlOCThIO cooero 
crpa.xa H JICHHM. YllH31f1't'.11LIIYM COlHaHHeM CBOeR uecnocotiHocm BOCI'H œ6H 
TalC, KU BeJ1 Xap.11aMJ1o. JI TOr.llil oe nomtMa.TI. IJTO TOJtLKO OOJ1HK3JI Me'ffil 
Moxer nopo.1lltTb BeJ1H1toe MY~OCI'BO [ ... ] 
[1981: 72] 

From Sandro again: 

li ceRtlac, BCIlOMHBaJI 'JrY KapTHBy H BCIlOMHIIaJI ID HJYMH'J'MLUoe, C.Ilél)lOC
THO pacreKaJOlQeecJI B KpoBH qyBCI'BO ()naro,/lapHOCTH qeMY-TO oeROIurmOMY, 
Mo~er ()KTh. caMOR JKH3HH, 1t000poe ft TOr,/la HCmlTHBaJ1. [ ... 1 ft ~IO, Y 
qe.nOBeKa ecTL eme ollHa BOJMODOCl'L 6YTh cqacrJtHBKM -- 3TO yMeBHe 
pa.,Ilooanca qyJKOMy C1IacnlO. Ho BJpocnYe peJlKO coxpalUllOT 3TO )'MeHHe. 
[1981: 76] 

These are adult exploitations of childhood purity. Any one of 

them might well have come from the pen of an Enlightenment 

writer such as, in the Russian tradition, Radishchev (minus the ar

chaic syntax) or even Tolstoi in his more Rousseauan moments. 

Though its straightforward self-assurance of tone may weil strike 

contemporary readers as archaically innovative (Chudakova praises 

him on the se grounds as a conservative ahead of his time), 1 

Iskander's originality is once again a matter of degree and context: 

the unabashed extent of one, the compilative abandon of the other 

(philosophical reflection am id ironically tinged eccentrics), and the 

pointedly explicit contrast of both. 

The first lines of a story segment can present with ail the 

maturity of laconic wit the condensed fabula predictions that mir

ror his aphoristic conclusions. From the beginning of the compila

tion itself: 

.fi nomen B mKony na r04 pallLwe, 'leM 3TO ()W10 nOJto~eHO MDe no 
BOJpacI'Y, H .IlHeA Ha .IlecR'I'L nOJ~e, 'leM 31'0 ()W10 noJtoxeHo no yqe6HOMY 
KanelllÇlplO. [KnY: 192) 

1 qYJJaEOIll. "3aMeTIDI 0 I13LŒe 008peMemJOR "POO"; 239. 
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This elegant turn of phrase will carry the reader through a 

labyrinth of digressions and flashbacks for almost one-third of an 

astonishingly jumbled narration, that based on the fragment first 

published as "nepaLIR pal a nepawa K./lacc" (1973). 

In Smelkov's opinion, such forefronting contributes to a bal-

anced c::hild/adult duality. Amoog Iskander's first-person child-

hood tales he finds "elegant and often funny parables" following a 

simple pattern: "a psychological problem is set forth and then 

ill ustratt:d by an incident from the life of the lyric hero." In this 

way, both child and adult are shown to have "essentially the same 

mechanisms of conduct"; these mechanisms are analyzed 00 both 

age levels; and the two are seen to share a common "spiritual life."l 

Similady, Ivanova accredits to Iskander the "genuine discovery" of 

a dual vision.2 Deming Brown's more sober interpretation of this 

duality--"writing of serious, fundamental, adult matters as they are 

seen from the perspective of an intelligent child" --places il 

squarely in "the Russian tradition of Toistoy, Chekov and Gorky." It 

delineates "the progress of a developing awareness, as stimulated 

by small, ordinary events and the emotional lessons they teach. "3 

From the standpoint of the present argument it must be noted that 

Iskand,:r's duality is a static one, a juxtaposition of two finite enti-

ties,--their contrast and oot their interaction. 

ways in Iskander, staunchly resists synthesis. 

lCMe.rlltOB, -llooJlH .4epelll Jlem'Ba,- 49. 
2HaaooBa, -CMex nponœ crpaxa- (1988c), 135, 153. 

Segregation, as al-

30eming Brown. Soviet Russian Literature Since Stalin, 207. 
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A more or less straightforward account of an incident from 

the past can suddenly be sidetracked into a lengthy and distinctly 

allegorical digression on present character traits. 

Ceaqac H lIYMiUO, 1fl'O B 3I'OM MiUlellLK.OM 311HJOJle CKaJaJ10Cb neKOO Kopelmoe 
CBORCTBO MOfR HaTYPIi, KOTOpoe JélKJ1IO'IaeTCJI B CKJlOHHOCTH, YX0)lH, 
yxOJlHTL llemtKOM. 

To this tendency the author attributes his deceptive tolerance of 

boorishness, as aphorism flowers into extended horticlJltural 

metaphor: 

Ho B OJlHH npeKp3(lIIiA JlellL, Kora BlCpa.Jl1JH8Oe XaMCTBO yJKe ycne.TIo 
BIipacTH'l'b ua nolUlOpKaX MOeR repllHMOCnt ueJ1J1oxoR ypoJKaR 6aK.11é~auOB, 
nOMHllopOB H llPyrHx He MeHee nOJ1eJUHX oropoJluliX KynLTyp, H 
HeOJrn.llélHllO NUI XélMC'1'Bél, npHBHKmero K oceJlJlOCI'H (OT CIlOBa oc:;eJlJlaTb) 
HOJJle MOHX nOllI1opoK, H, Jua'IHT, HOO;!lQl1laRHO MR XaMCTBa TpOlraIOCb C 
MOCTa, Ja61fPilJ1 C co6oa Bee CBOH n04l10pr .. H, H ycrpcumalOCb B 6eJonaCHOA 
NUI 3TOro XaMCTBa MOCTHOCI'H. [ ... l 

Ba BCHKOM CIlyqae, R. MYC11eHHO HaC.l1aJKlIaIICb CHpoTCKHMH crenamtJlMlt 
nOKHIfYTOrO X3.MCTBa, HBOr)la. o'I8yBmHCL, 06RapY~HBalO, llTO no nocoxy 
MoeR TepnHMOcrH YJKe BbIOTCJl po6KH~ Ment ROBOrD pacreHHH C He~HHMH 
aHTeHHKaMH yCHK.OB C MOXuareHJ,KHMH J1HCTHKaMH. B cYWHOC"rH, TaK. 
HenOXOIHMH ua nOJJlBeRlllHe MOllH xa.McrBa, KaK ~e.TITeHblŒe JBeJllOllm 
:oeœBHeR JélBRJH HenOXO:&H Ba oceHBHe, TRJKenOJa)llie TYKBH. [ ... ] [KHY: 
215-16]1 

Scuffling as a boy with a sadistic neighbour can be interrupted by a 

treatise chockful of maxims on, among other things, feminine 

caprice: "KanpHJ -- xpoMOR npHJpilK. MaCTH'" (KHY: 251) and so on, at no 

liule length. In a miniature incidental version of this same tactic, 

the adult narrator pokes fun at his childhood self and his family's 

soon to be quashed hopes for a brilliant academic career: 

JI 6YJ1 BliBeJleu B nameM BeIJOO BJ6YJlOpa~eHHoM. no, B cywHOCTH, Heonac
HOM ~UOM poe, KaK J11IeJIIGl, rmoBaJI npHnocun B llOM qepHRflbHblA Mell 
IIIKMbtœX npeMY ,llpOC'reR. [Kif Y: 1981 

1 For an aphoristic re-casting of the sarne therne sec -KoteRuR B Mope- (Teamp 
1988:6, c. 144). where tolerance forros part of a Pavlovian experiment to test 
the decency of the writer's friends. 
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Enlarged ioto a major digression, ironie aphorism holds up the 

young boy as an example of humankind's tendency to 'play up' to 

the expectations of others. The illustrative incident from his past is 

described in terms so overtly borrowed from the stage as to dra-

matize the split perspective of autobiography. The neighbours 

have gathered to watch a drunk running amuck; the boy merges 

into a first-person plural 'we' of spectators to a scene played out in 

elaborately interpreted gestures, glances and posture: the men's 

frozen stance expressing -KpaRlIlOIO CTeneBb HCllepnaUBOCTH CBoero MHpO

m06HR" (KM Y: 206), a" sufficiently clear idea" that takes severai 

paragraphs of circumlocutions and sophisticated irony to put aeross 

(KH Y: 207), a Machiavellian example of diplomatie intricacy: 

OBH KaK. (Sy rOBOpHnH CBOHMH nOJélMH: BOT MY OCTaJIHCb <:rOJITh TaK, 
KaK. CTOJLTlH, MY lllf1Iero He JleJ1aeM, lJI'()('jy YKJ>-'iThCJI OT K.aMHJI, a TcllOlœ HH
'1ero Be JleJ1aeM, 'lIOOY KaMeHb B oac nOJ13J1. KaK. BHllHIllb, Y Hac oce '1ecrHO. 
Ho OCJ1H y'I Tenepb KaMeBb, 6pomeBHllA T06oo, nona}leT B KOro-HH6y..'lb HJ 
BaC, TOr}la He œp'laR, TOI'JlCl MY C T0600 pacJ1paBHMCJI. [ICHY: 206] 

And it is unquestionably the adult conseiousness that supplies the 

politieal moral for the crowd's "ambiguous roIe" of condemning and 

encouraging the rampage: 

Tenepb, BCI10MHBaR :mJI' CJ1Y1IilA, R JlYM3.IO, 1fTO OH C HeKOTOpoo KOMHllecxOti 
TO'IHOCI'bIO nOBTOpM n0J10'IeBHe EuponY TeX BpeMeH, Korlla Bee nUTaJlHCb 
y6JlUt.HTb rHTnepa, OllBOBpeMeHBO pa3:&:HraR ero CBOHM nOJlHTWleCKHM 
nIOOOnHI'CTBOM K ero KpoBaBIiM ~e.nHIllK3.M. [ICHY: 207] 

To this political-temporal subtext--innocent childhood in the omi

nous 1930s--Ivanova attributes the tragie ambience and victory of 

laughter in both the Chik and the "School Waltz" cycles. 1 From a 

1 H&a.IIOBa. -CMex npoTHB crpaxa- (1988a). 221, where she finds a direct confrontation 
belween the false world of "real circumstances" and the "stable," true world 
as sccn through a child's eyes. Similarly, Vasiuchenko discovers a contrast 
bctween a "shaky world" on the verge of collapse and the "moral 
cquilibrium of a youth" (BaClO'Ielll:o, -)lOM B3A nponacrJ,lO: 200). 
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somewhat different perspective Szymak-Reiferowa reads in the 

first-person childhood tales the effect of Iskander's "boundless op

timism" and the impression that those years of innocence knew 

neither tragedy oor even drama. She too discovers a duality, one 

poised on the balance between the details supplied by the child's 

perception and the "light anecdotal tone" of the author. 1 Both 

readings reaffirm the maximal use Iskander wrings out of the 

then-and-now duality of memoir prose. The segregation as in ev

ery aspect of his work is meticulous. 

A corollary of this enhanced dual perspective 1S lskander's 

wholly undisguised use of 'making strange.' He does not, 1 ike 

Tolstoi in the much-quoted opera and communion scenes, pretend 

to hide behind the renewed vision wrenched by the device itself. 

His message IS not to be read 'between the lines,' in the semantic 

shift forced by a strangeness, a "quality of divergence"2 left to 

speak for itself. He does not simply describe operatic pageantry as 

flailing limbs and move on. Nor, according to Bakhtin's lights, does 

Tolstoi, for that matter, indulge in a totally disinterested use of 

creative deformation for its own sake: 

ocrpaHJIeMaJI DeUl), OCTpaHJIeTC8 He pa.llH Bee caMOR, He lJ)lH Toro, QT06bl 

nOqyBCTBOBaTh ee [ ••• ], a pa.nt llPyroA: .. oemH," pallH MOpaJ1bHOR ueHHllC'TH, 

KOTOpas TeM pe3'1e H Jlp'le OliCTYnaeT Ha 3TOM ~He, HMeHHo KaK 

H.lleo.rIOI'H'JOCKaJI 3Ha 'lHMOCTb.3 

lSzymak-Reiferowa, "Proza autobiograficzna Fazila Iskandera," 76-77. 
2 Ehrlich traces Shklovskii's understanding of this key concept to B. 
Christiansen's Differenzqualitat. See Victor Ehrlich, Russian F ormalism 
History and Doctrine, 4th ed. (The Hague: Mouton, 1980). 178. 200. 
36axTHB, 0op.MD.JI6H6Ill JiWTV),6, 86. 
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lskander compounds th~ difference, makes the 'quality of diver

gence' entirely explicit,l and continues calmly to expound the point 

he has just made in straightforward, 'unstrange' terms. The result 

is a kind of instant translation from the child's strange to the 

adult's familiar, a compilation of two opposing planes of perception. 

The schoolboy mulls over Stalin's dictum "CeMLR Re fie3 ypo.lla": 

113 pa:u'OoopoB B3poc1tYX no nooollY 3THX MyllPliX C1IOB R noBJUl, 1J1O, 
0Ka31i11lercR, Y BMHKOI'O 0TIl3. OCTL CYR BacII, KoropliR O'leRL MOXO yqJn'CII. 
11 BOT, JIC1Iepnas Bœ lIœrynJlYe cpe.llCl'Bél, a eMY, pa3YMOOIOI, 6WlH Jlocryn
HLI DCe cyntOCTBYJOmHe B MHpe cpe.llCl'Ba, H, y('jellHBmHCb, '11'0 WH BaGH 
npo.llOJDKaeT nnoxo yq:m1JCII, OH npHwen K HOOTBpaTHMOMy BYBOJO', 1J1O, 
OKa3WJ3.eTCR, TYT HH1lero ReJ1b3R nO.lleJ1aTb, 1J1O, OKaJWJa.eTCR, -- 3TO TIlKoR 
JaKOH npHJlOlILI: B K3XlIOR œMLe Jl(}J1~eH 61l1'L YJ>01l. 

Then the aduIt steps in to drive the point home: 

I1HTepeœo, 'ITO, YJHaB npo CYRa BélCIO, KOTOpLl:A, Hec~OTpR Ha Bee 
CIapaIIHJI BeJ1HKOro orna, MOXO y'iH'IOI, R OO'l)'ll:I'OOBaJ1 K BOXlIIO K8JCoe-ro 
reMoe 'fYBCI'BO. Llo.n~eH co BeeR onpeJleJ1eRHOCI'LIO CKaJaTb, 'ITO 3TOro 
reMoro qya::roa y MeHR K HeMY IIHKorJJa Be 6WlO. [ ... ] HOCKOJlblCO nOl~e, 
y~e 6y JlY'lH nollJ>OCTKOM, R yJRélJ1, 'ITO H Y BeKOTOpLIX MOHX CBepcrmlKOB 
TO~e He 6L1J10 :m>ro "reMOro 'fYBCTBil. •• [ICHY: 222] 

The same tactic can be condensed into a single sentence, as in the 

description of the boy's reaction to Stalin's pausing for a glass of 

water during a speech, seen in a newsreel: 

TaK KaK R TOrs 6L1J1 C11HWKOM MaJ'I, 'lI'06H oneRHTb BeJ1H'la.BOCJ1, ero 
lIBHaceRHfI, R HX BOCJIpHRHMaJl KaK CTpa.RHylO 3élMe.llJ1eIDIOCTb. [ibid]2 

1 Babenko offers a different (and to my mind, confusing) contrast between 
TolstOJ's and Iskander's use of defamiliarizauon. She equates both with the 
child's freshness of vision, and then insists that "Iskander achieves more, in 
that he simultaneously lampoons bis subject" ("Fazil Iskander: An 
Exammation," 139) Surely sbe cannot rnean Toistoi's use to be disinterested? 
The argument trails off into yet another paean 10 Iskander's "gentle satire." 
2Jt would appear that the same speech (Stalin's report to the All-Umon 
Congrcss. 25 Novcmber 1936) or at any rate. the same pause, the same chink 
of the water glass, appears In Sandro (1979: 346-47). There the 
estrangerncnt is bascd on an opposiuon between Chegem and the Soviet 
order. the villagers hstenmg 10 Tali's pnze records notIce marginal sound-
effect~. They are parucul.arly amused that Russlans clap "for no reason"--
i.e WH In preparation for a dance. Foreign pohhcal oratory, ilS rnisin
terpretatlOn by the Chegerners. pregnant pauses that fall fiat on their ears 
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Even when applied in the more restricted context of re-invigorating 

dead figures of speech, l 'making strange' quiekly rcturns to the 

familiar as it launches a fairly straightforward fabula digression: 

B WKOJle 6paT MoR C'lHTaJ1CH OlIllHM H3 CélMYX 6yAHIiX Jlo6o'rpHOOD. 
Cnoc06HOCTL OneBHBiln. CBOH nocryJ1KH, lCaK ClCaJ3JI ero }'1IHTeJlb, y Hem 
pe3KO OTCraBaJIa (YJ' TeMllepaMell1ël. .H npe}lC1ëlBHJl ce6e ero TeMnepaMeHT D 
~ M3J1ellLKom xyJ1Hl'a.HHClOro 1JeJ)11tKa. ICOTOpHR IlE opeMH OOJKHT onepe
llH. a 6paT HIOOlK He MOJKel' ero llOnJaTb. BepoJn'HO, 'lT06L1 llOntaTh ero. OH 
c 'leTDepTOro 1CJIacca. Me'll'3Jl CfaTb m04lepoM. [ICHY: 2371 

This leads directly into a brief flashforward on his brother's adult 

career, eut short after the always hast y taxi driver broke the 

speed limits once too often. 

Compare, from Sandro, the same literalizing taetie in the 

same eontext (the overt contrast of two opposing views). A simple 

Abkhazian girl has fallen, temporarily, for a local prince: 

ORa Be nOHHMaJ1a. 'lTO no JaKOHaM MapKca renepb, noc.J1e peBOJUOUHH, oua 
}lOJl:lKlla C1JHTancJI oLicolCopoJIBOR. a OB, Hao6opoT, 1I011JKeH CIJHTaThCJI 
BNlJJXJII.II!'IfIWM Ha CflILIIKY UOTrJfXUL npaB,lla. Tpymo œ6e npel(CT3.BH'l1t. lJ1U 31UI' MOJIOlloR IJenODeIC nopollH
croR BIIelIDlœnt 8IJlJII?3 U3 COWIKU ucmopuu, DTPHXHYllCH, H lI,iUCe Ile 0Cï3.BHB 
nJiTHliillKa Ha cBOeR 6ellOCBeIRoR qepKecKe, CTaJ1 yxaxHnaTb Ja 
MHJIOBHJlIIOR KpecIDHBClCOR lIeoyuIKOR. [1981: 13; !talles mme 1 

For the young scion, the dust-heap of history "6L1J10 6... TalCHM :.Ke 

6eœMoc11eBIIIiM nOllJl'l1leM, KaK y(5oPHaH 6ora" (ibid.). 

Even closer to "Schooi Waltz" is the narrator's recollectlOn. in 

Sandro, of his literaI interpretation, as a child, of an ominous Soviet 

cliché: 

and. once again. the clink of a water glass figure as well ln Chaptcr FIVC, 
-DHTBa na lCo,4ope- (1979: 73). Stalin dnnks water wlth mueh bcratcd pomp ln a 
newsreel once again in the -MilJ1LQHICH H nepBaJI JII060Bb .,cgmcm 01 ·CTOJlUlCa 
Qe.ItOBeD- (3uQ.U 1989:8. c. 37). 
1 Discussed by Ryan-Hayes as a satine dCVICC popular 10 the 1960s and 1970<; 
Iskander. In hcr opmion. "cmploys the rcalil.atlOn 01 the mctaphor purcly 
for fun or perhaps 10 mock his own prctenslons as a wnter" ("SOVlct Satlrc 
After the Thaw," 53. 54) 
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JI .Il0BOJ1Y10 KaJYI'HIIHQ npe.llCI'aBJUL/1 œ6e :ma. ŒMHX yqeuux. 1lOJ1(J8UIUX 6 

meN "(jyp1K)'llM. 11 HX noqeMYJfO npe.llCIëlBJlJIJI OOPOJl3.TYMH .IlMbKaMH. C 
JaBRJaIlllYMH Ba3élJI PYJWIH. YJIW10 6peJlYlIlHX nOJl KOHooeM B 6ypJKYa3nyIO 
cropony. 11 TOJlLKO He nOIlHM3Jl TOr lia. noqeMY BMecro TOro. 'l'l'06L1 TOJlLKO 
pyran nonauwHX B MeR HawHX J1IoJleR. He nocrapaThCJI HeO:lKHJl3.HHLlM 
naJ1I'H3aHCKHM lIilJ1eTOM m(jHTb HX OT KOHBOH]X>B H nycnITb IUt B Hamy CTO
poRy. [1979: 183: italics mine] 

where childhood innocence is milked for ail its didactic worth. 

In "School Waltz", therefore. OCTpaHeHHe is made to reinforce 

the deliberate segregation of the adult's retrospective and the 

child's fabula present. As if to broaden the gap still further, the 

adult then openly identifies himself as a professional writer--a 

tac tic frequently employed throughout Iskander's corpus. 

Rassadin caUs the author-narrator of Sandro "repoR-noBecTBoBaTenL 

pOMaRa. nonypeaJ1bHYR. nonyyCJ10BHLlR nORHHIC. HCKaH.Ilepa'";l certainly his 

frequent intrusion in this very role opens many a possibility for 

the 'gallery of mirrors' effect, as he both interaets with and records 

or comments upon the anties of his eharacters. To perform the lat

ter task, he must remove himself. must segregate himself in this 

function from the immediate domain of his eharacters and their 

world. In this sense, defamiliarization can be seen as a eorollary of 

the distancing, one might ev en say the professional distancing that 

is essential to aIl art. 

In the autobiographie al cycles this professionalism assails a 

fundament11 genre supposition. Any narrative use of the first-

person that does not resort to sublexical skaz must contend with 

the tension between the natural and the literary. In other words, it 

must either conceal or justify the literary remodelling that in

evitably attends any reeasting of personal experience and/or 
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1 reflection in literary form. Unlike third-person narration, it does 

not enjoy a -npeJYMnUH[JI] nHCbMeHHoro TBOplJeCTBa aBTopa." l There is 

nothing unusual in the narrator's revealing his professional 

qualifications per se; what stands out is the ironie aplomb with 

which Iskander 'tips his hand.' For autobiographical memoirists 

who openly admit to literary careers often do so in the context of 

depicting the Iyrical awakening of talent, artistic sensitivity or a 

sense of vocation. Among such 'portraits of myself-the-artist as a 

young man' the outstanding example in Soviet literature is Gor'kii's 

well-known trilogy. His was an outgrowth of the Romantic fasci

nation with the coming of age of an artist, recast into the turn-of

the-century romanticism of moral and social commitment. Not so, 

or not quite so Iskander. His concern is rather a more generally 

human moral awakening.2 There is no specifie passage along the 

lines of 'this is when 1 first realized 1 should devote myself to 

writing' or, as in Gor'kii, 'it was this visit with grandmother to the 

forest that sparked my love for nature.' Appropriately enough, 

Gor'kii is mentioned in "School Waltz" in an entirely different, 

almost parodie context. 

The boy's aunt continues to boast of his excellent school 

standing long after it has begun to waver. She even backs her 

c1aim by a hypocritical fear that the diligent student might strain 

his eyes: 

Tyr paax3JWJaJ1CR f.11yqaA, H B caMOM liMe HMeBm~ MOCïO 01lHH pa3 B 
.'IœJHH, HO noJljlllllUR C TilKHM BHlIOM, tcaK 6y){TO 3TO 06WIHaJI KapTHHa. H H 

1 AnpoBa H necx:KHC, -CeMalrnŒa H crpYK'J'YPIl noBeCTllOsauHJI 01' nepBl('O .1Hua. - 350. 
2This is in keeping with his overall antt-literary bias. discussed above (p. 
174) with respect to his reverse 'laying bare of the device.' 
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l B CélMOM JJ;e.ne OJIH~.lIY lJItTIUI KllHI'y, a HMeHHO .. ,lIeTC1'BO" rOpbKoro, H 
B./lPyr norac CReT, 'lI'O C5YJ1O B Te rollH oC5Y11HYM lIBJ1eRHeM. [ .•. ] 

nOKa. BOO O~. He ~6101 JtH COOI'. HJ1H IUI'OBHJlH KepoomOB}1O 
naMJ1Y. ft npHner Ha non TeTYUIUtHOA KyxBH H cran q}f'faTL npH CBeTe, 
J1LIOIIleMCR ltJ KpaBa KepocHllKlt. 

CseT. KOHe'lllO, CJ1a61iA. HO no-cBOeMY YJ011IYR H npHRI'HH1t qHTaJ1 Il 
TalC. aaaepHoe. c n0J111ilCa. He nO.l103peBaJl, 'fI'O BOKpyr MeHII H 3TOA JaKonre
noA KepocHHKH y~e cnerKa MH~HpyeT KOHTYP nerelUlY 0 Ma.neHLKOM 
MyqeHHKe yqeHLJI. IC oo~eHlDO. B nocneJlYIOWHe rOllH, JJ;a H JJ;O CHX nop 
~J>JI1IKa IJTeHHR CMeIlJle10l .llOJU'HMH npoMe~ttyro1JKaMH paBHO.ll,YllIHll K KHHre. 
[KHY: 217] 

The allusion is to Gor'kii's work-wearied lad reading into the wee 

hours by faggot-light. The child's immediate embarrassment at his 

aunt's hyperbole is transmuted into the narrator's remote, implicit 

parody on Romantic inflation. Iskander's characteristic self-irony 

pits himself against and punctures the Romantic myth of the 

artist. 1 

The enjoyment of literary works in "School Waltz" is shown to 

be a reader's, not a future writer's experience. His father's reading 

Taras Bulba to him as a boy is invoked as a shared moment of 

emotional response (ICHY: 286-87). Il becomes aIl the more 

poignant in retrospect--after their forcible separation by Stalin's 

exile of the Persians from the Caucasus. Thus it is shown to be re

called only decades later, upon receiving news of the exile's death. 

Predominant is the thematic association with Gogol', of filial love 

sacrificed in the impersonal march of history. Recalling the 'real

life' incident on which the scene is based, Iskander maintains: 

"3JJ;OCL BiU(HO H 'lU. Ifn) OTen. H 1'0. 'ITO BCJ1yx. H 'lU, IJTO npo oma H CLlHOBeA •.. "2 

1 Babenko. IOterpreting the self-portrait of a writer playing his trade (cited 
above, p. 168), claims it tlridicul[es] the importance the Soviet State ascribes 
to the wnter's profession" (tlFazii Iskander: An Examination. tI 135). See also 
·KoteAIUI B MOpe: where Gor'kii's ·1Je.noaea: -- 31'0 3B)'1IIIT rop.llo· is updated to ·qe.nOBeK .. 
3TO :a:yJlHK no npeHMynu.'cI1IY· (Teomp 1988:6. c. 144). 
2CDuHnL HcltaD.4ep, -06 o'lare H 0 JlOMe: 6ece.Aa c nHCélTeneM, - Jan. T. MaMaJ13.llJe, 
Ko..v:xJADA6OCaJl1JHM4a. 8 JIIUIapt1977, 2. 
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This is not the father passing a purely aesthetic love of literature 

on to the aspiring writer, or the promotion of an aesthetics di-

vorced from extra-literary reality. This is literature seen as a 

moral symbol of intensely moral preoccupation. 

Pushkin appears in a similar context. First published as an 

essay written in honour of the 175th anniversary of the poet's 

birth, the fragment ·0 nYWICHHe" (1974)1 begins with a lyric evoca

tion of a communal response to great art. The child's favourite 

teacher enthralls a roomful of schoolchildren with The C aptain's 

Daughter. Then the adult-narrator intervenes wi th h is own 

reader's response to Tsvetaeva's poe!'s response ta Pushkm. From 

her intensely rersonal, ecstatically poetic encounter with 

legendary figure, he selects and rebuts a moral i:;sue: Savelich as a 

lackey and a slave. The faithful servant is he Id up as a model of 

fidelity--at once an abstract and a human value, one universal 10 

its claims, not reserved for the budding artist. 

Although Iskander cites "My Pushkin" (1936-1937) (K" Y: 

256), it seems the work he had in mind is "Pushkin and Pugachev" 

(1937). There Tsvetaeva makes only passing reference to the ser

vant: as "the fool Savelich" who might have prevented Grinev from 

giving the insurrectionist his coat; as "the loyal hound Savelich" in 

contrast ta "the wild wolf Pugachev"; and finally as a stereotypical 

servant. 2 It is Pugachev who rivets her attention; to her he IS the 

sole figure in a work that should be re-titled in his honour. The 

ISee app. 6. Slmilarly, the essay -n06e.llM nYWlCHU· (lIuollep 1974:1. c. 46-47) wa ... 
re-worked into the Chik cycle as part of the story -qHlC H nYWlHU· (app. 7) 
2MapHlla llseTaesa, Moa lJytuKU1/, COCf. A.C. ~pou H A.A. CaalCJlllU, 3Le HJll. (~ocKBa: 
CoBeTCKHA Ultcare.1h, 1981), 78,94 



earlier plece, "My Pushkin," encompasses mythologization both of 

Pushkin's martyrdom (the Romantic poet vs. the mob) and of her 

own biography as poetic epiphany, together with unreserved 

identification with that same myth. The stance is diametrically op

posed to that taken by Iskander. Similarly, the larger-than-life 

potential of "Mozart and Salieri" IS eut down to scale in Iskander's 

treatment of the play, which he turns into a treatise on the any

thing but elitist qualities of env y , generosity and "the essence of 

every man, [which] lies in the tenor of his pathos." Amid a 

pie thora of aphorisms stands the key phrase: .. LlnR MeHR MouapT He 

CI'OJ1LKO HlleaJ1 OOJ1He'IHoro TaJ1a.HT3., CKom.KO HlleaJ1 COJ1He'IHoro 6ecKOpYCrnR."l 

Universal human qualities are invariably favoured over aes

thetic values; set against the literary contexts the choice is made 

in, the selection amounts to an a-literary orientation, a turning 

away from the prestige values associated with the Romantic or 

post-Romantic myth of the artist, in favour of more modest claims 

to mere common humanity. Still more curious is the exchange of 

tonalities. for here, in the Savelich, Mozart and Salieri, and Taras 

Bulba discussions, 10 their varying essayistic intrusions on texts 

ostensibly identified as belles-lettres, Iskander plays fast and loose 

with genre boundaries, mingles an admittedly free-form narrative 

with straightforward discursive writing.2 This too can serve as 

1(l)a3HJ11o HOOUIllep, "MouapT H Caru.epH: 311aM/1 1987:1. c. 127. For a blistering rebuttal 
from the oppostte court see MapHJI KYJueuoaa. ·Ca.JIloepH H PaCII:O!lLBHItOB?: li a ra 
œBpeMeHIIUK 1987:7, c. 185-89. 
2 For yct another example of importing non-fiction into fiction. see the 
incorporation of the feuilleton "0 MY.4pocfH JaCTO!lLJI" (KOMCOMOAltClCaJI npaMa. 1 
llUaapJl 1967, 4) in the short story "nyn. Hl aapJlr B rpelŒ· (first printed in CeA6CICaJI 

W).lfo.ne:JKb 1971:19. c. 50-53; laler ID 611611: 3-16; CHq: 95-109). 
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springboard to expansion: within "School Waltz" the therne of 

loyalty introduced by the digression on Savelich leads into a series 

of tales that carry the family through the harsh blows of the 

Stalinism (Uncle Riza's arrest, the father's deportation. the Rich 

Tailor's threat to chop down the family's majestic tree). 

When Iskander's narrator does show himself to be a writer. 

he is entirely separate from his younger self. It IS almost as if the 

man of letters emerged, full-grown and fully equipped. Athena

like. with no evidence of any birth trauma or the growing pains of 

literary adolescence. Granted, Iskander's autobiographical cycle 

takes him barely into his teens. It is the adult story "HaqallO" that 

portrays the bureaucratie tribulations of a Iiterary neophyte in 

Moscow; even here the refleetions on his literary craft are couched 

in ironie terms and attributed to the narrative present of an estab-

lished writer.I Similarly, the narrator who reveals his profes-

1 The tille would seem 10 proclaim a debt to Babel', whose own ·lIa'laJlo· w a!> 
apparently based on an interview granted KOMeOMOAfCICaJf npaua in July 1936 
(James E. Falen, Isaac Babel: Russian Master of the Short Story (Knoxville 
University of Tennessee Press, 1974), 247). Iskander does indicate that Il was 
the Odessan native who first inspired him to tum from poctry to prose, who 
first convinced him that prose could embrace the poetry of verbal economy 
("noTpe6oocTL o'lHlIleolUl" (HOTepnl», 34.) Babel's confeSSlOn that Gor'kil adviscd 
him to "study Iife," to tum from the self to an other-focus, might be of 
relevance to the unexpectedly high profile of the othcr-perspcctlvc ID the 
autobiographie al tales lhat launched Iskander's prose career. Ncvertheless, 
there is Iittle of the lyric ambience or strict poetic regimentation of Babel's 
"Beginning" in Iskander's discursive, tongue-in-cheek, hlghly OrIginal 
exposé of literary woes. Lebedev maintains that the plece was origlnally 
int,ended as an author's preface to a collection of short stones 01 e 6 e.ll e 8. 

"CMeWHO cKaJan" (984), 55). The author's Preface to the English translatIOn of 
"Goatibex" seems to indicate the collection cQnccmed was a Pcrslan edition, 
possibly (allowing for publisher's delays) Bpe.MIf C'lacnuU6f1X IIaXOAOIC (MoclCBa: 
nptirpeœ, 1970). An analogy between Babel's Odessa Tales and Iskandcr IS dls
covered by Briker and Dal'gor. This concems the combination ln one figure 
of relay- and partie ipatory-narration (6pHltep H .llaJ1LrOP, "Ca"",po U3 'le~a H 
M3.l'IAetXHA pea.IlHlM," 107-108). 
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sional interests in "School Waltz" does so as a mature practitioner 

and in a decidedly parodic vein. 

The passage belongs to the piece originally printed under the 

title -BpeMJI no 'IacaM: A straightforward recollection (a neighbour's 

invariable response to the sound of a steamship whistle) suddenly 

veers off into something suspiciously close to a spoof on structural

ist semiotics: 

-- 3Tur napoxoll TOJKe TaK ry.llllT, KilK ()Y4TO Mue JOJlOTO npHBeJ, -
rOBOpM OH C yCMelIIKOA. [ ... ] '11'0 Joa'IHT -TO:lKe"? 'Iacmua 3Ta KaJanaCb 
oooC5eHBO 6ea::MYcJ1ellBoA H n<YfOMy CMelllHOA. 

The child may have noticed the word, but it is the erudite adult 

who supplies the grammatical term and the lecture style it ushers 

in: 1 

B cymuœm rOBOpa, ceA'lac ilIIaJ1HJ 3TOA 'IacTHUY Mor ()y paCKpYTb 
6ecKoae'IBoe ooraTCTOO ee COllepJl:aHHJI; [ ... ] 3Tél 'Iacnma CBOeA YMOCTHOA 
ueYMOCTHOCI'hIO OO'CW1aeT uac K 60Jlee OT.lIi1J1eHHoMy CMYCJly. 11 MY ero 
nORMe:.', OCJlH œOBil npHCJ1ymaeMCJI K tpaJe B Ue.nOM. 

Whereupon the phrase is conscientiously reproduced in toto. Then: 

OxoaTYB3JI tpaJy B UeJ10M, MY uamynyoaeM ee rJlaBUyJO TeMy, a 
HMeIlBO: .. 11 H napoxoll.· OKa3YBaeTCJI, 3T3. TeMa B!lYfPH 3TOR tPaJY B 
Cl(aTOM BH.lIe JélICJ1V1aer B cd)e ue.nYA CIO:lKeT. [ ... ] rKHY: 239] 

The death blow is dealt when pompous erudition leads to marble

mouthed officialese: 

.lIpyme ero IKXJCJlltUaHHJI no nOBOlIY napoxollHoro ry.llKa ()YJlH, MOJKUO 
CKaJaTb, j(O"IepHUMU npeA1lpUJ1TTUJJUlU TOR JKe TeMY. rICHY: 240; italics 
mine] 

lit is of course deliciously ironie that this passage should find itself 
discussed in the same pedantic vein it so effectively parodies. In and of 
itself. the 'lecture' constitutes one of the "asymmetric orat situations" 
discussed by Watts in his treatment of the similarities between oral and 
written narration. Despite its parody on pedantry. this essay digression. Iike 
ail others in Iskander and indeed. like his separately published essays 
propcr. is marked by a relaxed. discursive tone. (Sec Watts. Pragmalinguistic 
Analysis. 55). 
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This is more than an ;ngenious updating of Rabelaisian or SH:rnian 

'learned wit.' Il bears directly on the portrait of the self-satisfied 

nouveau riche neighbour, launches a digression on his humble 

counterfoil, and forms part and parcel of the Shandian tenor that 

sets this segment off from a cycle that is itself replete with self

conscious narration. 

Reminiscing on the childhood vision of pictures ID the rust on 

the eavestrough prompts a long digression on the art of under

statement that begins: "34ecL 4Ba rllaBHUX MOMetITa Clle4)'eT OTMC'THTh. -. 

CKaJKeM MU rOllOCOM neKTopa." But the lecture that follows defies its sar

donic introduction to stand as a perfectly serious treaUse on the art 

of understatement, a pie a for ilS judicious use, and a defense of 

quite simply saying what you mean: 

KcraTH, 'ITO MOJKeT fiuTL nOUlJ1ee 6a.œH, KOropaR BMCCfe MOpaJ1H n 
KOHlle npe.41laraeT nOllYMaTL H C4enaTL HK061i oo6croeHIIHR BLUJOll. 1'0 0CTh 
npellJ1araeT npUJKOK TaM, ne MOJKHO cnOKORHO nepelllamyTh. 1 KH Y: 242 J 

No less negative a character than Statin himself, in Sandro. prefer~ 

not to dot his i's: 

OH J1l06HJ1 TaKOro poll3 cMY11We HaMeKH. COcurraJIDI CJ1ymaTt'J1eft nCHJMellllO 
npH.llaBaJ1a HM paCWHPUTeJ1LHuH CMliCJ1 HeSCHLlMU O'lepTaHUR \tu rpaHUU 
Japa.JKeIDlOA Mecmocrn. B TaKHX CJ1)"IaJIX KaXllUA OTIlla1U.BélJlC1l C JaflaOOM, 
a orwaTUyBIllHXCH C JallaCOM MOJKHO fiUllO nOTOM JIJ1H nOJ1HTHtICCKOA alCWfH 
06UUHUTL 8 wapaxaHLH. [1979.209] 

Juxtaposed with the ironie, the serious is not cancelled out; instead, 

its total lack of ambiguity reveals that, in Iskander, the ironie itself 

is unambiguous, two-voieed perhaps, but single-purposed. The ain1 

is the freedom of sincerity: 

BUX04R K lIUTêlTeJ1IO co CBOHMU pa.JMWlllleHUHMH, JI KalC Gu roooplO 
eMy: R He (XpblBalO trn'lero or BaC. Bar KaK " lIYMaJO 06 31'QM, a BU MO:lKeTC 



1 JlYMaTL HBa'Je. IOMOp, caMOHpoRHR, MHe KUC.eTCJI, RBJUIIm'CH 3J1eMeHTaMH 

cB060.llY. 1 

The freedom is Socratic in the sense that it aims to instruct: 

H Bepl>, 'll'O 'leM 6o.rILwe B npoHJBelleHHH HenpoHJBOJ1LHOCTH, Henocpellcr
BeHBOCTH, reM 6o.rILmHA BlUlaJt BIIOCHT oem}, B 8OC1lUTTUlHlle BflYTpeHHeA 

cuoOO.llY 'lHIël.TeJ1JI.2 

In sum, the child is not father to the man; the dual perspec-

tive of autobiography is a composite which maintains the staunch 

independence of each element through the rigorously segregated 

and deliberately emphasized dualities of temporal overlay, making 

strange, ironic distance and ironically instructive sincerity. 

This is indeed a peculiar first person, one that minimizes the 

"œvelation-from-within" conventionally assumed to be the pre

rogative, the "primary purpose" of this mode.3 Part of the paradox 

stems from the Shandian moments liberally sprinkled throughout 

the text. Self-conscious narration can impede self-revelation; con

fidential professional chatter can be used to steer the narration 

away from the ostensible target of confession. The prime example 

is Sterne's prototype, The LiJe and Opinions of Tristram Shandy, of 

which it has been said: "In spite of the tide, the book gives us very 

little of the life, and nothing of the opinions of the nominal hero. "4 

Wh en not subjected to the remote, dispassionate scrutiny of 

the adult-narrator (or even his humour, yet another distancing 

1 HCUllllep, -nO'l'pe6nocn. O'IHIQeBHJI" borrepBloIO), 33. 
2 Ibid.; itali.;s mine. This is not the Soeratie dialogue hailed by Bakhtin as a 
fOlrerunncr to the polyphonie novel. ft come'i; ~;loser to the "pedagogie al 
dialogue" of Idealism, a quintessentially 'r'!'i Jlogie system. See llpo(j./le.MbI 
fW11WKU J10cm0elCKOlD, 134-35. 
3 A TapoBa H JlOOXHC, "CeMaantu H CTpYl'TYpa noBeCl'BOJJalDUI OT nepllOro !lHua, - 345. 
40xford Companion to English Literature, 4th ed. (Oxford: Clarendon Press, 
1967), 334. 
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device),l the child-protagonist of "School Wahz" is more often th an 

not engaged in observing others, his family and eourtyard neigh-

bours. He almost merits classification, according to the schema 

outlined above, as a peripheral rather than central narrator. And 

yet in a survey of sorne 500 first-person works, a mere twenty-six 

per cent were found to feature peripheral narrators, an imbalance 

explained precisely by the insight factor 2 circumvented by 

Iskander. Moreover, this twenty-six per cent is said to have been 

conditioned by the genre requirements of such overtly objeet-ori

ented forms as the Utopia, travelogue, OttepK and deteetive novet. 

Here lies the temptation to classify the other-focus of "Sehool 

Wahz," like that of Sandro, as a nostalgie Utopia--remote and ail the 

more beloved for it. 

In any event, the ehild hero of "School Wahz" remains at best 

a semi-participant narrator. Burlingame, noting "the growing trend 

towards third-person narration" in Iskander's stories of the 1970s, 

points to the seeds planted in the autobiographical cycle when she 

states: 

Even in those of Iskander's recent stories WhlCh are narrated in the 
first-person, there is an increasing shift of emphasis away from the 
narrator and his concems to sorne other character or characters. 3 

The tendency might date back earlier still, to verse which 

prompted the comment: 

1 See Szymak-Reiferowa, "Proza autobiograficzna Fazila Iskandera," 78. 
2The authors state the works were chosen from European and Arnencan 
literature to represent "aIl genres and ail the major trends of each IIterary 
era from late antiquity to the present" (Anpoaa H JlecclCHc, ·CeMéUlTHICa H CTpynypa 
nOBeCl1lOBallHll OT nepll)ro J1Hua,· 343). 
3 Burlingame, "Prose of Iskander," 143. 
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fiœr ~Hm. HŒaJIJlep pelKO paœKa3YBaeT npllMO 0 ce6e caMOM [ ... ] [OH] 
KaK 6yJlTO PU pacTBOpHTIaCII B po.mOM eMy MHpe, 3aTepJITLCJI Cpellll 
J1I06l1~tIiX CBOHX repoeB.l 

This preference for an 'other-focus' is ail the more clearly seen in a 

secondary cycle affiliated with School Waltz. Based on the same 

Mukhus court yard and peopled by the same characters (the Rich 

Tailor, the boy's flamboyant aunt, his "crazy uncle Kolia" and com

pany), it bears the unmistakably 'other-focused' tide "IiOraTYR 

fiOPTHOR H lIPyrHe."2 Conversely, "Kolcherukii," now a part of Sandro 

and possessed of a marvellously unforgettable 'other' adult hero, 

was once classified together with the autobiographical cycle, appar

en!ly on the basis of the narrator's purely marginal participation, 

as a child, in the events described.3 

As if to confirm the child's virtual banishment to the fabula 

periphery, Lebedev considers "Goatibex" (1966) to have marked a 

turning-point in Iskander's literary evolution in that it represents 

his first use of a narrator-agent, as opposed to narrator-witne~s.4 

Yet "Forbidden Fruit," which predates "Goatibex" by three years 

and forms an integral part of "School Waltz", deals with the boy's 

betrayal of his sister--a central, if none too flattering role. And 

there are more than enough recognizably personal experiences (the 

first day at school, the poor report card, the struggle to master 

clock time, etc.) to serve as a loose chronological thread running 

through a great deal of this rambling narrative. It is perhaps on 

these grounds that Smelkov, in apparent contradiction to Lebedev. 

leT. Paoowm. ·Cpe.llH J1I0.l1eR,· Ilosblll J1Up 1964:12, c. 233. 
2See Appendix Six(a): The Rich Tailor Sub-Cycle. 
3Szymak-Reifcrowa. "Proza autobiograficzna Fazila Iskander." 77. 
4 lle6e..l1eB, ·CMeumo CUlaTII· (1987). 189. 
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1 interpreted ail of Iskander's childhood stories as unified by a "lyric 

hero and the theme" of a moral and intellectual coming of age, the 

acquisition of "an understanding of life."l The two views can per

haps be reconciled when il is pointed out that the target of this 

young philosopher's inquiry is not his own psyche, but a human 

being's, an aphoristic Everyman's place in the world around him. 

Nonetheless, Iskander's first-person Everyman is intensely 

personal. His observations of life and himself as one of the livers in 

it may be object-oriented, but they are grounded in a personal ex

perience humbly and assiduously identified as such. Other sources 

are conscientiously n'lted; their capsules of information are care

fully marked off from and thereby fragment the narration. The 

boy's mother's confrontation with the school principal is related "no 

CJ10BaM MaTepH" --diligently redundant as always in Iskander,--and 

punctuated by long comment on her delivery of the tale (KM Y: 198-

99). Hers too is the "parable of the cartload of hay," conveying her 

viewpoint on the school, debts of honour and even the boy's father 

(KM Y: 208), where the boundaries are set by the author's IrOnlC 

commentary and development. His father's taJe of a Civil War 

escapade is footnoted as a piece of family lore shared often by the 

samovar (KMY: 273). The boy overhears a tale by his uncle's shop 

assistant (KM Y: 218); he condenses the "endless story" of the marital 

woes of his aunt's friend (KM Y: 220-21); he reproduces and com

ments at length on a teenage neighbour's written romance (K H Y: 

1 Ûle.11IWB, "fI.rIOJJlol .llepesa .llercraa," 48. 
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1 248-49); he relays a "legend similar to the truth" to account for his 

aunt's first marriage (KM Y: 229). 

The strategy occurs no less often in Sandro, where it covers 

the full range of text-sizes. An entire chapter, the ninth, is accred

ited to Khabug's mule; what is more, the means by which a dumb 

animal can convey his views are scrupulously explained: 

nOJlCBJDO NUI He&lJleKHX J1IOlleR, lGlK 3TO npouexo.l(HT. ,lleJ10 8 TOM, IJI'O ace, 
'ITO ft roHOpIO, ft MYCJ1eHIIO paocKaJY.Ba.IO aHreJ1aM, a 01lH DCe 3TO JaCTaBRT 
YOHlleTL H ycmiman, HO œe 0111101'0 H3 HamHX napHeA. A OB y~e 8 CBOIO 
oIJepe;n, paa::Ka~eT 06 J'rOM OCTaJ1bBLlM J1IOllJIM. HB'lero, HHIJerO, He 
6ecnOKOR'reCb, OB 3TO ClIeJ1aeT, KU BalIO. [1979: 232] 

It is hard to imagine the authors of "XOJ1CTOMep," BepHlJa PyCJlaH and 

the like taking such pains to establish their relay-credibility. And 

that is precisely the Issue here: not skaz (given Iskander's lexical 

and stylistic preferences), not point of view (when aIl perspectives 

eventually converge upon the author's), but the clear, even 

insistent indication of all sources. 

A major digression in the seventeenth chapter of Sandro i s 

ushered in by the author's cheerful announcement that he will now 

take "TaRM-aYT" for a separately titled "PaCCKaJ Moero 3eMJ1J1Ka" (1979: 

476-87). This fellow countryman is only slightly more colloquial 

than the author who introduces him; otherwise, his tale of hlack 

Abkhazians wanders no less randomly, plays no less satirically on 

bureaucratie absurdities than the chapter it pretends to interrupt. 

More prevalent in Sandro is the use of paraphrase. Written 

sources, particularly journalese, offer particularly rich grounds for 

such manipulation; one suspects, because the y are so very codified, 
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1 so very inert. A large portion of "Goatibex" exploits the technique. l 

In Sandro the debate on ancient Abkhazian burial customs--up in 

trees or down in the ground, with a side issue of gender discrinll

nation for good measure--is followed from a series of newspaper 

articles, one more pornpously absurd than the next (t 979: t 8 t -84). 

Reviews of two paintings--one avant-garde, the other opportumstl

cally conformist--are given in loose quotation (1979: 490, 494); ex

cerpts frorn a visitors' book at a local gallery (1979: 474-75) enter 

the same long spoof on mangled interpretation by a mangled offi

cialese. Thus the function of source citation In this and similar În-

stances is to tum the source inside out, to let i t condemn 1 tself ou t 

of its own mouth both stylistically and ideologically. 

"School Waltz" rnanipulates another, equally codlfied text 

system: a myopie young girl's inept attempts at what, for lack of a 

better terrn, must be described as the Soviet equivalent of the 

Harlequin romance. The second, author's perspective is made obvi

ous by overt cornmentary on her use of literary cliché: 

Kcram, DO oœx œ:eHaX 3TOro paŒKaJa OH HeH3MeHHO nOJIBJUIJlCR B coo
eM 6eJ1OCHC~HOM ICOCTIOMC, H TalC lCélK IIBHO HeCICO.J1LKHX 6e.J1OCHCJlCHLlX 

ICOCTIOMOB y Hero 61fib He Morno, ft ITpCllCIëlB.lUl.J1, 'lTO 3TOT AnemlC lCa:lKllYJO 

HOlJb CTIfPélJ1 CHOR 1C00000M, a YTpoM r nallH.J1 ero li BWWlUi.J1 na y JUlUY. 
[ICHY: 249] 

Here the shift, from literary frill:; and furbelows to mundane rcal

ity, follows the same pattern as that seen above in the extension of 

IDiscusscd by Ryan-Hayes, "Soviet Satire After the Thaw," 213-14; 
Burlingarne, "Prose of Iskander," 148; Packard, "Contcrnporary SOVlct 
Satire," 49-58. Dcming Brown notes the work'.., contmuaJ rc~nrtJng tn 
"parodies of Soviet polernical jargon, hollow sJoganeenng and Journalesc. 
somctimes in the form of newspaper hcadlincs [. J, but usually through the 
narrator's sly Insertion of woodcn official language into his own speech" 
(Soviet Russian Literature Since Stalin, 209). 
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1 didactic defamiliarization. Iskander's IS an aggregate decoding 

technique, one based on the explicit rejection of literary artifi

ciality. 

It is 10 this spirit that source citation clearly makes the 

boundaries between an alien source and its handling by an author 

whose own sincerity, whose 'trustworthiness,' can only gain by the 

contrast. Where the source is not a faceless bureaucratie abstrac

tion but a human being, the treatment is not so rigidly satirie. But 

this IS a matter of degree. Irony, however gentle, still casts an ob

jective shadow on its target. Uncle Sandro, re-worded, exposes his 

own vanity in wanting 'to have his cake and eat it too,' to retain the 

love of both his mistress and the husband he has n!ckolded: 

B03MOJKHO, eMy [MYIY 1 HyDO 6WlO, 1ff061i DO BpeMli .llJlHTe.rtbHLIX 

OX011IHQOOŒX OTJlyqeK 9 .llOMe ocrana.rICH pacroporrHHA H xpa6pllA: MOJlO.llOA 
qeJIOBeK, KOTOpHA MOr 61i paJ8J1eKaTb KHJIJ11HIO, rrpHHHMan rocreA, a OCJlH 
HUO, H JaUlHTIlTb IJOCTh .llOMa. HMeHHo TaKHM Mono1IUM IJe.rtOBeKOM Tor lla 
61iJ1 B Te BpeMeHa 1IHllH CaMpo. TaK 1fT{} MYJK KHHrHlill, TV C/lOBa.M /f.RJ(U 

CaUJlpo, mo6HJl er3 He MeHbme caMon KlUlrHHH. [ 1979: 12; italics mine 1 

"According to the words of Uncle Sandro"--such is the source-cita

tion. It seems important to retain the full literaI translation, its 

tOile of precise, almost academic quotation. They claim to repro

duce Sandro's exact words, the better to buttress and support the 

obvious paraphrase that came before. For the "go-getter, brave 

young man" sounds very much like his own self-description; the 

mentality that places hospitality skills on par with the art of love 

and proposes to defend the honour of a home while dishonouring 

its hostess is surely Uncle Sandro's. As noted above, the bulk of 

Sandro's tales from Chegem's past are given in paraphrase; here the 
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J focus is on the role and high frequency of, for the most part. en

tirely superfluous verba dicendi and their substi tutes. 

Sometimes the information referenced in this way pla~ s a 

purely secondary, support role. Such are the extra details on the 

horse which saved a gambIer ~rom ruin (1979: 80); the added touch 

in pinpointing the exact ~ize of Prince Ol'denburgskii's swan (1979: 

60); the opportunistic dig at Endurians and their battle tac lies 

(1979: 114); the practical flavour in Uncle Sandro's version of the 

difference between pre- and post-revolutionary authorities: 

PaHbllIe, Tl) eaJ CIl08aM, Me::lK1lY rHeOOM Wli:u..ïeA H XBaTalrneM Ja nUCTOJlCT 
ropaJ1l0 6oJlbl.lIe BpeMeRH npoxo1UtJ1o H ocerlta MO~HO 6WlO 'ITO-IU16Yllb 
Coo6pa3HTh. [ 1 979: 112; i talics mine] 

Sometimes they bear broader implications, portraying him in his 

self-assumed role as teacher and philosopher of life: 

llOllOOHO TOMy, KaK ua CKOTHOM llBOpe CTOHT lle.rtaTL HeocropoJIC.HUfI 
mar, KaK TYT ~e yrOllHTh B KOpoBbIO JlenellIKy, TalC H B Te BpeMcna, 
208apU BWI JlIl.llIl Cf1RAPO, Roca He BYCyIIelIIb, qro()y He UlMJIKHyTb B KaKYIO

HH6Yllb HcropHIO. [1979: 86; italics mine] 1 

The dictum on riding crops as a measurc of self-worth carries 

his rustic self-important imprint, but it is conveyed in the author's 

repetitive style of tongue-in-cheek pedantry. Note the excessive 

use of verbs of speech and feeling which pull the passage below in 

the opposite direction, away from the author, belabouring the 

point, as was seen in "Sea Scorpion," that this is indeed the charac-

1 See Uspenskii on the "narrative imperfective." ilS "synchroni.lation of the 
points of view of author and character." Because it convey'i the "prcscnt Hl 

the past." the narrative imperfective "places the rcader dJrcctly ln the 
centre of the sccne described." (llo3mwca KOM1I03U14UU, 98-99). In terms of the 
present discussion, it re-creates the original rclay-sltuatlOn, Il adds 10 the 
tone of authenticily sought by Iskandcr's source-cltauon technIque. 
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t ter's own philosophy. Here, of course, the emphatic redundancy 

strives for an ironie effect: 

,I/Jwl Cawrpo .IlIOI5UJ1. OIeWHBlIIHCL. XOJlHTh BOT TaK C KaMlIOR. 011 
"'YBCTTUl08a.;r, '11'0 '1eJ10BeK C KaM'IOR ocer,lla npoHJBOllHT 6J1aronpHJITHoo 
Bne'laTReUHe. )le{!Jll:a B PYKax KaM'I}'. npoxaxHBallCL H nœryKHBéUI eIO no 
rMellHInY. )fI{1lR CQJfIIPO vyflCTTUlO8IU. KU B HeM KpenHeT XOJJlRCKélJI roTOB
HOCTL ocelVlaTh 6maœero. TOI' ml KU Ta Jll:e KaM'Ia Hepe,llKO lia Z/la3QX y 
)lRJ(U CaHlIpo BNJli.Ba.J1a H YKpenJlRJla B 6RHIHeM cnoc06HOCTlJ 6NTb 
oœ411élH11ID1. A y HHYX. 3Q.Me'IQ.,f 4H/lII CaH.trpo, npH BJMaxe KaMllH B rJ1é13a.x 

nORR11JlJ1é1Cb .IliU(e KaK ('jy po6KaJ1 TOCKa no OCC1tJ1éUlHOCI'H. [1979: 90]1 

Given the preponderance of indirect narration in the novel, 

source-citation offsets an editing process which would otherwise 

shunt the prime-narrators into the background, and shatter the 

oral illusion. Source-citation, particularly its insistently high fre

quency, partakes of the larger strategy of frame repetition, dis-

cussed above in the third chapter of this dissertation. Here it 

complements the editorial control of a relay-narrator who may 

colour his sourc~sf tales with his own tones, but is nonetheless fo

cused, in this role at least, on the others he reports. The relay

strategy ,--specifically, the first-person relay -narrator ,--of Sand r 0 

is closely connected with that seen in embryonic form in the ear-

lier autobiographie al cycles. Observation, authenticity and irony 

are applied to the reported others and the reporting self alike. 2 

Their voices do not i nterpenetrate to form true polyphony. 

Overriding themall is an author who subjects them aU, first-person 

1 My interpretation runs directly counter that offered by Ryan-Hayes. She 
cites this passage as evidence of Iskander's preference for "neutral 
omniscience" and the "frequently unmotivated" excursions into Uncle 
Sandro's private thoughts ("Soviet Satire After the Thaw," 182). 
2Lebcdev notes the ironie distancing applied to character and author
narrator altke (-CMeIUHo ClmaT"- (1987), 198). 
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1 narrator included, to these distancing operations. He IS the subject 

of narration; they are his objects. 

To define the terms. Several recent Soviet studies of narra-

tion have come to favour ·Cy6'beI'T nOBeCTBOBaHHJ'- and "cy(5],eKT COJHaHHH" 

over Vinogradov's ·06pa3 aBTopa." The latter 1S deduced from a 

work's components of style. its composition and the nature of its 

sujet; the new term focuses more strictly on the figure's inability to 

enter the text without the mediation of subjective or extra-subjec

tive forms. Works incorporating the intermediary figure of a nar

rator rai se the cardinal issue of establishing the degree of his or 

her proximity to the 'author.'l Self-conscious narration actively 

courts the illusion of a minimal distance between the two. In terms 

of its surface manifestation. this is the cumulative effect of the 

Shandian moments, the emphasis on disingenuousness, the rigid 

discretion of adult and child sensitivities in "School Waltz." lt pro

duces a well-defined 'subject of narration' who tends to overwhelm 

his 'object' (taken as the target or thematic material of the subject's 

1 Kél3élPIŒII. "np06neMa asropa B n03TKl:e coBpeMewlOro nH~H'leCKOrO paa::Ka.3a, " 198-199; [) O. 
ICOpMaB. "UTOrn H JlepcneK11IBLI HJyqelDUl npa6aeMN aBTOpa, B 1Cll. CmpaJlIlU,1J ucnwpuu pycacoa 
A u mep a myp M, peA. .lI.m. MapKOB (MOCIt.Ba: lIaYKa. 1970, 200. A later article hy 
Kmman defines the 'author' as the "cytheu c03HaIlHR" rC'iponslblc for thc work 
as a whole and mediated by its subjective organll.atlOn ln thc ca'iC of 
multiple narratIOn vanous dcgrees of proxlmlly relate vanous 'iUhJCCl'i of 
consciousness. primury and secondary Pcy6beubl pe'lH." The more marked the 
surface actuahzation, the further Il stands l'rom thc ma<,ter <,ubJect 
("UenOC1'H~b J1HTe~Typuoro npoHJBe.lleHHJl H 3KCllepHMeIrTa.ThIlNR c.:lOoapb .lHrepaT'ypoSCJl'lOCKHX 
repMHHOB. B KIl. Ilpo(iAe.MM UCTTWpUU "pumUKU u noJTTUlKU peaAUJ.Ma (KyR6b1weu: 
lCyA6L1weSCKHA roc. YU-T. 1981). 41-42). Partlcldarly appcallOg 10 thl'i 
terminological system is the notion of actlvc (tran'iltlvc) rc,>pon'ilhllity 
suggested by its analogy wlth conventional syntax Sec aho Korman '" 
analysis of "aBTOp" as uscd by Bakhtm: "AKTHBIlOCTb \ ... \ eCTb lIeOTllC.IH"oe coOAC'1 BO 

aBTopa KaI. nocne,lllleA CMNcnOBOA HUCTaIlUHH: WhlCh qualJty l'i dl,>covercd 10 the 
author's acuve handling of other's discourse "I-h lIa6JlJO.IleUHA ua.ll TepMhtJo:IOJ'HeA 
M.M. 6axTHlIa: B KIl. llpo(ÏAe.Ma a6fT1l)pa 6 pyaxoa Aumepamype /9-20 66. tH:.Ie eueK: 
MexsYJOIIOOtA cOOpllHK. 1978). 186. 
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evaluation). The 'object of narration' in the autobiographical tales 

is divided into the child-protagonist, the world around him and the 

balance achieved between the distancing brought to bear on both. 

In Sandro, it breaks down into the Chegemian sources and a 

humble narrator. 

This latter figure, specifically as a participant, suffers defeat 

whenever he deals with the Chegemers in any capacity other than 

that of their reporter and editor. 1 Il is this facet of the narrator 

which reproduces Uncle Sandro's definition of himself as 

"rJ1ynoBaTYA, HO npaOHTeJ1bCT80 m06HT- in an attempt to ward off the sus-

picions of the KGB (1979: 551). The defeat theme centres on 

Tengiz; it is expounded by Uncle Sandra: 

eMy [TeHrH3ylllooePHJ1H nHCTOJ1eT, JHaIIHT, eMy 1l00epHllH crpeJUlTb B 
Uy:lKHoe opeMJI, a Te6e (Tyr OH UOO:lKH1I3JIHO TKHYJ1 nanbueM no KOJ1naIJKy 
amupyqK.l1, TOpq,UUlleR HJ K.apMaHa Moero nH1J;JIGIKa) 1l0oeprurn 3TOT nyraIJ, H 
TO TIi 60HlULCH nyraHy1'b ~eHeplJHKa HJ ropcoBeTa. [1979: 37J 

The reference is to the narrator's failure to put his literary skilIs, as 

Uncle Sandra understands them, to practical use, to solve the old 

man's litigation prablems with a well-worded attack. Tengiz cornes 

to the rescue; Uncle Sandro exults in his victory, in the contrast 

between the two. As does the naTrator himself. He returns to it, 

subjecting both himself and his rival to objective irony, devoting 

virtually an entire chapter, the tenth, to the purpose.2 There a sec-

1 Lesskis distmguishes between 
of Iskander's • J1eTuHM .l1UeM": 
dcscnbcd and is bested by his 
ln re-crealing lhal dcbate for 
(-nJIIOC KOJJIOTYpH'JélUHII HeeR CJl)éllILI"). 

the "surface" and "deep-structure" narrators 
the first participates directly in the events 

German op panent ln thclr debate; the second 
the rcader emerges as the ultlmate vIctor 

2 -.lla.llll CauJ1po H ero Jll00HMeu" is best known for thc stary of Stalin's fishing 
cxpedltlOn. Even thls segment can be se en ta contnbute ta the conflict 
bctween TenglL and the narratar. A contrast is drawn between the verdicts 
on Stahn pronounced by the former NKVD employee on the one hand and, 

, 
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1 ond situational confrontation occurs, a second trial in which once 

again the man of letters loses to the man of force. The task set 

them by Uncle Sandro involves wresting justice from the dishonest 

director of a dental clinic--the piece was originally published sepa

rately under the title ".LlJI.IIR CaJupo H Jy6aoR Bpaq" (TpyA , 23 ceHTft(jpft 1973, 

c. 4). The only element of self-disparagement here lies in the 

narrator's reproducing, as before, a less th an f1attering comparison 

drawn by Unc1e Sandro: 

'ITO 6 .. TY ClIeJ1aJ1 Ha MeCre TellfO? T .. 6 .. , KaK HIDUHfl neHCHouep, crorul 8 
lluepHX, H JK.1laJ1 6 .. , nOKa mpeKTOp He aepHyJlCJI. qro ClleJlaJ1 TCllnlJ? 
TeHrHJ BOUIeJ1 B Ka6HHeT H œJ1 Ha 1lH]>eKTOpcKoe MOCfO. 11979. 374J 

from which position he proceeds to blackmail the director into 

submission. 

Where self-disparagement cornes into its own is in the next 

segment, also published separately as "CllyqaR Ha llopore" (TpyA, 15 

HOB(jPft 1973, c. 4). The narrator tries on Tengiz's "gladiatorial gloves" 

(1979: 313), mixing metaphoric eras in the process: 

DHH 6WlH TftJK.eJl .. e, H ft nOqyBCTBOBélJ1 ce6H no J10KOTb norpy~elDluM B 
cpellHeooKOBLe. JI nOQYBCTBOBaJ1, 'lT0 ueHTp T1DKCCTH MoeA CYllllIOCTH 
nepeMecrHJ1CJ1 B cropoay MOHX OTHJK.eJ1eHHYX PYK • .fi noqyocrnooart J1erKOO 
JK.eJlaHHe CJK.aTh B 3THX TYPHHpllYX neplJ3.TKaX PYUaPCKoe KOm.e HJlH Meil. 

qepeJ MfHOOOHHe, nO-BHlUIMOMY, OTCyTCTBHe OCTaJIbHUX pt.lUapcKHx 
llocnexoB oepuyJ10 MeHJI B 06,,'lHoe MHpo.rtlO6HBHOO COCTOJllrne, li JI Jan:peMaJ1 
[ ... ] [1979: 314] 

There follows an equally eclectic string of other romantic, elevating 

comparisons attributing to his rival a Mephistophelean sense of 

self-worth (1979: 314), a dancer's physique (1979: 315), the indig

nation of a righteous man who has resisted temptation (1979: 317), 
----------------------------------
on the other, the narrator who in a different chapter \uppltes an epdogue 
with Stalin subpoenaed to the court or God (1979: 229). At several pOint!. 
during the fishing talc the two pause lO challenge each other directly (1979: 
296, 299, 304), al ways on the issue of their differing opinions of Stalin. 
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the stoic resignation of an emigré monarchist (1979: 318).1 Against 

this array stands the one lone simile applied to himself as Tengiz 

mounts his motorcycle. ft is hardly complimentary: 

11, GlM He nOIlHMilR KaX, MfIIOBeHBO BHB3.JlRJ1CR HJ KOJ1BCKH. Kucffi'CR, 
OB BllI'PRXHyn MeU HJ BOO, KaK taœ.rrnHY HJ nepeJpe.rloro crpyqKa. [1979: 
315] 

In short, what the Tengiz theme does is furnish an external, 

fabula-based platform for the realization of Iskander's famous self-

iTony. There are many ower less than flattering self-portraits in 

the novet. Among them: that of the dissident sycophant angling 

for a restaurant invitation from a highly placed official () 979: 489-

93); of the student who attends underground literary readings in 

part for the food and drink served at their end (1979: 31-32); the 

nervous junior reporter who feels "npe.llaTeJlbCKHe BOllHY TenllOTY" to-

lIskander's use of remote romantic metaphors for character delineatton 
deserve separatc study. The general pattern would seem to be one of 
hyperbole for defJation, as in the various descriptions of Tengiz, above. 
These combIne Into a mock-encomium; they are belied by the petty deahngs 
of this mInor traffle policeman on a backwater road. A similar (reatment of 
the sexually vainglorious Marat builds towards true burlesque, bursting at 
the seams wlth c1assical and medieval allusions (Chapter 24). More 
important IS the ecleetic abandon of such simlles: they are stacked one upon 
the other in truc aggregate/segregate fashion. Instead of Dostoevskl1's 
polyphonlc aVOldance of "external portraIts [for a] stable, pre-determined 
image"(liaxTHB. npo6Ae.MIrI 1103T11UIlU j(ocmoetlC1COZO, 81). Iskander offers a surfeit of 
allusIOns to pre-set value systems. This IS the spIrit in which Chapter Two 
cxplodes mto an exuberant mass of compansons for Uncle Sandra: his 
profile belongs on a lRoman] coin; liiS face breathes an aura of Byzantine 
perversion; his expression IS that of a venerable !Jon; he does not wash hls 
rcet, but performs [Biblical) ablutions with "fragrant oils" (1979' 27). He 
surveys the bcach with the impcrious air of an admiraI Incognito; though 
scmi-Iiterate he reads the newspaper with the assurance of a pre
revolutionary prufcssor (1979' 37); he wmds his way through café tables like 
a dandi ficd prophct complete with staff (1979: 54) The element of travesty 
was forefrontcd i:: an mterim title for the chapter bnefly known as "TpY.II.bI " 
lUI" lUtAH CaUllPO" (sec app. 2, no. 2). The author-narrator s roie in all this 
hypcrbolic actlvlty is that of elron to each alazon Significantly, Stalin is 
not accordcd evcn thcse spunous trappings of grandeur. For comment on 
the use of Gracco-Roman imagery and effective mixed metaphor, see 
Burlmgarnc, "Prose of Iskandcr," 135, 142. 
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1 wards his petty tyrant of a boss (1979: 417): the jilted lover who 

misses even the most blatant evidence of his betrayal (1979: 527-

30, 534-35). These are the confessions of a writer who admits he 

carved a career out of a device which lets him lull the reader into a 

faise sense of superiority (1979: 522). 

The last admission points to a double purpose: on the one 

hand, self-deprecation promotes what Deming Brown has diagnoscd 

as an "intimately self-disparaging attitude [which] serves to disarm 

and in gratiate th e reader." 1 On the other, it reveals the higher 

manipulation sought by that same sly ingratiation. Substitute 

'writer' for 'Endurian' in Uncle Sandro's maxim below, and the en

tire strategy is laid bare: 

-- 31UY))eu, npHJH3JOIIIHR KOoapcroo 3H1lYPueo. [ ... J 3TO H ecTb caMUfl 
KooapHHff 3H1lypeu. npHJHaBéUI KOBapcTBO 3HlIypueo, OH lICnaeT IIae 
lIo6pOllyrnHLlMH, a nOTOM y~lœ qepeJ Hame 1l06pOllYlllHC erne nCPlc 
lI00HBaeTCR CBOHX 3111JYPCKHX llMeR. [1981: 33] 

In order to pur sue his own deep-Iaid ends, the author IS pre

pared to subject his mouthpiece, the textual 'actualization' of his 

own voice, to aIl manner of deliberate debasement. What was me

chanically distinct in the autobiographical tales--the child-protag

onist and his ironie treatment by an adult narrator--is now some-

what less obviously, but just as rigidly separate in Sandro The 

author as subject takes advantage of the narrator as object. He 

may use every possible means to coyer his tracks, to encourage his 

1 Deming Brown, "Narrative Deviees in the Cantemparary Soviet Short Slory," 
60. Ryan-Hayes diseusses the play under the headmg of "the intaglio 
method" and stresses its satine advantages: ''[l'ikandcr's] self mockery 
functions ta stimulate the reader's sympathy and ta nudge him into a frame 
of mind in whieh he will more readily aecept sharp satine thrusts" ("Soviet 
Satire After the Thaw," 127, 129). 

---1 
1 
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1 identification with the 'real-life' Iskander--the authenticity of aIl 

autobiographie al details, the unprecedented seope of internai and 

external eross-refereneing, even the unquestionably genuine con

fession. Ultimately, however, bis is the objective autobiography of 

an objectified first-person. 

A writer is an "observer of life" --the definition IS found in 

Sandro (1979: 527). The dispassionate observer's eye was applied 

first to his childhood self in "Sehool Waltz" and its adjunet tales. 

There, as BurIingame points out, Iskander uses concrete detail 

"more often than not [ ... ] to illuminate the narrator's or someone 

else's state of mind." She cites the shoelaces deseribed at length to 

con vey the narrator's self-pit y in "PaCCKaJ 0 Mope," his spite-ridden 

portrayal of a sister nibbling at pork fat in "3anpeTHIiA nJlO11. "1 The 

meticulous accumulation of detail is designed to project these inner 

states outward, to objectif y them and their bearers, the ehild-nar

rator no less then his neighbours, friends and family. This is a 

democratie equality of self and other; irony--self and other tar

geted--is merely its most obvious surface manifestation. 2 It was 

the delicately balanced objective autobiography discovered in the 

childhood cycle that paved the way to the unique symbiosis of 

first- and third-person, of self and other focuses in his masterwork, 

Sandro. 

Objective autobiography IS a fluid medium, and has been so 

from the outset of Iskander's career. Even the lyric evocation of 

1 Burlingame. "Prose of Iskander," 131. 
2See Ivanova's assertion: -CMex H<xa.n.aepa ne llanpaBJ1en .. cBepxy BUH3- OT aBTopa HJlH 
JIHpH'IecKOrO 1I0BecTIIOBaTeJlII -- 1: re,P9lO. 00 j>afuraer na ocex ypOBURX: uanpaBJlea .I1lUKe na 
aBTOpcKOI'O .. II- (-CMex IlpoTHB C'I1>élXa 0988a), 225/. 
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1 one's own past is subject to--not ironic. but specifically lyric dis

tancing. For aIl its tradition-hallowed association with subjectivity. 

lyricism can, after ail, reduce the immediacy of the inner state de

scribed often by simply elevating it. Compare Iskander's commen

dation of an autobiographical childhood collection by a younger 

contemporary as 

TOT IJHCI'YR c.nyqa1t. Kor lÇl B3p<X:I1IiR XOpolllO nOMllHT CBOe lleTCl'BO H oce 
BpeMJI BOJBPaIllaeTCR TY lÇl, 1f1'06L1 2O(J()pUTTlb om lLMeHU TT1lJZO.MUpa, ?/le fJU! 

vytJCTTlll}'eTTlCll pQAOCTTlHO, 8l1Tl)7CJ10, ClL/IbHO. 1 

This is how Kazarkin analyzes the dynamic author-narrator rela

tionship in Iskander's own childhood tales: 

nOJHQHlI aBTOpa llBOUTClI: TO RpH()J1HXaeTCJI K CKa.JOBOMy HpoHH'IecKOMy 
OTHomelll'IO aBTOpa K paCCKélJ'IHK.y, TO K HCKpeHHeMy 1l0nepHIO K IICMy. 
HPOIfH1lecK.UR JaqHB CMeHJIeTCJI BllYMquBLlM, cepLeJHliM caMoaHaJlH30M, HO 
3JlefH1lecKUe MOTUBLI ycrynillOT MOCI'O UponuqecKOR KOHUOBKe. [ ... 1 OcraetCR 
OluymeBHe HenOJlHOR TO~HHOCTU amupa H paCCK.a3qHKa, paccKa3'IHKa 
H repoli. HpoHHqearne paaxàJLI 0 co6crneHHOM lleTCTBe MOfllH nOJlBHThCJ1 
TOJThKO na 4IK>He .. UCJ10Be.ll3J1bHoa" npo3L1 -- KaK peaK.UUlI Ha OlUlOllUHeAIiOCTh 
BlipaOOra.mIOR MaHepLi llHpWItXXOro OOBeCfBODaHlUI. AnnmpolllUl npeJK.llC He 

KacanacL OOllacrn BOCJlOMHHallliI 0 lleTCTBe H llercKHX nneQaTllCHIDIX.2 

There the confessional lyric short story courted minimal 

author/narrator distance not on the surface level, but on the 

deeper stratum of "trust" and value systems. This is the 'serious' 

side of Iskander, 

'Seriousness' can go so far as to disrupt the narrati ve by 

means of what Leiderman calls "Iyrico-publicistic digressionll. "1 

lCDa3HJ1J, HCKaWl.ep, npeJUtCJ10BHe K lUI .. HJI. 6ynraKOBa H l.l.IfY zyARI1U: flOBeCTm U pacCfCa3b1 

(MOCKBél: Mono,.llélJl ruapJJ.HJI, 1976), 5, Italics mine 
2Ka.JaplOf1I, "npOOneMa aBTOpa B nOOTHKe coBpeMeulloro pya:Koro paa:K.a3él.. 202. 
3JleR.llepMaU, j[u6llceltue 6pe.Me"U, 74, 234. See also Chudakova'<; arguments for 
maximum author/narrator proximlty ln "seriou<; prose," Its forerunncr 
Dombrovskii, its most promismg adept I<;kander, and the 'itylI<;tIC 
consequences of alignment in both--an unabashedly literary style (qy )laKOoa. 
-3aMeTKH 0 IIJLlKe cOBpeMeBBoA npoJe: 240). ft is perhaps appropnate, In light of 
Chudakova's comments, tltat Iskander should have wnttcn the mtroduc!ory 
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1 Though the term may at first glance seem to contain a self-contra

diction--the disinterestedness of one, the persuasive aim of the 

other--they join forces in their common opposition to ambivalence. 

In both cases the 'author,' the 'subject of narration'--call the central 

ideological factor what you will,--vouchsafes for and commits the 

full powers of persuasion towards the object. Among the man y 

passages in "School Waltz" importing this tone of unambigllous 

commitment stand the essay-digressions on rationality, under

statement and fidelhy, cited above. Their lesser number in Sandra 

reflects the original conception of the work as a parody on the 

picaresque,l as weIl as a considerable transference of these intona

tions to the third-person (for example, in Zenon, the transparent 

mouthpiece of "YTpaTli'). Yet there (00 the author-narrator occa

sional!y holds forth in his own voice: the stern pathos of the exile 

scenes of Chapters Seven and Fifteen; the debate on morality ln 

fiction of Chapter Twenty-Five (1979: 540-43); the philippic on 

civilization and culture that begins "0 XpOHMlIeCKan HerIHCTonllOTHOCTb 

qeJlOBeqeCKOrO nJleMeHH!" (1979: 535-36); the academic comparison be

tween Turgenevian women and Toistoi's perennially pregnant 

heroines which manages to encompass Shakespeare. Flaubert, 

Dostoevskii and reminiscences of Iskander's student days at the 

Literary Institute ("qereMcKan KapMeH" 3Hllml 1986:12, c. 11-13); the 

theosophical digressions of Chapters Five and Eleven, et cetera. An 

all-too sincere urgency invades the welJ-known foray into Stalin's 

remarks to the most reccnt Soviet publication of fDaKy.llbmem "euYIK1Iux aell.{ea. 
'~ec l/OBW.vup 1988:8, c. 5. 
1 Sec the Author's Preface to the novel (1979: 7). 
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r 
soul (1979: 217-20), lending it the force of invective. l For the 

author who delves so deeply into a character's murderous thoughts 

conveys his own condemnation first by means of the twistcd elo

quence he lavishes on them, and then, for good measure, by refer

ring their perpetrator to the "highest punishment" of God (1979: 

229). 

Still less ambiguous, in "School Wahz," is the episode dealing 

with ideological doublethink and political about-faces. The boy's 

favourite teacher has been forced to tell the class to avoid the word 

'fascist' after the signing of the Ribbentrop-Molotov pact of 1939: 

Bee XlIaJ1H, lfI'O ArleKcaJI1lPa l1Ba.HoBua KaK-TO nOHCllliT OJOH CJlona, 110 
oua HHlIero He rOBOpHJla. nOMHlO, xopomo noMUlO KpaCHue rurrna, Koropble 
nOlDJm no MOpll.lHlntCTIDl meKaM uameA yqJITeJ1bHHl.lH. 

To qualify the accuracy of the memory would be entirely out of 

place here. It would drive a wedge between the child recalled and 

the recalling narrator, when the shame is meant to be shared by 

both, the better to be passed on to the reader: 

TOT Cfblll, KOTOpblA: 11 ror.ll3. HcnblTaJl li KOropblfi n KaKOA-TO Mepe 
OXBaTIUl BCCh KJlaœ, 11 HHKorl(a He Ja6yl1Y. 

nOCJ1e 3'fûro MUoro paJ B JICHJHH ML] OHlleJ1H 3TH nooopoTbI Ha cro 
BOCeMbllOCJIT rpaAYOOB, KOTOpble HHKTO He nbllâ.JlCH HaM KaK-TO O(}1>HClUnb. 
Ka33J1OCb, C3.MHM OTCyTt.'TBHeM KaKoro-J1H60 npaBllonollo6uoro 061>lICHCUHlI 
JHfJaroB nOJ1HTHKH TOT, KTO uepmHJ1 ee, npoocpRJl nOJ1fIOTy cOOCA BJ1aCrn 
Hall HaMH. [KHY: 261] 

When his beloved Uncle Riza falls victim to the arrests of the 

1930s, the terror 1S recalled in totally stralghtforward terms that 

1 Ryan-Hayes compares Stalln's intenor monologue In Sandro ln lhat olfered 
by Solzhenitsyn In The First Clrcle Both bear the ImlHInt of maximum 
authorial mtrusion, Iskander's "croc;ses the lme bet ... /ecn 'iallre and pathos" 
("Soviet Satire After the Thaw," 179), Nivat compare', l'ikander'<, application 
of the intcnor monologue to Stahn wlth thase by Mak<..unov. Dumbrov .. kll 
and Simonov, AlI ~trive to find a "key to the cohcrcncy" of the man--Io my 
terrns, to reach a definitive, autllOr-directed judgment ("Les StalIne'i de la 
littérature russe," 118), 
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branch off into a philosophical reflection OT! the hypnotic nature of 

fear and its nemesis--Iaughter (Ku Y: 270).1 

AlI types of proximity (Shandian, confessional and publicistic) 

are manifest, together with their opposite (the originality of in je ct

ing irony into eonfessional reminiscences). They are not blended, 

but compiled. This both fragments the narrative and yet creates a 

dynamism centred on the first-person. Specifically, it is a dy-

namism of statie moments strung together on that first-person's 

lyric free-association, which forefronts the 'subject of narration' 

even as its narrative intermediary reveals a strange reticence with 

regard to and rigorous isolation from his ostensible object, his 

childhood self. This is the principle. developed in the autobio-

graphical cycles, that stands behind the unique mosaic of S andro. 2 

lIskander's most ambitious effort in wholly serious "lyrico-publicism" is 
his -KPOJ1HKH H y,4aBLI: aptly sub-titled -œHJ1000tclU exa3Kël." Il has been compared 
to Orwell's political allegory in Richard L. Chapple, "Pazll Iskandcr's Rabbits 
and Boa Constrictors: A Soviet Version of George Orwcll's Anunal Farm," 
Germano-Slavica 5, no. Il (1987): 33-47. The -lllHPOKOl106 .. A- chaptcr of 
Sandro bears comparison, on the basis of its animal protagomst no less than 
the total absence of any second, ironic perspective. 
2Compare a similar assessment by Andreeva: -I\PHTHKH Muoro CnOpHJIH 0 pOMalle 
CfUI.4PO U3 qeèl!.MlJ, C'IH1'aJI ero BOIIYM. nOBOpo11INM B TBOJ)'IOCTBe ntlcareml. 110 Be.IlJ> ou nocrpoell 
no TOMy npHJllUllly. 1C0TOpYA 6W1 Ha.AAeu UTOpoM • pacaa3ax 0 .4eTCTBe: teaI.4L1a tpanleuT. 
~ 31U13O.ll nOJ1)'UJl caMOCroJrrellWlyI> ueBBOCI'I>. H B 1'0 :.:e BpeMll OUH CBOOO.IlUO. npoH3I1011LllO 
6W1H coe.llHBeBH Me~ coOOA OOpa30M HJ1H. T01!IIee. HBTOBaUHeA paCCKa3'IHKa.· IAU.4peeBa. 
-B.rtMertell C'Ia.CI1III. - 12-13_) 
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1 y llHBHTeJ1LHOC lleJlO: qeM ..lI.3J1LUIe reorpa4lH'leaœ JI HaxOJKYCL 
or qereMa, reM oo.nLWe JI 0 HeM ~, H 'reM ~eTmmoo JI 

ero BUlKy nepell CBOHM MYCJ1eHHUM BJOPCM.l 

CHAPTER6 

RETICENCE AND EXEGIS: COY COMMENTARY 

What aspects of Iskander's first-person enter S andro? Fore

most--the forefronting of the narrator as a major cementing factor; 

the remarkable ease of intonation when the author-narrator 

chooses to play with form or take advantage of the Sternian 

method to digress. The discursive freedom was considered above, 

in the analyses of oral ill usion and the chapter .. ,llJlllJl CaHllpo H pa6 

XaJapaT." Of particular interest is its rising freq uency In the 

macrostructure of the novel towards its end.2 And this is perhaps 

related to other, deeper carry-overs from the pattern established 

in Iskander's early autobiographical tales: the restricted insight 

into and emotional isolation from the child; the rigid segregation of 

the past and present; in terms of narrative participation the pref

erence for a humbler peripheral, at most semi-participatory status; 

the dominant present perspective; and the narrator's ability to 

conduct straighttorward refleetions on his eraft in a 'gently ironie' 

environment. 

Ali wou Id seem to hinge on the matter of reticenee. One of 

the most striking anomalies to have emerged from Iskander's ap-

1 Voice-over introduction to "qereMCKHR .IleTeKTHB,- 1986. 
2CM. 6pHKep H .llaIlLrop, • CwI4J1O H MarH'IeŒHA peaJ1H3M,· 108; BaRJlL H rellHc, ·CTaJlHll ua 
'lereM<XOM KapIJaBaJle," 168. 

273 



1 
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parent lack of concern with editing or adjustiilg pre-published 

pieces when incorporating them into a larger structure has to do 

with the relationship between Uncle Sandro and the narrator.\ ln 

Chapter One, the narrator simply listens, records and offers limited 

if trenchant comment on the old man's tales. He rises from the 

modest Tank of relay- to participant-narrator only in the second 

chapter, which is devoted to their first encounter, only to recede to 

his original relay-comment status for the bulk of the tales from 

Chegem's pasto In Chapter Two, at the end of a visit to some 

unidenrified relatives in Chegem, he is accosted by a nameless old 

man who asks him to take a pot of honey back to town with him 

and give it to his, the old man's brother. The narrator is reluctant: 

.lleJ10 6wto He Hl npHJlTHYX. TalllHTbCJI C HHM [c JK6anOM Me11a] 
KMOMeTpOB llecJlTh 110 aIrf06yca, a T'dM eille HCKaTb B ropo11e KUK020-mo 
Cawrpo l ... ] 

[ ... ] lfI'O 33. OXOTa TaUlHThCJI K 3TTUJ.My CaHJIPO. l ... ] 
Ha CJ1elJYlOmKA lleHb JI He 6e3 rpy na Hamen yqacroK .Ll1{4U CflH.I1PO, KaK. 

JI ero nOTOM HaJLlBaJ1. Bnpo1JeM, TaK ero Ha3UBaJ1 tlYfb J1H He BeCb ropo1l. 
[1979:25-26; italics mine] 

The epithet "llJl11J1" in this chapter at least is apparently to be under

stood in its broadest sense of friendly respect for an eider. There is 

no kinship between the two. The old man is not quite a stranger 

though: 

KcraTH OHH [pollcrooHHHKH pacCKaJ1JHKal MHe HanOMHHllH, lJTO pe1JL 
H./leT 0 11Jl).M ca.MlM CaHJl[JO, KoropLIR JlO OORHY JKHJl He.llaTleKO OT llelJYlUKH
Horo 1l0Ma. noroM yJKe nOCJ1e HalllHX nepBy){ BCTpeq B ropo./le JI, KaK 3TO 

6HBaeT, DCnOMHRlt MHoroe, CBHJa.HHoe C ero JKHJHbIO B llepeBUe, HO TOf}la 

HanOMHHaHHe 0 HeM MUe nOlJTH HHqero He CKaJaJ1O. [1979:25; hallcs mine] 

ITo date the only cntlc to have commented on the discrepancy is Ryan
Hayes. in her consideration and qualified rejection of the novel's claim lo 
polyphony ("Soviet Satire After the Thaw." 207). 
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1 Significantly, this admission is missing from the earliest publication 

of the piece (Ce.JlbClCaH MOAO/le1Kb 1969:2, c. 28)); its entry dates only to 

the first compilation in HOBMa .MUp (1973:8, c. 162). It would be pos

sible to interpret the addition as no more than a quibbling ma

noeuvre, were i t not for a second addition symbolically emphasiz

ing the out-of-kilter intersection of the narrator's and the old man's 

worlds: 

CTlaua ero [1lH1lH Ca1fllP01. KaK ollHOro HJ nytlwHX )'Kp3.rnaTeJ1eA CI'Ona, ueœ
noro H MY JlPOro TaMaJ[hl, npollOJlJKaJla pacrH H KO BpeMr.HH Moero C HUM 
JH3.KOMCI'Ba 1l0CI'HrJla BH)'llIHreJ1bHIiX pa3MePOB, XO'I'JI JI TOrDa tnftIero 06 3TOM 
He JHil./1. .H KaK 6Ll lClIJI B llPyrOM DJMepemm H, pa3 BLlA.ilJI HJ Hero, Cfil./1 

ocrpeqaTb 1lH1lIO Can.ztpo MD CJIL1lIJaTb ero UMB rOpalllo lJarue. [1979:33] 1 

On the face of it, Uncle Sandro's upgrading from imposing old 

gentleman to Abkhazia-wide celebrity has simply prompted a more 

intricate justification. The procedure resembles that of Iskander's 

slapdash transitions: it does more to point out than smooth over 

any incongruities. And like those same transitions it demonstrates 

aggregation/segregation at its best: the passage foreshadows the 

novel's overlayering of two authorial positions--within and without 

the narrated world.2 

Elsewhere throughout the novel, the honorific "llJlJ!JI"3 is con sis

tently used whenever Uncle Sandro is mentioned by the narrator. 

1 The passage is present in the first publication of this excerpt, which 
however dates a full three years after the first release of the chapter's 
original kemel (see ·TpYAIi H .IUIH .lUI.llH Cau.npo: KPOICOAUJI 1972:32, c. 6). 
2Classic examples of this tactic, cited by Atarova and Lesskis, are Gargantua 
and Pantagruel and Brothers Karamazov (-CeMaHTHK.a H crpyK.Typa nOBCCTBOBaUHJI OT 
TpeTberO JlHua: 46). Once again. Iskander does not innovate, but rather pushes 
to an extreme latent gcneric characteristics, in this case, the ambivalent 
possibilities of transltional narrative forms. 
3 Unlike critics or penodical editors of the novel, Iskander resorts to the 
more saccharine -.lI.RAIOWK.a Cau.ll.po· only once, though not in the work itself, 
but in an interview ("ilCHBHTe HHTepecuo!" (HlITepBblO), 4). For ex amples of 

275 



, 
, 

4 S uch consistency seems almost exclusi vely h is prerogali ve. 

Denomination was shown, in the discussion of aphorism and aIle

gory, to play a considerable role in Iskander's declarative system. 1 

Other characters may occasionally vary into 'Sandro Chegemskii' 

(1979: 191), 'Sandro Chegemba' (applying the Abkhazian surname 

suffix -ba ; 1979: 195-96), 'Sandro Khabugovich,' (1979: 443) 

'Comrade Sandro' (1979: 300, 310,511) and simply 'Sandro' (used 

by Khabug's mule throughout that worthy animal's tale, as weil as 

in the chapter centred on Sandro's sister Kama, "OOJlbillOA lIelib 

60JlbUIOrO LloMa "). The author-narrator, however, retains 'Uncle 

Sandro' even at the risk of redundancy, whicii risk is once again 

blithely encountered. A mountaineer Svan asks: "3TO "paBlIa, IITO 311a

MeHlfl'Un TaMéllla Dl1QHKO Jlonllyn, Kor.ila XOTeJl nepenHTb CaH1lPO qereMCKoro?" His 

friend chi mes in: "A caM CaHlIpo IJTO rooopl1T?" The aUlhor-narrator 

replies: 

-- .llRllH CaIfllPO rooopm, -- HatJan JI, 1JyncTByJl Heo:lIŒlIaHlloe BOOllYlIleWleHHe 
H He nOIlHMaJJ, tJTO XMe.rImO [ ... ] [1979:519] 

commentators not as sensitIve to the fixed quality of his naming principlcs, 
see CeAbClCCUf AIOAo.ne"tb 1970:10, c. 22; KJJenmeoBa, [npHMeqallHe], 29; JoellTOB, "lIaKa:J<lIlHe 
C\feXoM," 203. 
1 Compare the changing surnames of the somewhat less than politically 
steadfast journalist Levan Gol'ba-Gol'bidze-Gol'bla (1971J:183-84) His 
Abkhazian (-ba), Georgian and (-idze ) and Mingrelian (-ia ) variants are 
chosen to suit the prevailing political winds. Much is made of the facl that 
ail are pseudonyms; sorne fun is poked at the Byzantine habit of reading 100 

much significance into such political trivia. The name is sUSplclously cime 
to that of Lev Gol'dinov. author of the vitriolic article agaln~t "Goatlbcx" 
(-BonpeKH npaBlle .:.KH3UH,· 2) and target of the aUlhor's indIgnation ln Sandro 
(1979: 530). In this context, the Russian or Russlfymg suffix -DV sou n d s 
suspect. More recent publications of "KyTeI" bear out lhis hypothesis. as the 
author-narrator protests: -3aqeM Te6e, rOAWa. JaWHWaTh '1eCTh a6XaJueB OT MeUII, 
a6xa3ua (HetJa 1989:3, 46; 1989 lUI. 3: 277), where the substitution of rOAwa (1989) 
for rOA6AUlIOB (1979) would seem to represent the sole rcvision ovcr a ten-ycar 
hi atus. 
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In that particu!ar chapter ("XpaHHTenL rop") the name has not only 

intoxicating but also talismaL~ic powers: revealing his friendship 

with U ncle Sandro saves the narrator from a ticklish situation. It 

can be no less obviously redundant in the author's texte Quoting 

only in part: 

-- A TH HOA )l(OPlIaHHJI, 'ITO nu? -- 0T00TIU1 TOT, 1JTO 6W1 Y nOlIIallH, 
poJJCL, KaK TenepL 10ra1laJ1C11 .llH1UI CaH1l»O, 8 ero 10po~HOA cyMKe. H XOTJI 
cyMK3. 6W1a nycf3JI, llHlle CaIf1lPO TaKOO leJlO oooceM He nOupaBHJ1OCL. [ ... l 

-- .R -- CaHlpo HJ qereMa! -- roplo KpHKHyn NIlVI CaHlpo [ ... l 
[1979: 17] 

As the inveterate rogue wriggles ont from under Stalin's suspicious 

gaze: 

Hy H Hy, lIYMaII 1lJI1l1I CaHlIPO, KaK 3TO JI BcnoMHHn, 'ITO Hac CHHManH B 
KHHO? AR-la CaHllpo, .lIYMM 1lJI1l1I CaHllPO, XMeJleJl OT PélllOCTH H roP1lJlCL 
c060A. [ ... l He XOTeJl JI 6L1Tb Ha Mecre TOro, C KeM OH MeHH cnyraTl, lJYMan 
1lJI1lJI CaH.lIpo, PallYJlCL, tff(} OH CaIflIPO qereMCKHA, a He TOT 'IeJlOBeK, C KeM 
ero cnYTan BOJKllb. [1979: 207] 

Uspenskii's discussion of viewpoint on the "phraseological 

plane" notes the alternating of vanous appellations for a single 

character, their frequent "collision" in a single phrase or adjacent 

text segments. l He is primarily interested, however, in variations 

directly within the author's text. These in his opinion can point to a 

"functional alternation of the author's position," the stand point 

adopted on a particular fictitious individual.2 When the author's 

text is invaded by character-names bestowed by other characters, 

it has opened itself to "elements of another's text."3 In other 

words, such variation can point to a plurality of opinion. 

Conversely, Iskander's strict compartmentalization, together with 

lYcneUQOlA, l1031TUUCa KO.Mn03UI4UU, 43. 
21bid. 
3Ibid., 46. 
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1 the fixed nature of his own author's standpoint on 'Uncle Sandro' 

echoes on this rudimentary level the l:uger strategy of segregation. 

To underscore the distance between them, the narrator ad

dresses his 'new' acquaintance by means of the formai "DU," and 

does so throughout the novel. This despite the fact that the polite 

use of the plural is still feh to be an innovation in Abkhazian: 

A6xa:ulI roOOpHT MeX1lY COOoR Ha .. TU" [ ... j, HO npH :nOM 06utJHO .ll06awulI<Yf 

.. onpaBJlilTeJlbHylO ~PaJY," CMUC.ll KOTOpoR COC1'OHT B TOM, qTO 06pameHHe na 

.. 11i' BnOJlHe B HOpMax a6XaJCICOR BeJKJlHBOCrH.1 

Perhaps the author-narrator's use of "uu" in what after ail purpoTls 

to be a translation condenses such circumlocutory formalities. The 

sole exception occurs in the twenty-fifth chapter, "KYTeJK," where he 

slips into the more intimate form twice, first in reporting his own 

inner thoughts and then, as though emboldened by such prelimi

naries, in direct address (1979: 537, 548). On both these occasions, 

he complains of the consequences of having written about the old 

rascal. This internai cross-referencing, with its Romantic-ironic 

roots,2 emphasizes the narrator's role as author of a work in 

progress. The result is a two-edged compilative relationship be-

tween the two: as Watson to Uncle Sandro's Holmes, the partici

pant-narrator prefers BU; as Conan Doyle, superior to the eccentric 

protagonist at his editorial mercy, he may venture into TU. In any 

event, the predominant use of BU stands in sharp contrast for the 

more familiar thou-form when addressing no less senior characters, 

such as, for example, Kiazym (1979:582) or Kunta (1979:602). 

IHnan-Hna, OvepK" 0(5 aDX/l3CKOM 3nuuœme. 161. 167. 
2An analogous passage is to be round in the chapter "Ta6y: ICHY: 13. See app. 
7. 
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The narrator's use of .. .llH1UI" is even more complex an issue. 

There are two Abkhazian equivaients: atJUlba and aHUlba, for 

'father's brother' and 'mother's brotller,' respectiveIy. The literai 

translation, 'blood of' each respective parent, eloquently conveys 

the profound seriousness with which kinship ties are, to this day, 

taken. Standing throughout the three millennia of this proud peo

pIe's history in the absence of any effective centralized authority as 

".the institution which integrated Abkhazia into a nation,"l the 

breadth, intricacy and ongoing social significance of Abkhazian clan 

structure is overwhelming. Paternal ties coalesce into the allC6Jla or 

'family, lineage,' traced to a common ancestor-eponym; this IS 

subdivided into the a(funapa or 'generation, sons of one father,' 

closer to the European concept of the extended family.2 The in

creasing popularity of clan gatherings has been seen as an antidotl! 

to today's greater social mobility: white young people may scatter 

to various urban centres, they are encouraged to reassemble regu

larly so as to ensure au(fatJapa or 'kinship contact.'3 

Mater al ties embrace the greater emotional weight, as weil 

as a more elaborate code of obligations and taboos. The relation

ship between a maternai uncle and his sister's offspring is consid

ered the "closest, the most respected,"4 even "the most intimate and 

sacred tie."s So much so that all maternaI relatives, however dis-

1 Sula Bennet. Abkhaszans' The Long-Living People of the Caucasus (N e w 
York: Holt Rinehan and Winston. 1974). 49. 
21O.r. Apryu. A.n. nall.1ewm. n.x. CnHUWJa. -IDaMHJlbllO-PO./lOB3JI CHcreMa H 6pa'lIlLle apea.!1'" - B 
dl. A6x.a3CKOe AOAJJ-':Uf1'JruIC11l8O, peJl. 8.11. KOJ.JlOB (MocxBa: IIaYKa, 1987), 67. 68. 
3Ibid .• 70. 
4HHan-Hna, A6XlJJIi: ucmnpwro-3T1UIOlp(lIIU'W!C1rue O'IepKU, 379. 
5 Bennet. Abkhasians. 52. 
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1 tant, whatever the actual age relationship, are addressed as aHwba.\ 

When, following the losses incurred by the Turkish exile and 

Russian annexation, the Abkhazian social structure shifted l'rom 

exclusively kinship to mixed kinship/territorial parameters, the 

honorific aHWba was extended to any inhabitant of one's mother's 

native village. 2 The author-narrator, having told us in Chapter 

Two that he was visiting his maternai grandfather's house in 

Chegem, could therefore have called his 'new' acquaintance uncle 

on traditional Abkhazian grounds. instead of waiting for the more 

Russified sanction of the urban population of Mukhus. Compare, 

from the same chapter in a11 versions, Sandro's remark to the nar

rator: "Mu, 3e.M.JlllKU, llomKHU llpyr llpyry nOMoraTb" (1979: 31, italics 

mine). 

The extended obligations imposed by the extended farnily re-

celve humorous comment in Sandro Beside them, the Bolshevik-

Menshevik divisions of the Civil War are a temporary encum

brance: 

KaK TOnbKO M€HbmeBHKH 061J1BW1H CeJ10 3aKpLlTLIM rOpollOM H CTaJ1H 
orpaHWmBaTb BnyCK H BLIIlYCK J\K>ll€A HJ ce.na, iIŒTeJ\H ero c oco6eHHOR oc
TpOTOA cranH nepeJKHBa','b BNHYJKlleflHYlO paJJ\yKY c 6J\HJKHMH [ .. 1 

1 The custom, noted by virtually cvcry wrttcr on the 'tubjcct, 1" cv en 
explained by Bagrat Shmkuba, who shares wllh Iskander the perspective of 
writing in a scmi-fictitlous mode about Abkhazlans, primanly for a Russian 
audience. ShlOkuba lays special emphasis on the connotations of seniorny 
and respect carried by the eplthct ARAN.: his mam prolagonlst. aged one 
hundred years, applies Il to the relay-narrator, a thlfty-year-old Ru.,sifled 
Abkhazian. Shink1lba's novel echoes the central frame of Sandro, that of 
relay-narratlOn, and more importantly, the cIeglac Impuhe of rccordtng the 
first-hand ev idem e of a dlsappeartng gcncratlOn. Of note too 1S the 
particular veneratiC'n requlred of a son of an cxogamous marnage, dwclt on 
at length by Shtnk'Jba CnOCAeAIIUa U3 yweAUlUX, 20, IIpH.\te'laUHe). l'ikander\ 
mother was Abkh:.lZian, his father Pcrslan, Chegem and Mukhus the fictlOnal 
representations oi their respective worlds. 
2ApryH, llaarIeHKo, H CnHUWla, ·(Da\tH,lbUO-POJlOBaJI CHCTeMa,· 67,70-71. 
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1 
A KaK. 61a1Tb C OCBIIweHHOA lIPeOHHMH TpallHUHJlMH He06xolIHMOCfblO 

n06LlBélTL lia cœlIb6e H llPyrHX POllOBIiX TOPJKOCTBaX? A lleJKypcroo y noc
TMH oonbHoro pollCTBeHHHK.a? À rOllOOWHHa CMepTH, a copoKollHeObe? .H 
yJK He rOoopK> 0 CBeJKHX noxopoHax. [197Q• 871 

Similarly, Soviet political considerations take second place ta the 

respect due the remains of a relative. The authorities are hindered 

in their investigation of a non-existent murder by the kinfolk of 

the supposed victim. Under no circumstances must the bones be 

defiled--which makes their (the bones') identification, transporta

tion and possible use as material evidence in court the subject of 

intricate, not to say hilarious negotiations (1979: 163-70).1 

Poli tics confronts kinship throughout the novel--thematic In

stances of a compilative method that must continually reproduce 

but can never resolve inert oppositions. As his infant daughter lies 

deathly ill, Uncle Sandro manipulates lip-service to fatherly con-

cern for the more modern interests of a political career. He begs 

leave of absence from a command performance for Stalin 10 arder 

to relish the flattery of being himself begged to reconsider. Present 

at the sick bed are several distant relatives visiting Mukhus ta sell 

10thcr bones-and-burial eplsodes occur In the -qereMcKHe Cn,leTlJH- chapter. and 
the mythoid digressIon on Lel1in, in which ail the ills of the SOVlct regime 
arc traccd to Stalm's deltberately blasphemous treatment of Lenin undcr the 
gUIse of--to give it ItS Abkhazlan pronunciation--the • AMaBJO.leA- (1981' 64-66; 
considerably softened in the not-quitc rJlclCllblR version of !Ollocrm 1988:2, c. 13). 
In the -3aua- chapter of -CTOIIHKa '1enoBeu- village eIders apply -lIaTpHapxa.uuylO 
XHTpOCTb· to prevent Russian anthropclogists from disturbing the mouldering 
rcmains of unknown ancestors (3Ha.MJI 1989:7, c. 13·16). Al the end of Sandro, 
when Chegem lies in rums, the author offers a hypothettcal vision of 
children playing In sorne dIstant future with the bones of its vtllagcrs (1979: 
600). The scene was intcrpreted by Briker and Dal'gor as embodying the 
circular lIme of magic rcalism, where aIl lhings return to thelT bcginnings 
(6pHlCep H .lla...lbl'Op, -CallApo H MarH'IeCICHA pea.rtHJM,- 104, 111). Though ironically 
treatcd, the concern is specifically emphasized as a lraditional one. Compare 
Dzhamkhukh's ali-Inclusive respect for tradition, even ItS minutest aspects 
in the homily: -lIapoJl ue MOIeT IHTb 6e3 CBRTbIHL, [ ... l Bepa B rnaBllylO CBRTbIlIlO nopo:lK.4iUrr 
MUOIecTBO "ami}( CBlITbIllL, UeOOXOJlHMIiX Mil 110SCeJUlellUOA :&:H3UH [ ... l (1981: 210). In this 
context, the critics' conclusion seems open to dcbate. 
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1 their mountain produce. Not for the world would they insult their 

host's family feeling by taking lodging in a state-run hostel: 

He.rtLJH CKaJaTh, qTO TaKaH oepHocrL pûllCTBeIlHLlM yJaM B300Jlllooana llR1lIO 
CaHlIPO. OOJICaJlyfi, OH HHqyrL He 06HlleJlCH 6L1. [1979' 193 J 

When the summons to rejoin his dance troupe finally arnves, he 

swears Olby Nestor" (by Lakoba.--essentially, the Abkhazian head of 

state) 1 that the girl will recover. His rural relatives are impressed: 

"HMeHeM HeCTopa He BCHKOMy pa3pernaIOT KJ1HCTLCH" (1979: 194). Indeed, the 

traditional practice is to swear by a beloved member of one's fam

ily; as the author duly informs us, Sandro's claiming political kin IS 

a sop to his conscience for neglecting blood ties. The headstone of 

this multiple overlay construction is the hearth, or rather ilS con

spicuous absence in the scene, suffered stoically by the patriarchal 

visitors from Chegem: "oe3 JlCHBOrO orHH 1l0M Ka3artCn qereMUy Ile "'HJlblM, 

BpOlle KaHueJlHpHH" (1979: 193). Thus the homologation 

'family /politics,' 'coun try /town.' 'tradition/in tri gue,' 'home/office,' 

yields by way of aggregation the member 'true/false.'2 

In this spiralling series, the hearth is a recurrent feature, site 

of many an idyllic family gathering (as in "E!>HralIHp KH3L1M," "OOJlLlliOA 

l "Lakoba, Nestor Apollonovich (1893-1936). Actlvc ln the carly Bol .. hcvik 
movement in the Caucasus; president of the AbkhaJ:lan Councll of People's 
Commissars from 1922, president of the Abkhazlan Central Commlttce 1930-
1936" (Glossary to Sandro of Chegem, 366). Lakoba hlm'iclf 1<; portrayed ln 

relatively humant unofficlal terms: for e"ample. the Illegal U'ie of hl<; car l'i 
punishcd by his km as an "offence agamst the clan" (1979 181) 

2Kiazym contrasts people who work ln offices wlth tho<,c who wll ln the 
fields, speciflcally, thClr reaction to the Terror of the 193()<' -Tcx. uo 
Japa6aTblBaeT CBOA x.::e6 no,ll Ka.JellllOA KpblweA. lICe Bpe\tJl TO'IHT crpax. '11'0 HX BloU OlUIT HJ-nOA 
3TOR KPbllliH. A KOrJIa HX ua ca..\tOM ,lle..IC BbII'OllJIlOT. y UHX y:.tee lIeT Jallaca rn.l. 'rro(')bI mxpauHTL 

cooe ,llOCTOHllCTBO: Peasants arc nol sa encumbcred and thercfore more 
dignified (1981. 97). Ivanova contrasts bureaucratlc agoraphobla wllh 
Khabug's insistcnce that the Big House never shul ItS dooT' (-Cou paJyMa 
po~eT '1y,llOBHut (988). 4). 
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1 JleHb," and "Tam" " ), prompting one critic to hypothesize that the word 

'Chegem' derives from 'oqar.' 1 

ethnographer, 

"The hearth," notes a contemporary 

symbohzes the family unity. [ ... ] Both the hearth and the chain 
above it are considered sacred to the Abkhasians. In the pasto a man 
took an oath by placing his right hand on the family chain. 2 

House and home are no less important members: Khabug's 

'Big House' stands as the concrete symbol of his exrended family 

and patriarchal benevolence; aIl of world literature accord ing to 

Iskander falls in to the categories of home and homelessness 

("mrrcpaTypa llOC'THflIyTOfi rapMOHHH H J1HTepaTypa TOCKJ1 no rapMoHHH," respec

tively);3 his own effort seeks to recall the human family to that all

embracing shelter: 

To, IITO nHlny JI, CKOpee, npellCfaBJlHeT • .JiHTepaTYPmm llOM," XOTR ~01[lIac 
3TH CTeHlŒ pa3pyruaIOTCH, H nOBOCTBOBaIDle BYXOllliT 3a ero npelleJ1U, HO 1-1 

TOr lla H crapalOCh npeollOJ1eTb .. 6eJJlOMLe," JaMKHyn, ero B .. J1HTepaTypHblA 
1l0M. "4 

With regard to the negative wing of the politics/family op

position, consider the comment made by Katerina Clark: 

the core rhetoric of the Stalin years sought to legllimlze the state 
and Ils leadership by using kmship analogIes to give thcm a spuri
ous organicity by mvoking metaphors from the epic tribal state of 

. 5 society. 

1 A.u.n.peeoa, ·B.1aJleJ1eu C'lacrhJI: 13. 
2 Bennet. Abkhaswns. 54. 
3HCK.alIJlep, ·Cy.ru.6b1 poMaua,· 3. 
4011 :JKe, ·Qe.1oBeK H cYllh6a· (HIITepBblO), 4. Iskander's curious complcx of 
boundcd/unboundcd spacc motifs awaits untangling. Il ranges from Incrary 
shclter 10 the moral claustrophobia of government offices and includes the 
Justly famous passage on walls as the site unIvcrsally favourcd by firing 
squads.--bnck and mortar salves to the conscience of hangmen (1979: 134). 
5 KateTina Clark, "Utoplan Anthropology as a Context for Stalinist 
Literaturc,"in Stalln/sm Essays in Hlstoncal Interpretation, cd. Robert C. 
Tucker (New York: Norton, 1977), 180-81. 
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---------------, 
On allegiance to the state: 

The ratiunahzation for this attachrncnt wa:; round in the analogy 
between the enlire Soviet state and a 'r:·.nily' or 'tribe.' Soviet 
Russians were urgcd to jcttison their sense of f:lmily based on real 
blood relatlOnships and 10 replace il with a highcr one based on 

poliLical kmship.l 

When ~talin, dining with his henchmen, complains that 

Caucasian blood ties are too strong, the conteJtt is one of inverse 

confirmation: the y are to be manipulated for political gain, as he 

suggests a Ioose-tongued Oid Boishevik be kept in check by impris-

oning his innocent brother (1979: 222).2 Tali, Sandro's daughter, is 

a reverse Pavlik Morozov. The most popular song in her repcrtoire 

is "rH6enb qemOCKHHueB" (1979:369, 371, bowdlerized to "Maprn 

qemOCKlfHuen" in Soviet publications of her chapter)3_-reference to the 

Cheliuskin Arctie Expedition of J 934, a prominent target of the 

'politicai family' rhetorie of the decade.4 When she runs off with 

her lover, she abandons her prize from the tobacco-threading con

text, a set of records featuring Stalin's speeches. From her mother's 

keening at her 10ss: 

B nOMlfHaIlLHLm peqH'raTHB CTart C HeKOTopoA: 6JtYllJlHBOA: HacroRqHllOCThIO 
BKpa!lWJ3.TbCH [ ... ] MOTHB 6elIHoro, 6eJBpeMeHHo OCHpOTeBwero BO;KlUI, Kcrro
pLIA: OT qH<:.ïOro cepllUa npHCJHlJt eA: COOH ronoc. a OHa ero 6pocHJta. KaK 
6poCHJta CBOIO 6elUfYIO MaTh. [1979'3911 

Stalin, the faise "father of his peopIes" COTeu BeL'( HapOllOB, KpOMe ULlC

JtaHHLlX B CH6HPb H Ka3axCTaH," 1979: 184), has been re jected so that TaI i 

may found a new, true family: the birth of her twin sons starts the 

libido 
2The most reccnt version of the chaptcr identifies the erring brolher as one 
Tsulukidzhe, a personal enemy of Beria (1989/1: 259-60). 
3Ho6W MUp 1973:10, c. 104, 105: CHq (1977): 446. 447. 
4See Clark, "Utopian Anthropology as a Context for Stalinist Litcraturc," 189-
191. 
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process of reconciliation wîth the old true clan it but temporarily 

eclipsed. 

Family ties bear structural as weil as thematic significance; 

segregated from state or ideological values in the potentially infi

nîte series of contrasts sketched above, they also contrîbute to the 

novel's ongoing expansion through the simplest of aggregation 

techniques--mere addition and identification. Throughout the 

three decades of the novel's ongoing growth, genealogy has served 

as a major surface link, providing guidelines to the bewildering 

proliferation of characters that flit through its pages with many an 

abrupt shift In status from spear-carrier to central figure of a di

gression, mini-tale or full-scale chapter. To a man, woman or child 

every character, even the non-fictional celebrities among them, is 

outfitted with sorne form of family status: Stalin dreams tortur-

ously of his mother (1979: 219), Beria squabbles with his wife 

(1979: 210-11, 223), Voroshilov aIl but dances the twist with his 

granddaughter (1979: 42ï -29). Khabug as the novel's pater famil

ias produces a confusingly (and, one suspects, deliberately Impre

cise) number of children. 1 As founder of Chegem, having turned its 

first sod upon his return from the Turkish exile (1979: 248, 600), 

Khabug becomes the saga's first cause and repository of its histori

cal pathos; his "Big House," in Abkhazian a-indu, for the parental 

l At one point. Khabug IS said to have five sons (1979: 141), whereas the laler 
chapter -SonbwoA .4eUb SOJu,woro lIoMa- implies six; Sandro, Navei, Makhaz, Isa. 
Kiazym and posslbly AZlz. In -BpHraJ1Hp ICJlJHM: the title character mentions 
yct another "brother," one Nuri, residing in "town" (1981: 91). The issue IS 

further confused by the liberality of Russian kinship terms (e.g. the habit of 
rcferring to cousins, j(soropo4"61e (JpaITUJI, as simply (JpanuJI or 'brothers'), not 
10 mention the generous breadth of Abkhazian terminology (see Bennet, 
Ahkhaswns. 49-66). 
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home surrounded by the cabins of grown-up sons,1 emerges as the 

concrete symbol of the extended family, a concept which in that 

culture can embrace mere neighbours or even an entire village.2 

Within this double-barrelled play of contrast and expansion, 

Uncle Sandro true to picaresque type stands as moral man-in-the

middle. His allegiance to the calI of his own flesh varies. He can 

claim his own mother inherited her sense of humour from him 

(BLlB,lI: 199). Wh en it cornes to a choice between defending his 

daughter's honour and presiding as tamada uver a promising feast. 

dut y is followed only with a noticeable wrench (1979: 378). When 

convenient, he is not loathe to exaggerate his connection with the 

famous Abkhazian outlaw Shchashchiko: 

-- ECJm MeHD y6beTe, Ja MeHH OTOMCTHT lllalIlHKo! -- roPllO KpHKHyn 1lH1UJ 
CaHllpo. [ ... ] 
-- OH MoR lIBOlOpo1lHLlA 6paT, -- 0TBeTHJ1 1lH1l1I CaIfllPO, XOTn lllamHKo 6L1J1 
eMy TTWAbICO 3e.M.1lHICOM. [1979: 17; italics mine] 

where earlier versions read "0 OqeHb .llaJleKOM pOllcToe" (H08b1a .MUp 

1973:8, c. 157; CHq 1977:245). When times change, Uncle Sandro 

can just as conveniently distance himself and, more importantly, 

justify the about-face on the grounds of clarifying true kinship ties: 

OH BCIlOMHHJ1, qTO B cyIUHocnt lllalIlHKO eMy 1(aJKe He 1lOO1OPOllHW1 6paT, a 
ropa3~o 6o.rtee lIaJ1eLIR POllCl'BeIDlHK. PaHblIIe, Korlla lllamHKo rpeMeJ1 no 
BœR A6xaJHH KaK BeJ1HKHR a6peK, OH CBNKCJI C MLlCJ1blO, 111'0 lUaWHKO em 
llBOIOPOllHLlR 6paT. Ii XOTR OH npo1l0mKaJ1 ynaJICaTb naMDTb BenHKOrO 
a6peKa, OH renepb C He06wœOBefDIOR RCHOCTbIO ncnoMHHJ1, llro B CyWHocrn 
POllCTBO C lUalIlHKo y Hero OqeHb .llaneKOe li OqeHb COMHHTenbHoe. 
[1979: 137] 

1 Ibid., 54. 
2Apryu, naaoowm H CnHuyua, ·~HJlLUO-POAOBaJI CHCTeMa H 6pa'lllYe apeam.,· 60, 70-71. 
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This semi-dutiful family member can reproach the author-narrator 

for neglecting the most trivial tokens of kinship respect, failing to 

visit the husband of his grandfather's brother's daughter: 

y BHJleB MeHJI B KoteRlle C .llPY3&IIMH, .IlJI.llH CaBJlPO c TPaypHoH 
sa.HOCJ1,IO 0TBeJ1 PdeHJI B cropoHy. OH BallaII HJJlaneKa. paJ Y. TaK 
nMyqHnOCL, CKaJélJl OH, 'ITO 3'roT A1IHBHOIIOCHR HCXHTPHnCH .e8HTLCJI Ha 
HameH Taro'IKe, lIero y~ TenepL XopoXOpm'JJCR, KOr}la uœ nOJaJlH. Huo 
(}WlO :m:>ro ropeMwcy BaBeCTHTh B 6OJIbRHue, HeJ1L3H (}W10 yeJ~aTb, He 
npoœJIaB ero. 

O(}HnHe npoweJlwero BpeMeBH B ero CJ10BaX JaCTilBMO MeHlI 
JaOO.llOOpHTb CilMOe xyJlWee. 

-- On 'ITO, YMep? -- cnpoCHJlll. 
-- HeT, -- C JlocraT01UIYM eXHllCI'BOM JaMeTHn lI.R1Yll Ca.wQ>o, -- BHJlHO, 

cnaaur TBOIO 'IOCTL, nOKa Jlepmncn. [KHY: 13] 

The author-narrator in turn and in a totally different key eulogizes 

the sanctity of the extended family. Recalling his mother: 

... B 3TOM MHpe, Ja(}WlweM 0 Jlonre, 0 'IOCTH, 0 COuecrH, OHa 
HeyKnOHHO BeJ1a CBOIO Be.11HKYJO, ManeB&KylO liORHy C XaocOM 3rOHJMa, 
oT'lY.JleHHa [ ... ] OHa He T01I&KO CTPCMHJ1ac& JK:ex Bac, JlCTeR CBOHX, noc
TaBHTh ua Horn, HO H cra~aa, BŒMH cpe.llCTB3MH BeCL POll BalIl Yllep)GTb B 
TeWlOR poeBOR CBJIJH. [6.ll6.l1:203 J 

There follows a host of relatives and their claims to attention, ener

getically promoted by his mother. 

Traditional family loyalties can be twisted for modern ulte

flor motives. Their debasement stands as negative testimony to 

the force of political corruption they should otherwise oppose. 

Recall the famous oath sworn to convince a sceptical narrator that 

the goatibex is being cultivated for nuclear purposes. At stake is a 

beloved three-year oid daughter: 

-- qro(j a :m>ro HeBHIIHOro pe(}eHKa coapHJI B KOTJle .4I1J1 MaMaJUifH ••• 
-- He Hallo! -- BOCKJ1mœyJ1 H. 
-- CBapHJI B KOTJie JlJlJl MaManLIfH, -- npoJlOmK3Jl OH, -- H CLeJ1 ce JleT-

CKoe MBCO CBOHMH pyKaMU, ec.rIH TH MUe He CKUœm&, Jl,IUI 'Iero K03J1OTypU, 
XOTJI a H caM JHaIO! -- npoHlHOC OH C ~acalOweR C1'pacrLIO 1I0Jlro MOJltraB
mem npaBlIOHCKareruJ. 

-- KaK .Ma 'Iero? Moco, wepcrb, --l1pOJ1eneTaJ1 H. 
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-- Cu3KHt ATOM .l106YB3lOT H3 poroB, -- yuepelDlO npoH3HOC BaIlHKO. Ulll: 
313] 

In a similar vein, brave barmen Adgur swears eontinually by his 

mother that he was indeed shot through the heart, that rumours to 

the effeet he survived thanks to a duplieate organ are the produet 

of envy and corruption, that every word of his rambling fantastic 

tale is the gospel truth. Riddled with bullets, his chief concern IS 

that other family members should by no means miss the funeral of 

"MOJI .llBOIOpo,llffiUl 6a6yunca, TO ecTL MarepHHoB MarepH cecrpa, TaI( C1IHTaIOTCJI no 

namHM 061l'l3JIM" (KuY: 52), an explanation totally redundant from the 

point of view of listeners explicitly identified as "ToBapHlliH Moero 

JeMJUlKa, [ ••• ] HaIllH 0TIlIi llPYXHJIH" (ibid.). 

In a lighter spirit, Sandro forces his friend to swear by the 

ashes of his father, to kiss the hindquarters of the horse--Sandro's

-that saved him from bankruptcy and disgrace (1979:81). 

Similarly, when a Svan fore st ranger swears by his children that he 

adores a certain tYVe of gun you just happen to have with you, you 

ignore such an unimpeachable testimonial at your peril (1979:605). 

Ivanova believes that the concept and the oaths cited in its 

support have, in the tales of the 1980s, become devalued tokens of 

an empty ritual; in Chuprinin's opinion, the cult of comradeship 

lauded in Adgur's story is reduced to an unconsciously hypocritical 

screen for the 'us/them' syndrome that fuels corruption in the first 

place. 1 Iskander's indignant compatriot Gol'dinov objected that the 

1 HII8BOBa, '"CMex npoTHB CTpaxa'" (1988a). 228; qynpHBHB. '"B3rJlIl.ll CKB03. MHP~H: 4. 
Novikov argues for the eventual victory of "truth" ovcr [aise "mafia-Iike" 
alliances (HOBHKOB, '".llyMaTio nocrynKaMH," 198-99). Iskandcr dcfcnds Adgur and 
company on the grounds of the original purity of their friendship idcals 
('"QCJ10BeK H cy,m.6a- (UUTePBLIO), 4). 
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oaths themselves (in "Goatibex") reflect nothing of local mores; 

another fellow Abkhazian, Shamba, defended their verisimili-

tude I--polemical evidence that Iskander's caricature struck home. 

Appropriately enough, the attacks on "Goatibex" are recalled, in the 

"YTpaTli" chapter of Sandro, In a kinship context. Zenon, below, 

serve:; as an obvious stand-in for Iskander: 

MHoro neT TOMy HaJall, DO BpeMeHa MonOllOCTH 3eHoHa, 3TOT ero 
JeMIUIK 6W1 oonblliHM IJeJtOBeKOM B MacWTa6a.x A6Xa.JHH. OH TOr.l(a 3HaJ1 
3eHoHa KaK HaIJHHalOlUero nHcarenJi H HellOJ1lo6nHBa./1 ero Ja HeKOTopYJO 
campwJeCKYIO HanpaWleHHOCTh ero TBOpIJecrua, KaKOBYIO ClJHTaJl rutaIJeBIILIM 
pe3ynLTaTOM OTCY'OCTBHJI B aBTOpe cMHOJIœux no arpomemno K omlle.M)' 
KpaK>. [KHY: 69; italics mine] 

The spirit of family solidarity has long been a central impulse in his 

work. Even in the 1960s, when youth prose set the fashion for re

bellious sons yearning to 'flee the nest,' he clung to nostalgie mem

ories of his grandfather's home in the hills.2 

Outside the novel, Iskander has taken up his mother's mis-

sion of maintaining the Abkhazian cult of the extended family, 

even passing it on to his more modern Russian readers: 

Mue XOTellOCb 6u nOKaJaTh 'IyocT80 UeJtbHOCTH, C80ACTBeHHOO a6XaJCKOMY 
HapollY, H Japa3HTL 3THM IJy0cT80M PYCCKOro IJHTaTeJtJl. BellL C03HaJlHe 00-

BpeMeHHoro IJeJ10BeKa OTnHIJaeTCJI 6onbmoA ttpa30PBaHHOCThIO" [ ... ]3 

That his author-narrator should have forgotten, even tem

porarily, a relative or ev en village neighbour of his mother's, is 

difficult to imagine, though the pie a of faulty memory, as in "School 

Waltz" is a convenient excuse. It cornes into its own with a 

vengeance in Chapter 25, "KYTeJK Tpex KHJl3ea," where it launches, in-

1 rOJ1b.1lHl1OB, -BonpeKH npaue ::a:H3UH,· 2; lllaM6a, -0 nOBeCl'H (Dil3HJlJ1 HaclUl,llepa, - 269. 
2The contrast is drawn by Ivanova in her -CMex npoTHB CTpaxa- (I988a). 220. 
3H<XlUlllep, -li 'IyBCTllO ro6crBeIDlOR cy JU.6b1- (HIl'repBbIO), 4. 
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ter alia, an exposé of the literary benefits of admitting to any and 

ail personal weaknesses; several humorous examples of the incon

veniences of selective amnesia in the author's daily life; a theory of 

cranial structure (divided into storage and thinking space); a de

fense of his own brain as the last bastion against civilization, the 

last standing ground of the few surviving Chegemers. Because his 

storage mechanisms have been so thoroughly crowded out by his 

thinking apparatus, the author can quite simply think better than 

the rest of a less absent-minded humanity. This encourages him to 

offer his own political the ory of humour, as well as a programme 

for savmg the country through laughter (1979:522-26). 

The cardinal distinction between this unprecedented (in 

terms of volume and scope) use of the familiar ploy and its various 

appearances in the autobiographical cycles lies in its position vis à 

vis the past/present dichotomy. In "School Waltz" and its peri ph

eral works, amnesia is cited with direct reference to the past, 

specifically the child's pasto There, as we have seen, it reinforced 

the adult dominance of a supremely self-assured narrator. The 

leasing confession of forgetfulness in Sandro however, applies to a 

contemporary adult situation: a drinking party set in a narrative 

present (the 1970s) more or less coincident with the 'actual' pre

sent or time of writing. Selective amnesia is no longer made to 

highlight the isolation between adult and child; no longer is it to be 

highlighted in a past context at al1. 1 Instead, the strategy is one of 

1 A childhood memory of the 1949 exile of the Greeks to Kazakhstan intrudes 
in Chapter 7. "HCTOPHII MOneJ\l,lIOrO JlepeBa" (1979: 155-56). The tone is purely 
declarative, pathetic, in a concentrated effort to elicit the rcadcr's 

1 
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careful manipulation. No comment can faB wider of the mark than 

Frank's bald assertion that Sandro is a series of anecdotes "loosely 

held together by a narrator who presents them as childhood remi

niscences. Il 1 Througho11t by far the greater part of the novel, the 

narrator is a relayer; only graduaBy does he bec orne a semi-partic

ipant in the recalling of Chegem. The careful manipulation of this 

status is one of the central means used in maintaining anything but 

a loose hold on its organization. 

For whatever the literary fruits or material advantages of 

amnesia, the fact remains that Uncle Sandro is no more and no less 

than the author-narrator's immediate blood relative, his mother's 

own brother. Iskander very early dentified a maternaI uncle, Siko, 

as the prototype, first In 1977 and repeatedly up to the present.2 

In the novel itself, he IS much more coy. Textuai adjustments to 

encompass the change In their fictionai relationship represent rare 

instances of editorial 'knitting' in Iskander. Compare, from the 

earliest description of their first face-to-face encounter: 

LlJLllJl CaHllPO CJlp<>CHJl MeHJI 0 31l0poBLe MOHX llepeBeHCKHX pollCfBeHHHKOB, 
nOTOM nepemen K CBOHM POllCTBeHHHKaM, nOTOM cnpOCHn 0 BHllaX Ha 

ypo:JICaR [ ... ] [CeAbCKllJl MJAOj(elf(b 1969:6, c. 29] 

indignation. Therefore, thcre is no quibbling about the accuracy of the 
recollection. It is, however, situated in Mukhus, not Chegcm. 
1 Frank, Revicw of Novye glavy," 361. 

2HCKiUlIlep, -06 o'lare H 0 .llOMe- IHllTepBblO). 2. See also his -)I(HBHTe HllTepecUOr 
IHuTepBbIO). 4. A more recent interview combines real-life and literary 
prototypes, describing Uncle Sandro as a combination of Uncle Siko, Don 
Quixote and Sancho Panza CHeHJBecrubiR Can.llpo- IHuTepBblo). - 11). A counter
cxample from 1977 echocs the novel's reluctancc to expose too early the 
direct kinshlp, when Iskander chose to identify the prototype as simply -MOR 
JeMJUIK: in -nYTb K C'IaCTnHBblM naXO.llKaM- hlUTepBbIO), 24. In Chapter Seven, an 
episodic character bears the name of Siko. Identlfied as "one of the 
Chegemers," his only salient feature is his advanced age. He takes part in 
the grafting of Abkhazian superstition on to political necessity, which 
contributes to the Chegemers' acceptance of collectivization (1979: 157-61). 
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Subsequently, the litany of ritual inquiries is not dropped (which 

after ail would have been the simplest solution); instead it becomes 

the no less stereotypical: 

y JlHOHOlUHCL, llro C Tex lIoooeHRUX opeMeH [the author has from the out
set admitted to spending the surnmers of his chiIdhood at a grandfa
ther's house in Chegern) H lI080nLHO CHnLHO BNpoc, XOTH 6Nno 6N Y.lIHOH
TeJ1LHeR, ecJ1H 6 Il OCTaJ1CH TaKHM JKe, OH, nOCeTOBaO Ha 6NCTpOTeKYIllYIO 
JIŒ3HL, ycnoKounCR U CTaJl paCnpaWHBaTL 0 p<>CTBeHIIUKax H DUlax lia 
ypoJKaR 0 nOM ro,lly. [1979:27] 

Note that the Russian avoidance of possessive pronouns in a kin

ship context makes the sly ambiguity of the passage virtually un-

translatable into English. Brownsberger is fOïced 10 specify: 

"began questioning me about my relatives," 1 where 'his,' 'our' and 

potentially ail three are conveyed by the original. (It might be 

pointed out in passing that the minute recording of such manctatory 

interest in kith and kin, however ceremonious, forms a key ele

ment in the idyllic portrait of the Abkhazian family-centred 

ethnos). 

No less coy is the series of mystifying hints that lead up to 

the long-delayed revelation; for example, the admission, in Chapter 

4, that "MaMa COCTORJ1a C lllalUHKo, npUMepHO. 0 TaKOM JKe pollCTBe, IITO H 4JI4JI 

CaHlIPo" (1979:135, italics mine). 

From even its earliest versions, the first-encounter chapter 

(" ~HlIH CaRlIPO y ce6H 1l0Ma"), has featured an elaborate motivation of 

the author-narrator's partial recovery of memory. The first inti-

mation of déjà vu is centred on the grumpy old bearer-of-honey, 

revealed in Chapter Ten, to have been Makhaz, the long-suffering 

shepherd. There, in typically Iskanderian fashion, the reminder, 

lIskander, Sandro of Chegem (1983), 18. Italics mine. 
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1 the re-capitulation is perfectly, pointedly and even Tedundantly 

above-board: 

y BXOlla B 1l0M CTOM 6paT ÛlIllIPO, TOT caMIlR crapliK MaxaJ, KOTOpLIA: 
KorlJ,ilJJU nopytlM MMe nepe,llaTL 6paTY JK6a.u C MellOM [ ... ] 

MaxaJ MeHJI cpa3Y y:JHaJJ [ ... ] 
-- H ru B CHOe BpeMA nOTpYJlWICR Ha Hero, -- CKaJaJ1 OH, HanOMHHaJI 

npo JK6al{ C Me1l0M, B Ue.IlOCfIi .lJ.()C'1ilMellHW\ il1ij>OCêlTY, -- li TU Clle.IlaJ1, qro 
MOr, KaK H BŒ MU, -- npoJlQJlJKaJ1 OH, npH<DellHlUUI MeHJI K JlIOlUlM, KOTOpue 
qecmo HCJ10JUIWlH (JJOR .llOJ1r nepel weR ÛlIllIPO, KaK OCJ1H 6L1 1lJllUI CaIfllPO 
npeBpaTHJ1CR B CHMBOJl BOHHCKOro MU eUle KaKoro-HH6Yllb 06UlenpUHJl'roro 
llonra. [1979:287-88] 

To another visitblg Chegemer (the encounter takes place in 

Mukhus), Makhaz "explains" the narrator's "Chegemian origins," in a 

passage absent from the earliest publications of the piece. 1 

What jogs the narrator's memory is a "picture" of Makhaz 

beating back with grim satisfaction and a stout stick the village 

dogs who unaccountably persecute him (1979:24). The mutuai an

tipathy will acquire retrospective significance after Makhaz's own 

chapter has sent him off, in the late 1930s, to prison and the cor

rectional labour camps (recall BepH~a PyCJlaH). If this is in fact an 

allusion to his camp days, then it represents the sole if indirect In

stance wh en the absolute silence (to date) on this aspect of the 

suffering shepherd's life is broken. Elsewhere the canine motif is 

transferred to the village idiot Kunta,2 who shares with Makhaz the 

1 Sec JTumepamyp"aR zaJema, 30 MU 1973. 7. There, as weil as in othcr first 
printings of the various segments, Makhaz is named Mikha. Essentially, 
explained Mr. Iskander, (interview by author, 21 May 1988, tape recording, 
Moscow USSR), the se are variant'S of one and the same name. 
2See , for cxample, 6211>11: 183. At our 21 May 1988 meeting Mr. Iskander 
explained the Kunta/Makhaz/dogs connection as -npocTo flOBTopeUHe 06paJa: 
Village dogs, he said. tend to allack poorly dressed people--which detracls 
from my hypothesls that Makhaz beating his canine persecutors is reliving 
his camp days. Makhaz does not just simply hale dogs. though. In his own 
chapter, he retlects on their devotion, steadfast ev en beyond the grave, and 
recalls the wolf-hound who saved his own life (1979: 459-60). Moreover. the 
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status of underdog, even pharmakos, and with his evil brother 

Omar becomes the sole surviving resident of Chegem. It is tempt

ing to read into this relationship a kind of thematic ring structure 

in Sandro: an odyssey launched by one 'insulted and injured,' fin

ished by another, and in between--the author's rediscovery of his 

common roots with both, his catholic acceptance of ail aspects of 

Chegem. This can be taken a step further, to demonstrate compila

tion on the level of Frye's thematic modes: the comic moving to

wards integration (the author's re identification with Chegem), the 

tragie/ironie pursuing the same end by negative means, by forcing 

the scapegoat into isolation (Kunta, Makhaz), and--departing from 

Frye--their uneasy juxtaposition in the elegiac (the swan song of 

Chegem).l To return to the kinship anchor of this mosaic, Uncle 

Sandro's bitter parting words: "XYlllllCft KOpoBC KOpOBHHK llOCTaJlCJI," sa id 

of Kunta and his brother, are followed by the kinsman's confession: 

-- Hy, IJTO JK, -- n01lYMaJl Il, -- Korlla OT tlac yXOllHT nec, lJTO MU 
JlOOHJlH, DCC, IJTO CHJlJlO HaM CBeTOM HalleJKllLl, MyJKeCTBa, lIe:lIŒOCTH, 
6JlaropollCI'Bél, KOf.lla DT Hac yxOllHT nee 3TO, Il H rnynocn. i'OTOB npHJKaTh K 
rpY1ll1, nOTOMy IJTO rJlynoGTb TOxe IJaCfb IJeJlOBeKa, JI 'reM {Xmce rOTOB npH
nacn, K ueA C CImOBlIea rpyCfbIO. Bellb oua BHllCJ1a CDOHMH rnaJaMH, DlLl
lIIana CBOHMH yrnaMH ocex, Koro .MN norepHJlH, H MHe !lH tle uetlUfb nOCJ1Cll
UIOIO CBHllCTCJ1bHHUY lIaUJea XHJUH. [1979'604; Itahcs mme 1 

Significant as weIl is the delayed action of the man-and-dogs 

picture, and the distance factor involved In the c1assic 'double

take': the further the narrator gets from Chegem, the c1earer his 

recollections become. As always, the admission is the author's own: 

BH.ZlHMO, HallO 6L1J1o OTOATH DT :nuro MOCTa, IJ1'06L1 BOCCTaHOBHTh B naMHTH 
nony3a6uTylO KaPTHny. [1979:24-251 

recollection takes place on the river bank, the crossing point between 
Chegem and a tainted outer world. 
1 Frye. Anatomy of Criticism. 
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1 ft may be notcd in passing that this element of remoteness 

stands as physical, geographical testimony to the epic inaccessibil

ity of Chegem, the mnemonic vertical axis of the higher/lower 

(rural/urban, generational) homologation operating on baldly 

compilative terms throughout the novel. One more geographical 

moment: Makhaz en route down from the mountain pauses unac-

countably to cool the honey pot in the River Kodor, the novel's ma

jor boundary symbol on this axis) Needless to say, it is the author 

who underscores the mysterious nature of this act: 

3aqeM eMy "allO 6WlO OXJ1a.JKllilTb Meil -- 1lJU1 MeHH TaK li 0CTall0Cb JarélllKoA. 
He Mor JKe OH He Juan., trro Meil li 0006rue-TO He nopTIITCII, a TaKOO Ig)3.TKO
upeMetmOO OXJ1aJKlteHlie DCe panHO HHKaKOA: nOJU»31i He npHHeceT. ConHue 
1l0BOnLHo CHnLHO neKno H H, n KOHue KOHUOU, peUIHn, qTO OH norpy:mn 
JK6aH U xonollHYlO ropUYIO peKy npocro lUIH TOro, QT061i ClleJlan. npIDITIIOO 
MellY HJlH llaJKe caMO My JK6any. [1979:26] 

At the risk of stretching a point, it might be conjectured that 

honey2 represents the 'swarm' aspect of family solidarity. Kama 

watches with anxious intent the regathering of bees into the hive 

1 Site of the baule (21 March 1921) which ushered Soviet power ioto 
Abkhazia (Chaptcr 5). the Kodor is almost invariably mentioncd whenevcr 
any Chcgcmcr procceds down the mountain 10 Mukhus, considerably lower 
in both geographical and ethical lerms than the pristine Chegem. See the 
donkcy's talc. Chapter Nine, where Khabug descends to rescue his son 
Sandro from the taint of involvement in the 1937 terror; Makhaz's story. 
Chapter Thirteen, and the memorics-wlthin-memories inspired on ilS banks, 
ccntred on that same dark year. 
2Melctinskii lists among the universal associations with bees and honcy 
fertility, the discovcry of spring. awakening; the tree of the world; poctry. 
poctic dcath and renewal. The beehive embraces a complex of orderliness. 
love of work. wisdom and cloquence (Mu~1I Jlapo40fJ MUpa: 3Ut(UlCA011e4UR (MOCKBa: 

Co&eTCKaJI 3UUHKJlOne)lHII, 1982), s.V. -Me)l n03JHH,- :la nO)lllHChIO E.M. Me.1eTHUcKoro). Future 
researchcrs into the folkloric revcrberations of Sandro will have to taken 
into account such pOlentially mythic moments as the death of Kunta's father. 
stung by bees for encroaching upon a sacred tree. The incident is datcd. 
accordmg 10 the Chegemers' ldiosyncratic calendar. to the Year of the War 
bctween the Wlld Bees and the Buzzards, somewhere wlthin the first dccade 
of this century (sec -I1CTOPHIi ~OJ1emuoro .lI.epesa-). Similarly. the last offense 
commlltcd by Shaliko before his death-cum-purification-rite at the hands of 
Makhaz was the sale of watercd-down honey (1979: 461). 
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(6.lUi.ll: 186-87), the gathering of chicks under openly symbolic 

"wings of love" (o,llB,ll: 178). A number of lyric-declarati ve p.\ssages 

scattered throughout Iskander's work exploit the sound-coinci

dence of pO.ll and poR. From the "School Wahz" (KHY: 198. cited 

above p. 241); in Sandro, from the "oonhUIoR lleHb" chapter 6.L1611: 203, 

cited above p. 287); culminating in a series of philosophical reflec

tions on the symbolic implications of hive harvesting for sweet

toothed children in that chapter, as weil as the one entitled 

"BpHrallHp KH3hlM." Iskander's own statement of the connection re

veals perhaps a fundamental metaphor for Sandro's on-gomg or

ganic growth: 

Moxer 61lTL caM poMaH 6ecKoHeq}{o 11J1HTCH H l1J1HTCH OT poeoœo, pollOOO?JJ. 
B KOlllle KOHUOB, qyocrna Uapolla, erG CJ1allOCTIIOR HecKOnqaeMQCTI1 B MHpe. 
r.lle Bee TaK KpaTKOBpeMeHHo. 1 

The repetition of this motif, together with its invariably lyric-nos

talgie context, illustrates the paradigmatic aspect of Iskander's 

compilative method: bald-faced thematic redundancy lending an 

after-the-fact unit y strictly within the author's control.2 Of interest 

here is its delayed entry into the syntagmatic. fabula plane of 

Sandro. 

By Chapter 15, "XapnaMno H LIecnHHa" the narrator is willing to 

vouchsafe closer ties, though indirectly, to various members of 

Sandro's immediate family. Equally ambiguous is his tactical 

identification of the old man as his 'unc1e'--a relative of unspecified 

l See Iskander's contribution to fle6e.lleB, -c' ... ewuo CKaJaTb - (1987), 205. 
2See the commentary on -EOJU,W08 Jlew; and "YTpaTb" In B. OCKOUIŒR, OO.lIoBepHe K 
nO,4J1HIWOC'11f,OO J7umepamyp"oe OOo3pe"ue 1984:4, c. 20. 



j . proximity or more?--in Chapter 17, "XpaHHTenb rop" (1979:510).1 By 

Chapter 28, "OOJlbWOA 11eHb OOJlbllIOrO 11oMa," ail dalliance with doubt falls 

by the wayside, though gradually even at this late date: the bulk 

of the chapter is presented through the third-person Jamesian fo

cus of Kama, Sandro's sister; the epilogue bursts in with the con

fession: "3ro MaMa MOII!" (oL15)1: 202). Even here, by virtue of its post

positioning via epilogue, the narrator's long-delayed admission re

mains outside Sandro's Chegem. 

It is tempting to read the author's ephemeral presence in the 

Chegem of his childhood as motivated by simple biographical con

siderations, especially In view of Iskander's oft-declared strict al

legiance to the factual truth. The real-life Chegem was an outlying 

neighbourhood of his grandfather's village Akhutsa, alternatively 

designated as Napskal in several early stories.2 Il appears that 

Iskander never actually set foot in the place: 

.fi BcnoMHHn, uo, Kor11a 6~JI conceM MaJIeHbKHM H JlCHJI B 110Me 
lle~wKH, ft qaCTO CJlIlWaJI 3TO CJlOBO. OHO 30ylJaJIO CTpaHHO, XOTeJlOCb 
n06IlBaTh B 3TOM TaHHCTOeHHoM qereMe, HO OllHOro MeHJI He nycK3J1H, H 
D3poc.111lM He npHX01lID10 0 ronoBy B3RTb MefUI 1)'11a. TaK npollino lleTCTBO, 
npowna IOHOCTb, qyn, He CKaJ3JI: npollna JlCHJHb, a JI TaK H He n061loan 0 
3TOM B~cenKe, KOToprm Hax011HJ1CJ1 0 110yx-Tpex KHnOMeTpax OT Hamero 
1l0Ma. 

li BOT, craB nHeaTb CaHj[pO, ft KaK 6~ Hcnpamm reorpacflHIO CMa H 
Co6crOOHuylO 6HorpacflHIO. Il H3XJI06yqHn Ha3Batrne BLlCeJ1Ka Ha cooe CMO, 
H renepb nonylJaeTCR, '11'0 He CJlellYeT rpyCTHTb no nOBOllY Toro, qTO Il B 

lleTCTIJe TaI( H He n06L1B3Jl B QereMe.3 

lIn a sirnilarly vague c01text. Sandra Identifies the authar-narratar as his 
nephew 10 the -Ta6y- chapter (BllBll: 13); Kunta places him as .. Khabug's 
grandson" in -qereMCKaJI KapMeu· (31/a.MJI 1986: 12. c. 30). Il should be noted that 
these are rnuch later additions (1986) ta the novel. Sec app. 2. 
2For cxarnplc. the first published versions af -Be'leplIRR .llopora- in Kocmep 
1963:12, c. 24; 3n (1966): 180. The changing narnes of this village are discussed 
abave. p. i 69 fn. 4. 
31skandcr's contribution to Jle6elleB, ·C\te\llUo c!Ca3an - (1987), 204. 
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Ch~gem's relationship to the intertwined problen.s of memory 1 and 

loyalty is borne out in the author's admission: "qereM -- nanoJ1ouully 

pea.r1bHOCTL, nanMoBIDIy ~ra:nrn. [ ... ] Bo BCHKOM CJlyttae. 3TO -- na.M1lTb œpllua."2 

The narrator's first entry 3 into Chegem is postponed until 

Chapter 6, "QereMCKl1e CnneTHI1." There he plays a studiously externat 

role as commentator. The first comment is suitably modest--par

enthetieal, and presented from a non-committal, ethnie first-person 

plural. Describing Uncle Sandro on a long-past summer's midday: 

nonOJIŒB ronoBy Ha MYPTilKy {OC06llff BaJlHK, K01'OpUff B HawHX Kpanx na 
HO% Kna11eTCJI n011 n011ywKy. a 11HeM. ecnl1 3aXO'leTCJI U311peMnyTb. 
ynarpe6J1JItITCJI BMecTO n011YlIIKI1/, TilK OOT, nOnOJKHB rOJ1ouy na MypTaKy. 
OH r J1HJleJl [ ... ] [1979: 1 i 8] 

The ethnographer who explains Abkhazian burial customs is 

even more remote, present only indirectly in the prescripti ve lOne 

of formula (this is how it should be done): 

no a6Xa3CKl1M nOHHTHJIM MepTBuA JlonJKen GUTL npellan JeMJ1e na 
ceMeAHoM KJIall6Hllle. 11 eam on yOHT HJlH }'Mep OqeHb ,llaJleKO DT l1oMa, ero 
lIMO BQ '11'0 Gu 1'0 HH CfallO nepeoe:rm JlOMoff. r ... ] [1979: 136) 

From this remote distance he can speculate on the feelin gs of a 

secondary character led by lu st to defy common sense ("Ho KTO 3uaeT 

1 Here as elsewhere. Iskander manages to embrace the full range of thematic 
concems of hîs age. Collective and personal amnesia stand as major themes 
of literature under Brezhnev, from the serious treatment of a Trifonov, to 
the aesthete's spoofing of a Sasha Sokolov In IlaJIuca1lApuR. 
2HŒaB.l\ep:Y.ll.HBKre.rlLHYR MHp· (Kll'repBLIO), 4. 
3The narrator and Sandro's pasts have actually crossed once bcfore, in 
Chapter 4, ·HrpoKH,· but only indirectly and. more Importantly. out,>ide 
Chegem. The famous encounter betwcen Uncle Sandro's fnend and the 
Endurian cattle brceder takes place not In the mountain vtllagc. but ln 
Mukhus. One of the potential 'stakes' in the game was the voluptuous Dasha 
The epiloguc ta the chapter fallows her ullimalc fate: marnage ln the 
Armenian retailer Alikhan and evcntual residence ln the author-narrator's 
own childhood home in the city. He presents the couple's arnval and 
lifestyle there as his own pcr!:.onal recollection. the [irst 10 the novel. as 
something he "vaguely recalls" [1979:85]. 



TaARN :lKeHCKOA crpaCTH [ ... ]," 1979:126), of an estranged wife kept from 

reconciliation by her overzealous brothers ("Ho KTO JHaeT, uo QYBCT80-

BaJta :lKeHa ero, KOrJla OH 8011IeJi 80 1180p H Ha BerD RanycrHJ1H co6aK [ ... ]?" 

1979: 133). These cautious questions personalize the speculation 

and moreover echo the narrator's relue tance to reveal his own 

memories of Chegem; here as elsewhere, he assiduously refers in

stead to other witnesses: his mother (1979:127, 135), his father 

(1979:136). Where he ventures--once only in this chapter, once 

only thus far in the novel as a whole,--to cite his own personal 

knowledge of a past situation, he must first hesitate: 

11 1l0Jlro llYMaJl, CTOHT JlH paCCKaJLIBélTb, KaK H noqeMY WaruHKO CTa.1l 
a6peKoM. He n<:rrycKHeeT Jill 3TOT poMaHTHlIeCKlIA: 06paJ, 0 KOTOpoM 11 
CI'OJiLKO GIlLlllIM C lleTcrBél? [1979: 123] 

The inner debate, as serious as any of the essay-digressions in 

"School Waltz, , touches UpOl' the writer's mandate to tell the whole 

truth, following only the dictates of "living feeling"; it flowers into 

an aphoristic digression on the meaning of life (")I(lITL -- 3TO nOnlUKa 

ocymecTBHTb cepbeJHLlA JaMLlCeJl" 1979: 124). As in "School Waltz," the 

present is rigidly separate from the past; here in Sandro, reverting 

to an abstract philosophie present seems to give the narrator the 

authorial confidence, as it were, to take the past narrative, however 

briefly in this chapter, into his own hands. 

The final chapter, "lIepeBo lleTCTBa" 1 raises this modest, ail but 

extra-territorial status to that of the semi-participant seen In the 

1 Briker and Dal'gor note the chapter's "important compositional role" in the 
novel, its revelation of the author-narrator's allegiance to the world of 
Chegem (lipHKep H .Llam,rop. ·CaHAPO H MarH'IeCICHR peaJ1H3M: 114). The present 
argument aims to refine their contention, by demonstrating that the 
disclosure puts the finishing touches on a well-prepared series. 

'" "'; 
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autobiographical tales. Only towards its end does Uncle Sandro 

himself refer to the narrator as his nephew (1979:602). That the 

word ranks high in Iskander's emotional lexie on is seen from a 

passage in "School Waltz," where the boy and his Uncle Riza are 

shown bicycle riding: 

fi 33MetIruo, Kate BcrpetIHUe MY::lKtIHHU " ::lKelllllHllbl ynu6alOTCH HaM. IŒBaIOT 
llfl1le, HeKaropLle ycneoaIOT cnpoclfTL: 

-- CWI? 
-- IlneMIIHHHK, -- 6pocaeT 1UI1lJI, H ft qyBCTBylO B ronoœ ero YJll1l6KY. 
-- .. IlneMJIHHHK, JO -- nOlITOpM ft npo ce6ft DKyCHOO. BeceJtOO CJl0UO, 

noxoxee Ha npRHHK. MHe KaJaIlOCh. ttTO "MeHHO 3TOMy cxollCTUy 
ynLl6aeTGH OH. [KHY: 266]1 

Let us follow the narrator's rise from extra-territoriality 

through witness- up to semi-participant narrator. On it, to a con

siderable extent, hinges the rambling structure of "XapnaMno H 

.lleC"UHa." The chapter's opening words 'vou Id seem to indieate an 

extra-territorial, omniscient narrator who identifies himself as 

creator (not participant)2 of the story about to unfold. 

1 In Iskander, consonance and assonance form a playful offshoot of his 
penchant for aphorisms. His 'poetic etymologies' confront the readcr with 
undisguised, aphoristic eloquence. Moreover, they can be se en to illustratc 
compilation Uuxtaposition) on the level of the phoneme. The word 'Chegem' 
originally attracted him by its sound: -Mue TOflla nOKaJa.loch," rccalls Iskander, 
"uo ouo nO'pycCltH JBy'lHT '1eKaHUO, nO-'1ereMcIŒ" (see Iskander's contnbution to 
J1e()elleB, ·CMewHo CKalan" (1987), 204). For self-confessed pscudo·etymologies 
based on sound resemblances see HCKauep, "0 J1BH~eIlHH K Jlo()PY: 11, 
incorporated in ·CTORllKa '1e.'10BeKa· (3"a.MR 1989:9, c. 52, 55). 

Compare, in Sandro' ".lI.HKHe Ka6am. l ... ] B nOHcKax KyKypyJIII K Beelle nepepUJIH 
CBOUMH pW1a\lH BOCh npHYca.Ae6ublR y'laCfOK Ka.,,~ra. (KcraTH, C.1OBO .. pIllTb" Ile OT c.:\01IO JIH 
.. pW1O: To ecrb, TO, 'ITO poeT. Ku nnO,llopo,!leu qere~. CTOHT npHKOQIjThCJI K erG ,!le:ta.\I, lCilK 

nonyTuo ,lle.J1aelllb ueoo.'1hWHe OTKpYTHJI B PYCCKOR tH.lo.lOrHH" (1981:57). A somewhal 
c10ying passage from the Dzhamkhukh chaptcr makcs much of the 
coincidence of a father's asking his chlldrcn if they arc "glad of the arch [of 
a rainbow]" (Pa.llbl ,llyre?) and their response (pUy pa.ayre!) (1981: 193) 

From a more sombre perspective, the alliteration between n03T and 
naJ1a'l sparks a lengthy rcflection on the fine line bct ween inspiration put to 
good ends and bad (1979:213). 
2In the strict definition: -nepcoIlH~HUHpOBélllUYR aBTOp uaxO.llHTCR Bue C06W1HRuoro \I.laua 
œoero nOBeCl'BOB3.lIHJI, B ~eTaJlpocrpallcrBe, KOTOpoe C CIO:lIœTIlbI.\I IlpocTJ>éUlCfBOM Ile nepeœKaeTCII." 
Anposa. H J1ea:xHC, ·CeMalITHKa H crpYKTypa nOBeCl'llOBallHR OT TpeTl.ero JlHua,· 36. 
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\ ... Significantly, this is the first chapter describing pre-war Chegem 

without Iskander's charac teristic high -frequency 'source-ci tation' 

hitherto applied rigorously throughout the novel. It is as if re

peated contact with Uncle Sandro has released the author from the 

semi-amnesia of their first encounter. 

Thus, the chapter begins with and returns a liule past mid

point to the 'authorial we': 

qYBCTBYIO. qTO npHmJ10 BpeMII paCCKaJLlBaTL 0 BeJlHKOA JlI06BH 
XapmlMno K .LIecmme. 

[ ... ] 0 TOM, IITO CJ1yqHJ1OCb Ha BOCLMOA roll MN paCCKaJKeM Ha 3THX 
CTpaHHuax. [1981:371 

Tenepb HaM npHlleTCII HJo«?paJHTL ~aHTaCTHqeCKOe JlI06oBHOe 
6eJYMCTBO, npHnHcaHHoo lIereMuaMlt XapnaMlTO H, B CyIllHOCI'H, IIBJ1HIOllleocH 
otpaJKeHHeM ID{ co6crnemlOro OOJ)'Mcrna. [1981:67] 

Not only has the tactic abandoned entirely the use of other-source

citation in the chapter frame (the author having finally mustered 

the confidence to impart his own personal experience of Chegem), 

but, as the second example demonstrates, the author-narrator ac

tually pits his own superior knowledge against that of his erstwhile 

sources, the Chegemers. 

The 'authorial we' will merge inconspicuously (surely a rarity 

in Iskander!) into a first-person plural proper, as the author grad

ually insinuates himself into the childhood world of Chegem via 

blood ries, though not as yet with Sandro himself: his aunt Nutsa 

(1981 :38), his female cousins (1981 :44), his cousin Ch unka 

(1981 :46).1 Similarly, Khabug, regularly referred to throughout 

1 Rcpeating the pattern, cstablished with Uncle Sandro, of gradually 
rcvcaling kinship tics, Chunka is first identified, in Chapter Eleven, as TaJi's 
cousin (1979:353). There he plays a prominent raIe in the chase scene that 
follows her eloperncnt. In Chaptcr Fiftecn, he has bec orne "my cousin" and 
"the grandson of the brother of grandfather Khabug" (1981:46). In 
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the novel as "cTapwA Xa6yr" is specifically identified. 

chapter only, as "llellywKa Xa6yr" (1981 :46, 74).1 

ln this one 

Within this 'familial we,' the author-narrator will rematn. as a 

junior member moreover, for the bulk of the chapter: 

06bltIHO, ecJ1H B 110Me He 6WlO rocreA, DCe Mb1 ycaJKHlla.I1MCb Ja ml' 
JeHbKHR, Jl.I1MHHNA a6xaJCKHA CTOJl [, .. ] Ho OCJ1H 6WlH rOCTH, U3pOC.lme 
MyJICIJHHN DO r .IIaBe C 11ellYWKOA callRl1HCb Ja 06WKHOBeIIHYR (PYCCKHA, no 
qereMCKHM nOHHTRHM) cro.l1. Xap.I1aMno B TaKHX C.IIY'laJIX 3a 3TOT crO.l1 HM
Koua He caJICaJIH. Ero caJKaJlH BMecTe C HaMU, lleTTlAMU, nOllpocrKaMH, 
~eHlllHHaMM (JlOMalliHHMH JlCeHIUHHaMM, KOHeIJHo) :la HHJenbKlIA crOJ1. 
LI981:38; italics mine] 

From this comfortable standpoint, he ean wax ethnographie. as 

above; he can also simply cite himself as part of a collective source 

or witness to a scene: 

Korlla LIecnHHa " Te1)'lliKa XpHcYJla ye3JKaJIH B AHaCTacouKY, .M1i, 
llemu" TeTH Hyua DO rJlaBe C Xap.l1aMno npoOOJKaJIH MX 110 cnycKa K peKe 
I(0110p. [1981:66; italics mine] 

He can combine such communal observation with a personal. 

though eautious and--more importantly, retrospective interpreta

tion of ilS significanee: 

accordance with the compilative method of occasionally promoting 
secondary characters. Chunka appears in a 'starring role' as the L1tle figure 
of Chapter Nineteen, "M011IIHR-MYI'IHua: Chapters Twcnty CIJereMcKaR KapMeu") 
and Thiny-One C".llepeoo .lleTCTBa·) report the energetic lad's death on the Soviet 
Western front of World War Two. 

1 Khabug up to this point has borne two carefully distingUished functions: 
as "Jle.lIYW Ka" --that of the author-narrator's nameless maternai grandfathe r; as 
·CupYA Xa6yr- --Sandro's father and patriarch of lost Chegem, Thcir 
exceptional amalgamation as • .llellY III Ka Xa6yl'" becomes a surface token of the 
intricate manoeuvring that isolates the author-narrator's chtldhood from 
Uncle Sandro. Never once. not even after their immedlate kill<;hlP is 
revealed, does the author show any direct contact whatsoever between 
himself as a boy and his unc1e as a younger man The balance b a deI icale 
one. Perhaps in order to avoid upsetting It, a second instance of "JleJlY wu 
Xa6yr: present in the first published segment, was droppcd from ail 
subsequent versions. Compare lle.lleAR 1978:38: c. 7: 1981:45; IOl/ocrm 1988:2, c. 5. 
Note tao the narrative sleight-of-hand at work ln the same ·XapilaMlio H .L!eclUflla" 
chapter. Uncle Sandro takes part in the hoeing scenc (1981'53-55); he 
presides at their wedding as tamada (1981.75-76). In both ca<;es, the author
narrator is conspicuously absent. 
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Bœ MbI. One'l3JtelDlHe 3THM npotUéUlHeM, oMLl'l'Ue HM. R j(J.MIJlO, HOO(X}3HaIUlO 
rOpJlRCb. Ifro ua JeMJ1e CYlllOCTBYeT TaK3JI mo60Bb H HOOC03BaHHO HUeJlCL, 
QTO MbI KOua-HH6YllL 6YllCM 40C1'ORHLI ee, yxomnH llOMOR, ~ane1l 
XapnaMno H .llecnHHY. [1981:67; italics mine) 

Seldom does the child venture beyond this rigorously peripheral 

status. He takes no active part in the events described; in fact, he 

will remain utterly sUent throughout the chapter and participate 

only minimally in a scant two of the silent dialogues with which the 

tale of the thwarted lovers abounds. 

From the 'authorial' to the 'familial we' the descent is from 

Olympian omniscience to collective witness. The child observer 

begins to emerge out from under his communal screen when 

overtly collective observation begins to yield to the indirect evi

dence of a keen, individualized eye. Iskander's propensity for 

source-citation manifests i tself here in repeated indications of his 

own location on the physical plane of point of view. 

Recall that aIl planes (evaluative, phraseological, spatio-tem

poral and psychological) of Uspenskii's classification rest on the 

fundamental two-dimensionality (llBynnauoBocTL) of ail art, the latent 

dichotomy between the depicted and the depicting,l and the corre

lation on aIl planes between the se two elements. The depicting 

centre, in other words, can find itself within or without the de

picted world, thereby giving rise to an internai or external per

spective on or across one or several of the planes. Thus far, the 

analysis overlaps with the deciding factor of 'author actualization' 

discussed above with regard to first and third pers on in general; 

with respeci to the "XapJ1aMnO H .llecnHHa" chapter, an external per-

IYcnellCIŒA. llOO1TUUCa IWM7103UUUU. 6. 
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l spective on the evaluative plane, corresponding to a non-actualized, 

extra-territorial author, is indicated by the 'authorial we' adopted 

in the frame. l Where Uspenskii's scheme IS particularly helpful is 

in pinpointing the indirect but palpable presence of an internai 

(spatio-temporal) perspective within the chapter itself. Thus, the 

author-narrator manifests his presence, his presence in and alle

giance to the depicted world of Chegem physically, visually, by 

recording exhaustively aB the many gestures of ilS inhabitants. 

The technique is applied virtually to every character. For example. 

Kharlampo's frustration with his future father-in-law's obstruction 

registers itself in the form of a minute catalogue of his facial ex

pressions and intonation: 

-- v narepa, -- npoH3HOCHJl OH CKBOJb Jy6y HOCKOJlLKO pal B llem 003 
BCHKoro BHeWHero nOBOlla H (f/M./lO RCHO, qro B lIYme ero. RHlCoflla He 
Ja'I)'xaJI, 6ymyer J111aMR 06HllJl. 

-- 0 narepa?! -- npoH3HOCHJl OH HHorS c rneBHYM YllHBJ1eHHeM, nOllHRB 
rnaJa B Re6y, H T11Oé'.lla .MOIKHO (j/M./lO lIOHRTTlb eJ) 1TlJlIC: .. Oreu He6ecmm, 
palue 3TO (]feu?" [1981 :37] 

where, as in "School Waltz," the tenor patently overwhelms the 

slimmest of vehicles (see p. 242 above, the discussion of the stone-

throwing drunk). Elsewhere in a similar vein, Kharlampo's jaw 

muscles, their "Cllep:JKaRH[,1.JI] npeJpHTenbH[an] pa60T[a)" speaks very thinly 

justified volumes for his wounded pride (1981 :39); the "hearth-

1 Uspenskii's criteria for true polyphony include the proviso that multiple 
independent evaluative points of view "must belong dircctly to participants 
in the narrated event." (llo3mwca !CO.MTl03U14UU. 18). The monologic work, by 
contrast, is governed by a totally abstract viewpoint, a stratagem of non
presence. In between the se two poles lies the role fulfilled by author
substitutes or mouthpieces, which can be presented as "secondary, almost 
episodic characters who relate only indirect1y to the action" (20). Examples 
listed inc1ude the marginal self-portraits of Medieval and RenaIssance 
painting, as weil as the raisonne ur of Classicism. Both would seem to be 
analogous to the external. peripheral role ascribed to the narrator-witness 
of Sandro. 
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loving clatter" of the firewood he tosses into the grate becomes an 

eloquent, instantly decoded and twice-repeated sign of his 

husbandly potential (1981 :40, 73). 

By offering an interpretation of the gesture (translating from 

visual to semantic terms), the author's internaI physieal perspec

tive intersects with an external evaluative perspective. The latter 

gradually assumes pride of place, as the interpreter cornes to 

outweigh the interpretee. Despina habitually wears a kerchief to 

proteet her "aristocratie" pallor from the sun: 

rnaJKIt ee 6wm Tél.KHe Ie CHIIHe, KaK. ee KOCWIK3., H TaK KaK oua KO
cLlllKy DHKOr}la He CBHMaJla, AlHe 1KJ1le.tty-1TW /Ca3Q./1OCb, 111'0 r naJa ee 
nOCHDeJlH OT nocrOJlBBOrO OTpaJKeHHJI llBeTa KOCIiHKH. [1981:38; italics 
mine] 

"It was clear" and "one could understand" from the description of 

an inwardly seething Kharlampo loeates the deseriber--still non

eommittally and grammatically impersonal--on a lev el with the la

conie grumbler himself. The transition to an openly personalized 

observer ("it seemed to me" ) proceeds naturally, smoothly. It is 

highly symptomatic of the memory-reticence aspect of Sandro that 

this, the novel's first indication of the author's actual childhood 

presence in the lost world of Chegem, should manifest itself in a 

modestly oblique case (the dative), should reinforce that modesty 

with an adverbial diselaimer ("for sorne reason") and anchor itself 

in a tentative but unmistakably visual mode. Very soon the eval

uative tenor, still anehored in the visual periphery of non-interfer

ing observation, threatens to overshadow its visual (spatial) vehicle 

entirely. Kharlampo silently spurns the silent ('nods and winks') 
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suggestion, by the lusty lads of Chegem, that he boldly take Despina 

by force, and allegorical evaluation takes over: 

(BcnoMHoilJl 06.11uIC XapnilMno H oco6eHHo erG J'IUT 83l.IIRJ(, JI qaCTO 
~aJ1, 'll'O oe'ITO nOXO:lKee JI UOOllHOKpaTHO 8C'l'pC'IaJ1 B CBOOR :JC.HJmt. l ... 1 
,lla, TO'I80 1ëlK, KaK. XaPJ1a.MJ10, HHTeJIJ1HreHlUUI Hama CMOTpHT Ha nKllleR. 
npeJlJ1il1il101IlHX OélCK11hC'1'BeIDlO OWla.llerL .lIeMOKpameR: TOJKe rpeqaHJ(a. KélK 
H .lIecmtoa. li TO'lHO TaK JKe. KaK H XapJ1ilMno. Hama HHTeJ1nHreHUHR 
OeH3MeBBYM H TOOPllNM OTpHllilTeJ1bBYM 1IJJH:lKeHHeM roJ10BH lIaeT :maTb. IJ'('() 

TOJ1bKO 3aKOBHHM nyreM oua 6Y.!leT ll00HBaTbCH TOro, tfI'O I1pHBiUJle:lKHT eR 
no npany m06BH.) [1981 :43; italics mine] 

The second application is much more assertive. As Kharlampo 

looks ready to attack his reluctant "aristocratie" in-laws after 

seven years of toiling for the right to Despina's hand: 

(11 BH:lKy Xapna.Mno TaK RCHO, KaK 6y 1lTO oce 3TO 6W10 B'Iepa. li 
onJlTb He Mory H36aBHTbCJI OT HaBR3QHBOrO oruymeUHJI erG CXOllcrua c 
06nHKoM HameR HHTeJlJIHreHUlIH. BoT TaK :lKe H OHa, B nepecqeTe Ha HCTO
pWIectœe cpoKH ce repneHHH, He npoAlleT H J1.IITHllOCJrI'H neT, KaK ua6pocHTCH 
Ha CBOHX apHCTOKpaTOB!) [1981:73-74] 

In fact, the greater part of the chapter is devoted to elaborate 

extra-verbal--either inter-linguistic or pantomime proper--ex

changes. AlI are accompanied by exhaustively detailed, often alle

gorical commentary. Their various thematic motivations fall into 

three groups: (1) the Babylonian mixture of languages 10 Chegem, 

(2) the rhetorical advantages of understatement in the highly 

charged emotional context of mass deportation and (3) the rich and 

well-reaped potential for sexual innuendo against the background 

of thwarted courtship. 

Languages in Chegem are overlayered. 1 When Despina com

forts her intoxicated duenna entirely in Greek, the translator is 

right at hand: 

1 While intercultural encounters do play a noteworthy role in the novel and 
elsewhere throughout Iskander's corpus. the mediation of authorial 
commentary is more often than not highlighted in true 
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, 
[,llocmœa] 'lI'O-1'O nélOCOOO npHl'OBapHBaJ1a. TeTyUIKa XpHcyna eR 1fI'()-1'O ne
neTaJla B 0TBeT. li 3Til BJaHMHiUI BOpIWTBJI, C pasHoMepHIiMH nay33.MH, 
BJJloxaMH Te'fYIIIKH XpHcyny H noBTOpaMH, UK-1'O CaMa coOOa: JleJlanaCb 
nOIlJD'HOR, cnOBHO OHU rooopHJIH no-pyCCKH HJ1H no-a6xél3CKH. [1981:42] 

Gestures and intonation weIl established, there follows an exten

sive, unqualified translation of the exchange. The same venerable 

aunt gets her point across in Greek to the Abkhazian Chunka: 

Te-ryWKa ~J>Hcyna B 0TBeT eMy BOJMymeHHo 33.J1onOTa./la no-rpeqecKH, 
33.6YB, lfTO qymca no-rpe1fC(l(H He nOHHMaeT. l·b ee JlOnOTilHLR, B KOTOpoM 
HOCIC01ILKO pa3 npo3B)"IaJ10: .. BollKa! BoJ.OOl!" -- MJ7Ir:HO 6W/1o TlOH.JlT1lh, qro 
ecJtH oHa, KU H MIIOrHe JlPyrHe apHCI'OKpaTWIOCKHe crapyunœ, H m06m 
BLlnHTb )lIIe-TJ>H pIOMKH, 1'0 3TO He 3HalJHT, qro ona 6poœT Ha npoH3BOn 
cYJlL6u [ ... ] CBOIO JlroHMyIO nneMJIHHHny. [1981:49; italics mine] 

A single word isolated from foreign 'challer' and made to stand for 

an extended utterance is frozen by the sheer weight of meaning it 

is said to bear. The relation thus established is akin to that be-

tween gesture and its allegorical interpretation, discussed above. 

Throughout most of a long scene--picking figs--Aunt Khrisula is 

heard to pronounce a single word, her niece's name in a broad ga-

aggregation/segregation fashion. This tends to substitute for dynamic 
contact between cultures (their mutual self-examination in the light of 
extra-ethnie challenges to rigidified orders, the cutting edge of Bakhtin's 
heteroglossia), their static juxtaposition. The result is a contrapuntal 
technique, noted in a different context by a number of critics, particularly 
with regard to the story -J1erBHM meM- (see r.A. J1eœKHc, -nmoc K03J10TypH3aUHJI BeeR 
CTpau .. : private monograph; MADOIa, -CMex "poTHB CTpaxa- (I988c), 157; -CDa3HJ1b 
Mca:aJUep: B cC5. H3tJpaHHlJe paa;lCtJ361 wecmUAeCRmmucotl, 343; Burlingame, "Prose of 
Fazil Iskander," 154). The story features two dialogues, one between the 
author-figure and a German tourist on moral resistance to totalitarian 
pressure. and another, utterly fatuous. between two pensioners. The same 
strategy is seen in an overtly ethnie context, in the story -lie,llOIiA .lleMaror: 
peripheral to Sandro. where old Abkhazians tell tales of a colourful past as 
two middle-aged Russian alcoholics struggle mightily with very much 
present needs (the hair of the dog that bit them). Within the novel, the 
chapter -IiOJ1bIUOA JleHb lioJiloworo JlOMa- features simultaneous conversations in 
Abkhazian (between grandmother and grandson, on loyalty to one's 
motherland), in Turkish (Sandro's stories to his guest), against the 
background of a pot-pourri of songs in Abkhazian, Georgian, Mingrelian 
and Russian, sung by the multilingual Kiazym. The issue awaits detailed 
study. 
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1 mut of registers, aU supplied by the ever-present translator: 

"strictly," "wretchedly," "agonizingly," "despairingly," "in horror," 

"with hysterical reproach," etc. (1981 :48-52). In addition to these 

adverbial qualifiers, the translator caUs attention to his presence 

by means of an equally high incidence of parentheticals: 

"no-~MY; "CYJlR no 1lBHJKemoo ee PYK; "no HHTOHaIllUIM ee rortoca HallO 6W10 

nOBRT!.," "6YJ1o JlCHO," etc. (ibid). After ail, il is he who draws the 

conclusions they seek to support, even while distancing him psy

chologically from their object. 1 

Here too lies a curious disjunction of internaI and external 

perspectives on various other planes. The internai spatio-temporal 

is enhanced by such parenthetical reminders of an inside ob

server's presence; whereas the stance taken on the phraseological 

plane is externat. True, the externat aspect is a most peculiar one. 

Compare Uspenskii's distinction between an external phraseological 

viewpoint proper and its internaI counterpart. The former repro

duces faithfu lly, "naturaiistically," the foreign quality of a charac

ter's speech, thereby stressing the reporting author's external posi

tion as an outside observer. The latter concentrates on the content, 

the 'what' of the character's discourse, and not the 'how' of his or 

her verbal mannerisms. It is not uncommon to shift gradually 

from emphasis on manner to content, as the reader becomes accus-

1 After delineating the use of modal expressions proper to signal an external 
psychological perspective, Uspenskii explains: -CJlosa n0.4060oro poJla co aceA 
O'IeBH.llIIocr.1O yD3YIIIU01' ua Oeltaroporo CUHxpDHHOlO oa6.rl104aTeJ1l1. npHCyrcrBylOwero ua Mecre 
.4eRCI'BHJI- and comments: -B :m>M CJlyue, nO-BIWIMOMY, 3.BTOp aeJle-r nOBeCl'BOBiWHe c nOlHUHK 
cropoBBero oa6J1IOJlaTeJ1Jl. De3pHMO npttCy'laB}'IOmero oa Mecre .4eACfBHII. HO He yucnylOwero B 
.4eAcnlHH, 11) ecn. co CI1CQHa.11WIOR no3HUHH paa:bJ'lHU - (ï1oof1WKa ICOMIrJ3UI4UU, 117). 

1 
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tomed to a character's idiolect.1 Iskander follows none of these 

strategies. Instead of total naturalistic reproduction, he carefully 

edits his foreign characters' speech, reducing their alien origins to a 

few select word" or phrases; in this chapter: naTepa for Kharlampo's 

frustration, apHCTOKpaTHKO KopHue ('aristocratic girl') for the theme of 

rural social pretensions, and KeBJlpeneCCo ('for shame') for the rural 

code of maidenly virtue. 2 Such compressing facilitates the constant 

repetition which maintains the external perspective; at the same 

time it promotes their allegorical extension in the continually re

peated themes to which they are invariably linked. Repetition cov

ers the aggregation, 'external-ity' the segregation aspects of 

Iskander's compilative method. 

If one gesture, glance or foreign turn of phrase is worth a 

thousand--diligently expounded--words, silence IS golden, and 

l Ibid., 70-71. 
2Toistoi's use of French in War and Peace "annoys" Iskander, who interprets 
it as an excess of youthful bravado. A simple comment to the effect that such 
and such a conversation was held in French would have sufficed (Hcuo..llep. 
-CY.llL(5y pOMaoa; 3). Similarly, Uncle Sandro objects repeatedly to Kemal's 
excessive use of German expressions in the latter's tale of wartime 
encounters on Soviet-occupied German territory (1981: 160). 

The novel's avoidance of dialectical lexical markers for Abkhazian 
narrators was discussed above (p. 134 fn. 1). Even conversing among 
themselves, colourful curses, a folk saying or two (-CSyRBon caM namer, H caM 
ronur- --said of Stalin's tendency to reward with one hand and punish with 
the other, 1979: 382) remain among the few surface indications of non
Russian ongms. In direct speech, non-Abkhazians are only rarely 
identified by their accent: the gambier KoIia's Greek mother (Chapter 4); 
Akop-aga, the Armenian patriot of Chapter 18; even the Russian country girl 
Dasha (Chapter 4). Makhaz reverts to fractured Russian rMOI peJana aMara3HH 
ax03RHO, - 1979: 468), only wh en a cultural conflict between Abkhazian honour 
and twentieth-century jurisprudence caIls for il. Kiazym's use of the 
Russian owu(}lCa is carefully explained, -KU: oeKoTopoe Bumoe rOCY..llapCTBeBBoe 
nOURTHe, KOTOpoe B nepeBO.lle JBy'lHT ne BJlOnUe TO'llJO - (1981: 94); 1C)'.MXIJ3 for ICOJ/X03 in 
Chapter 7 conveys a similar resistance to "state concepts." In aIl modes, 
direct and indirect narration, authorial description, Iskander's use of local 
lexical col our is extremely judicious. (See, for example, AB.llpeeBa, -Bnueneu 
C'Iacn.&,- 14.) 
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bursting with well-glossed significance. Such is the Jepiction of the 

exile scene, the banishment of the Greeks from the happy Babel of 

Chegem. The village eider defuses a volatile situation by the 

wordless dignity of his measured pace, mirrored in the observe'o's 

pregnantly slow exposition: 

OB mM poBRIDt, CJ10KORmiM marOM, CJ10BHO yoepeHIIIiR B TOM, 1fI'O 
ec.rrn TO, 1fI'O CJ1}'l1HJ1OCL B TOJ1ne, MOIIlO BOOCI'H B palYMBYe paMKH, ro OHO, 
qrro cnytlHJlOCL, H TaK ero nO}loQeT. A ecnH BeBOJMO~HO 06YJ1la'Th paay
MOM 1'0, 'lTO CJ1}'l1HJ1OCL, rorn,a H roponHTbCR HeKy,ll,a. [1981:78-79J 

The gesture interpretation scheme, no less than aphorism, 

allegory or the whole of Iskander's lyric/satiric dichotomy, rings a 

series of well-defined changes between the well-defined intona

tional poles of the serious and the comic. From the solemn rhetoric 

of passages like the above it can tum, with deliberate abruptness, 

to the more common mimicry of sexual innuendo. Here an element 

of almost slapstick comedy is supplied by the outrageous imbalance 

between tenor and vehicle. Thus, in the fig-picking scene, Aunt 

Khrisula explains, in mime, how "aristocratie girls" climb trees: 

OHa 'lTO-1'O JaJ1onOT3J1a, llJUI HarJUIlDlOCTIt ornaJIŒBéUI co6crnemIOe Mane H 
RUHO BélJIOMUBaJI eR, 1fI'O .. apHCTOKpaTIfKO KopHue," OKaJaBIllHCb Ha OlUIOM 
llepeue c qy~M MyItfUnOA, ne J:OJ1IHa nOllltlMaTbCll Ha TaKYIO BUCOTY, 
KyS qyIOR MY~'IHIIil MOIeT CIDf3y Ha Hee 83rJUlH)'TL. [1981:48J 

The proper way to descend is explained in gesture (1981 :52). A 

piece of fruit plucked and kissed by a man must under no cireum

stances touch a young lady's lips; it should be offered instead to 

one's sweet-toothed maiden aunt--also conveyed ln gesture 

(1981 :50). When Despina disappears with said male into the leafy 

branches, Aunt Khrisula explodes into indignant gesticulation. So 

overburdened is the scene with significant body movement that 
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this, its climax. must be recorded by an observer who can minimize 

his presence no longer. Thus the narrator at long last steps forth to 

take an active (if only re-active) role: 

Later: 

TeTYJ.IIKa XpHCYJta nOCMOTpeJIa. no CTOp<>HilM, HBHO empaaa YJuaTL, 
ReT JIH CJI)"IaRIfID{ CBRlleTeJICA :rn>ro noJOpa. BJrJlB1l ee ynan ua MeIDI, OHa 
6ucrpo JarJUIHYJla MUe B fJIaJa, CI'apaIICL onep~JlIfI'L MeuR, ec.rm li noJlL1TéllOCL 
npHllilTb CBOeMY mulY nplfl'B()pHoe BLq>ueHHe. PelIIHB, qro onepe.llHJ1a, OHa 
nOml1'aJ1acL y:maTL, nollHMUl J1H li QlYcn npoHcxollRWero. Y Cl'aHOBHB, '11'0. 
K œ:lKaneHHIO. nOmtMaJO, ona JaXare.na onpe}leJ1HTL, CMory JIH li, OCllH CJ1y
'IH1OI caMOO xYJUIIee, no KpaRBeA Mepe, Jlep~Tb RJUK Ja 3y6aMH. [1981:51] 

Oua 1liUKe Ha MeHJI nOCMOTpeJ1a npoHHnaTeJ1LHHM B3rJUlllOM, crapaaCL 
nO'lyocTBOBaTL, He BLlBeTpHnCR JIH y MeUR 3TOT nopo'lHLlR 3nH30Jl. M R, 
QT06L1 yrOllHTL eR, KHBBYn ronoBOA B roM CMLlCJle, 1ffO BLlOOTPHJ1C11. Torlla 
TeTYillKa XpHcyna BLlpa3HJ1a COOHM BJfJUI1l0M HellOYMeHHe, K.aK 6u CIIpaIllH
BaR, KaK li Mor nollR1'L JHa'leHHe ee BJfJ1Jlllil, OCIlH 3l'O nopo1JBYA 3nH3011 }leRe
TBHTeJlbRO BLlBCTpHJ1C11 H3 fOJ10BLI? [1981: 53] 

El sewhere the narrator-wi tness incorporates himself 

marginally into the action on the rr.ore familiar pattern of selective 

omniscience. The shift, in Friedman's terms, is from "multiple se-

lective omniscience" to "1 -witness" narration. l "Narrative knowl-

edge," as Todorov and Ducrot point out in their overview of the is

sue, is a "continuous series," rangmg from maximal to minimal 

justification,L-in simple terms, citing or not citing one's sources. 

Point of view analysis has long debated the merit of isolating 

moments within this continuum; indeed, its pnmary interest has 

been to examine the subtle effects of its modulation. There is no 

subtlety. no modulation in Iskander: even his well-marked prefer-

1 Sec Norman Friedman. Form and Meamng in Fiction (Athens: University of 
Georgia Press, 1975), 152-54, 150-52. 
2 Oswald Ducrot and Tzvetan Todorov. Encyclopedie Dictionary of the 
Sciences of Lûnguage. trans. Catherine Porter (Baltimore: Johns Hopkins 
University Press. 1979), 332. 

311 



1 ence for restricted omniscience sets out 'blocks' of information. 

each traced assiduously to its source. In this light, the entire issue 

of narrative knowledge can be seen to be author-centred: it canon

izes the author as the sole or at least prime mediator between his 

represented universe and his reader. That the study of narrative is 

a far richer field, involving myriad possibilities of interplay be

tween author, hero and reader, is self-evident; the realization has 

tended to shift the emphasis away from this once central question. 1 

Yet Iskander's overwhelming concern with this one facet; his ex

cessive, almost obsessive source-citation; his continuai pitting 

source against source to confirm, deny or equivocate between 

them--reflects an effort to confront his own authorial dominance. 

Paradoxically, it also serves to reinforce that same single centre. 

It is on this pattern of strictly regulated and carefully anno

tated narrative knowledge that the narrator-witness of the 

"Kharlampo and Despina" tale proceeds ta alternate the reporting of 

rumours on Omar's threats to the Greek shepherd (1981 :67 -68), 

with his own eye-witness confirmation of the same (1981 :68-69, 

70-71). Here too he lapses into the allegorical expansion of gesture: 

Omar standing for the inhumanity of murder and the pogroms, 

Kharlampo for "Hellenic val our and a Socratic scornful indifference 

to death" (1981: 71), as the tale takes yet another 180-degree turn 

from ribald farce to oratorical flourish. And once again, the whole 

1 See I.R. Titunik, "The Fonnal Method and the Sociologie al Method (M.M. 
Baxtin, P.N. Medvedev and V.N. VoloSinov) in Russian Theory and the Study 
of Literature," app. 2 in Marxism and the Philosophy of Language by V.N. 
VoloSinov, trans. L. Matejka and I.R. Titunik (New York: Seminar Press, 
1973), 194-195. 
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1 is underscored by a well-read gesture: the stoic tightening of 

Kharlampo's jaw, his theosophical shake of the head. 

In the aggregation/segregation scheme anything can expand. 

The author-dominated interpretation impulse is no exception. 

Internai anchoring on the spatio-temporal plane permits wide

ranging sorties into still more abstract, external evaluation. 

Carefully annotated sexual innuendo, therefore, inevitably leads to 

its discussion in terms of 'learned wit,' at the expense of Sigmund 

Freud. l Kharlampo and Despina sublimate their yearning for each 

other in a frenetic hoeing match. ·CaMoJa6BeHHe TPY.lI.a" becomes 

"HanpaxeHHe TPYJlOBOrO 3KCTaJa" and, lest the point he missed: 

o.ll,HH HJ 'lereKJCHX tpeR.lmCrOB llIlPyr npoHJHec: 
--PaJMaxanHCb MO'l'W'aMH! He6ocJ" HM KUŒTCJl -- OUH BpoJle He Ha 

nOJ1e [ ... ], a ;q>yr C llPYXKOR ycePACTBYeT! [1981:55] 

On this toehold, the author intervenes to wonder whether Freud 

himself might not have plagiarized from the perspicacious 

Chegemers, whether any number of great world philosophies might 

not be traced to the same source (1981 :53). The speculation 

launches a major digression (1981 :53-58, 60) on the true originator 

of Marx's theory of surplus value, a local fanatic by the name of 

Khamug. An undiscovered Lysenko like Voinovich's Gladyshev, 

1 Freud is often targeted by Iskander. On the gesture-interpretation pattern, 
Tengiz, flining with a young girl helping him to string lights: -Koua OB eA 
caepxy noJUlIll.11 WHnuy MH ltyca'WI HJ1H MOJ10T0IC. OB Tait BlCpa,.rlHBO YJ1y6aJ1C11 eA. Tait 
MlIOroJaa'OI1-e,lU,BO 3aJ1epmœa.II pylty. COOIIIO fIO.llCOBYBaJ1 Be CIlIUDICOM 6naronpllCl'OABYJO OTICPlll'lCy 

IUH. noulU HBcrpyMeBTY. BaMeltlJ1 Ba 1e3.1ecyWHA tpeAJUtCTCltHA CHMBOJ1- (1979: 291). 
"Uncle Freud" is made 10 compete with Aunt Katia in the interpretation of 
dreams (1979: 328). When Marat takes up with a lady boa-constrictor tamer 
to overcome the impotence brought on by Beria, Freud just barely manages 
to hold his own agamst the "ancient Russian proverb," -ItJ1HB ICJ1HBOM BLlwH6aIOT

(Mempo71Ou: 393). It is as though the Austrian is made to stand as a rival 
symboIic system to Iskander's interpretation scheme. 
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l 

Khamug returns to the soil one-half of every ear of \!orn he har-

vests. His heroic struggle to pursue socio-economic ideals in the 

teeth of common sense can, of course, be read as a pre-deciphered 

Aesopian allegory of the Marxist experiment. 

Of more immediate interest, however, is the passage's place 

in Iskander's compilative use of defamiliarization, which now 

emerges as a corollary of his translation technique--from culture to 

culture; here, from political rhetoric to its stolidly absurd applica

tion. Quite naturally then, the digression launches two more inter

polations, both based on OCTpaueBHe. specifically, OCTplueHHe of the 

oratorical, didactic, Tolstoyan vein honed in the childhood cycles to 

a fine, authoritarian pitch. 

Sandwiched into Khamug's tale is one delivered by Tendel, 

playing on the much-touted slogans of equality of the sexes and 

generous state pensions. An old Russian woman who works as a 

night-watchman is seen by the Chegemers as a victim of her male 

relatives' disgraceful neglect; her glasses are "fna3HLle cTeKna";l her 

guardsman's whistle--a child's toy forced upon her in mockery of 

ber advanced years. The Chegemers are outraged and then 

(decoding from the fresh and unfamiliar to the straightforward 

IThis might be called 'mini-defamiliarization': the naif re-naming of an 
alien object which translates from a more modem 10 a lechnologlcally less 
advanced culture. The tac tic is very seldom applied by Iskander, despite 
what would seem to be rich grounds afforded by the cultural confrontation 
the me of Sandro. Like the English back-translation of 'fire-sticks' for 
g uns, the tactic tends to carry with it an clement of condescension towards 
the people whose supposed lack of sophistication it connotes. Iskander',; 
orientation is rather Toistoyan: the less 'civilized' a people, the less they 
have succumbed to contamination. See his word play transforrning K p H BaR 

p83BHTHft into pa3BHTHe KPHBOe (1979:524), and the digression on "clvilization" vs. 
"culture" (1979:535-36). 
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'message') amused that they should be taken for savages by such a 

savagely irreverent (Russian, urban) people (1981: 58-59). 

There follows one of the novel's more famous, more ambi

tious exercises in defamiliarization: the tale of Lenin the abrek or 

Caucasian outlaw who overthrew the Russian Empire in a blood 

vendetta against Nicholas II (1981: 60-66).1 The whole of Soviet 

history, it seems, can be translated into the simp1er, untainted 

terms of the Abkhazian peasantry. Lenin's testament becomes a 

capitalized "Paper"; Big Moustache's ultimate revenge--his refusai 

to accord the faithful brother's (Lenin's) bones a decent burial. It is 

this affront to the ancient proprieties that has caused aIl woes af

flicting Soviet society to this very day. 

Thus the "XapJlaMnO H .llecnHua" chapter both insinuates the nar

rator into the lost world of Chegem and illustrates a fundamental 

trait of Iskander's first-person witness-narration. The reticence 

discovered on the syntagmatic plane of fabula--the graduaI revela

tion of kinship ties--repeats itself on the deeper level of narrative 

strategy, specifically the question of narrative knowledge and its 

motivation. It is as though a humble narrator-witness would not 

venture to offer any first-hand information, let alone speculate 

about a character's thoughts and motives, without first having 

patently established a solid, objective base. Yet it is this very 

speculation, and through it the assertion of his own views. that is 

his primary interest. Hence the interpretation pattern. The narra-

lIntcrpreted by Briker and Dal'gor as part of the novel's mythologization of 
Soviet reality for "magic realism" (·CCJH,4po H MarH'IOCKHR peanH3M,· 110). This 
would represent translation on a higher plane. 
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torts modest adherence to concrete physical evidence yields to the 

unfettered glee of interpreting that same evidence. Continuai ref

erenee to objective, visual data performs the same function as the 

high-frequency of source-citation. Both form the bedrock for 

flights of aphoristic, allegorical commentary~ both repeat the com

pilative strategy of overlaying the target of commentary against its 

object. It remains to demonstrate the extent of visual-to-philo

sophie al translation in Sandro. 

A visual orientation is evident from the outset of Iskander's 

career, sparking countless comments on the "plastic quality" of his 

poe try, 1 i ts high incidence of visual metaphors, its indebtedness to 

the graphie colours of Bagritskii. Consider the following reflection 

on Iskander's early verse: 

Q)aJW1L I1CKa1111;ep JUo('jHT 3pHreJ1bHLIR oopaa, OH He npeJ(CTa.WUIeI' œ(:ie 
BII)"Il>eHHero Iecra 6e3 xocra BHelIIHero • .lImI KaXJloro llBHJKelHUl lIYlliH OH 

1l0JU\.eB 06J1Ja:remBo Bai\TH Ma.cI'H'ICŒoe npoJlBJteBHe.2 

His prose reverses the direction: geslures, facial expressIons, bod

ily posture are carefully deseribed and instantly interpreted. Of 

the latest of his cycles to ,"oalesce, the stories centred on Chik, it has 

even been said that mimicry and gesture aIl but replace verbal 

communication. 3 Sandro offers a wealth of scenes played out en

tirely in mime, as assiduously glossed as the fig-picking episode. 

Among them: Uncle Sandro's daily flirtations and political weather 

forecasts from Lakoba's balcon y (1979: 188-90); the story of the 

lSee for example 6. CaPOOB, ·nOJ1BOTa ~H3nH," 1l08W.MUJJ 1958:5, c. 250, 252: Bn. 
œaru.6epr. ·npoT.JlByraJI K COJIHijy OHT"; OICrrUI5p6 ]95>1:1. c. 210.: • CT. PacGlJlHll. JuaxOMCTBO 
OOCTOMOCL.OO .... B MUpe ""lU 1962:4. c. 3]: OH Ie. Cpe;ut J1IO.lleA. 234. 
2Esr. BHBOEYPOB, 'XapaKreplIOC11t," llumepamypHfJIIlll3el1llJ. 24 HIOJ1JI 1962, 3. 
3H. )lorHBoB, peueH3HJ1 ua nolIOCTIo ChaHJ111 HacaBJlepa. ".lleHb qHU; j(eT1UXfJJI Aumepamypa 
1972:6, c. 53. 
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prayer-tree recapitulated in mime by Stalin, Lakoba and Kalinin 

(1979: 205); the silent-movie shenanigans of Moscow factory 

workers and on-the-job drinking (1979: 104-5); the narrator's 

complex negotiations with !lis Svan captors (1979: 508-9); the flir

tation between Abesalomon Nartovich's secretary and a visiting 

cosmonaut (1979: 542-43); the extra-verbal diplomacy of shifting 

arboreal parasols (1979: 554-62). Silent scenes, according to 

Uspenskii, can indicate that the observer occupies a remote posi

tion, one distant enough to accommodate a "generalized depiction." 1 

This remoteness corresponds to what might be called the authori-

tative reticence of Iskander's first-person narrator. Avantage 

point on the periphery of events, one situated not so much away 

from the field of even ts as ab 0 ve them, offers rich and well

reaped grounds for authoritative commentary. 

Recall Bakhtin's assertion that drama establishes an essen-

tially monologic, a "particularly monolithic" frame of reference, or 

rather 'contemplation' (cOJepllauHe); this is a unit y based on the re

moteness, the non-participation of the 'contemplator' (c03epllalOmHR).2 

Iskander's first published tale, -nepBoe JleJlo" (1956) exhibits the 

silent-dialogue technique in embryonic, and fairly simplistic dra

matie form. The participants are the boy-narrator and his donkey. 

Gesture anchors are separated from their hypothetical exchange, 

marking off its beginning and end. The 'conversation' itself is ren

dered in direct speech, even in the textological form associated 

with stage scripts, i.e. by identifying the 'speakers' of individual 

1 Y 0leac:::KHA, n03f1UJKa mMIrl3uquu. 86. 
2Samm, llpOOAeMN fV3nwKU j(ocmtJefICK();t), 27·29. 
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lines.1 Another early story, "YpOlt Hl'pH B maxMaTY· (1964), relies still 

more heavily on the device.2 From the same period, "nOcpaMJ1eUHe 

tanLillHBoMoueTIIHKoB" (1965), veers from the first- into the second

person, in an epilogue that purports to address one of the story's 

characters, a childhood friend of the narrator, and manages to solil-

oqUlze on the tempus fugit theme. 3 These, of course, are simply 

surface tokens, composition al experiments that would seem to have 

beer. abandoned. More revealing by far is the dramatic metaphor 

cited above (p. 229), when the narrator confesses he wou Id like 

simply to observe his characters from the wings, but finds him

self supervising their every move. 

The author of Sandra combines the se two functions in the 

meticulous recording and stage management of his protagonists' 

body language as weB as, to stretch the analogy still further, in 

blithely intrusive voice-over commentary. The novel brims with 

gestures and their inflated interpretation; the strategy forefronts 

an ostensibly coy narrator, belying his claim to objective observa

tion, his many concessives. Often the effect is achievcd by empha

sizing the subtlety of sorne wordless exchaoge. Who else but 

Iskander would propose to codify the various degrees of approval 

conveyed by a handshake? or turo the proposai into a major di-

l<Da3HJlL liCUWlep, ·nepBOe JlMO,· IIuoJlep 1956:11. c. 49-50. 
20B :Ee, "YpOit HrpN B waxMaTN,· HUeAJI, 15-21 DOJl6pJl 1964, C. 6, 7, 8. Also ln 

MoacofICKUa tcOAlCOMOAet(, 17 OI.TJI6pJl 1965, C. 4 and the collections Jn (966): 216-31 
and TPUHtJAI4QlI'IMtlllJ,.ft1U2 repaKAa (MOŒBa: CoBe1tXaJl POCCHJI, 1966), 41-54. Discussed 
by Burlingame, "Prose of Fazil Iskander," 125-26. 
30B :a:e, ·nOCpaMJ1eBHe ta;u.WHIIOMOBeT"IHl.OB: pacca:a3,. IIMfW1, 4-10 HIOJ1I1 1965, c. 6,7,18. 
Reprinted in Jn (I966): 26-38. 
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gression (1979: 527-34)1 When Uncle Sandro is passed over in the 

selection of toastmaster at the Goatibex banquet: 

H noAMélJl rorJlJlllOM rorJUlll lVIlUt Ca.JIllPO H no ero HeBOJMyrHMoMy 
mrnR.IIY nolUlJ1, 'l'ID 011 XO'1'eJt <X3.3a.Tb. A XOTeJ1 OH Mlle CKaJaTL, 1fT() OH, KaK 
HacroRIQHR n~OIl3JI, npHBHKIIIHR K HaCTORIIUIM MaCrepaM 3élCI'OnLJI, H 
He XOTen 6.. ceRlIac pyKOBO~HTb JTHM pa3HomepcTHYM CTonOM 
pacxna6aJmHx mo6HTeJ1eA. 00 npHCTaJ1bHO BrJlJl1lYB(lJlCR B MeRR, nOKa He 
y6ellHJ1CR, 'ITO HMeRHO JTY MYCJlb a npolleJ1 B ero rnaJa.X. [1979:423] 

Subtlety can register itself in the form of multilayered ambi

guities, each diligently expounded. Uncle Sandro ends his tale of 

his first encounter with the bankrobber Dz,hugashvili: 

.llR.llR Cawlpo r JUIJleJ1 113. oo6eœ..unnca CBOHMH OOm,lIIHMH rJlaJaMH C MHCnfIIec
IGIM OTreRKOM. no B3r ~ ero MO~O 6WlO nOIlJlTh, 'ITO CK3XH OH DO
BpeMII <Yrny 0 lIenOBeKe, KOOUpHA npome.n no flIDKoellereMCKOR ~opore, BC8 
MHpOBaR Hcropna nOlIlJ1a (jy .lQ>yrHM, DO BCRKOM CJ1)"I3.e oe HH~e'lereM<XHM 
nyTeM. [the Lower Chegem Road representing a moral decline from 
the 1}pper.] 

11 BCe-TaKH no B3r JT'lllY HeJlbJ8 ()WlO 1'01100 onpe~enHTb, 1'0 nH OH 
~aneeT 0 CBOeM .ll3BHeM MOJ1l1aBHH, 1'0 nH ~lleT HarpélllH OT He CJlHIllKOM 
()narOllapHYX nOTOMKOB. Clwpee scero DO BJrn8~ ero MO~OO ()yno 
nollRI'L, 'll'O 011, ~aneR, 'lTO He CKa3élJl, He npo'lb nOJIy1lHTL uarpa.JlY. 

BnpoqeM, :ml HeKaropaa llBOocroellHOCTb em B3rJlJlla 3êlKJ1I011aJ1a B œ6e 
~03y ~eMOHH1IOCICOA HpOHHH, KaK 6 .. OTpaxaJOmeA He8CHOCI1t H KOJ1e6aRHR 
3eMIIYX CYlleR B ero oueJIKe. [1979:229] 

Tengiz points out the hardships of a tyrant who can never take a 

spur-of-the moment vacation: 

-- [ ... ] A oeKooupHe JJYMélIOl' -- BO~M nerKoL .. [ ... ] 
C :JI'HMH CJlOBaMH 00 nOCI)"lélJl cOOa nélJlbueM no TCMem, OllBOBpeMeH-

00 C npHCl'élJlbllYM BIIHMIlJIHeM or.JlJlllYllaJl rocreR. Ila.rteu ero, nOCTyKaIOIIlHR 
no TCMeBH, HaMelCan Ha )'MCTBeBHylO 00'CIëlJ10CI1t Tex, ICOTOp .. e TalC JlYM3.IOT, 
O.llllOBpeMeHBO ,ll3.BélJI Joan. 1ITO ~OJ1JKHOCTb DOJKll8 TPC6yer H nOJICHpaeT 
TalCOO 1C0JlH1IOCTBO YMC'fDCHHYX CHJ1, 1ITO C YMa COAllemb, CBeTa 6o~bero He 
BJBH.llHlITh. 11 o6a 3I'H CMYC11a 6YJ1H nOHRf.. H 1l0nJKHYM OOpaJOM OueoeHY 
co6paoWHMHC8. [1979: 296-97] 

Soon after his confrontation with Khrushchev at the Twenty-Second 

Party Congress, Voroshilov is applauded by local pro-Stalinists. His 

escorts le an more towards supporting, cautiously, the current party 

line: 
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Te. 1fl'() J.lep~aJ1H BopoIllHnOBil, ~elDteM cuoero nHua nOKaJWJaJlH, qro 
8.I1J10.llHCMell1'Y. OTHOCRTCR ft .IIaJ1eKHM JacnyraM MapWaJ1a ua rpaJKllilHCKOA 
BORRe. a Be ft ero HeJl.élBBHM CHMllaTHJlM, BNJuaHHWt CKOpee ocero llerKHM 
MapaJMOM [ ... ] npH 3TOM omi .$lJKe Cllenca npHmypH&aJ1HCh, OK fiN BrJUlllN
B8.RCL B JapeBO repoHllOCKHX no~pHIII rpa~aHC:XOA OOAHN. [ 1979: 429] 

In a society beset with an unwritten Byzantine hierarchy on 

the one hand and an official policy of equality on the other, gesture 

can reveal that there are shades of deference ev en in plain toady

ing. Abesalomon Nartovich whispers to his subordinate, A vtandil 

A vtandilovich, 

KOTOpua y~e Ha.KJ10WlJlCR ft ReMy. yCJ1eB nOtfl'H1'eJ1bHWt KHBKOM nOKaJaTb, 
1ff() JélpaHee mrnaœH m BreM, 1fTO AC5ecanOMOB HaJYI'OBHlI eMY CK3]I(trr. OH 
Cllyman A()eca.nOMOHa HapTOBH'la, TO'IHWt HaK.J10HOM nOllHOCR cooe yxo B 
c4!ePY yllaBJ1HBaHHJI menOTa, omaKO HU Ha MHr He JJ1oymyrpe()J1JUI J'I'OA 
c4!epoR H reM 6a.nee He J.lOBO.IlII CBOA BC'I'J>e'lHNA HaKJ10H .!l0 BNpuœHHH 
xaMCKoA HIITHMBOCl'H. [1979:415] 

The more awesome political implications of gesture, of even 

a mere glance, are exposed by the fate of Pata Pataraia, Sandro's 

chief rival in the Abkhazian dance ensemble: 

Ero BJJlllH. OOBHHHB B TOM, 'ITO OH Ha OllHOM HJ KOHuepTOB BO BpeMH 
HCJ10J1HeHHJI TaHIla C Me'laMH, JlK06N, HeBOJ1hHO BWl,RBéUI TilABHR JaMNcen, 
Hexopawo 1IOCAVmpe!I B cropoay npaBUTeJlbC'TBeHHOA J10XH. Pœy.tfœmt:Jr, 
OH DO BCeM RpH3HanCJI H nMyqHJ1 J.l0ClrI'h J1eT. [1979: 33; italics mine]l 

Once again, it is the author's exposition, his stylistic intervention 

that scores the point, which would seem to have shifted from the 

much discussed 'gentle satire' to outright invective. 

1 When Pataraia re-appears in the Chik cycle, the cmphasis falls squarely on 
the human tragedy of his los s, as the moumed, mysteriously absent father of 
Chik's friend Nika. There too, however, a visual-graphic metaphor is used to 
heighten the pathos, and once again, literalization/dcfamiliarization is the 
technique employed. Chik has heard from his uncle, who hke Sandro danced 
in the Abkhazian folk ensemble with Pataraia, that this Icgcndary star could 
dance on an uptumed wineglass. He struggles with the dead metaphor and 
finally concludes: ·310 ()WlO nOXO:lKe Ba pHCyUOK. Hl laMe'laTeJlbBOR IŒHrH .. HeroPHIi 

rpa:JKAaBClCOR BOAmI: [ ••• ] TilM 6Wl oapHCOBall AopeBOnlOUHOllllYR KpecrbllUHU, KOTOpYR OJUlOR 
BOl'OR croll1l ua caoeA leMJle, a APyrylO Jlep~ B BOl~xe, flOTOMy 'ITO CBOeA JeMllH Y Hero 6WlO 
TU. MaJ10, 100 oeltYAll 6WlO nOCl'allHTb BTOpylO Hory· (non: 223). 

320 



1 There are times when the author uses his mastery of the sub

de language of mime to mediate between two opposing views, even 

two opposing cultures. Such is the encounter between a younger 

Uncle Sandro and the imposing Prince Ol'denburgskii. The two are 

at cross-purposes throughout the meeting: Sandro, arrested for 

attacking a hotel watchman, wants to obtain his release and per

haps be rewarded for the swan he has captured. The Prince, bound 

by his ideals of constitutional monarchy, must try, at least infor

mally, a "noble savage" who wins his condescending admiration 

r .llmcaPb, noJYMilJl ArleKcaBJlP fieTpOBHlI, HO KilKoe qyocmo co6crBeHHOro llOCI'OHHC

TBa," 1979: 62). He must also impress upon his entourage true re

spect for the impartial administration of justice. The mixed mo

tives of both parties are expounded via privileged access into the 

inner thoughts of each--which in any writer other than Iskander 

would caU for straightforward, i.e. unmotivated omniscient narra

tion. Iskander, however, chooses in this passage to translate their 

gestures and have both respond to the translation: 

-- KaK. CJ1yqHJlOCb, -- cnEOCM npHH", cyryJlO HaKJIOIIJUICb Bnepell H 
HCJ10NI06LJ1 or JlMYBaJI .IIILUO ÜlJL1PO. 3Ta. npHBWlKa npH.llaBaJ1a ero nOle 
rpy.my1O CTpeMlfl'eJThHOCTb H BIfYlOaJIa 006eœ.llHHKY He06xOllHMOCTb HlTH K 
Hcnme Kpa'J'llaOImlM nyreM. 

llruiR Cawlpo 3TO cpaay nOHRJ1 H, nOqyBCTBOBaB, 1fI'() KpaTtiaRlIIHft n)'Th 
K HCTItHe liY)leT NUI Hero HaHOOJlee rH6e.rtbllIDl, pemHJI He nO.ll,llaBaTbCH, a 
HaJlJI3élTh eMY CBOft nyn. K HCTItHe. [1979: 58] 

After the swan, the Prince's favourite, has been discovered: 

-- rlle'I'Y ero HameJ1? -- CJ1poCHJI npHRIl, OTICH.llIDJ3JICL Ha CKélMeftKy H 
ll06po~eJ1aTeJlbBo orJlJl.llliBilJl .IIILUO CaruIpo, KaK 6L1 pa3pema.n eMY HecKOJlb
KO YJVlHBHTh nyTb K HCTHBe • .llruut CaruIpo 3TO cpa3y xe nOqyBCI'BOBaJ1 H, 
He CKyrulCb ua Kpaaœ, paœKaJaJ1 HCTOpHIO nOHMKH qepHoro JleOO.llJI. [1979: 
59] 
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The tale originates with U ncle Sandro, as the epilogue takes 

pains to point out, as the frequent interpolation of verba dicendi 

attributed to him indicates. The chapter, in other words, is a 

compilation of two narrative techniques (omniscient and relay-nar

ration) and two patriarchal systems (Russian and Abkhazian), with 

an author-in-the-middle who both mediates between and segre

gates the two. 1 

In other cases, the interpreter reinforces his dominance 

stylistically, by translating from simple. physical facts into incon-

gruously scientific jargon.2 In the passage below. the narrator 

awaits a clandestine meeting 10 the bathroom of the Ministry of 

Agriculture. A stranger appears: 

rpY3111lR H pYX.1lIiR, OH 1l0Jlf0 croM y J1Hœyapa, nOKpRXTWJéUI H npH
CJlyunmaJlCb K npoueccaM, npoHCXOJ1HBurnM u ero MOqeUOM nYJLlpe, H, BpeMH 
OT upeMeRH OrJ1J1.llL1B3J1Cb Ha Meu C BYpucellHeM OOJleJHeHHoro npHCJlyUIH
uamtJl, CJlOBHO BKJ1J011aJ1 MeHJI B cncreMy npernITCTBHR, Jarpy lUIJIIOlQUX eMy 
nOJlbJOBaTLCJI H00CJ10pHMHM npaBOM Ha 1l0CT0RHoe JauepmeHHe 06MeH;'. 
uemecru. ~ pal, KorJa OH TilK. OOJleJHeHHO OrJlJlllLlBaJ1CR Ha MeHJI, .1 
CJlefKa npHIHMilJ1 cyMKy K Hore, nOKa3L1BilJ1 TeM caMLIM, lJ1U JI crapa.IOCh KaK 

MO~HO MeHLme BJ1HJ1TL Ha npouCCCLl, npoHCX01lJllllHe B ero OprallHJMe. 
[1979:441 ] 

1 The translath:m pattern, coupled with the patriarchal therne runnmg the 
entire length of Sandro, would seern to argue agamst Ivanova's verdict on 
the Prince. She disrnisses hirn as the ernbodiment of "excellent stupidHy set 
in arrogance" (·CMex npOTHB CTpaxa· 0988c), 147). The true humour of this 
brilliantly crafted encounter, as 1 see n, rests on the self-importance 
assumed by both parties. Iskander's blend of metlculous reportage and 
inflated interpretation preserves the inner dignity of each, even whtle 
debunking their external pretensions. 
2Deming Brown deems the use, by Iskander and VOInovich, of 
"inappropriate language" (official bureaucratese and newspaper formulas) 
in "inappropriate contexts" to be the "hallmark of the ironic style" of the 
1960s. Il pointed to a "new and unusual degree of Iinguistic experimentation" 
suggesting at least a panial revival of the ornamentalism of the 1920s, and 
in tbis aspect, the influence of Zoshchenko and Il 'f and Petrov ("Intimacy 
and Irony," 60-62). 
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In the first physical description of Uncle Sandro, bookish 

translation underscores the ironic distance between the old man 

and his narrator-visitor: 

OB nparep OJnIY Bory OJlllHM KOHllOM nonoreaua, JaTeM .llPyrHM KOB
nOM .llPyryD Bory, CJ10BIIO )laBaJI KaIllOR Bore, a TaIOtŒ U oKpyJKaIOmUM 
nlO.llRM ypoK cnpaBe1JJ1HBOCTIt U paBIIOnpaBHJI B no..rtLJOBaHHH (jnaraMH JKH3BH. 
[1979:28] 

The gesture itself is highlighted by the syntactic, rhythmic redun

dancy of its presentation. 1 From semi-Biblical overtones 

(appropriate enough in the context of performing one's ablutions), 

the pedantic irony returns to bureaucrate se. In the effort to recall 

a rival toastmaster: 

.llRM Cawtpo [ ... ] npeJpHTeJ1LHO BW18THJ1 BHJKIIlOIO ry6y. B 3TO MfHOBeBHe, 
Kél3éU1OCL, OH MYCIleHBO npo6eJKan KaproTeKy CHOUX JaC1'OJ1HR H, BlrnlmHB 
HYJKHYIO KapT01UCy, YJlocroaepHJ1CR, lfI'O conepHHK HHKaKoR onacaœm He 
npeJlcraWUleT. [1979:29] 

Note, in both examples, the pseudo-modesty of the modals cnOBHO 

and Ka3anOCL is flaunted by the blithe eloquence of the interpreta

tions the y introduce.2 

Not only gestures but physical features as well are treated to 

inflated commentary that swallows up cautious circumspection: 

KaJKllYR paa, Kor}la OH RpunOmntMan ronoBy, Ha ero nopolUfcroR mee no
JIWUI11êlCL JKHpOBiUI Œ118,JlKa. HO:ml 6W1a He Ta TIDKeJ1aJ1 JaMarepe.naJI CK./lall
Ka, KaKaJI (jYBaeT Y npecrapenwx 06JKOp. HeT, 3TO (jW1a nerKaJI, no'ITH 
npoJpa'III3JI CKJ1UKa, R (j .. <XaJéIJl, BYCOKOlGLllOpmmOro JKHpa, KOTOpYIO 01'
KJ1azu,maeT, aepoJll'llO, O'lem, 3.llOpoBIiR OpraHHJM, 003 oco6wx yCHJ1H9 cnpau-

i Smelkov quotes the majestic feet-washing scene to back his contention th al 
Iskander's style is built on rhythmic phrasing: here the repetitions imitate 
the act dcscribed, as weil as convey the author's candid irony. He extends 
the pattern to the structure of the novel as a whole, one involving a 
-CIlOEOADoe, 8 I:paAJleM cnyqae .ll06P.Q~umO-H~BH'leŒoe Ba'WlO, BeTO~nJ1HBoe p3.3BHTHe -- H 
DaCMeUJJ1H ..... IIJBtrreI1WIYA tHBaJ1: (CMena:OB, lu.: 1I03BHa:aeT POMaB,· 31. 33), 
2 Ryan-Hayes discusses the insertion of modals into the inflated 
interpretation of gestures. Her focus is on their limitation of the narrator's 
degree of omniscience ("Soviet Satire After the Thaw," 189-90). Mine is on 
their virtual annulment. 
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JUl8CL co CBOHMH OOIlAHHMlt tymantJIMH, H B OCïclBWeeca OpeMJI OH, 3TOT 
ueyR3BHMHR OpIilHH3M, 6a.nyeI'Ql 3THM :lKHpKOM, KaK, ~eM, He C.J1HmKOM 
3aBR'I'LIe ~œHlIlHIILI 6a.nYJOlY'..H BJIJéIJI1.eM. [1979: 27] 

Inevitably, the same "tender fold of fat" is patted by its owner and 

identified by him as a "callous" --an obvious send-up of the trophies 

of a socialist work ethic usually displayed on a labourer's hands: 

-- ,llyMaemL, Jlenm 61l1'b BeqJfliM TaMallOA, -- [ ... ) OH [ ... ) ellle CIIJ1LHeA 
3élJ1POKHBYJI f0J10By, nOKa3WJaJ1, Ifl'(} KOflla nbeWb, DCe BpeMJl npuxolUfl'Cft 
.llep~aTh ee B TilKOM n0J10IellHH. On œOBêl npHTpOnyJlCR K 3TOA CK.J13.luœ H 
.lla~e nOOlllpHTeJILHO n0XJ10nan ee 8 TTIO.M CMMCAe, 111TW oHa eMy eme 
nOCJ1y.~HT. [1979:42; italics mine)l 

So frequently does the narrator-witness expand on his char

acters' non-verbal messages that the construction 'gesture + 8 TOM 

CMYCJle 'ITO' ('did something to the effect that'), if not Iskander's own 

invention, becomes a shorthand signal for the technique. 

Sandro's wife thanks the narrator: 

Uncle 

CmpymKa BJRJ1a :lK6aH MeJJa H, YJlY6HYBmHCL MRe 8 TTWM CMblCAe. lImo 
'IeJIOBeKa MOero KéUlu6pa, nO:lKéUlyA, He croHJlO 6ecnOKOH1'b HJ-Ja KaKOro-W 
Me.lla, yuOCJ1a ero Ha KyxHIO. [1979: 27; italics mine 1 

A Menshevik-collaborator justifies his actions: 

Ou nO~aJI nne'laMH, 8 11llJM CMhICAe, lImo ORB JacraBHJlH ero JaHHMaTLCR 
3THM HeKpacHBWt lleJIOM. [1979: 18; italics mine1 

Uncle Sandro complains his wife sees him as a drunkard, and not a 

great tamada: 

-- Bor JKemmma, -- npOOopM<YI'3.l1 llJL'lR Ca.n.llpo H, Re o6opa1fHBélJlCL, KHBnyJl 
fOJlOBOA B empoRe JKeHY 8 TT1IJM G.MMCIIe, lImo OHa COJHaTeJ1LHO ynpomaeT 
Kpyr ero 06mecrseHHYX 06RJaHHOCTeA. [1979:31-32; ilalics mine) 

He silently indicates the arcane importance of his tales: 

JI XlÇl.J1, KOf,lla 00 oa'IHeT paœKaJYBaTb, HO MN! Ca.wlpo MOJl'la.n, nOrJUillY
BaR Ha ~HIlHaJfl'Ky, y6IipaJOlUYIO co crana, 6 l7lO..M CMNCIle, lIrnD paCCKaJ 
He paŒ'IHTaH llJlJl CJ1yxa oenOCBllmeHHoro. [1979: 41-42; italics mine) 

1 For the meticulous observation of physical fcatures interpreted as a 
"Tolstojesque [sic] technique" indicating a child's frcshness of vision, see 
Babenko, "Fazil Iskander," 139. 
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1 A politically risky conversation reverts to wordless glances in a 

transparent reference to the widespread notion that telephones m 

private apartments are channels for eavesdropping by the state: 

Mue nOKaJélJ1OCL, 'ITO nocnellllIOIO tpaJy ou CKaJaJI ue C1UnLKO Mlle, 
CKonLKO TeJ1*UY. nOAMaB MOR rormu, oopBee, nOHJIB RO MOeMY rormuy, 
Ifl'{) JI nOHJlJl CMYCJ1 ero BJr nJL'l.Cl, nanpaBJ1eHHOrO ua TeJ1etou, OH pelllHJ1 He 
CKpYBaTL CBOHX onacelDfR H, TKHyB PYKOR ua annapaT, C,lleJ1aJI OTpHllêlTeJ1L
IIYR Iet7, yCHJ1HB ero 6pror J1HBOR MHMHKOR. Xecr 3TOT He TOJ1LKO He oc-
1'3.WUIJ1 mMBeBHR, 1lI'O annapaT He R011L3yeTCJI y Hem HHICaKHM ltOoepHeM, HO 
H BCJI1IeCKH npH3L111ilJl MeHJI C <YITeIlKOM 1.IaJ1eKO H.lIYIDero llPyIem06H8 paJ.lle
JIHTL ero aceImlIUt3M. 

-- Hey:.:e.rm H BaC? -- CI1pOCH11 JI, KHBUyB ua ren*H. 
TYT ou paJOOJl PYKaMH 8 TTlllM CMNClle, lImo BOKpyr 3TOro BORpoca 

cnO:.lKHnacL oOCrauoBKa Y.lIPytlaX)(ueR BeJlCHOCTH. [1979: 185; italics mme] 

Other characters are equally aware of the poli tic al expediency 

of gesture. Sandro is asked by Stalin what became of Platon 

Pantsulaia, leader of the Abkhazian dance ensemble: 

-- B TpHlUlilTh ce;n,MOM apecTOBaJ1H, -- CKaJan JVIllJI CaullPO H paaBen 
PYKaMH 8 TTlOM CMNCIle, lImo, Mon. He ROBe3J10 1JeJ10BeKY, yrO.llHJ1 nOll 
06B3J1. [1979: 305] 

Under liberal attack, one official encourages another to keep to his 

dreams of advancement, measured in desk size: 

Ou BUnpRMHJlCR, nOCMOTpen ua MeUB C BUpaJKeUHeM CKpoMBOR 
BaJKHOCTH, nepeoen K)r~ ua 3JlMHIIHCI'PilTOpa, KaK 69 KHBnyn eMY cnenca 8 
TT1llM G.MMCIle, lITT10 BallO Me1JTaTh, 'lTO Me'lTIl erG 0 60nee 06WHPHOR 
nOBepXHOCTH CI'OJIa JaMe'leua T'aM, r.lle UallO, H y:.:e 06pacraeT .llepeBJIHHOR 
nnOTLIO. [1979: 489; italics mine] 

These examples illustrate the interpretation pattern as a 

sujet-expansion device, its use as a springboard for Iskander's fa

mous verbose digressions. The pattern can also be applied directly 

to expansion on the fabula level, as in the series of miracles 

ascribed to the infant Tali in Chapter Eleven. The first--her point

ing, aged five months, at the moon--is based, appropriately enough, 

on a concrete body gesture. It launches an intricate search for the 
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1 correct reading of this particular sign from heaven, where the au

thor manifests his control in the 'gently ironic' treatment of the 

Chegemers' naive literalism, the dogmatism of the scientific sceptic 

and the mullah, and last but not least, the highly amusing contrast 

of aU three systems of belief (a compilative procedure in itself). As 

the miracles multiply (the mysterious cradle rocking, the 

Abkhazian drinking song), so does the compiling of their various 

interpretations. The final consensus emerges as a composite, a de

liberately rickety composite, of ail three signs. 

Fabula ex.tension of the interpretation model enters as weil 

into the motley structure of Chapter Seven, "HCTOPUH MOJleJlbHOrO 

.llepeBa." There the central event concerns the interpretation of the 

word "KYMXOJ" (a local corruption of "KOJlXOJ"), produced !)y striking 

the sacred tree of Chegem. Various secondary portents ensue: a 

cow suckling a fox. (1979: 151), the mysterious appearance of a 

cauldron and skeleton (1979: 157-58), the disappearance of a bul

let and a carcass (1979: 158-59). The meaning of each is debated 

by the Chegemers; the authorities concoct their own explanation for 

the skeleton, which leads to Sandro's arrest, first encounter with 

Lakoba, and departure from Chegem to join the dance ensemble. 

As in the case of Tali's miracles, the villagers' thorough investiga

tion of every possIble alternative does not so much mock their su

perstition, as parody the method of scientific, or forensic, inquiry 

proper. The true contrast is not between scientific ci vilizauon and 

uncivilized gullibility, but between dogma of any stripe and down

to-earth commonsense. Thus it is the peasant Khabug who c1ears 

up the pseudo-mysteries and arrives at the proper reading of the 
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1 true issue at hand: the peasants must submit to collectivization, as 

inexorable as fate, and just as unfathomable. 

Body gesture, feature and even pose can be frozen, recorded 

in the no less graphic medium of painting. Thus il cornes as no 

surprise that Iskander's work should be studded wilh a number of 

pictures, many of which launch long and detaited interpretations. 

In Rembrandt's "The Prodigal Son," the reader's attention is specifi

cally directed to the rniscreant's 

HeYMecmo BYnHpaIOWHR lall. OynHpaIOWHR He TOJlLKO HJ rpy60A 
6ponJOKeA Olle~lUJi J HO H 1ëlRH0 BYnHpaIOWHA Hl caMoro pe.l1HrHOJHoro 
MOMeHTa, KaK 6Y CBHlleTeJ1LCTBYIOWHR 0 JaTaHBWeMCR uepoJlOMCTBe 
CTapelOmero ICYTHJlY. 3TY ~e JarallKY nOllTOOpJKllaJ1H ero CHJlLHye 
(nHJlHrpHMa) HorH; qepecqyp paJMaWHCTO pa.J6pocallHYe, ORB, 3TH HorH, 
HaMeK.aJtH Ha BOJMO~HOCTb, nOJlyqHB npoweHHe H 1l0CTyJ1 B ~llHOR llOM, 
OTXanaTb TélM IJero-HH6YllL nonpHJlHlfHeR H llaTb .lQ)aJIéOOl [ ... ] [nero: 183] 

Lenin's portrait l rnay be vaguely discerned in the rust patterns of 

his neighbour's eavestroughs; nevertheless one physical feature 

both stands out and cornes in for most suggestive commentary: 

"6W1o YllHBHTeJ1LHoe CXO.llCTBO, 0006eHHO 3TOT JlOOacn:.rA:, lCaK 6Y mpallJllDHR HaKJlOH 

rOJlOBY" (KHY: 241). Vasnetsov's illustration2 to Pushkin's "necHL 0 

ooweM OJlere" migrates from the essay "n06ellHJl nYWKHH," to the Chik 

cycle ("qHK H nYWICHH"), with faint echoes in the "MOJlHHJI-MYJKqHHa" 

chapter of Sandro. The boy's search for a "saboteur's slogan" hid

den in the picture yields to his captivation by the poem itself; a 

faise interpretation is replaced by a true reading, a genuine love of 

poetry; and interpretation itself is vindicated. 

1 Possibly Isaac Brodskii 's "Lenin in Smolnyi" (1930). 
2The picture is identified in HClU.Wlep, ·06 oure H .40Me· (HBrepBLIO). 2: ou Ie, ·H 
'IyBCTBO co6cTaeDHOA cy,.u6y· (HBTePBLIO). 4. For the publication history of the Chik 
cycle, see app. 7. 
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In Sandro, interpretation can be parodied as overzealous 'reading 

between the lines,' as in the description of the painting "KOJJlOTYP na 

CBaIICKoR 6aume": 

I\apnma. 6W1a HOO4HOKpaTUO XJJaJlHMél uame8 raJe1U8, nOMHHTCH OlDm 
a6laU. fJle 06pawartOCL BHHMaBHe Ha peWHTenLHO npHnOJUUlTylO 1I0ry, 
TOnqyIUYIO CBaIICKYJO 6ammo KaK CHMBOJ1 Bpa1'lH uaPOllOB. fioJ:.tte KapniHa 
6W1a [ ... ] 06pyraua B ne'lam, Me:&JY npo'IHM. Ja. Tf :.tte CBaBCKytO 6amHlO. 
sepuee, la uenpaBHJlhlfYlO ee TPaK:TOBKy. OKaJLIB3.eTCJI, oHa HHKilK He OlM
BOJ1 BpélX4Y aapoJlOB, a, uaOOopoT, 0IMB0J1 coJTpOTHBJ1ellHll MyJKecrooWlOro 
uapo,lla HBOJeMBHM JaXBa'J'IIHKaM. [ 1979: 490] 

Similarly, the semi-dissident picture "Tpoe B CUHHX MaKUHTOmax"t pro

vokes a tantalizing variety of interpretations based on such fea

tures as feet that May or May not resemble hooves. Exegesis lS 

pushed to a hilarious extreme: 

B caM08 nOJe H B BJJpa:;tteBHH nHn [ ... ] 6W1a conHlIHOCTL, TO cnoKoAuoe 
O:;ttHlIilIIHe UCXOlla, KaKOO 6tmaeT y JllOlleR, croJlWHX Ha 3CKaJlaTOpe. B 
llaBBOM c.nyqae MO~BO 6W1o npe1lJ10~HTL, IITO 3TO 6un 3CKallaTOp 
3BOJUOUHH BHlIOB, TOJILKO 4BIDICYIIlHRCR B 06pa11loM Hanpawlemm: OOT lloelleM 
110 napHOKOJlLl'11lLIX, a T3M H OORleM. [1979:474] 

Graphie material can be translated into a parody of sClentific 

jargon: 

Ha 04UOR 4HarpaMMe UJo6pa~anoCL cpaBHHTenLHoe llBH:.lKeHHe 
06HKHOBeRHOR mUUH BBYTPH ollHoro K03J1arypa H pamfOHartLIIOro paIlHOlia 
BllYfPH lIPyroro. ,llmDKeBHe 06wœOBeIBlOR nHum 6W10 uJ06pa:;tteHo B BUlle 
lIepHoro nYflKTHpa, BHlIHMO, 6eJ oco6oR nOnLJLI npoxo4llwero lIepeJ 
K03J1<rrypa, nOTOMy Il'I'O JlBU~eHHe 3TO npoc.neÀKHBa.rtOCL .110 caMOro ana 
BLl6poca ocran:OB nHWH, r lie nynKmp, 1I0BOnLHO OCTpoyMHO nepeXOM 8 
MHorOTOq}te, CW1aJ1CH U3-nOll XBOCra K03J1arypa. [1979-411-121 

Photography too can serve as grist for the interpretation mill. ln 

Chapter 24, "ManeHlIKHR nfraRT 60JlLWOrO ceKca," the irrepresslble Marat 

accompanies his works with "60Jlee un" Menee paClliHpenHLlMH nOllnUC1IMH" 

(MempOOO.llb: 383), which the relay-narrator edits for newspaper 

1 That the interpretauon pattern. as a launcher of digressIOns. ,>crvcs to 
fragment a narratlve sequence. is scen ln the separale publication of the 
dissident-painting debate. as -Tpoe B CHUHX MaltHUTOwax: paCCD3.· CMeJia 1986:3. c. 8-
11. 
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( publication, with piquant details of amorous conquest for Jess 

official release. One effort, a shot taken in the Moscow metro, 

sparks polemics: 

C OJUlOR CTOpollli Bal'OHa cruvrr naOOIAKHpY H BŒ JJ.O OllHOro 'IHTam KHHI'H H 
~ypHaJ1H, a C .llPyroR cropoHli, HanpomB HX, oce naCC3JKHpH ,llpeMJ1KYI' RTlH 
CIDIT. [ ... ] 

[ ... ] MPyr Ha ne1')'1uce OlUfll HJ HalIIUX rorpYJlHHKOB CKaJa.rt, 1lI'O CIllIMOK 
MOrYT HenpaBWlLHO nOHRTL. Ero MOr)'T "OHllTh TaK, KaK 6y.lJ.TO B CTpaHe 
nonoBHHa J11OJJ.eR cnHT, a BTOpa.JI nonOBHHa 60.llpcTByeT H yqUTCJI. 

[Me1TWpTlO./I6: 384) 

It is then suggested that the photograph be eut in balf and outfitted 

with the caption "Our Metro and Theirs" (p. 385), so as to make the 

contrast more politically acceptable. 

Picture-citation is all-pervasive in Iskander, contributing 

both the fragmentary nature of his works (their internaI segrega

tion) and the structural similarities that permit their infinite 

chaining (their external aggregation). An earlier version of "School 

Wahz," for example, played on the hackneyed political poster 

rhetoric of cinema advertisements (in the short story variously ti

tled "TJI~KHR nyn, nOJHélIIHJI," WbCKaR MtlIIO,.felfCb 1973:1, c. 21; later" ,lIonrH 

U crpaCTH" in BCH: 58 and nOn:96; omitted from the compiled versions 

in 3HaMIl 1988:7, c. 28 and ICHY: 220). From "School Waltz" as well we 

recall the political poster observed by the boy as he waits in a 

bread !ine with his father and contempJates the infamous ":JCHTb CTa· 

no n}'1lme" slogan (KnY: 277). 

Dreams are 'seen,' not 'had' in Russian (BHJJ.eTb cou). What could 

be more natural th an their comparison, in Sandro, to film. The 

central issue, as always, is meaning, perhaps with a hint at what 

lies behind Iskander's aggregation impulse: 

, 
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CtoJEer œa MOJKHO cpaBmm c 06e3LJD10R, 1C000paJI C KHBOKaMCpoR lia mec 
npo6e:acMa no uyur nJIM uamero nOlOOJuamtH [ •.. 1 

H 'J'YT MY HalJHHaeM nORHMaTh, 1fIO uylCHY 6WlH OOllIH IIMelThlX lCéllI.
POB, 1IT06H CJ.(eJ1aTh yOOllHTeJ1LIIYMH Te JlB3.-TPH, KOTOpLie HaM npHOTKpLlJU1 

CMLlcn. [1979:328] 

A film-analogy summarizes the ludicrously intricate ups-and

downs of the goatibex debate. "The criticism of a criticizing jour

nal" has emboldened proponents of the hybrid. when suddenly 

HooJIIIOlcpanlO HaKpLlBilCMYR TuenOA aJ1fHJ1J1epHeR KpHTIiKH, pa3MO
n01'Y8 U 3iIWJ1ël11HL1A JeMneA U We6eIlKOR, OH [~Y1>HilJ11. KaK nereWJapHLIR 
nyneMe'J'IIHK, wq>yr OTKpHBilJ1 orom Hl-n011 006cT0e1lHLlX OOnOMKOD, JélCI'aU
mUi mapaxaTLCII CHOUX 4J1HBHOyxuX BparOB, 6erYlllHX BaJllJl U Ha 6cry 
J1J1riUOWHX BOJ~ 6eryruHMu KOnlna.MH. B nOJ.lI.HeAlUHX KHIIOXpollHKax 
:m>MY 6ery 6u.n npH1lRH nepeoepH}"l'LlR, TO OCI'L aTclKylOlUHA CMUCJl, a lIe
norurmoe B JTOM CJlyqae JUllëlJIHe BOlJIYXa 6erywHMH KOm:flaMH D cropony 
CBOUX TW10B 061J1C11J1J1OCb UJ6YTKOM MOnOJleIJecTUa U HenOJMO~HOCTbK) 
mlraTLCR BJ1epell. [1979: 406] 

The prologue to the Goatibex Banquet compares the narrator's 

memories of that occasion to scraps of a torn-up picture swirling 

before his eyes. "neJYMHe, KaK HX CJ10XHTh?" asks a disembodied voice 

(1979: 409), foreshadowing the many Bulgakovian rhetorical ques

tions and exclamations that bring the description of that scene close 

to the devilish affair at MASSOLIT. The banquet itself disintegrates 

aIl too soon into an infernal mosaic of disjointed scraps of dialogue. 

These crisscross into and out of each other like the jumbled single

lined remarks of the crowd seenes in White Guard. 

By contrast, Chegem. in aIl its purity, is a perfeet picture. The 

author recalls its original inspiration: 

3aML1œJ1 :m>ro J>OMaHa BnepBLle MeJ1Kllyn 8 Jlen::rne. Mue 6WlO, oepoRTIIO, 
net 1l0CJlTb. II BilJ1J1J1CH Ha KOpoBbeR lllKype nOll onHcafllloA B poMalie 
Jl6nOHea H JloJlro, crapaTeJlbHO HJ06pa.~aJI JV10BUa _. HOCTaJ1brHIO no MOplO. 

J1eTOM B ropax, JI CK)"13J1 no MOpK>, pJl1lOM C KOTOpYM JI BYpOC. 
BllPyr JI yCJ1LlWaJ1 rOJlOC Moero llBOIOpo.1lHOrO 6paTa. .LIOM HX 

HaXOllHJ1CJ1 Ha xonMe, 1IY'fb nOByme Jle1l)'IIIKHfloro. OH nepr:'UlHKaJ1CJI C 

omoR H3 CBOHX llBOlOPOJIHLIX œcrep, KOTOpaJI JKHlIa BIIU3y, y LaMoro POll
muca.. 
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l nOlJeMY -1'0 B :rro MfBOBeBDe MeHJI npoHJHJ10 :lKe.rtalDle 'ITO-1'O TaKoe 
CllenaTL, 1J'I'06.. HDKOI').la He KOlJllilJlHCb 3TOT ~apKHA neTHHA llellb, 3Ta 
a6noHJI [ ... ], ronoc 6paTa H rOJIocA cecrp .. H DCe 06H'ra:re.l1H JlellYllIKHHOro 
llOMa H OKpy~ilIODlHX .llOMOB.l 

When, as so many times in the pas t, Iskander re-worked this pas

sage into his foreword to the most reeent version of the novel, the 

key images were repeated almost verbatim: the hot sumrner's day, 

the apple tree, the voiees of his relatives--all are re-evoked. There 

is one addition to the idyll--that of pigs racing to cateh the oeca

sional over-npe fruit as it falls from the arehetypically Iskanderian 

fertile tree. And that picture was eulled, it seems, from a passage 

written twenty years previously, as the Moseow writer reealled, in 

"HaqaJ1o," the patient pigs of his grandfather's village watehing and 

waiting beneath those same apple trees (LILI: 22). Purity, like any 

positive value, is best depieted in opposition to sorne less unsullied 

image--either the eoastal town, as in the passage cited above, or 

the diseoneertingly fiat plains of Moseow that surround the author 

of "HaIJMo." Contrast eompensates for the essentially statie nature of 

any pieture, partieularly of the nostalgie variety. The latest mern

ory concludes: 

MHe crpacmo JélXOTeJ1OCJ" lJ'I'06y H 3TOT neTlIHR lleHb, H 3Ta Jl6noHJI, I1IeJ1OC
TJlrnaJI nOll OOTepKOM, H roJlOcâ MOUX cecrep -- DCe, DCe, 'lm BOKpyr, -- ocra
J10Ch &aBœI'.J.ljl 1âICHM Ie. KaK 3TO CJleJ1aTh, a He JHaTI. Bpolle 6L1 Bee 3TO Hél..110 
6W10 JaHOOO BW1enHTL. .H 3TO nOIJyocrBOBélJ1 CJ1aJlOCTHO XI1UlHelOrnHMH 
nMLQaMD. qepea HeKCOJ1bKO MHHyT nOpYB norae, H a, KaJMOCL, Haocerlla 
Ja6W1 0 HeM. [ 1989/1: 3] 

This is frozen lyrieism. re-sculpted into art. Compare Iskander's 

eomments on fellow mas ter of the nostalgie, Bunin: 

.llnJl MHpoomymeHHJI Bymma xapaKrepHa npUBep~eHHOCI'b K ycrOJlBweMyCJI, 
HenollBHXHoMy, OOIJHOMy, JélMOpo:lKeHHOM}' caMI1M opeMeHeM. MYl1IJ1eBHe 

Iiskander's contribution to ne6elleB, -CMewHo CK33aTb· (1987), 204-5. 
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1 MHHep8J1a, TOCKa crenooro Kyprana B JlYBHOM CBeTe, KJlaa6HmeHCKaR 0Cf
poTa qyBCI'BelDlOCTH, npe3peme K. TeKyqecm li HeOAKH1lélHHO ~liBa.ft HeHa
BHCI'L KO oceMy B3pYBHOMY, COUHélJ1LHOMy. 

From this stance, he continues, emerges a tendency to "mummify 

aIl that is dear to the heart," an attempt to "preserve Iife from 

time." 1 The voices he himself sought to save for ail time, their 

lyrically interminable calling from higher hills, resound over and 

again throughout the novel, most potently, as Tali disappears 

(Chapter Il), as children huddle in the same grandfather's house 

on a frightening wartime night (Chapter 31). 

Such frozen lyricism is self-repetitive. It transforms readily 

into simple aggregation; it produces the 'nostalgie listing' technique 

most immediately evident in the description of his grandfather's 

house in "Goatibex.," with its hypnotic "I-miss" refrain (.llll: 272-77; 

discussed above, p. 233). Each of the items in this catalogue is ac

corded the same scrupulous treatment applied to the many pic

tures that interrupt or punctuate so many other Iskanderian exer

cises in satiric mayhem. In this sense, each of the items missed in 

his grandfather's house stands as a lyric vignette--static, self-con

tained, subject to chaining but not development, springboard and 

platform for authorial commentary. Fittingly enough, one such 

item is itself a picture and is itself interpreted for the reader in al-

legorieal terms: the narrator recalls a hand-embroidered carpet 

depicting a wide-eyed deer and hunched-over huntsman, instantly 

translated into the innocent nobility of one and the petty envy of 

the other (.lJJI: 274). 

IHCIWlIlep, "lUeH H npHeMLI; 74. 
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1 More irnportantly, the passage encapsulates the lyric aggre

gate that the novel now embraces: the ingenuous enurneration, the 

simple adding on of illustrative moments is a natura} outgrowth of 

the exegetic impulse examined above in the realms of ethnographie 

commentary, gesture interpretation, pictorial digressions and the 

like. For exegesis of the Iskanderian sort freezes each moment, 

turns each into an illustration of sorne larger but isomorphic whole, 

dissects its every facet and then recombines themaIl into the po

tentially infinite whole of a mosaic. 

By the sarne token exegesis can be seen to form a logical ex

tension of Iskander's uniquely, arnbivalently rernote first-person. 

Commentary of any kind,--on mor.es, body postures, graphie illus

trations, or ultirnately, on the lovingly preserved pictures of one's 

childhood--requires sorne form of distancing from its immediate 

object. Top-heavy cornmentary of Iskander's brand requires a 

particularly sensitive distancing, one that both perrnits and offsets, 

perhaps even disguises its more highly subjective directions. The 

delicate balance is maintained by a reticence not so much towards 

the commenting self, as in the autobiographical cycle, as towards 

that selfs alliance with the world he has chosen to comment upon. 

Herein perhaps lies the significance of the author-narrator's ambi

valent alliance to Chegem. 

The graduai revelation of his ties to that lost world stands as 

a rare example of an ordering principle in a supremely disordered 

work. It transforms the novel 111to a personal odyssey of rediscov

ery, the narrator's journey back to his roots, to a world of which 

he was always both a part and yet not a part. The boy from the 
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seacoast town, the campaign-befuddled journalist of "Goatibex," 

the Moscow writer who looks up from the very pages that recreate 

Chegem to face the grey walls of the Soviet capital (1979: 104 )--all 

are ephemeral, all repeat the pattern of straddling two worlds-

Russian and Abkhazian, rural and urban, contemporar.' and patri

archal. The constant effort to explain each to the other and the 

whole to himself--through recording, reportage, interpretation, ex

egesis and commentary--is what produces the on-going saga of 

Iskander of Chegem. For he is now prepared to see himself as "the 

very last of the last Chegemers,"1 and that fecund village's most 

articulate son. 

1 Paœa..um. -nOClle,mHR 'lereMeQ. - 243. 
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CONCLUSIONS 

Compilation, in what wou Id seem to be Iskander's weil nigh 

unique handling of the form, turns out to be both an ordered and a 

disordered principle. It is here that the haphazard nature of his 

publishing procedures, the overwhelming evidence of bits and 

pieces scattered among and perpetually re-assembled from Iiter

ally hundreds of venues, the tendency of themes, character and in

cident not only to repeat themselves with a haunting persistence 

but also to ignore the boundaries of genre, voice, mode and mood in 

the process--it is here that suprerne disorder begs the need for 

sorne inner logic. For something must permit the product of such 

eclectic activity to hang together, however curious that product 

may be. That something has been the subject of this dissertation. 

Aggregation/segregation was the term put forward at its be

ginning. It attempted to capture both the isolation of individual 

cornponents and their ability to chain together, potentially, ad 10-

finitum. More than that, it tried to demonstrate the absolu te ne

cessity for such chaining, the inner compulsion, as il were, that 

drives each facet to seek its counterpart and its continuation and to 

seek them simultaneously. It was coined in the attempt to account 

for the elusive phenomenon that is Sandro of Chegem--an unending 

'whole' that will ne ver be and has never pretended to be either 

uniform or complete. It might just suggest how that work mounts 
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1 a subtIe attack on the heritage of the nineteenth century, our im

plicit allegiance to the notion of the 'weil-made novel.' 

Henry James, it will be recalled, bemoaned contemporary 

Russian efforts in that genre as "Ioose. baggy monsters." A similar 

note of condescension clings even to the terms 1 have been obliged 

to use: after aIl, 'chaining' cornes very close to 'stringing' or 

'threading,' from Shklovskii's description of the picaresque as a 

mere forerunner to the better-crafted products of a more sophisti

cated age. A hint of genre snobbery can be detected in much of the 

critical response to Iskander: directly in the debate on the classifi

cation of earlier versions of Sand ro, in the discussion of his intona

tional about-faces or ranking on the epic scale; more invidiously 

among those--myself included--who would defend his cheerfully 

ad hoc methods. It is tempting here to quote a criticai cliché no less 

abused than James' dictum,--Lev Toistoi's, on the prerogative of the 

true work of art to set its own standards, to create its own concept 

of form. To leave the matter at that, however, would be a dis

service to what is, even by these liberal standards, a unique 

creation. 

Its umqueness stems 10 large part ["om the imponderable 

sense of whole-ness it manages to con vey to the reader. Sandro of 

Chegem can be read in any order, in any version, in any segment 

within or without what 1 have tried to prove 10 be incredibly 

porous limits. For that matter, any piece of writing by Iskander, 

whatever ilS genre or cycle label, can be read and instantly recog

nized as part of a single vast endeavour. To demonstrate this much 

has been a primary goal of my study. In and of itself, such empiri-
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1 cal unit y would seem to argue for a kind of order that is perhaps 

Iskander's most fascinating aspect. 

This is isomorphism. Each and every level of Iskander's prose 

revol ves on one and the same constructive principle--that, to 

repeat an admittedly ad hoc term, of aggregation/segregation, 

Genitive similes--the "hairy male of hatred," the "hairy caterpillar 

of envy"--yoke together or 'aggregate' in slapdash fashion two seg

regates, an abstract, moral concept and a more than tangible, irre

sistibly corporeal vehicle. Allegorical denominations, in the guise of 

either speaking names or Winnie-ther-Pooh capitals, repeat the 

pattern of simple, even primitive overlayering of abstract and 

concrete segregates. These are segregated intonationally from their 

text environments as either ironie infiltrations of perfectly serious 

argument or vice versa. The internaI segregation of each such 

hermetically sealed, static block of editorializing description 

permits its own individual extension (a is to b as a' is to b,' a 

potentially infinite process) and its aggregate interlocking with and 

overlapping into equally extensible because identically static 

homologations. 

Static character denominations amplify into stubbornly un

changing traits and blithely repetitious re-introductions and reca

pitulated thumb-nail biographies. Their segregation each from the 

other and from the demands of more modern psychological portrai

ture is what permits their resistance to linear development and 

their constant interruption of its vehicle--chronological plot pro

gression or even narrative consecutiveness. Moving up from the 

syntagma. this thesis has cited many examples of parentheticals: 

337 



the "as-iHurns-out-s" and "according-to-the-words-of" that justify 

extremely intrusive editing of 'other's accounts, the Il gestures-to

the-effeet-that" which usher In countless invasions of 'other' texts 

or eneroachments of outright commentary on what purports to be 

objective omniscience; the interminable "so-he-thought-s" which 

launch so many instances of transparently authorial exposition. As 

segregation devices these mark (even where they attempt to con

ceal) stark transitions from the lyric to the ironic, which now 

emerge as poles on a continuum that measures the author's soli

darity with or opposition to the text at hand. In Iskander, however, 

this is a counterfeit continuum, one totally devoid of modulation, a 

series of segments, an aggregate. 

Passages are constructed in the same way. Several instances 

of deliberate syntactic redundancy have been cited in the course of 

this work: the almost archaic tendency to avoid pronoun replace

ment, for ex ample, is reproduced in the mocking repeti tion of bu

reaucratie jargon or current journalese. The first harks back to the 

propensity for 'source-citation' that delineates segments based on 

varying, but carefully indicated degrees of authorial omniscience. 

Such compartmentalization in tum opens each segment to the ag

gregate processes of invasion either by others or into others, 

shrunk for reeapitulation or expanded into digression. The seeond,

-the continuai refrain of "interesting undertaking to say the least" 

from "Goatibex" or hilarious variations on "light" and "heavy indus

try" in Sandro, even the latter's oft-repeated amplifications on the 

Abkhazian original of "watchers-over" --these aH could be seen as 

no more than satirical exercises in polyptoton. 
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1 Certainly the simple repetition, with or without modulation, 

of any word or phrase does eventually empty it of all meaning. 

This effect is undoubtedly sought and masterfully achieved by 

Iskander. In structural terms each use of the device segregates its 

own individual passage from those around il. It does this by the 

sheer force of saturation, which saturation highlights an extremely 

primitive form of text organization. Aggregation proceeds from the 

potential of any repetition to repeat itself just this once more or to 

infect any word or part of speech so that it too will spark repeti

tious digressions of its own (lskander's famous "by-the-bye-s"). It 

also contributes to the substitute dynamics discussed in this thesis 

in terms of fabula- and sujet-expansion, in that it too blocks the 

more familiar means of text progression (cause and continuity) and 

thereby creates the need for self-reproduction. Most importantly of 

ail, the compartmentalization effect of saturation spills over into 

and allows the lyric use of repetition, in the catalogues of what was 

missed in grandfather's home, the echoing cries of cousins in the 

hills, the simple but lyrically-supercharged lists of fruits in their 

changing but ever recurring seasons, and so on without end. 

Even larger text-units are prey to aggregation/segregation. 

This is what both powers and permits Iskander's peculiar tales

within-tales. each assiduously differentiated from its neighbours 

by the source-citation method discussed above. Skaz or rather 

quasi-skaz can be juxtaposed, thanks to such meticulously ob

served distinctions, with an Iskanderian version of objective 

monologue. The aggregate face of narrative embedding is revealed 

by the compulsion often to repeat or parcel out the description of 
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1 one and the same episode in a number of direct or indirect modes. 

Kharlampo's affair with the goat, the tale of the bandit 

Shchashchiko were but two of the examples cited in this disserta

tion; they iIlustrated the editorialiL.ing--ironic or moraIistic--use to 

which such text manipulation may be put. A more extreme instance 

of the same impulse can be found in the most recent extension of 

Iskander's corpus, the re-casting of a number of stories written 

over two decades ago 10 the first-person into the third-person and 

their recombination as the Chik cycle. At times, this amounts to no 

more than a cosmetic change in verb person. l Il seems as though 

the curiously remote view of his boyhood self,--what in the "School 

Wahz" cycle stood as the segregation of the adult-commentator and 

the child-focus,--has merely taken the next logical step into 

straightforward omniscient narration. Compilative re-casting, part 

of the aggregate pattern of recurrence, was examined above in the 

stitching-together of older first-person works into the third-person 

frame of "Sea Scorpion." Not that Iskander IS the first writer to re

write earlier efforts, or switch narrative pers on in the process. 

What stands out is the unabashed extreme to which he indulges in 

the practice: one can recall that Raskolnikov's confession was re

mode lied from the first- into the third-person, but not that his 

creator would publish both versions simuItaneously, let aJone 

continue to expand on each. 

l"QHK H nYWIŒII," for cxamplc. quite simply rc-wrilCs the first-pcrson account 
of the boy's tirst stage appearance in "MY'IeHHKH cueuli: Olher cplsode'\ of the 
"Schaol Waltz" cycle and ilS peripheral tales are rc-capllulated, recallcd or 
expanded upon. Ali its characters, ta a man, woman and chIld,--re-appear ln 

"Chik," making the transition with ail of lhcir slatle Idcntlfying fealurcs 
intact. 
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l Aggregation/segregation affects thematics as weIl. One of the 

basic structural metaphors of Sandro,--the banquet--was shown to 

have spawned countless repetitions, always preserving the distinc

tion between the perverted and the idealized variants. The rigorous 

separation of good and evil, can now be seen to underlie the moral 

axis of the work, its constant pre-occupation with 'high' and 'low,' 

'mountain' and 'valley,' rustic purity and urban spoilage. Spiralling 

isotopies, it was suggested, form yet another arm of segregation, for 

seldom does one emblem appear without its counterpart. 

Aggregation translates on this level into the endless stacking up of 

moral oppositions. Thus the picaro,--Uncle Sandro with aIl his many 

reincarnations in Tengiz, Marat, Abesalomon Nartovich and others,

-becomes moral man-in-the-middle between such patriarchs as 

Khabug and Kiazym on the one hand, and a cabal of tyrants from 

Stalin and Beria to the more modest aspirations of Timur and Omar 

on t~e other. His tS not the dynamic ambiguity described by 

Bakhtin or claimed for him by several of Iskander's critics. Rather 

it partakes of the substitute dynamics of compilation, manifest here 

as the frozen ambiguity of oxymoron. 

Iskanderian oxymoron, it was proposed, must forever seek its 

expansion in the full development of both sides of the opposition, 

the better to ring the changes on one central, itself unchanging 

contrast. 

From this same dynamics proceeds the author's continuai re

version to a fairly limited set of issues. This dissertation has main

tained that the aggregate recurrence principle enables him to take 

ever new approaches to old and familiar characters. to spin and re-
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1 spin a proliferating number of wildly eclectic cotl"lparisons to such 

oxymoronic figures as Uncle Sandro or Tengiz. Hence the constant 

fluctuation--as reversai, retraction or reservation--in the author's 

open commentary on his favourite characters. even on Issues 

beyond the scope of immediate plot and character concerns. These 

too can now be said to fit into the aggregation/segregation scheme. 

Iskander's essaistic moments, his many plot-stopping apostrophes. 

were originally seen as intruding upon the narrative flow on the 

license of segregation. They are indeed as stylistically distinct l'rom 

his rollicking farces as they first struck his first cnlICS so many 

years ago. More difficult to perceive tS their own aggregate 

propulsion. The aphoristic chaining and compilation discussed in 

this study forms one of its parts. Another was sketched by the 

consideration of the Endurian question. Iskander's perpetuaI re

turning to this three-decade-old joke, the brilliant eloquence lav

ished again and again on its every implication, reveals the same 

oxymoronic eclecticism as that applied to Uncle Sandro or any of 

his fellow pseudo-ambiguities. Family 10yaIties no less than ethnie 

allegiances run an equally generous gamut of opposing and comple

mentary tonal postures. As does the author's. the reluctant 

nephew's own position within and without the world of Uncle 

Sandra. 

One further aspect of aggregation/segregatioTl need be re

called: il resists and even precludes synthesis. The loose. baggy and 

utterly dishevelled monster that Sandro of Chegem has now be

come flaunts the very notion of literary grooming--from the editing 

of pre-published pieces to their smooth integration into a 'compleat 
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1 whole.' The a~literary, even the anti-literary nature of the work 

was examined in a number of areas: in the cocky flogging of dead 

metaphors, in the revival of archaic because didactic Toistoyan de

familiarization, in the purposely gauche justification of reckless in

sertions. What masquerades as Sternian sophistication--the 

author's confidential chatter on the ups-and-downs of his career,-

turns out to be not so much playing with form as a matter-of-fact 

disregard for its formalities. Thus flippant remarks on the 'tricks of 

his trade' veer into the earnest g\ossing of titles, turns of phrase 

and entire tales. Here too, perhaps, lies the secret of Iskander's 

quasi-skaz: it is less concerned with re-creating the intention or 

even the mannerisms of 'other' speech than with promoting the 

author's immediate raIe and unflagging presence as bath conscien

tious reporter and sly interpreter. Springboards for aggregate ex

pansion, centres of weil segregated units, each and every facet of 

Iskander's a-Iiterary pose enters into his compilative method. 

It has been stressed throughout this dissertation that 

Iskander does not deviate from convention. Instead, he exploits it, 

with a cunning and, it seems, unparalleled audacity. So candid is his 

approach, so pointedly artless, that the' study of his work becomes 

a uniquely profitable undertaking. Embr.acing in ilS grandiose scope 

close to the full range of contemporary interests in the Soviet Iiter

ary mainstream. Sand,o of Chegem and its fellow compilations af

ford an extraordmary panorama of their literary age. Delving deep 

into the underpinmngs of genre expectation, literary tradition and 

deeper still, into sorne of the unspoken assumptions of Iiterary en

deavour itself, they could also provide excellent targets for the 
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1 investigation of those same assumptions 10 a rough-and-ready. ap

parently unaffected state. Ali the more need. then, to put Salldro of 

Chegem into its own perspective, to try to view it in the light of ail 

its disparate parts and the jumbled whole of Iskander's ever

growing corpus. As the first attempt of such a nature. this thesis 

can only approach its end. Nevertheless, it can hope to contribute to 

its attainment, if only by pointing out the necessity of the pursuil 

and its rich promise. 
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'1 Appendix One 

PROSE COLLECTIONS 
by ycar 

cItation rcfcrcnce 

1966 3arp!mHW1J/I{)j(: pamca3M (Mooœa: MOJtO~1I 3n 
roap.!lH1l, 1966) 

1966 TpuH(J.l(lJ,llITlNa ffll!flU2 repax!la (M()(XB3; CoBeTOOlll mr 
POCCHII, 1966) 

1970 I/epetn ~ pamca:JM U 1lJŒDTlb (Moocœ: .lllI 
CoBe1ClOfA mtcaTeJ1L, 1970) 
-- rcprintcd 1974 

1970 llepw;e JIeIlO: 1972)aJbI U ffl8l?C1Tlb (Mooœa:.LIeIUCaJI 
nH'repaT)'pa, 972) 
-- rcpnntcd 1978 

Illl 

1973 /Jpe.MR C'iOCTTL'lU86/X Ha:xDJIJIC: fJlXDCf.l3M U 1lJfIffmb BCH 
(MOCKHa.; MonolléUl ruap.lIIDl, 1973) 

1977 CaH.IIfXJ u:J Cfe;e.va; paa::7CCl3M. fXJ.Mf1H (M0CKBa: CHq 
CoBeTCIŒA nHGlTeJ1L, 1977) 

1978 Ballano: fXlŒKaJM (CYXYMH: A.r1amapa, 1978) H 

1979 llo)l ŒHbKJ lpelJ.KOi!D 01979 TV6I!CT1UJ, (MOCKBa: ncro 
CoBe1'ClUlA nHGlTeJ1L, 979) 

1979 CaH/lpo U3 qeJ!Ma (Ann Arbor: Ardis, 1979) 1979 

1981 B08b1e 2/la8b1: CaHJIpD U3 qeiF.MD, (Ann Arbor: 1981 
Ardis. 1981) 

1983 ~ Cfuxa: fJŒLKO.1M U TlJ6fDT1U (Mxxw: 3q 
CooerClŒA nHcare . .'1L, 1983) 

1986 IioAbUJOa J(eHb DwtbUJOlIJ )lava.' {XlŒKa3b1 6,lIB.LI 
(CYXYMH: A.rtarnapa, 1986) 

1986 llpoanHlIK OJKU/(ClHUR 1'J1lU'lHlJ.Kll: ptJlIXlJ:H non 
(Moaœa: M()J1o~éUI ruaplIIDl, 1986) 

1987 llO)l8U2 qUKa (MOCKBa: nparura, 1987) nq 

1988 JI:Jt5{XlJmœ: paaxa3b1, 1KJ6OCI1lb (Moaœa: 1,136. 
CoBeTCKHR nHcaTeJ1L, 1988) 

~ 
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1988 

1989 

1989 

KpaIIUKU U YlllUlbl: TfXXJ4 m:;;reaHUX .IIe1Tl 
(Moaœa: KHH:;tOIaH nanan, 1988) 

l108OCTTUJ" paaxa31J (Moc:mc CoIJlmlWl 
POOClUI. 1989) 

CaJV1PO U3 qeieMlJ: JXlMWf, 3 KH. 
(Moaœa: MOCKOODCKHA: paOO1JUA. 1989) 
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Appcndix Two 

SANDRO PUBLISHING HISTORY 
(Chapters Ordercd by 1988 Author's Projection) 1 

1. CaRlpo Hl qereMa 

1966 Carutpo HJ qerem: paŒKaJ. HMe/Ul 1966:7 (6-12 4!eupa.r1R), c. 22-23. 

1973 LlR1ur Carutpo, KHRrHHR 
11 ooraTLIR apMmUDI 

1977 LlR1ur Carutpo, KHRrHHR H 
6oram:A apMJlHJfH 

1979 CawIpo l1J qereMa 

2. 11011 CaMpo y ce6J1 40Ma 

HOBW MUp 1978: 8, c. 152-61. 

CHq (1977): 237-51. 

1979: ll-14. 
1989/1: 7-22 

1969 .lIRNr Camupo y œ6R .llOMa: CeAlCICaJl MJJIOJJelKb 1969: 6, c. 28-30. 
paaxa3 

1972 T1?YllN li llHI11lR.l111 Carutpo 
(r nana Hl poMilHa ")f(113Hb 
CaH1Q>O qereMCKoro") 

1971 .llIL'lR Carutpo li 'lepHLIA 
ne6ellL 

1977 npIDIU OJlbllea6yprarnR 

4. HrpolKH 

KpolCOJ[UJI 1972: 32, c. 6-8. 

H08W Mup 1973: 8, c. 161-77. 
1979: 24-46. 
1989/1: 22-48 

HeJ18llR 1971:30 (19-25 11I0HR), c. 8-9. 
HOBW MUp 1973: 8, c. 177-88. 

CHQ (1977): 274-92. 
1979: 47-67. 
1989/1: 49-73. 

1970 l1rpolOt: IOMOpllC'l'WlOOOlA: CeAbClCaJl MJJIOJJeïKb 1970: 10, c. 22-26. 
paa:lGl3 

1 For comparison with the more widely available editions of 1979 and 1981, as 
well as the fullest version of 1989, see app. 3. 
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1973 HrpOlCH ROBbia MUJJ 1973: 9. c. 70-82. 
CHq (1977): 293-313. 
1979: 68-85. 
1989/1: 74-95. 

5. IiHTBa Ra BeKe KOlloP. HJlH lIepeBJlHRYO 6pOReBHK HMeRH 11011 
Jl(0plIaoHII 

1973 61f1'Ba Ha ((OllOpe 

1979 61f1'Ba ua ((OllOpe, WlH 
lIepeBJIIIIIYR 6poHeBHK .•. 

6. qereMcKHe CnJleTRH 

ROBbIa.MtqJ 1973: 9. c. 83-104. 
CHq (1977): 313-45. 

1979: 86-117. 
1989/1: 96-134. 

1975 qereMCKHe CWlernH: paŒKaJ Aepopa 1975: 7, c.28-35. 

1979 qereMCKHe O1J1ffi11H 

1989 qereMCKHe Q111ffi1lH 

1979: 118-40. 

PaI5oTnHuu,a 1989:3/4, c. 15-18/13-17. 

1989 qereMCKHe Q1J1ernH: pameaJ 1989/1: 135-61. 

7. HCTOPHII MOJleJibRoro lIepeua 

1979 HcropUH MOlleJ1bHOrO l1epena 1979: 141-86. 

1988 HcropUH MOlleJ1bHOro 3HaMIl 1988: 9, c. 13-44. 
JleyeBa (r llél8Ll H3 poMaHa 
"ÜUf1IPO H3 qereMa JO) 

1989 I1cropIDI MOlleJ1LHOrO llepeoa 1989/1: 162-217. 

8. nHp" BUTacapa 

1979 IlHpy Ba.rrraœpa 

1988 nHpY Barm:apa 
(r llaBlII HJ rMaHa "Camrpo 
Hl qereMa" 

1989 IlHpy Bamarnpa 

1979: 187-229. 

3HaMIl 1988: 9, c. 44-75. 

1989/1: 217-68. 
XPOHœpaIJ: EïJœJJlIHUK 89 (MocKBa: 
MOCK08(](uA pa60IJUA, 1989). 4-40. 

9. PaccKal My.la CTaporo Xa6yra 

1979 PaCCKaJ Mylla craporo 
Xa6yra 

1984 PacCKaJ Mylla 

1979: 23L -84. 

llUOHep 1984: 6, c. 52-56. 
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:1 1988 Pél.CCIGl3 ~J1a emporo 3HQ.MIl 1988: 10" c. 83-122. 
Xa6yra( J1aBLi HJ poMaHa 
"Cawtpo H3 qereMa ") 

1989 Pacaca3 MYJ1a emporo 1989/1: 269-333. 
Xa6yra 

10. LIu. Call1lpo H ero JlJ06H~eQ 

1970 Ûlyqa:R Ha lIopore 
U13 lDOCTIa "Pa.a:xa3L1 

Tpyjf, 15 HOH6pll 1970, 4. 

1IaBIIHX nef") 

1973 .lIJI.llJI ÛUVIpO H ero lIPyJbJI: Jlum!pamypHOR a:œma. 30 KlH 1973, 7. 
(OrpLlBOK H3 poMaHa ")f('HJHb 
Carutpo HJ qereMa ") 

1973 .lIJI.llJI ÛUVIpO H tt.HOA Tpyjf, 23 celITa6pa 1973, 4 . 
opa'l paoocaJ. ( J UHKJ1a 
HOBeJlJl 0 npHKJ1IOlJeH118X 
1lJI1IH ÛUVIpO HJ qereMa) 

1973 .LlH1III ÛUVIpO H ero H08w.M't,.,1973: 10, c. 116-32 • 
J1I06HMeu Cuq (I97 : 370-94. 

1979: 285-319. 

1988 llJlllJl ~ H ero 3HQ.MIl 1988:10, c. 59-83. 
J1I06HMeU J1aBLI HJ 
poMaHa "Ca.rutpo Hl qereMa ") 

1989 .LlH1III ÛUVIpO H ero 1989/1: 334-75. 
J1I06HMeu 

11. TUH--.YlIO 'Iere~a 

1971 qy 110 qereMa: paŒICil3 Tpyjf, 29 oKTa6pa 1971, 4. 

1971 2leBOIJKa TanH ~OR i!lJ3elTllJ. 8 1I00ll5pa 1971, 7. 
(OrpLlOOK HJ noBOCI'H 
")I(HJHb Ca.rutpo Hl qereMil") 

1972 CaHllaHlfe B nanopo11IHK.ax CAela 1972: 21, c. 8-10. 

1972 TanH-'qy 110 qereMa He.ae.mr 1972:1 (27 lIeKa6pa--2 mmapa), 
c.4,5,8,9. 
H08W.MUf) 1973: 10, c. 71-125. 
Cuq (I97 ): 394-478. 
1979: 320-89. 
1989/1: 376-470. 
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1 12. lIga Caupo ft Konen KOlJlOTypa 

1979 .llR.M Carulpo H ImHeu 
KOlJl<Yrypa 

13. nacryx Muu 

1978 fIacryx MaxaJ 
(r JlaBa Hl .J?OMilHa "Carulpo 
Hl qereMaW

) 

1979 fIacryx MaxaJ 

1984 fIacryx MaxaJ: paa:KaJ 

1989 fIacryx MaxaJ 

1979: 399-445. 
1989/2: 3-59. 

r.llaJJ.ll 1978: 2, c. 7-38. 

1979: 446-69. 

1((UJ(;(]l.lJŒll: ~~w dfopHUK, wn. 
2 (T6HJlHCH, 1984): 133-58. 

1989/2: 60-88. 

14. YMYKanHe, HJlH JarallKa 3H1lypneB 

1979 Y MLlKéUlHe: paocK33 

1981 YMNKalIHe, HJ1H JaI1LlIKa 
3HllYPueo 

15. XapJl8MnO H LlecnHn8 

,!/py-;K(ja HapDJI061979: 1, c. 134-50. 

1981: 7-36. 
3q (1983): 160-89. 
611611 (1986): 140-69. 
1136. (1988): 341-69. 
1989/2: 89-124. 

1978 XapJlilMJ10 H l10crmHa HeJle./Ill 1978: 38 (18-24 cetrrJJ6PII) c. 6-9. 
(OrpWJOK Hl poMaHa-3noneH) 

1981 XaPJlilMJ10 H Llocrmna 

1988 XaPJlr.tMJIO H ~ecrrnna 
(Tplf PaŒKaJa 

1989 XaPllilMJ10 H LlocrmHa 

16a. KOJl.epYKHR 

1967 KOJlllepyIGlR 

166. "pHruHp KaJ"!W 

1981: 37-80. 

1OH0C77Zb 1988: 2, c. 2-19. 

1989/2: 170-222. 

H06W.MUp 1967: 4, c.l01-19. 
Llll (1970, 1974): 24-55. 
11J6. (1988): 183-210. 
1989/2: 223-53. 

1981 6PHfélllHl> 1CJr.Jwt: pil(lXaJ H06W.MUP 1981: 4, c. 67-98. 
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1981 6pHïclJlHP KH3YM 1981: 81-130. 
3lJ (1983): 101-60. 
611Bll (1986): 82-140. 
HJ6. (I988): 115-70. 
1989/2: 254-313. 

17. XpaHHTeJlh rop, RAR HapOJl lRa" CBORX repoeB 

1973 XpamrrertL rop 

1979 Xpamrre.rtL rop, H.I1H 
HaPOl JHaeT COOHX repoeB 

HOfJhlaMUy 1973: 10, c. 100-16. 
CHQ (1977): 345-94. 

1979: 470-521. 

1986 Tpoe B cmmx MaKHlfIUrnax: CveHa 1986: 3, c. 8-11. 
paooca3 

1989 Xpamf'feJ1L rop, HJ1H 1989/2: 314-74. 
HaPOl JHaeT CBOHX repoeB 

18. LIu. CaMPO R pa6 XaJélpaT 

1981 Ha Harne'R ymrue: paŒXaJ A8popa 1981:9, c. 58-68. 

1981 1lruvr CaruIpo H pa6 XaJapaT 1981: 131-70. 

1988 ,llruut CaruIpo H pa6 XaJapaT 1On0CTnb 1988: 2, c. 19-34. 
(TpH paaxaJa) 

1989 .llJWI CaruIpo H pa6 XaJapaT 1989/2: 375-422. 

19. MOJlHM. MYlK'I"Ha, "JlM '1ereMCKMA nylllKHHucT 

1983 MonHIUI M)'JK'IHHa HJ1H 
IJereMCKH'R nyLlIKHHHCI' 

A8popa 1983: 8, c. 44-62. 
1989/2: 125-69. 

20. TPR tOpMY MyllœcTBa. "AB qere:WCKaJi KapMeH 

1986 lJereMCKaJI KapMeH 
(LIsa paclXaJél) 

1989 lIereMCKaJI KapMeH 

21. Ta6y 

1986 Ta6y: paOCKaJ 

1988 Ta6y 

3Ha.MR 1986: 12, c. 10-45. 

1989/2: 423-79. 

H06W MUp 1986: 1, c. 132-45. 

KHY: 12-28. 
1989/3: 145-68. 
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1 22. lIoporH 

1984 ,lloporn: paœKaJ 

1984 IIpoKOJ1:pa.axaJ 

1986 ,llopom 

1988 llimme ua llopore: paa:xa3 

1989 ,lloporH 

23. lJapMeR Attryp 

1986 oopMeH AMyp 
(ll8a pao::KaJa) 

1988 oopMeH Allryp 

A6POpa 1984: 3, c. 148-52. 

A6popa 1984: 7, c. 123-31. 

non (I986):433-43 

CMeHa 1988: 7, c. 8-11. 

1989/3: 75-105. 

3HaMIl 1986: 12, c. 45-60. 

KHY: 49-67. 
1989/3: 3-28 

24. M8JleRLKoA roranT 60JlLmOrO ceKca 

1979 Ma.TlelfLKlifl nmurr 
oonbllIoro ceKca. 

1988 0, MapaT: paOCKa3 

1989 0, MapaT! 

Memp01l0Jlb (Ann Arbor: Ardls. 1979) c. 381-
443. 

OlJJHeIC 1988: 21/22, c. 20-23/21-24. 

1989/3: 29-74. 

25. KYTeiK TQex KHBleR B JeJlenOM llBOpHKe 

1978 PyKono~aTHe: BMecTO 
paa::Ka33. 

1979 Kyre~ TpeX KHJI3eR B 
Je.I1eHOM .lIBOpHICe 

26. lIYllK8 CTaQOI'O Xac8n8 

1987 ,lIyllKa emporo Xacaua 
UlBa paaxaJa) 

1989 ,lIy llKa emporo Xacaua 

HeAeIUl1978:3 06-22 mmapn), c. 6-7. 

1979: 522-66. 
HeM 1989:3, c. 41-69. 
1989/3: 267-320. 

OICnvlfpld987: 4, c.49-83. 

1989/3: 106-44 
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27. UUHPOKOA06wA 

1984 llIHpoKMOOLlA: paœKa3 

1985 l1lnpoKM06.m 

lOHocrru, 1984: L c. 42-53. 

non (1986): 443-79. 
1989/3: 169-208. 

28. lio.u.moA lien.. IioJiLmOrO lIOMa 

1982 6oJlLllioa lleHb OOJlblliOro OrcTTUd5Ph 1982: 7, c. 136-46 . 
.lX>Ma UlBa paoxaJa) 

1983 6oJlbllioa lleHb OOJlblliOro 3tI (1983): 190-226. 
llOMa Ii.lllill (1986): 170-204. 

11J6. (1988): 370-403. 
1989/3: 231-66. 

29. YTpaTLI 

1982 YTJ>élTY 
UIBa paa:KaJa) 

1983 YTJ>élTY 

30. lI)Ka~xyx -- CLIO OJlenJi 

a,TTUd5ph 1982: 7, c. 146-64. 

3lJ (1983): 226-48. 
1iLJ.Ii.ll (1986): 205-26. 
1136. (1988): 404-24. 
KJ,Y (1988): 68-83. 
fi' (I989): 396-416. 
1989/3: 209-30. 

1981 baMCYX -- CWI OJleHJI 1981: 171-235. 
WlH EBaHreJlHe IlO-qereMCKH 

1982 .llJKaMXYX -- CUH OJleHJI: IO.'1OC/Tlb 1982: 3, c.36-51. 
HapollH'Ul JlerelW 

1983 .llJKaMXYX -- CLlH OJleHJI 3tI (1983): 368-447. 
nJlH EBaHreJlHe IlO-qereMCKH 1989/3: 321-403. 
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31. lIepeBo lIeTCTBa 

1975 .llRM CaJupo H nacryx 
Kywra: paœKaJ 1 

1977 .llepeoo llercrBa 

TpyJ1, 12 anpeJlR 1975, 4. 

Hmu aJ6~HUK 1977:1, c. 27-55. 
1979: 567-604. 
ncro (I979): 345-91. 
1136. (1988): 425-66. 
1989/3: 404-50. 

*********2 

lIvanova includes this title in a list of "prcviously unknown chapters 
published as separate stories" in an unspeci fied recent period (·COII pa3Y\la· 
0988), 4; repeated in the expanded version of lhis article ·COII pa3y\la pOJIC.4aeT 
'1y,llOBHIQ,· nocnecnoBHe IC o. <Da3HJUI H<XllIL'I.epa CamljJO U3 Cfei!e.Mll: jJOMOJI, Kli. 3 (\1OCICoa: 
MOCKOBCKHA pa(iO'lHA, 1989), 452). 1 have been unable to locale this publication. 
The version appearing in TPYA corresponds to the sleuthlng feat performed 
in the affair of Kunta and the missing tobacco (1979: 588-97). ft repre-.ent'i 
the only major revision to have appeared 10 this vast work over the twcnty
three years of ils piecemcal publication: l!le detectlve role IS tran .. ferrcd. 
with minimal te:dual ad just ment s, from Uncle Sandra to his morally purer 
brother Kiazym. See also p. 153 fn. 1. 
2 An unnumbered chapter, ·C.10BO: appears in the flrst volume of the 
MOCKOBCIŒA pa(io'lHA editlon (1989/1: 471-78). Because it WU" not IOcluded ln the 
1988 Author's Projection that scrved as the basis for this dissertation, it" 
publishing history is included in Appendix Four: Stories Peripheral to 
Sandro . 
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Appcndix Thrcc 

SANDRO. COMPILATION ORDERINGS 

1. 1973 II. 1977 III. 1979 IV. 1981 V. 1988 

1. /lnJJ.H ÛlHllPO, 1. /lnJJ.H ÛlHJlPO, 1. ÛlHJlPO I1J 1. CaHJlPO 113 1. ÛlHJlpo 113 
KHHrHHH 11 6ora- KHHrHHH H oo'a- qCrcMa qcreMa qcrcMa 
ThlA apMHHI1H ThlA apMHHI1H 

2. /lHJJ.H CanApo y 2. ,llruut CaHJlpo y 2. /hw! CaitJlpo y 2. }lJwt Cait}lpo y 2. /ln.iUI CaHJlpo y 
œ6H llOMil œ6H .1lOMa œ6H JlQMil cc6H .I1.OMa œ6H .1lOMa 

3. /lH.IUI CanApo 11 3. npl1HU OnbJlCH- 3. npl1HU OJlbJlCH- 3. Ilpl1HU OJlbJlCH- 3. npl1HU OJlbJlCH-
lICPHLIR nOOcllL 6ypraŒR 6ypracl1R 6yprClŒR 6YDI'CKI1R 

4. HIlJOKH 4. HrpoKH 4. HrpoKH 4. HrpoKH 4. HrpoKI1 
5. 6HTBa Ha KOJlODC 5. 611TBa Ha KOJlOIJC 5. 6HTBa Ha KOJlOIJC 5. 611TBa Ha KOJtODC 5. 611'ma Ha JÇoJtOpe 

6. qcrcMCKHc 6. qcrCMCKHc 6. qcrcMCKl1c 
ClIJ1CllUi CJUIC11fH ClIJ1C11fH 

7. HcropHH 7. HcropHH 7. HcropHH 
MOnCJlbHoro MOnCJlbHoro MOneJ1bHoro 
llC~na lltœna llCJ)CBa 

8. IlI1PN BaJrraGipa 8. rhtPN BaJnàGlpa 8. IlI1PL1 8a.rrraGlpa 
9. PacCKaJ MyJla 9. PaCCKaJ MyJla 9. Pa.cCKaJ My Jla 

craporo Xa6Ylà_ ~_ craporo Xa6yra craporo_ Xa6Yra_ 

1. "CaHJlDO H3 qCrcMa: poMaH," H06IJÜ.MUP 1973:8,9,10,11, c. 152-88, 70-104, 100-32, 70-125. 
II. CaJI.IfPO U3 lfea?Ma: PQlXXa3b1, po.MlJ1I (MOCKBa: CoBCTCKI1A mtGlTC./lb, 1977), 237-478. 
Il 1. CaMPO U3 q~ (Ann Arbor: Ardis, 1979). 
IV. H06IJe lIIa61J: CaH./fPO U3 lfeleMa (Ann Arbor: Ardis, 1981). 
V. "CaHJlpo 113 qcrcMa," author's projection (March 1988). 
VI. C(JJ(If[JO U3 lfeéEMa: PatIllJI, 3 KH. (MOCKBa: MOCKOBOŒR pa60'lHR, 1989) . 

... 

VI. 1989 

1. ÛlHJlpû I1J 
qcrcMa 

2. /ln.IUI Canllpo y 1 

cc6H .1lOMa 
3. Ilpl1HU Onb1lCH-

6YDi'ClŒR 
4. HrpoKH 
5. 6mm Ha KoJlOIJC 
6. qcrCMCKl1c 

CIDleTHH 

7. HcropHH 
MOJ1CJlbHOro 
llCpcna 

8. fIl1PN BaJrraGipa 
9. PacacaJ Myna 
~ .. craporo Xa6yrn 



--0 
or. 
r-') 

1. 1973 II. 1977 III. 1979 IV. 1981 1 V. 1988 Il VI. 1989 

7. )ÙWI CatIJ1llO H 7. ./lHJlR CatIJlPO H 10. ./lHJtR CaRllPO H 10 . ./lHJtR CaH;\iJO H 10. /lRJlR GrnlllJO ~1 10. ; 1MR CaH}\IJO H 
cm JIOOHMCU cm J100HMCU crû J1I06HMCU cm J1roHMCU Cf'O JlroHMCU Cf'O Jl00HMCU 

8. TarlH--lJY JIO 8. TanH-- lJYllO 11. 1 aJIH--lJY JIO II. TaJ1H--QY 110 11. Tarm--lJYJlO Il. TaJ1H--QY JlO 
lJcrcMa tfcrcMa tfCfCMa tfcrcMa lJcrcMa lJcrCMa 

12. -)lHJlR CaHlllJO H 12. !lnJlR CaHlllJO H 12. !lnJlR CaH:lIJO H 12. !lnllH CaHlllJO H 
K{)HCU K03JlurYJ>a iC{)HCU K03JICYl}'Q(l K{)HCU 1C03!IOTVI>a ICOHCU K03JIOTYpa 

] 3. nacryx Maxa3 13. flacryx Maxa3 13. Ilacryx Maxa3 13. lIaQ'YX Maxa3 1 , 

14_ YMLlKaHHc 14. YMLIIŒHHC 14. YMLlKaIU1C 

J S. XaX:1aMltO 
H ocIHma 

1 S. Xj(;'laMllO 
H OCIIHHa 

16. Xjf~IaMIIO 
H OClIHHa 

16(a]. KOJI4CpyKHA 17. KOJllJCpyKHA 

16. 6PHlâ./lHP IVr.3L1M 16161 6pHlâ.llHp 18. 6pH1â.llHp IVr.3b1M 

KrohlM 

6. XpamrTCJ11> mi> 6. X ()(llUfTCJII> mp 14. XpaHHTCJlh fOP ] 7. XpatflfiC./ll> rop_ 17. Xj)aHIfiC./II> rop 19. XpaHHTCJl1> mp 
18. )lHJlR CaHllPO H 18. /bvI.R Calvlpo H 20. IlHllH Carulpo H 

oo6Xm~T J!l6 X;mpaT pa6 X;mpaT 

19. MOJIHHJI My~- 15. MOJIHHJI My:":-
lJHHa lJHHa 

20. lfCrCMCKaH 21. lfCrCMCKaH 

- ------
KaPMCH KaPMCH 

l. "CaHJ.qX> HJ lJCI'CMa: püMaH," H08MU Mup ]973:8,9,]0,11, c. ]52-88, 70-]04, ]00-32, 70-125. 
II. ÜJJf/Tpo U3 ~ Paaxa3bl, fXJ.!M11I (MOCKRa: CoBCTCKHA IIHGlTCJlh, 1977), 237-478. 
Il 1. CaH/(fXJ U3 'lei!e.Ma (Ann Arbor: Ardis, 1979). 
IV. H081I1e vra81I1: CaHj((JO U3 qei'J?Ma (Ann Arbor: Ardis, 1981). 
V. "CaHllpo HJ lJcrcMa," author's projectIOn (March 1')88). 
VI. Cawr.po w lfe?eMa: P().M(JJI, 3 KH. (MOCKRa: MOCKonaŒA 1>a60lmR, 1989) . 

....... 
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V"') 

~ 

1. 1973 Il. 1977 III. 1979 IV. 1981 CV. 1988 II VI.1989-~ 

2?.;10fJOrH 24. ;1oporH 

23. 6apMcH AJlryp 22. OOPMCH AJlfYP 
24. MaJlCHhKHf'I 23. O. MapaT! 

rHraHT 6oJlh-

woro ŒKGl 
: S. Kyrc)l( TpCX J9. Kyrc)l( TpcX 25. KYTe)l( TpCX 30. KYTC)I( TpcX 

KHHJCH KHHJCA KHHJCA KIDIJCA 

26. /'ly )I,Ka craporo 25. !l,yJlKa craporo 
XanlHa XacaHa 1 

27. 111l1pûKOJl06b1A 27. lllHpoKOJ106b1R 

28. OOJlblli~A llCHb 29. OOJlblliOA lI.CHb i 

6oJlhworo lloMa 6oJlblllOro 110 Ma 
29. YTpaTbI 28. YT~Thl 

20. )lJKa.MCYX--CblH 30. )lJKaMXyx--cblH 31. .llJKaMxyx --ChlH 
OJICHH OJlCHH OJlCHH 

16. llcjJCoo JlCTCTRa 21. }lcpcoo }lCTcroa . 31. }lcpcoo JlCTCTRa 32. }lC.QÇBO ~ 

1. "CaHJqlO HJ qcrCMa: poMaH," lIo6b1uMup 1973:8,9,10,11, c. 152-88,70-104,100-32,70-125. 
1 (. ÛlH/T.pO U3 lfe.?eMa: PUŒKU3W, fXJ.MllH (MOCKna: W8CTCKHA IIHŒTCJlh, 1977), 237-478. 
1 Il. CaH./l.po U3 lfe2eMa (Ann Arbor: Ardis, 1979). 
IV. H08b1e Z'la8b1: CaH./1.[XJ U3 lfeJ!..Ma (Ann Arbor: Ardis, 1981). 
V. "CaHJlpo Hl qcrcMa," author's projection (March 1988). 
VI. ÛlH/T.pO U3 lfeiEMa: POAIaH, 3 KH. (MOCKRa: MOCKOBCKHR pa60lfHR, 1989). 

.... .,. 
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1956 

1963 

1965 

1965 

1966 

1966 

1968 

1974 

1974 

k, 

Appendix Four 

STaRIES PERIPHERAL Ta SANDRO 
by ycar 

"nepooe lleJ10~ nUOHep 1956:11, c. 41-46. 
30 (966): 39-48. 
fUI 0970, 1978): 12-21. 

"BeqepHRR llopora .. Kqcrœp 1963:12, c. 24-32. 
30 (1966): 80-102. 
fUI 0970, 1978): 60-77. 

"noll He60M He.He.!Ul 1965:49 (5-11 lIeKa6pH), 
KOJ1XllIIL( c. 10, 11 

"ÛIOBO" CveHa 1965:15, c. 8-9. 
30 (1966): 14-25. 
flP (1989): 318-25. 
1989/1: 471-78. 

"JlolllaJlb 1IHJlH lOHOCTTlb 1966:3, c. 46-63. 
Km~ " 30 (966): 62-79. 

fUI (1972, 1978): 71-91. 
non (1986): 143-55. 
l·h6. (988): 171-82. 

"Co3BeJ.llHe H081J1Q,MUP 1966:8, c. 3-75. 
K03J1OTypa " .LI.ll (1970,1974): 247-367. 

BCH (973): 308-430. 
I1P (1989): 4-109. 

"llellYlllKa" HOBbIll MUp 1968:7, c. 62-79. 
ll.ll (1970,1974): 78-107. 
fUI (1972, 1978): 92-121. 
11J6. (988): 41-66. 

"noll 3BKaJlHrrroM " He.He.!Ul 1974:1·9 (2-8 lIeKa6pII) 
c.6,7. 

"BeilHllA: lleMaror .. CHq (1977): 1l0-25 . 
6llBll (1986): 67-81. 
1136. (988): 67-81. 

"PeM3HK" lOHocrm 1974:9, c. 21-39. 
CHq (1977): 162-212. 
6llBll (1986): 17-66. 
I1P (1989): 349-95. 

sec discysscd: 

p 109 fn 1 
p 317 

pp 169-70 
p 297 fn 2 

p. 169 fn 3 

p 354 fn 2 

p lM 

pp. 28 fn 2 
pp 166. 169 

p 164 

p 164 

p. 163 



1 
WbClCCJJl MJ.JlOJIeïKb 1977:9, 
c. 16-21. 

1988 "K04IeAHH B MOpe" Teamp 1988:6, c.130-65. 

sec discusscd: 

p. 164 

p. 111 fn. l, 169 
p. 206 fn. 1 
p. 219 fn. 1 
p. 248 fn 1 
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Appendix Flve 

"SEA SCORPION" COMPILATION HISTORY 
CYŒEmNVERGENCE 

"Corn p !ete" yersions: 

1976 "Mopcr'lA CKopnHOH: nOOOCTh" 

Compone"' stories 

1975 "Ha MOpe: PaŒKaJ" 

1964 "LIooe B MOpe: PaŒKaJ 
= "MOJlOllOCTb MOPJI" 

" 

1975 "npHKOCHOBeIDIe: Paa:KaJ 
.. 

1974 "1(IIHO: PaccKaJ" 

1975 "OPHKOCHOBeIDle" 

1976 Janpa: Pa.a::KaJ" 

1976 "Dom H HmKHOCTh: PaccK.a.J" 

1975 "Ha MOpe: PaccKaJ" 

HaUl aJf!J!eMl!HHUK 1976:7/8. c. 3-56, 
71-131. 

ocra (979): 117-344. 
OP (1Q89): 110-317. 

(ordcrcd as compilcd; rCpCl1l10n ... 
Indlcate intcrspllclng)· 

~UR Panl1l. 21 MlpTIl 1975. 
12-13_ 

Ce/ltLXaH _WJ.AOl1e~b 1964: Il, c. 9-11. 
TIlf (1966): 55-78. 

CeJrtLXaH .MJ.1011e~b 1975:8. c. 22-26 . 

CeJrtLXClR MJ.IIOl1e~b 1974:9. c. 26-31. 

Û1tLXClR _WJ.IIOJIe~b 1975:8. c. 9-11. 

Tpyl1. 26 HOR6pfl 1976. 4. 
HauJ aJBpe.!rE!/f1lUIC 1977:8, c. 20-46. 

HeJIe!lR 1976:11 05-21 MapTa), c. 4-5. 
CHQ (1977): 126-161. 

Jlurœpamyp1IUR Parun. 21 WpTIl 1975. 
12-13. 

Perigbera! (the incident dnd feuilleton dcscribed in the talc. 'ice p. 174) 

1970 "CnytlaA: B OqeMlfpa: [OqepK 
o cy lle6HoM npouecce no llefly 
lfuqJJKO LIorrya, COBepurnBwero 
y6Hncroo BQ npeMJI llPaKH J" 

1970 "nOCJ1e CJ1~aJI B OqeMHpa: 
[Omet tIHTaTeJlRM J Of 

J/urœpamypHan ~ 4 ~IR 
1970,-13. 

JluJrepanr,wIUR èCl3eITlIJ" 25 ~ 
1970: 3. 

J60 



1 Reprise (the Incident, feuilleton and chance meeting described ln the tale): 

1979 "KyreJK TpeX KIUIJeA Ha JeJleHOM 
1lOOpHKe" 

1979: 527. 

CeAqac, OTCTYKHBéUf Ha MarnHHKe 3TH crpOlrn, Il OcnOMHHJ1, lJro 
H :rry BCrpelJy H BCIO Ilpe1OillYlUYIO ropecmy1O HCfOpHIO MOero lIPyra Il 
yJKe OnHGlJI 0 omOA IlOBOCTH, r JJe oo6crBeHIIHA MoR ll06pliA rrOCTynoK 
npHnHCaJI CBoeMy repmo. li BOT Il CHOua. K JTOMy nOCTyrrKy 
OOJOpaTHJ1CR. B 'leM JKe lIeJ1o? HnH MeUR TIIHeT K co6crneHHOMY 
ll06poMY rrocrynKy, KaK rrpecryrrHHKa K Mecry rrpecrynJ1eHHJI? HJ1H 
MUe JKanKO, rrro Il rrpIDIHcaJ1 ere CBOeM)' repOlo? 

CUOSS-REFERENCING TO SANDRQ.;, 

Place: 
Kor.lla caMOlleT BJJ1eTeJ1 H rrOJ1eTeJ1 K BOCTOKY, [, ] CepreA 

yoHlIe.rr JHaKOMbie C lIercroa orOlleHHble KaMeHHCfble 06PblBbI Hall ero 
POlIUblM cellOM qereMoM, r lie OH B lIeTcroe JKHBaJ1 KaJKlIoe J1eTO. 
[nCro: 2491 

... 11 ecJlH nYTHHK OCTauaBJ1HBaJlCR Ha oepXUClJereMCKOA lIopore 
OOJJ1e lIOMa TBOero llella H npüCHJI y X0311eo HaIlHThCJI, TO eMy BlmOCHJ1H 
KyornHU C OHIIOM. 11 ec.rtH lIeUb KJlOHIL1CR K 3aKary, rrYTtrnKa npocHJ1H 
BOA1H 8 lIOM H nepeHO'lCBaTb ... 11 CC.'lH nYTHHK 6bU1 ncpXOM, erG 
IlpOCHJ1H Bbexan. 00 1IBOp, cneuHfThCR H OCfaThCJI Ha HOlJL ... 

Ho B lJeM lleJlO, nO'leMY DCC Ta}( nOJ1yqJUlOCb? 
H Bllpyr CMy npHOTKpblJ1aCb HCTHHa, H nec, 'ITO Bbl3b1BaJ10 ero 

TIIJKeJ10C HClloyMeHHe, rpyCTb, 'IyBCTBO pOKOBOA OlIIH6KH, 
coocprneHuoA Kor lla -TO, cpaJy :llCC 06"bRCHHllOCb. [ITem: 337] 

Character' Grandfather nero: 161-74 pa.;slm. 
Andrei Tarkilov 
Akop-aga 

see p. 199 vs. ncro: 325-33 passim. 
see p. 206 vs. ncro: 150 
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Appcndix Six 

"SCHOOL WAL T'Zn COMPILATION HISTORY 
CYOE CONVERGENŒ 

"Complete" versions: 

1987 "OrapY.A 1l0M nOll lGtnap"COM: nODOCTL" 3HlLAlll 1987: 7, c. 3-85. 

1988 "llIKOllLlflm B3JlhC, WlH 3Hepnm CIWJa: ICHY (1988): 191-285. 
nOBOCTh" 

Component Stories (ordcred as includcd): 

1973 "nepBLm pa3 B nepBLm K.f1aoc" 

1973 "PeBélHllI: lOrpblBOK"3 nOBOCTH 
"lUKOllbH1DÏ B3JlhC, WlH 3Hepnm 
CThL'la")" 

1973 "MOA nepnLm llIKOJ1bmm lIeHb: 
113 llliKJ1a lllKOJlbHUA BaJlbC. 

Hll" 3uepnrn CI1l1Ia" 

1973 "TniKlCHA n)'Th n03HamtR: PaœKaJ" 

1973 ".llOJ1rH " crpacm" 

1963 "3anpe1lIID1 MOl: PaOCKaJ" 

1972 '"BpeMR no IJacaM: Paa::KaJ" 

1974 [0 nYllilCHHe: K 175-J1trrloo 00 
1IJUI pmKlleHHH) 

TPYA, 9 flHBapn 1973, 4. 

CeWbR U uucoJ/a 1973: 1. 
c. 30-33. 

BCH (973): 42-55. 
non (986): 47-60. 

WlCKaR .WOJ/OllellCb 1973: 1, 
c.20-25. 

BCH (1973): 56-75. 
non (986): 95-111. 

He.ae.;uc 1963:46 
(I0-16 HOJl6pn), c. 8-9. 

3n (1966): 26-38. 
mr (966): 22-40. 
H (1978): 26-34. 
non (1986):26-34. 

HMe/lH 1972:18 (24-30 anpeJ1H), 
c. 5, 16, 17. 

BCH (1973): 89-115. 
non (986): 60-83. 

~ /ll1m!fX1I11YlX 1974:6. 
c. 29-30. «,cc p 249) 
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1 

PERIPHERAL (by year): 

The publisher's note to the collectIOn Bpe.MJl CtlUCTTLllU81fX HaXOAOK (I973) lists as 
belongmg to the cycle "WKOllbHLlR Ba.rtLC, HllH 3HeprHJI Cf Lilla" the stories "MOR 
nepoLill IllKOJlbHLUl llem," .. ,llOllrH H crpacrH," "MYlJemuœ meHY," "BpeMJI no qacaM" 
H llpyrHe." The followlng table was compi Icd on the cntcria of (1) narrative 
mode (first-person), (2) time (childhood, 1930-1940s), (3) place (Mukhus) and 
(4) charactcr/mcident (ovcrlap with "School Wahl" proper). 

1964 "MOR 1lHlI.R caMbIX 'I0C'I1ILIX HeJleJlll 1964:36 (30 aoryCTa--
npa.8H.Il " 5 ŒIITJl6pJl), c. 22-23. 

3n (1966): 124-45. 
BCH (1973): 26-41. 
H (1978): 49-63. 
non (986): 129-43. 
l/b6. (988): 82-95. 

1964 ÏpHHa.llUaTllA nolIBHf fepaKJ1a" CenbCKWI .MJ.lIOAellCb 1964:4, c. 16-19. 
3n (1966): 103-23. 
mr (1966): 22-40. 
fI.ll (I 972, 1978): 22-36. 
BCH (19773): 115-30. 
H (1978): 35-48. 
non (986): 34-47. 

1966 "BpeMJI cqacrmmLIX HaxollolC" lOHOCTTlb 1966:3, c. 46-63. 
mr (1966): 3-21. 
BCH (1973): 10-25. 

1968 "He oc.ê TalC npocro: paŒKaJ" CMeHa 1968:6, c. 24-27 . 
= "MOR KYMHP" .llll 11970, 1974): 227-46. 

non (1986): 111-29. 

1972 "MytleHHKH cueHY" ~UR iD:H11l4 1 MalI 1972. 7. ru (1972, 1978): 47-59. 
BCH (1973): 76-88. 
non (1986): 83-94. 
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PIHER FIRSI.PERSPN CHILDHOQD TALES (by ycar): 

1962 "OeTYX" 

1962 "PaŒKaJ 0 MOpe" 

1963 "1le'l'CKJlli Cilll" 

lOHocmJ, 1962:10, c. 71-75. 
30 (l966): 39-48. 
mr (1966): 93-121. 
BCH (1973): 3-9. 
H (1978): 19-25. 
ITon (1986): 3-9. 
HJ6. (1988): 35-40. 

1OH0CTTlb 1962:10, c. 69-71. 
MOCICO(J(:Kua K(J.,tU).A«lJle«, 25 

HOH6pR 1964, 3. 
30 0966}: 3-13. 
fllI 0972, 1978}: 5-11. 
ITon (1986): 20-25. 

HeneA1l 1963: 36 (1-7 œIffR6pH), 
c.20-21. 

mr (1966): 122-36. 
ITon (1986): 9-20. 
sec pp. 170-71 
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1 Appendix Six(a) 

THE 'RICH T AILOR' SUS-CYCLE 1 
by year 

1969 "nOpllfOA H cJlHlD1HrneKTOp: Paa:KaJ 
Hl l.lliKJIa "BWlH li HOOWlHUIi 
Hamero ropo1la" 

1970 "ooramA nOPTHOA li lIPyrlie: PaaxaJ 
Hl IDIK.11a "Œ:X:Tte1lHœ J1eTO" 

1972 "nOC'J1ellllHA XHpoMa.tIT: H3 UHJ(JIa 

aBT06HorpacJlmecKHX nooecreA 
H paccKaJOB "Boranm nOPTHoA 
H llPYfHe" 

1977 "6oramn nOPTHOA H XHpoMaHT" 

1 Sec p. 256. 

TPYll, 13 aBrycra 1969, 4. 

H08W MUp 1970:6, c. 8-27. 

llJXXTTlDp 1972:1, c. 69-81. 

CHQ (1977): 38-94. 
H (1978): 95-151. 
1136. (1988): 288-340. 
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1 Appendix Seven 1 

"CHIK" COMPILATION HISTORY 
CYŒ.E CONVERGENCE 

DOnte311He 

1977 "BooMe3JlHe: paa:KaJ" 

JKHBOTHye B ropOlle 

1977 "HJ paOCKaJOB 0 lIHKe" 

1983 ")I(HBOTIILle B rop<>l(e" 

1978 

by year 

jJpy;Kffa HapDJIOB 1977: 1. c. 170-81. 
Mef1l/XJOOllb (1979): 425-43. 
3q (1983): 56-73. 
ElIBA (1986): 304-20. 
non (1986): 346-62. 

lOHtX111b 1977:5, c_ 31-39. 

3q (1983): 33-56. 
EllBA (986): 255-76. 
non (1986): 324-46. 

lOHocrrIb 1978:4, c_ 42-52. 
3q (1983): 73-101. 
EllBA (1986) 277-303. 
non (1986): 362-89. 

1971 "lleHb lIHK3.: paaxaJ" lOHocrrIb 1971:10, Co 18-48. 

1972 "HottIrne Ta.AlIH: ABpopa 1972:6, c. 22-24. 
[3ruUIIO'lJ1TeJlbHaJI r naBa 
H3 nonecrn "llemllHKa"r 

1972 "LIeHb lùlKa" I1ll (1972, 1978): 122-206. 

1973 "HotIb H lem" BCH (1973): 193-307. 

1979 "LIeHb H HOlJh lJHKa" ncro (979): 5-116. 

1983 "HotIb H lem lJHKa" 3q (1983): 262-364. 
non (986): 189-285. 

1 At a 1988 public appearance Iskander announced the forthcoming 
Qublication of the Chik staries under a singlc, as y_ct undisclosed tille 
(TOOp'lecKHR oeqep, Mo(]wOCKHA rocyo,apcroellHLlA yuHDepCKreT. MocKBa. 26 \tap-ra 1988. 
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1986 

1986 

"nOllB8r qHKa [ÛTpunKHj" /Je1IepH.RJl M0CIC6a, 24 OKTJl6pH 1986, 3. 

qaemlTHe H .1110608.. K HOplO 

1975 "lJaernrme H mo60Bh K 
MOplO: paŒKaJ" 

qHK JHU, rlle c06aKa JapLITa 

1985 "lIHK 3HaJ1, flle œ6ax:a 
3aPI:lIil" 

qHK H .IIyHaTHK 

1987 "lfuK 8 J1YHaTl1K: [1-13 
UHKJ1a paŒKaJOB 
o MaJ1btJHKe lIHKe]" 

qHK H nymKHo 

11974 "no6e1IH.I1 nyrnKliH" 

OllJ1leA: 1986:46, c. 7-11. 
nq (1987): 30-47. 

/OHocrru, 1975:6, c. 24-26. 
Ûiq (1977): 7-37. 
EJlE.ll (I986): 226-54. 
non (1986): 295-24. 

l/py;K(ia. HapoAOB 1985:12, L 10-26. 

OlOHeK 1987: 31, c. 26-29. 

lluoHep 1974:1, c. 46-47.] 
see pp. 249, 327 

1986 "qHK 8 nYUIIOffi: I$par- YlfUTTEIlIi1Cl11l ~ 6 ~ 1986, 4. 
MeIIT HJ paa:KaJa j" 

1987 "lIHK H nymKilll: O!cTTlJlfJpb 1987:4, c. 49-68. 
paaxaJ" f11I (I987): 3-30. 

qHK HaeT Ha on~aKHBaRHe 

1986 "~ MeT ua on.naKH
BallHe: pauxaJ" 

qHK Ha OXOTe 

1985 "qHK na OXOTe: [$par
MetlThl 83 paccKaJaj" 

1985 "qHK Ha OXOTe: pacCKaJ" 

3HrLMIl 1986:6, c. 119-37. 
KHY (I988): 29-48. 

Y1fl.U11I!.Il1i1«1Jl éD3elTlfl, 113/5 ŒlITroPll 1985, 4. 

/OHOCTTlh 1985:1, c. 53-69. 
non (1986): 389-433. 
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j 
ÇROSS-REFERENCING 10 SANDRQ: 

"MaMa 11 ee 6paT 6WlH POllOM 113 ceJla qereM. lInK m06HJl cnOHX tICrCMCKHX 
POllcrnefIHHKOB." ["Ibnc HlleT Ha OJlflaKHBaHHe," KI1Y: 301 

"TeTYlIIKa 6h1Jla 3aMYilœM 3a 6paToM MaMIi, a MaMa 6b1Jla JaMyJKeM 3a 6paToM 
TeTylIIKH. HeT, Tyr KpoOOMOCHTeJlLCTBa He 61iJlo. 31'0 6liJlO "polle 
nepeKpeCTHoro OnIiJleHHR." ["{h1K HlIeT Ha onSlaKunaHHe: 3Hf1.MH 
1986:6, c. 120; omittcd from reprint ln KHY: 301 

"B lJereMe OTKpblTO Ha3b1BélJlH 3Toro tICJlOBeKa [CTaJ1HHa]. a B ropolle nO'leMy-TO 
CfpalIIHJ1HCb. Bor tt'ro YlUmHTeJlbHo! If III: 461 

CROSS-REFERENCING FROM S,~NDRQ: 

"Torlla B neqaru craJm n01lBJ111TbCR MOH paccKa31i 0 lJl1Ke, a He 0 HeM, 11 OH !AflllR 
CaHllPo 1 HeCKOJlbKO pa3 ronopHJ1 HarnHM 06lliHM 3HaKOMIiM, qTO, 
BHlIHMO, )'MCTBeHHHe CHJlLl erG MeMIIHHHKa npHllillH B nommA ynalloK 
H OH yxe He B COCTORHI1H nHcaTb 0 MYllPliX, MHoro nepeJKHnUlHX 
J1lOllIlX H CHOBa B3HJlCH 3a llCTeA. Pa3)'MceTCH, al.M OH MOHX paa:KilJOB He 
qJ1TaJt. HO SlIOllH eMY nepOCKa3aJtH HX COllepJKaHHe. ["Ta6y," KH Y: c. 
131 (sec p. 278) 

CROSS-REFERENCING 10 OTHER WORKS: 

1965 "nOCpaMJ1clille $lJlbUlHBO
MOHeTtIHKOB: paaxa.l 

character/incident overlap. 

Heae.mc 1965:28 (4-10 HIOJ1I1), c. 6,7,18. 
3n (1966): 190-215. 

boxer's younger brother, AHecTH, rcappears in "qHK 3Han, flle c06aKa 
JaPLlTa," "OWlaKHB3.HHe," "nOlIBHf lhnca" 
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... 

Appendix Eight 

"CTOHHKA lIFJ10BEKA"1 
COMPllJAll0N mSTORY, CYCLE CONVERGENCE 

by chapter 

sec discusscd: 

"3HêlKOMCTBO c repoeM" 3HaMIl 1989:7, c. 8-12. 

"3aHa" 3HaMIl 1989:7, c. 13-16. p. 281 rn. 1 

3HaMIl 1989:7, c. 16-22. 

"Cep,me" .JlioœpamypHaR ~ 7 JDDBpJII981. p. 204 rn 1 
7. 
3q (I983): 248-60. 
3HaMIl 1989:7, c. 22-30. 

"BpeMJI OOJ1billoro 3HlUlIl 1989:7, c. 30-38. 
Be3emm" 

"OXO'I1IHK-JlœOBHlleu" 3Ha.MR 1989:7, c. 38-42. 

"Taara H MOpe" 3Ha.MR 1989:7, c. 42-54. 
includes fragments 10 and Il of 
"0 llBHJlŒmrn K ll06py H TeXHOnOrnH 
r.nynœm," ~l1Jl crœma, 00 
HIOJ1JI 1986, Il. 

"llieamiCr: paœrca3 3Ha.MR 1989:8, c. 6-18. 
BHKropa MarccuMOBHqa" 

p. 163 rn. 3 
p. 171 

"MMb1JHKH H nepBilJl 3HaMR 1989:8, c. 18-47. p. 244 fn. 2 
J1IOOOOb: HCnOBellb 
BHKropa MarccuMOBHqa" 

"Bocellli c BHlCTOPOM 3Ha.MR 1989:8, c. 49-56. p. 198 
MarccuMOBHqeM" includes fragments 3 -6 and 12-16 of p. 300 rn. 1 

"0 llBIDKeHHe K llOOpy H TeXHOnOfHH 

",lleoyunC3. nopa H 
J10ill3JlHHK qary 

rJ1ynOCTH" (see above, ch. 7) 

3Ha.MR 1989:9, c. 56-71. 

1 An earlier version bore the tille "li MY nJlyaeM nWlalOweA (}eJ)I.lIOA." Thcrc the 
segments "HJleIUlHCT" and "MéLIlb'lHKH H nepBaJI JUOOOBb" appeared without the subtitlc'i 
directly attributing the narration to Viktor Maksimovich. 
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"BelJep B Gl.IIY

"noc.ne.JlHee-

3HCLMJl 1989:9, c. 71-78. 

3HCLMJl 1989:9, c. 78-79. 

CROSS.REFERENCING ID SANDRQ: 

B CBeT.RweMCH, CTpyllweMCH BOJ1lYXe -- 6eJ npeyueJ1H1leHIIH! -- CTOHJ1a 
TeMllaTypa pa.a. .lla Il neA.3ax 6epera C J1eflŒMH crpoeHIDlMH Il KynaMH llepeBbeB, C 
XOJ1MélMH, npoXJ1ilJlHo J1I1JtOBeIOWIlMH B.l(aJ111 Il JeJ1eHHMH B6JtHJII, Ha KOTOpHX CBK031> 
JeJ1eRI> yI011IO BIlIOOBWI3.JIHCb JIJI11fa llOMOB (BOR B TOM XOTeJ1OCb 6 .. JKHTh HJIH JlYlfllIe 
BOR B TOM: llliM1JaTa.R 39toPH.R OOJllOMROCTH), B HeMaJtoR crenenH np1l6J1I1JKaJtCR K 

JlaH1lllI~ paR. 
[ ... ] 
Mu C BIiKTOPOM MaKCHMoBHlJeM pU6a'lHJ1H Ha Moe9 JtOllXe, KOTOpoA JI llaJ1 

HaJBaJnfe .. qereM," erue caM TOro He BellaR, IJTO DO MIIe}'JKe JpeeT TeMa MoeR 6ylQ'lUeR 
IOIHl'H. 

[3HeLAUl 1989:7, c. 43; "0 llBH:lIŒHHH K ll06py," fragment 10; see p. 163 fn. 3] 
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SOURCES ClTED 

1. Dy Fazil' Iskander: 

la, ln Bussjanj 

For prose fiction and feuilletons incorporated by Iskander into the 
various cycles discussed in this dissertation, see apps. ] -S. 

3opu, :E.fCIIU: Crrwxu" Mooœa: lleICCaJI JUfrepélTYJll, 1966. 

'1\pa11HKH H YDaBY.· KOHTTlUnelfTn, no. 22/23 (I980}. 51-107n9-136, 
Kpo.IIu"u U YltCJ661. Ann Arbor: Ardis, 1982, 
KMx:rru, 1987:9, c. 21-62-
KnY (1988): 84-190. 

"JleTIJHM JUleM," HOBh/Q, MUP 1969:5, c. 28-48. 
1lLl (1970/1974·): 173-206. 
HJ6 (1988): 258-87. 

"Mope 06ammR." lOHOCTTlb 1988:2, c. 34-42. 

MOIIO/lOCfflb AOpR. Moooa: MOJIollaR rmpJlHH, 1964. 

"HallaJlo," Cvena 1969:19, c. 12-15. 
M (1970/1974): 7-23. 
H (1978): 3-18. 
non (1986): 174-89. 
11J6 (1988): 20-34. 

"He6narOlaplWR npecrynllHK: PaccKaJ paOOmHKa JKe.ne3HO.llopoJKHOR MflnHUHH 
KeurypHlt<Xoro paaona." 3n (1966): 245-56. 

"nocpa.MJlellHe ~LlIIHDOMOHm"IHKOB." H~ 1965:28 (4-10 HKl1ud, c. 6,7,18. 
3n (1960): 190-215. 

"npe06paemtc." HMf../IH 1975:22 (26 MalI--l H1owd, c. 10-11 . 

Jlymb: Crnu.xu. Moaœa: u,BeItXHR JtOOl're1lL, 1987. 

"nYTL H3 uaPJIr B rpem." CkttlOCllJl AWOAe7Kb 1971:19, c. 50-53. 
eul{ (1977): 95-109. 
BLlBJl (1986): 3-16. 

"YpolC "!pH B W3.XMaTLI." H(!J!eIIR 1964:4705-21 HOOOpR), c.6,7,8. 
MOŒOtaUa~ 17 oIcrJl6pa1965, 4. 
3n (1966): 216-31. 
mr (1966): 41-54. 
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lb. En&lisb Translations (by title): 

"Belsbazzar's Feasts." Translated by Susan Brownsberger and Carl 
Proffer. In Contemporary Russian Prose, ed. Carl Proffer and 
Ellendea Proffer, 335-78. Ann Arbor: Ardis, 1 <)75. 

The Goatibex Constellation. Translated by Helen P. Burlingame. Ann 
Arbor: Ardis, 1975. 

The Gospel According to Chegem: Being the Further Adventures of 
Sandro of Chegem. Translated by Susan Brownsberger. New 
York: Vintage Books, a Division of Random House, and Ardis, 
1984. 

"Ko1cheruky." Translated by Marcia Satin. In The Ardis Anthology 
of Recent Russian Literature, ed. Carl Proffer and Ellendea 
Proffer, 165-91. Ann Arbor: Ardis, 1973. 

"Old Crooked Arm." Afro-Asian Writings (Cairo) 1, no. 4 (J anuary 
1970): 95-115. 

"Old Crooked Arm." Translated by Robert Daglish. Soviet Literature 
1968:6, 67-92. 

Sandro of Chegem. Translated by Susan Brownsberger. New York: 
Vintage Books, a Division of Random House, and Ardis, 1983. 

"A Sexy Little Giant." Translated by Carl Proffer. In Metropol: 
Literary Almanach, ed. V. Aksyonov and others, 322-58. New 
York: W.W. Norton, 1982. 

le. NOD-Fiction: FeumetoDs. Essars. Mjscellaneous (by title): 

"BcrynHW.J1bHoe CJ10BO: [K ny6J1UK3.IlU" poMaHa IOpHJI ,lIoM61X>BCKOrO œwcyJlbmem 
HeIlYJI'HILX eezqea l." H06W.Mup 1985:8, c. 5. 

'TOJ1OC a6xaJCKHX ymeJlHA:: PeueHJHR Ha KH. B.B. lllHHKy6L1 lleCHb CKD.AM." 
~ éJl:BTllJ, 181Di5pR 1965,2 . 

.. ,lIpyr nopoKy, BJ>!lf ce6e: 0 Mepax no 6oph6e C nbJIHCTBOM: BucKaJLœaHHe." TPYA,7 
lleKa6pR 1969, 4. 
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"H.zteH U llpHeMLI." /Jmyxx:bI AUrœpamyp61 1968:9, c. 73-76. 

"l13 .mOOBH K IJHfaTe11lO: <De.meroH." JT~C1Jl in3eI7lll, Il anrycra 1956, 2. 

"MOllapT H Carn.epH: 3HfLMIl 1987:1, c. 125-31. 

"Hall q~ paOOraIar: Omer ua élHKeI)'." lTf.IlœJXIITf)pHC1Jll1l3el1lfl. 5 cJle8paru1 1969, 3. 

"0 llBUJlŒHHH K ll06py H 0 TeXH0J10rHH rJ1ynocrn: 0 llYXOOHOM J1l0poObe O(jWecTBa." 
JlutœpamypIiaR JŒlT1f4 30 HDDI 1986, Il. 

"0 MYlJPOCI'H 3ClCI'OJlbH." KOIDJMl/IlLXaR TIp(Ul11a, 1 mmapR 1968. 4. 

"0 HonaTO~, 6aHél.JlbHYX HcmHax H UHTaTax." JTumepamypHaR 2a3ema, 4 HIOHR 
1966, 3. 

"00 aBTOpe." B KIl. b. Axy6b1 De..rrW OlOHb: Paaxl1361 U rooocmu, 221-:~2. MOCKna: 
CoOOTCKHA nHCaTeJlb, 1972. 

"003JHH rpyCTH: 0 KHure TaTbHHY TOJlCTOA Ha 30AOT1WAl KpliAbu,e cUlleAu." 
.!hJm?pamypHC1Jl aœrnn, 26 awycra 1987, 5. 

npe1lHCJlOBHe K KIl. HJI. 6YJ1raKona H lI.IIY zy.ll1l11lb: llo6eCTTUJ, U JX1ŒK11361, 5-6. Moacna: 
M0l10llaH rœplllUl, 1976. 

"CylJ,b6L1 poMaua -- cy.llJi)L1 peaJ1HJMa: B 'leM TaAHa?" JTumepamypHC1Jl i'lJ3eTTlll. 4 Milpm 
1987, 3. 

Id. Interviews (by title): 

"r JlOTOK KHCJ10pOlla." HHTepoblO C Q)aJHJ1eM HCKaHllepOM Jan. OeTp Cm1BaK. 
MOCKXJ9C/Cua KruIllWl/I~, 21 MaJI 1989, 2 . 

.. .lIem JKHJHH OTJ1UlfaTb OT HOlfU: 6ece1l3. C nHcaTeJ1eM <DaJHJ1eM I1cKaHllepoM." 3an. 
OJler lIom.ceHKo. B c6. XPOHOlpat/J: ElKelOJ(HUK 89, 41-54. MocKoa: 
MocKOBCKHA pa60'IHA, 1989. 

",lIymH BHeJaIlHaH c0000lla: 6ece1l3. C (l)aJHJleM I1cKaHllepoM." 3an. LI. fBWlana H JI. 
HOBOJlCeHoB. MOCKXJ«:/Cua ~14, 24 anpe.!lH 1983, 2. 

"E01U OCTaHOBHMCH, Hac nOHearr HaJ3JI: 6ece,'la. C (l)aJR11eM I1CKaHllcj)OM." 3an. EneHa 
Beœ.rtaJI. MOCKlJocxue H08OC11UL, 12 Mapm 1989, 16. 

")I(HBHTe HHTepecuo: HecKOJ1bKO BOnpocOB nHcaTeJ1IO 0 ero pa6OTe. "HHTepObK> C 
([)aJHJleM HCKaHlleJX'~ Jan. H. Ynapooa. MOCIC06CKUa KOMCOMOAe14, 17 IIHnapR 
1979,4. 

"H 'IyucrBO co6CTBeHHOA CYllb6L1." HHTepOLK> C <DaJHJ1eM HCKaHllepoM Jan. H. 
HeKpacoœ. G.AeHa, 17 OKTR6ps 1982, 4. 
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"KopoTlCO, HO He Kopolle HCTHHLI: C nHCaTCJleM <DaJHJleM HCKaHAepoM 6ece!fY!C!! 
rf.HrO~HR: AmtcHMoo H MapHHa OOWE'tplOlC." JlumepamypHœ otJœpeHue 1985: 
l ,c. 35-40. 

"HeHJOOCTHLIa Carulpo: C npoJaHICOM CDa3HI1eM HCKaH.IlepoM 6ece~C'r JUfrepa:rypHIiR 
Kpm1fK Ha'laJ1LJl Hoaoosa." Mt:XXOBCJaJ,e HO«JCITUl, 10 HIOJ/R 1988, 11. 

"06 O1Jare H 0 )lOMe: 6ecella C nHcaTeJleM [(Da3HneM I1cKaH)lepoM].'" 3an. T. 
MélMilJta)l3e. KaWJJ.AVJIlCKOJl 11[XUJIlC4 6 JIHRlpa 1977, 2. 

"IToTpe6HocTL OlJHmeHHH: lieceu C nHcaTe.neM <D.A. I1cKaR)lepoM." 3an. E. 
IlkrIOIIlCHR. JlurœpamypHOe ofiœpeHue 1987:8, c. 32-34. 

"ITOOJHe9 JIpOHHJaHllLle crpom: HurepBbIO C JUfca.Te11eM [(DaJHJ1eM HCKaH.IlepoM]." 3an. 
C. J1axOOa. CoBe1TDCllJl A6XD3~ 13 œmoopJll981, 3. 

"ITyn, K C'ülCI'nHBLlM HaX01llŒM: &œmt c nucaTCJleM [<DaJHJleM HŒaH.llepoM]." Jan. 3. 
ryœua. Typuan 1977:9, c. 24. 

"Y mIDITeJ1LHLl9 MHp <Da3HJ1H HCK3.lUepa: 6ecell.3. c nHcaTeneM." 3an. H. HaJapou. 
KClMM)'Hl.IDn TUJI)KUKUaTlllHl14 HOH6Jlf11985, 4. 

"qenOBeK H cy)lL6a: OOœ.lla C nHCaTe.1leM CDaJHJ1eM HCKaH.lIepoM." Jan. H. Ma3HJIKHBil. 
Moaroocxull KatIDMlAe~ 21 MaR 1984. 4. 

le. Otber: 

Iskander, Fazil'. Interviews by author, 28 February, 19 March and 
21 May 1988. Tape recordings, notes. In the writer's home, 
Moscow USSR. 

Iskander, Fazil'. Public appearance. Moscow State University, 
Moscow USSR, 26 March 1988. Tape recording 
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2. About Fazil' Iskander (by author): 1 

2a. In Russjan: 

AJaHOB, B. 'TIOll rmmOJOM 4lOpMYnH." lJoAza 1967:4, c. 160-61. 

AmmeB, AHarorma. "Ilualrem. H MOJ10llOR repoR." OlCrllRfipb 1976:8. c. 181-92. 

AB.apeeB, A. "BpeMft OJaCI'.I1HBHX naxollOK." KHUJKHOe 06œpeHl1e, 30 ccmoopR 1966, 
Il. 

Alupee~ li '"B.rta.lle.neu rnacnII: J/ermaJH.Ill.U'TWfXJl1l)'JXl 1975:4. c. 12-16. 

A TapoB, H. "KopRH TaJ1aR'lël: 0 npole (l)aJHJlH HCKaHllepa." HOBMU JlUp 1969: 1. c. 
204-9. 

BmuB. A.ruIpeo. "rpallliJLl JKaHPa (Macrepc;roo J1Hcare.rm: PaŒKaJ cerolllIn)." /Janpocb! 
..flU1Tr?lJll1TM 1969:7, c. 72-76. 

Bpmœp, BOPHC, H nep .lla.J1Lrop. "CW(IIJJO U3 'lea!.Ma H MarHqeCKlIR peaJtHJM." 
Scando-Slavica 30 (1984): 103-15. 

Ba:B.I1L, llerp, H AneKcaJI1IP femte. ",lIJW1 ÛlII1Ipo H Hocu41 CTaJ1HH." B HX ~e KR. 
Co6pe.MeHHaR pyrx:KaR npœa. Ann Arbor: 3pMH'lëlX, 1982. 

_____ • "JlHrepaTYPHYe Me'ITaIIHJI." B ID. :lICe KR. COBpe.MeHHaR pyœlCClIl 
npœa. Ann Arbor: 3pMmax, 1982. 

__ ~~:- • "CTaJ1Jm ua qereMCKOM KapOaBaJIe." BpeM1l U.MN 42 (HlOHL 1979): 
151-69. 

BapnaMooa, l1Jma. "HecKMLKO qereMCKHX HcroPHit" JTumepam:ypHoe o003peHlle 
1974:4, c. 34-36. 

__ -=-:.--_ . "UeHOR .l106IJl1'OR HCI'HBH." JTumepamyJJHDe roo:q:JelWE 1977:2. c. 31-
34. 

8acvIemco, Hpmm.. ",lIOM RU nponacn.x>." OK17Ult5Pb 1988:3, c. 199-202. 

HHI'HJ1JIIICKHR, B. 'TepoH <DaJHJ1JI HCDH1Iepa."B di. JTumepamypa U T1W. BLIn. 6 
(Mooœa, 1977): 36-40. 

BHBOrpaAOB, 11. "YxOllH'l'L H BOJBpamaTLCR." J!py1Kf5a HU{XJAOB 1977:8, c. 274-78. 

BHa>KYPüB, EBr. "XaJm:repHOCTL." JTl.lIOOfXJnTYPHClJll'Ll3elTll4 24 HIOJUJ 1962. 3. 

BoPOUOB, Rrt. "c MHpoM yC1ëlII3.BJIHBWI CBRJL." MœlCBa 1977:7, c. 202-11. 

1 Titled reVlew articles arc mdicatcd by tIlle only. 
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