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Abstract 

In the works rl1h:. 1" ~ by V,'d('ltlln Katal'\' after 1966, his o\\'n past is rt.'llectl'd 

consisten&ly ~", " "pts tlll' ,i(',lder and critic to intl'rprl't thl'111 ,1S l1wl1wirs. 

However, sud. ' .. \~I l ,'\K) narrow and thus in.1ccuratl', For Kat,lL'v, tIll' p.1st 

stimulates l,ls irT'~Llgin" h .. \\11 , and memory j-- the reientll'..,,,, ulh.'onlmll,lbll' 

retriev~;r cf prcvious I::m .. RaÜwl" lhan i1 factual rl'~lIrrL'ctilln of K.1t.1l'V'S 

past, his prüse of thi~ , , " 'is an adon .ed recfl'ation 'l'hl' critical "lh,1\-V" , 

',_ "'l'milt('~i the l'''prl\S~ion ut ~inCl\rl' l'motion in 

Soviet literatur', ,". f"il l'" i' c ,t'nse thal sllfll'rin,~ th,lL rl'!->uIll'd fwm tilt' 

implementation ") , (, 

Kataev accepted th" "'PP" f 

C'ould bl' reve,lill'd in pW!->l' and pol'try 

\y In Lhe sll)ril'!-> 'thaL Lhi" sLudy l'X,1milll'S, 

Uzhe napisan Vert cr, Sp im,//Lilt 1 , and 511khO/ Iimllll, Kat,ll'v l'Xprl's!->l'~ how hfl' 

from the past can remain and change for survivOT:' in Lhl' pfl'~l'nt 
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Résumé 

Les ouvrJgc~ publié~ par Valentin Kataev après 1966, reflètent régulièrement 

}e passé de l'auteur. Cl'CÎ tente lecteurs et critiques de les interpréter comme 

dl's mémoires. Cependant une telle étiquette est trop restrictive et donc 

inexacte. Pour Kataev le passé stimule l'imagination et la mémoire recouvre 

dp maniè're lInplacable et Il1controlable les choses d'antan. Plutôt qu'une 

r{'surreclion des faits du passé de Kataev, sa prose de cette période est une 

nouv(·lle crt'ation embl'Ibe. Le ''Lh.'''gel'' critique qui suivit la mort de Stalme 

permi t }'expn.'s,>ion dl' l'émotIon sincère dans la littérature soviétique; sincère 

en ce Sl'ns qU!} la souffrance provenant de la mise en oeuvre du nouveau plan 

pouvait être révélée dllns la prose et la poésie. Kataev accepta cette 

opportunité. Dans les histoires que celte étude examine, Uzlze naplsan Verter, 

51'iashchll et 5ukhO/ 11111an, Kataev exprime comment la vie du passé peut 

subsister el changer pour les survivants dans le présent. 
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Preface 

For aIl but the tinJ.I five yeJ.rs of the life of tlll' Sl)"iL't ~t,1tl', V,11l'ntin Kat.1l'V 

donated consistently to Sl)Vlel litl'rature as an ,1ulhnr, ni tic, l'ditnr .11ld 

newspaper con tributor in ,'arious genrl's--prOsl~ and dr,lln,l, pOl'try ,lnd 

journalism, Born 111 1897, hlS first publîcation WL1S ,1 pOl'l1l pllbh~lll'd III an 

Odessa néwspaper in 1910. Ile contiIl1 .. 1('d wnlin~ and pubh .. hmg until his 

death in 1986. This stayint?; power dl~tlJ1gubl1l'd hll11 Il Ulll m,11lY ,H1thor~ in 

the Soviet Union. His extcnded pre~l'nce !Il lhl' wUlld of Sll\'ll'l lill'r.1Lufl' 

produced many noteworthy contribl1twn~, K<ltL'\l'V'~ 1l10~1 ,ll'C!.\l111l'd lih'r.lrY 

recognition rcsulted from worb lhat he publblll'd in llH' firsl Lll1rly-fIvl' y(,.lr~ 

and the final twenty-five years of hi~ life. This ~tlld y c()nL'1'1\tr.11l'~ on Lht' latll'r 

period. 

More specifically, the purposl> of Lhis tlw~is I~ 10 l'XamiIlP K,) t,\t'v's 

lreatrnent of the past in the three pro!'>e work!'>' LI:I/c 1/lI11/~(1I1 Va(cr (}l)H()), 

SpiashcJzii (1985), and Sl/klto/ !tlllllll (1986). Th('se work~ repfl\~<.'nt thn'l' of tlll' 

last four staries thal completed Kalaev'!> LOnlriblllion to SOVll'l Itfl>ratttr<',1 

With the bcncfIt of the entlre collection bl'fore il, thi ... thl'~i ... l'nJoy~ llll' 

advantage of looking back on il completl' plclure and drclwlng frulll il. 

However, my lcndency has been to l1mit th<1t reaching for gllid,lll1'1' 1\0 furtlll'r 

than to works including and following t1w appl'afal1C<' of SII/li/ui ko/(/tlt'/c, ('J'I/l' 

Holy WeIl; 1966). It \vas wlth this ~tory that lrl'Ild ... lb,1l wOllld !1,11lm.1fk hi~ 

literature until his death, became mo'>t notlcc'abll' in K,lt.H'V',> 1'ro'>l'; pfl'VlOU~ 

experiments with the creativl' ornamentation of the p.l<.,l, wilh .1 lltlff,ltivl' 

expressed by indirect commul11cation, and with his ~l'lf a,> the cl'lltral lhl'me of 

his stories, come to the surface in this work in a unifll'd collage of flot(>worlhy 

1 luno,>hcskll rOll/an rlwcgo ~/arogu druga 5a'.llI Ptfll'lkulfl, rU"""-ImmnlJl //1/ '>IWIIIII, ln 

Novyi mir 10 (1982),9-105 and 11 (1982), 162-227 l~ the fourth ~tory wlll(h K,ltd('V plJblhh('o \Il 

the 19805. 
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achicvcmcnt. Katacv dubbed the consolidation of these characteristics in his 

work ae, maUV1~II1C. 

As far ilS l know, in westc'rn English cnticism, these stories have only 

received alll'l1llt>n lI1 the work of Professor N.N. Shneidman'2 In Russian 

criticism, 1 hilve l'ncountered only a short review by Aleksandr Bakhrakh on 

Uzhl' n(/pi~(/n VI" ter ':ll1d anotlll'r by A Chernov on Sllkhol /1111an. 3 It is hoped 

that thls sllldy will hl'lp tl' fIlI thls void, supplementing the already 

publ~s}ll'd fInd:ng~ by bnnging to hght some new angles by which to 

approJch Kat,ll'v's wnting about the past. 

ThiS is neitl1l'r a COmp.îrcltlve study (I.e, to other literature, Soviet or 

non-Soviet) nor an l'valuation of Kataev's development as a writer. Rather, in 

an effort to ddine some clements of Kataev' ~ person"l and artistic 

commitnll'nt to the past, 1 have accessed the vvorks as my investigations 

dC'manded, often wi thou t fl'gard for chronological order of publication. 

Effl'clÎvl'ly, 1 have ln'all'cl the past as a pliable substance and have looked at 

how Katal'V h,1S moulded 1t, slowl y moving around these three specimens of 

his cr,1ft to Sl'l' what interpret,1tions different perspectIves provide. 

These stones havl' an InItIal attraction for ~entlmental reasons; the y are 

the final wn tings of a respl'cted author, revered in his own right. As weIl 

though, il i5 unavOidable lhat the wri tings are curious for what they are-­

discussions on the past crca ted by a man stepping through the ninth de cade 

of his life. l'lus rai ... es an enormous mtc[('st If only becal'se one wondcrs how 

and \Vhat thl' final crc,1tions of an artist will bc--espccially an artist whose 

consciOllsness has sampled barist regimes, revolutions, and the ensuing 

2 St't' N N Shnl'ldman, Soz'/cl LIIL'IIlIIlYe ln Ihe 19S0s. Decade of TransitIOn (Toronto: 
UIlIVl'r'>lty of Toronto Pn''>~, 19H9) ,md hl~ "Valentm Kntncv in HIS Elghhcs," SEEJ 29, no. 1 
(Spnng 19H5), 52-62 

3 SCl' Ald.'>,lIldr B,1\"hr,1kh, "Vo~krt'~~hi1 Kat,lev," Poscv 1 (1981),58-60 and A . 
CIll'rnov, [Itl'ttll/llr/OC o/'(l2rCrtlt' 7 (198b), 76-7. 
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products of ambllion and ch,111:;e 

The long tirst chapter oi thb p.lpl'r c"lmil1L'~ the tl1L'llW 01 ml'l111)rv lt 

disCl:.sses the accessIon of the p.15t by the .1ullllH ,1l1d Ch.1L1Ck:· . .." ,1lld l"plnrl'~ 

what they sel' and ho\\' they bl1l1g the oll1l'r til11l' mtl) thl'Ir d.HI\' h\'l'~ Il 15 a 

subject one must approach c.1rl'Îully W!ll'l1 n',ldlllg }..,1l,1L'\,; IllH\' Ill' bllllg~ 

forward h15 o\\'n past dol'~ nol Lll\\'Lly~ p,ll,dll'l llH.' "llllil.lt' rl'llll..'v<lb of lw .. 

characters. Ine\'Îl,lbl y thb lWCOl1W" ,1 lonk ,ll Pl'l "on,ll ll.l\'L'b .ml! dl"l O\'l'ril'~, 

the involuntary t\bundancc of llwmory ,lnd 1l:-. :-'l'krll\'l' .lppllc.ltlon. 

Charter T\\'o explores tllL' narr,ltivc techniqlll'~ 111.11 t'l'1.lv Ihl' p,l~1 10 tht.' 

individu al. It organis('s, to ~Ol1ll' degrcl', LIll' dl""l'Il1bkd pll'n'" ot l',btt'l1Cl'~ 

provided hy "[rel' t\~SOCl,llJl)n" and dl"L't1"~l':-' LIll' Pl'CUII,ll'llil':-' ot :-.uch 

presentations in each ,,\'ork, mark111g COl\nl'ct!On~ bd Wl'l'Il .,n'IH'~ Whl'l'l' 

associations exist and not1l1g amblgullu:-, lumps 111 tlllH' ,1I1d :-'p<1Cl' wlll'Il llH'y 

occur. 

The final chapter is a glimpsl' of how 111(> pa:-.t pre~el1ts Ihe cht1racll'r~ 

The first chapters have l'xplored hmv the ch"r,KIl'r:-. trl',ll thl' p,1.,t, t1nd how llll' 

narration rl'veals the past To compll'le a l'1rell' ,HOlilld thl'''(.' :-.toril''', .l lhlrd 

angle should include the paq L1S bl'~towl'r of informa lIon 'l'hi" ~(,ctioll I()ok~ 

at the ine'!itabllity of change \VIth Illlle, and Lllt' ongoing :-'l'arch fOI hMll10ny 

among individuals and colleclive~. 

Not a delc:liled analy~I~, this study n'pres('nl~ (lIl approilch sympdll1l'tic 

to my nl'eds for undcrsl,mdmg Katcll'v i n the~l' work~ Yl'l <.'Vl'll folluwlJlg thi~ 

lead, it would have been diffIcult 110t 10 nollCl' th,ll pOlllh rl'ClIr 'l'hl' tno<.,t 

noteworthy one descnbe~ the personal trulh whlch LI\(' Ptl<.,t produn ..... 111 ('t\( h 

individual, presen tcd buth through objecli ve l'om p,lrI~LJn imd ,>ubjectl ve 

sensation. The resuIt is often a sacred knowledge <lnd truly mdlviouill 

emotion. However, among the rewarding potenllal b the po~slbilily of 
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IH'gJ II V(' n'nlll1dcr~ and pamf u 1 revivaIs. The pasL and mcmory are often not 

<.,('J('clive and tlll' piclure that upens up bcfore our mind's cye need not al ways 

bl' our pr('f<"rred cholee 

1 .lm gral<:1ul 10 the Faculty of Craduc.1te Siudies and Research for a 

~umnwr bur .... ary, Ihat allowcd 111e to channel my energies toward the 

compJdion of tlll~ tl1l'<,i~ l would <. spccially hke to thank Professor Tatiana 

PaLer.l, who P,ll!<.'ntJy and l'nthU~!ll~tical1y provlded me with insight inlo a 

~ociely ,1l1d hkralure 10 which 1 wIll always be a foreigner. As well, 1 am 

indebl<'d 10 Profl'<.,<,or<., P. J\ u<,tll\, J\. Podor and S Roll for lh01r helpful 

,1dvICl' 1 am mo~1 grateful for the a~si~lance of Ms Lynda Bastien, who 

}ll'IIWd me 10 organi~L' .111 admiJ1lstralivc I1l'e('~siti('s and Lo mcet dl'adlines. 

Spc('J,ll th,1I1k~ .11 .... 0 g(.ll'~ ln M~ Ilclen Anderson, the Soviet and East 

J.:uropl'an BihJlOgrilplwr, who pomll'd out corner~ of the library previously 

noL vi~lll'd by nw Lt1~tly 1 would IIke to thank Professar C Barnes and Dr. O. 

B,lkich .l! the Uni\'('r~ity of Toronlo for their aSsl~tanc(' in localing satisfying 

translation~ of the pocm of Boris Pasternak, included in the Appl'ndix of this 

paper. 

In transli terating Russiéln, 1 have used the Library of Congress 

1rallsli1l'rtltion SYStl'l1l, unless rl'fl'rring 10 names and words which alrl'ady 

hav(' bel'I1 .1ltnbull·d more common English spellings (i e., Tolstoy mstead of 

Tolstol or nO~I\)evskv insll'ad of Dostoevskü) As Wf211, the soft signs have 

hl'l'n dlsl1l1gui~hed as ' and the hard signs as " to ease transli tl'ration back into 

Rus~ian 

U111e~s mpntlOl1('d, ail translations are my own. Therefore, aIl mistakes 

!"l'main my own. i\lthough the ti tle~ of thesl' three works, like others, can be 

aSSl)('lalL'd \Vith il tille translated into English, 1 have chosen to keep them in 
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their Russian translitL'rated fl)rm ~ln('(' to thl~ plll111 1\0 Il'rm,lI Pf lllllCi,11 

translations eXlsl For aIl oll1L'r \\'l1rk.s 1 lllltl' tilt' I\tlS .... I,lll II t Il' ,ll1d 1 nlwduù' 

the Enghsh variant lhat Ü. mo~t Cllll11l10n in \Ve'-.ll'Il\ cnliL'l.,m 

When not referring 10 tlH.' rL',1tkl or Ch.1L1Cll'1 bv 1\,ll1\l\, lllh\ or 

designa ted noun, 1 ha\'(' (hO"L'11 Il) 1l~L' llll' pl'r~tm,11 ~"'ruI1Olm '!H" in Ln'(\Ilr ot 

the more clumsy 'he or slw' or 'lw/shp'. This sdt'cllon i., b,1Sl'd sllll'ly on my 

ambitions for brevily and t'tlSl' uf rt'ading. Il i~ my hopl' lh.11 1 11 ,1\' l' .1l'hil'\,pd 

this and donc so wllhout C<Hl~ll1g olknCl' ID oLlH'r~ 

Katacv often uses eliip~is 10 in troducl' <1nd con1 plt'll' ~pokl'n or mll'l n,lI 

dialogue. In si tuations wherl' confusion ma y occur 1 11,1\'l' li i~n'lllL'd hd Wl\t'n 

those used by Kataev by rdl'rnng 10 hi~ wilh 1111l'l' n·gu\.lrl \' ~P,lCl\d (,[bp· .. >!" 

dots (. .. ). I-Iowevcr, in pl.1CL's 'wherL' 1 have cho~t'l1 ln ll~(' ,11\ {'lIip~l~ 10 

indicate an omilted part Iro111 a quoLalio!1, 1 h,1\'t' PlllploYl'd lhrl'l' lIICIl',l"'l'd 

spaced dols (.. ) 

In a couple of places 111 the lt'xl wl1l're 1 haw refl'm'L! Lo Ch,lI"lcl('r~ Irolll 

different works wilhin comp<ualive examples, 1 havl' brackt'lt'd lI1l' lill('~ of 

the works, which cach character is Laken fr0111, ,1l1d n'prt''''('I1l<'L! lh(,' llllt'~ ('~ 

follows: Uzhc ll{ll'i~(m Vcrtcr (IIHV), SJllil~ilclJil (~J) Ollt! SI/kll/II [ul/{/n ("/) , 'l'hl'" 

will, l hope, maintain clanly and sav(' tilt' rl',1der (rom thl' ul1t'xClting [,1<,k of 

repeatedly reading tilles in Ihl\Ir l'nllrety 

Mark Cunltlfe 
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Introd uction. 

The "new" Kataev 

Il i~ agreed, generally, that the appearance of Valen tin Kataev's Sviafoi kolodets 

(The lloly Weil; 196(1)4 marked the presentation of a "new" Kataev in Soviet 

literature; reactlOns were both positive and negative, but there was consensus 

that thb btt'rature was separate from his previous work.5 Despite the 

transition, con~lst('ncies, such as the lyrical structure of his )anguage and the 

use of the past as the settll1g for hls works, remained in Kataev's writings. 

Thcse characterbtics are as visible in Bc/cct parus odinokli (1936)6 as in a work of 

the "new" period. 

For instance, Bc/cet p/lrllS odinokii is set in Odessa during the 1905 

revolution The action and in terpretation are seen and considered through a 

child's eyes; reJetions are oflen gentle, as both past time and youth places a 

4 Sl'lIItOl ku/odet, wa~ fll~t publtshed III Novyi mir 5 (1966), 3-66. It has most recently 
bl'en II1dlld~d III K.1t.ll'V'~ Sobra/llc ~(1cfllrlClllI v desillti tomaJ...h (Moskvd. Khudozhe~tvcnnaia 
hter.llur.l, 19H3-Hh) 01l'mlfter S5 ), \'01 6,143-242. ft appcared in Engli~h tramlation as: The 
110/11 Wc/l, M,l>. Il.lyw.lrd <Incl Il,Hold Shukman, Irans. (New York Walkl'r & Company and 
London 'l'Ill' Ildrvlll l'rl'~S, 19(7) Ali further rdl'rence~ will be 10 Ihl'> Enghsh l'dlhon. 

5 ln Fllgh~h cntlCl~m, Roberl Russell, the foremost we~tcrn chrol1lcler of Katal'v's 
work makes lhl~ dl-,tll1ctlon III hl~ "The Problem of Self -expression III the Later Works of 
Vtllenllll K,llaev," fUrlll1l for Motion L(lr/gl/Ilge Stl/dtes 11, no 4 (October 1975), 366-79 and in 
hb Valct/tltl KII/tlt"p. (Btl~t()n Tw,lynl' rllbh..,her~, 1981), 1 D9-Hl; Dodona Kizlria givcs passing 
mentIOn 10 the tr,uhltlOn \Il Iwr 'Tour Dl'mOI~~ of Valcntm Kataev," Slamc RcVlcw 44, no. 4 
(Winter 11.)85), 647-662 (~el' noIe 2), .1Ild IrL'I1L'uSZ Szarycz notes the ch,mgl' by l'xplainmg the 
subsl'qul'nt IInk~ ,1I1c1 1I1Hly of 111L' works of thl~ pcriod m hls Puctll~ of VII[enlzrt Katacv's Prose 
of tlle 196()~ Ill/d 1970 ... (New York Peter Lang, 1989),64. In RlI~:,ian cntlcism, ta namc just a 
Il'W, Z Vtltniko\,d-Pnzd, \Il hcr \\'ork on RtI:,~,lan memOir hterature of the past two dl'cades,O 
rus:;koi IIlt/llWlnW/ Illert//l/Ic (Ea:,t Lln~ll1g RU~:,"l1l Language Journal, 1978), rcfers ta "sorne 
nl'W, mnovallVl' VMIL'tll':, of élllloblographlc<ll epopees," when ~he speak~ of Katal'v's works, 
,1S wdl .1:' Ih(l~l' {lI V. SOIOllkhll1, A KU.ll1L'bov and lu Olesh.1, sec page 23; N Krymova, 
.lllholigh wrltmg p,lrtIClII,lfly on K,lt.1l'V'S Alllla:nyl lllût venets (My DUlIIlOnd Crowrt; 1978), 
l'''-plam., Ih.ll llll' .lppC.lr.1nCl' of The 11(lly l'Vdl "fmced many to beheve that a be:,1 known 
,ltIthor l\lIll"IWfll'ncl' 1I11L"I.1l'cl('d, unIOrC~L'l'll ~L'lf-rcncwal" Sec the flrsl paragraph of her 
.lrhelL> "Ne ~VI,lhH kolodl,t"," Ol//';~lrl'II lit/lOt/OZ' 9 (197Q ), 232-42, Alebandr Gladkov referring 
to TIte IItlly Weil ,md Tire C 1iI~ ... (lf OI.//('/(lt/ (Til/Vil zllbpt'YlIia; 1967), suggesls that "lllhc world 
ln wlllch WL' hH' h,ld ~tlll 1l0W}Wfl' \Il our IIlL'r.1ture bl'l'n de~cflbL·d as frl'shly and with such 
t,lll'nl as III IhL' I,l~t b(l(lk~ of K.lt,ll'v Po:dlllc 'l't'ChCliI VVSpO/lll na nz III. sti/t'i, zametki (Moskva: 
Sovll'bkli pl~ltl'l', 19H6), 326 

6 V,lkntm K,lt,ll'V, Rdt't't ]laYlls odlrloJ..tt III 5S, vol 4,5-252 ln Engh:,h translation, 
thb ~Iory .lppe,ul'li ,b PCI 1 Ct' I~ ~\'hat' the Tt.'lIIpcst~ Blow (New York. Liberty Book Club, Ine., 
11.)37) 
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buffer between the harsh adult world ot rl'al l'vents ,md the innoccnt, hOlwst 

senses of ehildren. Likewise U=lze I/tIJJ/~llIl \ICI tCI (l9S0F is also set b,lCk in 

tirne--in Odessa during the CivIl \Var Katal'v rl'cmmh eVl'nts through ,1 

dream, thereby allowing 111111 to fuse faet and tl1L' ~ub-consciou~ Cfe.1tiv(' 

process of dreaming. 

The use of the past and the fluidity \Vith wl11eh Kat,ll'v bh'IH.is p,l~t and 

present, faet and "creative fact" 1 remains throtlgho\lt hoth his nId and Ill'W 

writings. The differenee in the two pl'riods IS l'vllh'nt 111 his appw.lch to the 

past, his view of the use of this ditferenL tlml'. TI1l' ~lIb)l'ctivl', con~ciously 

affected interpretation of the past of the character or narr,ltor 01 Lhl' "carly" 

stories has givcn way to an unconscious inLimatc view of tlll1l'S that werl' 

During his "new" period, Kataev's past lIfe providl'd Lhl' facL~ for hb 

writings as he recounted much of his past aC'tion~ and n'LltInn~hip~ Days 

shared with Olesha, Mayakovsky or Bunin, were fond mcmonl'~ rl'new('d 

with perpetuaI life, in his writing. 50, certainly tl1l'rL' l~ a dllfcfl'!lC'e in tlll' 

uses of the past--the emotion of the story i~ lc,>s govl'rnl·d by id<"ological 

awareness and is influenccd more by personal C'oml111tment ·but tl1<.' past 

rernains an integral part of Kataev's writing throughoLlt hi ... life 

It is Kataev's uses of the past in his "new" p<.·nod work~, UzllI' mll)i~(/Il 

Verter, Spias1zchil (1985) and SI/kIlO; lilI/an (l9R6),H that 1 will focu~ on in this 

paper. 

Ernploying the past in the later works (of the "new" pt'riod) cau~ed 

Kataev to endeavour to makc the past relevant to the pre ... ent or to explain the 

presence of the wars and rcvolutlOn in stories written in tlll' 19HO~ One way to 

aceornplish this was to make his eharacter~ of the pre~cnl drean1 or ft'call in 

7 lIzhl' rwpisan Verter flr~t tlppl'<Hed 111 the Journal Novlj/ Illlr 6 (14HO), 122-56 

8 Spiashchii flrst appeared 111 Novy; /llIr 1 (19HS), H3-96 JnJ SI/Hw; l/ltlarl (ir,,! .lppeJred 
in Novyi mir 1 0(86),8-42. As weil, Spitl~hdlll wa~ lI1c1uded ln SS, vol. 10, 677-Y7. Rpference~ 
to the thrcc storie~ will he from the Novy' ri/ir l'dl!)()n~ 
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order to relocate their consciousncss. Subsequcntly, this has resulted, in 

many ca~es, ln the employment of an indirect communication narrative 

technIque AIthough not an innovdtivc technique, the freedom of Kataev's 

narratlvP, dlffcrently [rom the dlrected, chronologically ordered narrative of 

prcviou~ workc." 15 a nr'w statement of sorts by the author that expounds the 

authority thélt he, the creator of these \vorks, holds. ThIS is importart becal1se 

this control counteracts tho~e things that Kataev, or .my inJividual, cannot 

master--hb n'Ct\lkcti'ms, acce5sibility to .he past, ever presel't reminders of 

the past, and persona! conSCIence. Thcse trai ts are foremost in the characters 

of his stone~ It secms to me that in Hus coe,(istence of what he wants to 

remcmber and to forget, and his arlistic impulses, the products of Kataev's 

moral and creative struggles were bred, and as a result, begot the "new" 

writings. To define exactly what Kataev is writing rl'mains, it seems. elusive, 

if unly Decause the action of creating these works appears initiated by 

emotion and not by a finel y tailored plan. 

Background 

Choosing to acknowledge and accept the conditions defined as 

"Socialist Realism", the expression of Kataev's personality was less revealed in 

his earlicr writings. This is not to say that personal experience did not 

providC' a foundatlOll for his writing, but that subjective or emotional 

individuality was sl1bordinatc to using past experience as the basis to build 

historically accurate, gencral descriptions of characters. This is consistent, for 

tlw 1110st part, with the litcrary trend of the 19205 and 305 that Katerina Clark 

dl\scribl~s in lwr work on SOViet literaturE:. "In these novels the author's ov.'n 

life was deindividuali7l'd as he piltterned it to recapitulate the great legends 
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of the revolutionary hero."9 Conversely, it appears th.1t in the later wor1..5, one 

sees Kataev striving to establish a personal and hterary ll1tegnly, in which thl' 

individuai retains hIS pasto For e:>-<1mple, the sub)l'cti\'L' collection, 1~Il::blt"ia 

zhizn', ili volslrclJ/lyi rox obao/lt1 (A MO~(IIC of Lift' 01 tlzt' MIlSic 110111 of O/,t'w,,; 

1976)10 appears as a huge compilation of cmotHmally t.plI ill'd pil'Cl'S 01 

persorlal time. It is a collage of snippels unitl.'d by K.1t.wv's flowing styll', tlw 

spontaneity of childhood and the centrality of the actions around his l'wn 

being. 

His later works pre~ent a view of personal l'xperil'nce and exbtenCl', 

choreographed by Kataev's creative imagination, producing indlvidual 

struggles and successes, r<lther 1han trials of the group to llH'l't or to applaud 

goals sanctioned by revolutionary spirit. 13ecau~e of lhi~ tran~ltion, 1 think 

Max Hayward was accurate in his description of K(1ttll'V'S work~ of llw latl'r 

period, suggesting that, "[llike Ehrenburg, both Ll.'onov and Katayl.'v have 

published novels in which they seem to take i~sut' wlth till'ir l'arlil'r :"lltlludl's 

and rationalizations."l1 That the ;luthors do tUAI' i~~III', pn'~uppOS('s a 

disruptif' l or contrast of ties betwecn LWI) moods of creative work. Yl'l, tlw 

appearance of later works does not mark a deCÎsive brl'ak. with the stilte or 

with Soviet literary traditions. Pather, the~l' worb rl'preSl'nt L1 f(!newill of 

personal position ùnd priority; accurilcy of hi~torJc(d f(lct b('come~ 

subordinate, as Geoffrey Hoskmg has suggested, to rel,lting "exp<.'ril'nC<.', with 

9 Katcnna Clark, The 50ulet Novel III"loryas Rlluili {C111C.1g0. 'l'hl' UIHVl'r'>lty (If 
Chicago Press, 1981), 44 

10 Razbllaia Zhlzrz', zlz v(}/~hebtl'li rug Obl.'rona flr~1 dppl'.1rcd II) NOVl/l rtl/r 7 (1972), 3-
139 and 8 (1972), 8-202 Il I~ abo 111 55, vol. H, 7-508 Ân Engh ... h Irtln ... ldlloll ,IPlwarl'd d!> A 
Mosaic of Life or th:? Magic J-!orn of Obaorl, MOIra Budbl'rg ,lI1d Cordon 1..)11.1, Ir,H)'" (Chlctlgo. 
J. Philip O'Hara, Inc., 1976). Ali furllwr rdCf( .. 'nl(,s will bl' lu tlw, r'llgllsh Ir,lIlsldIIOIl. 

11 MilX Hayward, Wrzlers Ir! Ru"sza 19/7-1978, Ptltnutl B1dkt', ed (London 
Harcourt Bracc jovdnovlch Publl!>her~, 1983), 70 
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clo!)c l'ven loving attention to things and people."12 Th1--1s, although Kataev 

may lean un the walls surrl)unding the traditional expectations of Soviet 

lilcraturp, Ill! dm's not break away complctely from the compound.13 

Kataev admib tht.tt he has not abandoneL~ the ever-modified 

cxpectations of sociahsl realism, but rather, has built on them, 5uggesting that 

he has maintailll'd a positIOn withJll the Soviet literary guidelines, albeit on 

tlw edge. In lus wntlllgs, thls is unJerstouJ from twu sources. Firslly, a 

patriotic lOJW of his descriptions suggests thankfulness and responsibility to 

his home1and. 

Amid the fields, mcadows, and woods there was a hint of 
chemical factories, rocket-Iaunching sites and the catapults of 
l11gh-volLage power lines traversing in l'very direction the 
unique, thrice-blessed country of my !)oul which had given me 
50 many delighls, 50 much inspiration, 50 many 
dis(lppointments, so much happlr.e!)S, 50 many sublime 
thoughls, so mally greal and small achievemenls, 50 much love 
and hatred (and sometimes despalr), poetry, music, crude 
intoxicatIOn and dlvinely subtle dreams which carne to me so 
sweetly and soflly at dawn to the timid smging of the first 
nightingale--in a word, 50 rnuch of everything that has made me 
what 1 am, . 14 

And sccondly, his position b alluded to in his commitment to a continued 

definition of his own scl1001 of literary creation, 11lauvisme. In the 

introduction to his translation of 'l'Ire Grass of Obliviol1,15 Robert Daglish 

fl..>Jates how Kal<lev explained Lo him that: 

12 Prok--__ or 1I(l~kll1g ~ugge~t~ thl~ of t1lL' "best SOvll't fiction today." Sec his Beyond 
SO(/tlli.,/ HClllhll/ SOl'/ci r,t/WH Sint C Il 'lltl DOII,oï'uh (New York f-!o!mes & Me\('r Publishers, 
19~()), 40 

13 It .lppl'<1r~ that \(.1t.wv "'.b tl'~tl\\g the hmil:. of htcr.1ry allowance when he first 
~llhmittl .i The Iioly !Vcll Roberl RlI""l'lIl'Àpl.ll11~ th.lt thc manu:.cnpt of The Holy Wcll was 
fir~t lorw.Hdl'd 10 t11L' lllurn.ll MO',hl'tl PublicatIOn W.l~ :.toppcd at the !.1~t 0l1l1ute due to 
"m.lIl)' cryptll' rl'll'n'nCl'~ tll St.llIn ,llld tu tllL' ~L'rvdlty of wntl'r~ and others 111 the Stahn cra." 
(tIti) t:l:!lowlllg l1111dltIL\II\l111 tl1L' 1l1l\L'I .1ppL'.UL'd 111 Nm'yi lIl/r 1111966, Sec Ru~:.el1, Valentin 
Killilt'l', 11 ï -1 H 

14 1 lu' 110/11 \Vd/, 145 

15 1'/111'1/ :11111 '1'111/11 wa~ IIr~t pubh~hcd in Novy' lIlir 3 (196ï), 3-129. 1t IS includcd in 
SS, vol 6, 245-444 It .Ippc.lrcd 111 Engh~h tran~!atlon <l~. The Grass of Oblivion, Robert 
D.lglbh, tr,ln~ (Londllll: M.1C111111an, 19(9) Ail further rl'ference:. WIll be to th1S English 
edltHln. 
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No, 111i7l/'uislIIC \Vas not Ju~t .1 )oke. In a Sl'nSl' Il could l'\'l'n hl' 
described as a higher stage of <;ocialbt n.\lh~J1l For tl'l1 yt.\US, 

during the penod of St,llm \\'orship, SO\'il'l al'~ll1l'hcs rl'm,1illl'd 
at a complete ~l,lndslllI, ,1I1d l'\'l'l1 lod,lY cntlc~ ,11ld wnll'r~ afl' 
hampered b)' p,lltl'rns oi lhought lhat arl' l'~~l'nll,l11y hk,lli~lIC 
They arc gllldl'd by lIll' mll'llecl r.lll1l'r th.m lhl' ~l'n"'l'~ Tlwy 
may acknowledgl' lrl,1tl'nJh~m, lhl' pnl1l,lcy 01 1l\,1lll'r III thl'l)ry, 
but ln practlcl' they no longl'r tru~t the l'vilknce ot lI1l'lr ~l'l\Sl'S. 
Mf/lIz'/sllIe offcrs rl'll'.l~e fmm thl' ~tr.light-l,1Cket 01 old-
fashioned concepts and ,1 rl'lurn to 1l11111l'dl,lC)' of ll'elmg without 
which art cannot ltvl'.lb 

It appears that Kat,lev l~ not ta king isslIl' \\'lth gfl'Llll'r for('{'::., bul th,11 Ill' Sl'l'S 

priority in the nced to alert, awaken or l'l'l'aIl the Sl'nSl'~ of pl'opll' 10 m,lll'ri,11 

happenings and achievement~, by ~ho\\'ing flr~l of ail Ih.l! he hLl~ undl'rgOl\l' a 

renewal or rebirth. l·le expIall1ed lhLl!, " ... we h,lve p,b~ed through 

exceptionally cruel and bloody \Vars and l'l'VOll1tlOll, \V\.' h,1\'<.' ~l1rVIVl'd, .. If; 

Daglish summarises, "What SOvIet people fecl llnd thll1k c.111not, and ~hollid 

not be forced into preconccived pLlttern~; but the y th<.'ll1!->elves l11u:-.t learn to 

trust their immedial(' reaclIOns." 17 One lS un~un' il D,lgli~h would hl' ll'sS 

accurate ta explain that the people must l'cl l'li 1 li thi., cOllftdl'llCl' ln l'lt}wr 

case, such a transItion anticipall'S one of rebirlh and :-.eMchil,g for ~l'If--

principal themes of the works that dl~clo~cd the "ncw" Katal'v, The J loly Weil 

and The Grass of Oblwion. 

The theme of rebirth or rc~urrection confronl~ llll' r('alll'r of 'J'lIe 1101.11 

Weil from the outset, and continues throughout the relll<lÎnder of the !exl. The 

opening lines, describing the moments before the main charilcll'r'., operatIon, 

bcth explain the cause of lus fallll1g inlo uncon~ClOu..,nl'~~ and ~ugg(>~t a 

procedure that is going to repair an ailing bemg, rl':>!orlng 111111 arww A~ 

weIl, the imagery of such a revival is ~en~(·d in the continu<:d mt<:rj(,ction'l and 

references to Pushkin's poem Prorok n'Ire PropfIct, IH26)IK ll1 which the image 

16 The Grass of OIl/ivlOn , 111 

17 lb/d,Iv . 

Hl Sec Appcndlx A for fu \1 tex t. 
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of the pJti<.'nt on the operatmg table, at the rnercy of the surgeons, parallel the 

hero of Pu~hkÎn's p(wm who "Iay like a corpse in the desert." 19 Resurrection 

i5 abo di",cu"'~l'd at a human I(>vel In the story, as the main character 

undergo<.'~ a growlh of ~ort~, with hls first love, appropriately at an Easter 

celebration 

Yel why does fl'newal Gr rt'surrection of a past-Katacv take place? Why 

Jid 1 change in hi~ iiferature occur? Is lus incentlve solely idealistic, in that 

11(>, with the <nel of lI/(/ll'l'l~/llt' will break the chains from writers, critics and 

others? An~wcrs to these questions arc not clear, sincc it is difficult to 

dbtingubh whether the transformation is something that the individual 

realbes, or conversely, is it ~omething that finds the mdividual? (Is he the 

"chO~l'n O1W" <1~ Illies lrom TIlL' Propllcf suggcst--"J\n~e, 0 prophet, see and 

he,u, be fllled with My will, go forth OVl'r land and sca, and 5et the hearts of 

men on fire with your Word,"?) It seems to me that there are a few 

possibÎlitie~ th,11 may explam this excrcise of new direction, the most obvious 

of which are to l'xorCÎse hlmself of the uncontrc!1able need to materialise 

stimulants and irritanb of hIS 111ner bcing, and Lo perpetuate his personality, 

or lus indivldual lwmg through the chrol11clc of his litcrature, in a manner 

lrue to his O\vn ~elf ln accordance \vIth Max Hayward's earlier quoted 

r('[erencc Lo K,ltal}V'~ confrontaLlOn with earlier work, rl'birth, or at least a 

reworking of previous actions may very weIl have bel'n a priority of his 

cxercisl' Lhrough wntmg. 

A procl'st-. toward rebirth suggesLs a cleansing of self or of conscience-­

Lo st,lrt Mll'W or, at lcasL, Lo ch,lnnel one's l'nergies in a direction previously 

not pursucd. Il 10110\\'5, th,ll to realise a necd "lü cleanse" presupposes the 

existence of somcthing unwantl'd, or that warrants alteration. Such a 

19 Thl~ b lllL' ~n.th 1.1~t 1111('01 the poem. 
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discomfort may be internaI, hke cons ('lC'llCl' or nW!1wry, ,md can hl' exhibited 

in an author's writings--Lhrough his voiee of e\.prl's~inn--reqtllring a rl'lurn or 

a look at the past, Lhat one \\'allts to keep or tn d1.1ngl' for the prl'~l'l1t ,1l1d the 

future. 

Often in Tht' Holi; Weil, LIll' narrator expIa ms th,lI he IS trollbk'd by the 

uncontrollable force of mClT1ory. L1rl Y in the novd hl' 11lL'1\ tlons to his wUe, 

"You know, l think they'vl' lhou..,(.'lwld 1 Ll'111!:> 1 lnggl'I l'd ofl ,111 sllrt~ of 

unwanted recollections, painful ,1~S0C1<1LlOn~, things th,1t h,lVl' altl',ldy hl'l'Il 

dreamt;" or the embodiment of 1115 alLer ego come!:> b,1l'k to hlln as his 

"frequently recurring nighLlT1afl';" aL a less Lhan sobl'r I1\Ollll'nt, Ill' lk~lTibl's 

how "1 wcpt for Osip Mandebhtam and for tIll' gyp~il'S, lor my P.1q, lm my 

first love, .. ;" and as a hint Lo stories that would foIlow, tlll' narraLor l''<plain~ 

that, "My sleep was full of pas~ion,lte anLicip.1lioll lor my forthcoming 

meeting, and of dlslurb111g dream~ which It wa~ Itnpu~~lblL' to fl'COI1~lrllct 

later .... " 20 Il is thcse 111.emonet,--aspl'ch of hl~ P,ISI--1h,11 h,IVl' tril'd on his ~olll 

and that cause him to admll tlut, like hb onet! ck,111 !:>hol't." now "dull('I" than 

they had been in tl1<.'ir youlll," his "so-called spIrit \-\,a.., agt'ing. Il, too, was 

covered with the scratches 01 time, "21 And like buflmg and dpaning on("~ 

shoes to bring them to lhcil" matcrial and al'..,ll1l'tic poll'I\IÎ.1I, K,ll,1l'V l'Xilll1itl.('~ 

the exercise that both pairtl'd and exclled tJ1l' soult., of hi~ t.,t'lf-proclaiml'd 

greatest influences, Bunin and Mayaküv~ky--th(,lr wn Ling 

The story that followed Th:' 1 {u/y Wdl, 'J'hl' C;ra..,~ of OIJ1W/lJ1I, confirmeo 

Kataev's transformation, and as weIl, wa~ a targl't [01" enlH It.,rn ,1Ild dcclairn. 

However, like a staLement of mlent, he followed the work in which }1(> ~trived 

to explain and Justi[y the chrection of hl~ wntl11g by pre'>l"ntmg il ~t()ry about 

the admired poels, Bunin and Ma yakov~ky, contra~ting tht.'ir choice~ and 

20 The J-Joly Weil, 39,44, 55 and 130 

21 Ibid., 68. 
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abilitie~, and comparmg their mdividuahty and talent . 

Katal'v'~ narralor and characters suggest that his design is not to change 

popular Opll11011 of the author~ th,1t he \vntes about or of himself. Speaking of 

what he rdl'r~ to Lb Bunlll'" ~l'lf-censorslllp, the narrator explains that, "What 

is written l~ wntteil What b C'>llid call110t be unSêlld."22 There is a strength and 

eternill nature to word", "han'd \VIlh others, and a smgle opinion lacks the 

force to aItl'r thi~ The \VOl ds ah'l.'a ys exist, regardless of 110W they are 

conditlOned over the lIme th,11 follows. This possibIllly of ongoing existence 

of a part of one'~ ~elf I~ ",lg111f1cant to the narrator and the parallel is 

encountered in happll'r clrcum~lance~ bler in lhe texl: 

TIll' poems, 10 lcll the truth, were as bad a~ ever, but the bits of 
paper on wluch lhey were scratched had relaincd the traces of 
my not quitc JOfl1wd hiHldwritmg, rather as the cortex retains 
trace", of a11 lhe 1111 pressions of hfe, safely guarded by the 
nwch,mism of memory, the key tu WhICh science has not yet 
discovered ... 

The 1 lhJ t u~L'd 10 be I~ no more: I have nol survi ved The 
~X'ncil hilS wom clown Bul lhe b,ld verses, scratchcd on that ash­
flim~y paper--here lhey ,1re! They have survivpd 23 

Personal and ilrlislic qualilil'~ stand oui a~ dominant ones in this quote. The 

personal explana tion (',c(,l'lb the ~Implc possibIli ty of cl troubled soul, a point 

reemphasised 111 this story wlwn he shares: "But what happiness it is when the 

soul is pos",essed by an idl'a, by the pllssionate desire to incarnate il, to give it 

a name .... "21 Till' narrator ~uggesls that lhe force of this feeling leaves him 

with no alternative but to givl' life ta the idea Happines~ rcsults from making 

something ,) matcrial reality, that will survive or be exposed to more than his 

individual SOUl--111.1king a VIsion 111 space into a material thing--rather than 

invl'nting ~onH.'lhing (rom nothing except a goal or quuta. "My soul is 

continually lwing ll1îluenced from without by millions of perceptible and 

22 The Clll~~ of O/1l11'IO/l, 45. 
23 //Jul, 103 

24 /[JI/i, 136. 
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imperceptible irritants, which suddl"nly begin to dl'm.1l1d with ll'rrible 

persistence that 1 should inc.un,1le them in somL'lhing m.ltl'rial .md thn'e-

dimensional." 25 

It would be pretentlous to ~Uggl'St that Kalal'\' hopl'~ tor llll' ~.1l1ll' 

following of Mayakov!:>ky, who, a~ a characll r in 'l'Ize l~III:>" 01 OI,/IUIOII l'\'ptlin", 

"For long he had existed in some ditfl'fl'nt dlllH'n~ion wl1l1l' 1 conlJll\ll'd to 

move in time and spacc, as u~ual ":2tJ llowevl'r, l\1.1y,1J.,O\'~k,)'~ hOIll'~ly \Vith 

himself and with his art, could rl'prl'~enl the product ot .1 dl'sirl'd ambItion of 

this author. 

Some have qucslioned Kalaev'!:> Ill'l'd lo materiahsl' thl' trivi,llitil''' or l'yt 

of such renowned people as Bunin and M.lyak,o\'sl,y,27 Yl'l, whill' VOIC1I1g 

displeasure that Katal'v has "downplaYl'd" lhe achil'vl'd ~t,lltlrl' ,1l1d rp.l:,l'ns 

for the early dcaths, suffl'ring<., or 111llnigrallUn ut lhl'~l' 'v\'rill'r~\, lhp~l' enlies 

ignore the posslbihty thal such an accounl of d.1l1y llVl'<" bring<., llll'~l' Iigl1n'~ 

doser to the rcader Such inabllitÏt's r('call tllL' word<" of Rom,lIl J,lkobsOIl, 

who, considering a monograph on M,ly,lkov~k,y, ,1~kl'd ,llolld ln hl~ 19:W l',>say 

"On a Generalion That Squandered Ils I\)l'l~", "Bul lmw Il I~ pO"~lble tn wntl' 

about Majakovskij's poetry now, wlll'n the paramolllll ~llbll'cl b )\ol li\(' 

rhythm but the dealh of the poet, when (if 1 may fl'<"01 t lo M'\l,lkov~kiJ'~ own 

poetic phrase) "sudden grÎl>t" is nol ready lo give Il\ lu "a c\(',Hly rp,llizl'd 

pain"?28 Have comparable hindrance~ remained lIed to lhe l'nH)lHH1~ of those 

who now speak only of the poelry and suicide of M,lyakov<.,ky, ~ugg('~ling 

25 IbId, 137, 

26 Ibid, 208 
27 Scc, (or cXdmpll', V Snllrnov.l, "No z.llhem," LlfL'ruiIlYIIII//IJ f<O',,>/w, Il JlJly 1!)6CJ 
28 "On a Cl\lieratlOn Th,ll ~qllandL\rl'd Ih POl'h," 111 I{OIJ),111 j,lI(obc,OIl, 1 Ilr/c.:uaxe ln 

Literaturc, Kry~tyl1.1 Pomor~k.l ,1J1d :;ll'phL'/1 Rully, {'li, (( ,llllbndw', M.l'-,c"l( huc,l'lh '1 hl' 
Bclknap Prcs~, 1987), 273-300 1111~ L'C,C"IY W,l'" wntlL'I1 III M'ly-JUllL' Il)'l,O dlltl W.l'. publlC,hl'J In 

the volumc Smert' VlauullIYII M{/Idm'.,~(}x(} (BL'r11l1, 1911) ,md c,llbc,l''1I11'nlly W.lc, rvpnl1tt'J by 
Mouton (The Haguc, 1975) ln Rll~~ldn Il ùlll .Ibo bc found 1/1 I{OJ1),ll1 l"kobc,oll, 'sc/CI teu 
Writings, vol. 5 "On Vcr~l', It~ M.l~tcr~ and hplorl'r,>," nllt' Il,lgUl' Mouto/1, 147<)) ,l~ "0 
pokolcnll, ril~matritlv~hl'm sVOlkh poetov," 355-)'n 
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an ything le~" than reverence ur regret as blasphem y and Inci ting a feeling that 

dops not pl'rmll objectIve rL'gdrd for Kataev's work? Thelr criLIcism does not 

~ugge"l the pO""lbIlI[y lhat KaltlC'v lS nut reducing thelr greatness, but on the 

contrMY, lh,ll he i~ ('ll1phcl'>l~lI1g hu\\' these poets ~;ought thcir potentlal and 

ro~e above uthers Dlll'S 1I1l' 1111e of Olesha's work Ne dnia Vez strochki (Not a 

Day Wlf!ro/lf 11 1,11'11'; }965) or lhe suggestions of the narrator of The Grass of 

Ob//11IU/l [kil BUl1ln bl'}H .. '\'(.'lt "One must wnte poetry every day, just as a 

viohl1l"t or il pjani~l must pL1Y l'very day on his Instrument for several hours 

without faIl If not, your talent will stagnate and run dry, like a weIl from 

which no waLer is drawn/'29 "nd that Mayakovsky, ~tressing the importance 

of t11l' artl~t's focus, c1aimed, "A writer's desk should be absolutely empty! To 

hell with aIl lhb fiddle-faddle! It dlstracts you/'3ll suggest that these writers 

were born tall'nll'd, or grool1wd as <l select group of ll1dl\'ldual~l? Il is here, in 

the "new" works Lhal Kal,1l'v's wnt1l1g, conslstently set in the second, third 

and fOllrth dl'c,lde of this cl'nlllry, in part holds relevance for the present. 

TI1l'rl' Sl'cms Lo be an underlymg qlll'stion in these works that asks if people 

can rise abuye the crmvd as others dld In thc' earlIer part of the century. This 

significtlncl' is welglwd evenly In the lalcr works, as the heroes are less seen as 

pol'l~, <111d mun' ofkn <1S people ouhlde thl' iH t5. Could tunes be harder now? 

ln these stories tl1l'rl' <lre nul ~Dlutions to problems, but experience5 that result 

from thl' all-pl'rvadmg "solution" Rooted in this are messages and events 

th,1t the narrator wanls 10 remember and olhers that he cannot hcJp but recaU. 

29 The G rtl ... ~ of Obi/vion, 26 
30 IbId, 152 
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Still, fidelity to historical rec1lity is a seconctary matter ,1~ rl'g,uds thl' valul' of 

the nove!. The novelist is neilher hislorian nor propl1l'l' Ill' is ,111 l\\.plorl'r of 

existence, 

Milan Kundera 

The Art of tlle N,)l'd 

But for the knowledge of pl1l'nomena, man has bcsides ab~tra('t rei1~oning 

another instrument--experience--by which he verifies tlll' fl'~lIll~ of ret1soning, 

1", Tobtoy 

WIll {l/1l1 PCI/( l' 
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Chapter One 

The places of memory 

Kataev's wrilmgs of lus later penod, although reflecting mueh that resembles 

hi~ life IJ1 earlier year~, do not explam 0pl'nly the motIvation for his art. 

Certain! y tlll~ lS nol a prl'rcL]ulslte for the works, but because of this, 

Ùelerminmg lhe role of LlK'IlH':-' in the stories bccomcs a bIt of a quandary for 

L11l' rCihil'r For ex"mple, are they a Prou~IJùn search [or Just lime, or maybe a 

cf('aLÏve glim]J~e of lIft' a~ It exisls 111 Kalaev's ImaglllatlOn, based on a time 

that was? h,>enlially, lhis unccrtamly cxists because there is not a primary 

fUflction for memory in tl1l' stones and thus, the author's intention in 

wandenng through the pa,>l 1:-' di[fIcult to pmpoll1t This is not to suggest that 

nwmory h nul important to K,11aev's wnlings and tlwrefore is an ambiguous 

eJL'ment 111 tl1<.' work~ It I~ Jll~t the OpposIte ML'Inory plays a (lf not the) 

fundal1wnl,ll roll, in hi~ works from Iwo Important pL'rspectlves: Kataev uses 

hl~ l11l'mory .,<.., ., ha,><.' from whlch to crea le his literature, and he incorpora tes 

n1l'mory as a l<.',llurl' that deJ1I1e~ 111~ characters and eonscqucntly, his stories.31 

Ba~l'd on hl~ writings, one contidently can conclude that Kataev would 

find it difticult to dis~OCI<lll' whilt one renwmbers from wh,ü one wants to 

crcate Empht1~i~l11g thL' Import<lnce of the combmallon of one's own being 

with art, he d"flfll'~ hl~ undl'r'-,tandll1g thal poetry is an 1l11egral and available 

part of lifL> lm t11o,><.> t!l,ü an' willing lu [cel it, in The Crn~s of OlJ/rvion: "There 

was no l'l'l'd to ~l'l'k il, to lhg II up f rom somewhere It was there, right at 

hand--onl' h,ld onl)' ln b<.' l11\\,<udly ,:nvare of its presence. And this inward 

awarl'nes~ ut 1Iie l'~ poetr)' now look complete possession of me." 32 Of 

31 Illl\\' K.lt.1L'\' \l'-,l'~ hl~ I1W11l0ry, 111 my Op1l11011, ha~ bCl'11 con~l~tcnt through most 
(lI Iw, \VlIrk'-, -.mll' tllL' !lJ()(h l'or t11l', rl'.l~lln tlw lollowlI1g rl'm.lrk~ about Katacv's 
l'mplll\'lllL'nt (lI hl~ lI\\ n ll1l'mllry .lll' .lpphl<lblL' to ,lit thc~l' works, thl~ Incll1de~ the rc1evancc 
tl)L'Y hllld .11"'l) IlIr tlw thn'l' ~tllnl''' lin WhlLll thl~ papl'r f()ct1~l'~, 

32 1 hl' C "l'''' III OJ!lIl'I(lIl, JO 
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course, taking from the personall'xpericl1cl's of OlW'!:> P,1"t to crl',ltl' tllL' b,1sis 01 

a poem or story is not a mod~rn dl'vÏcc l'ct Cfl'.lting from 1,1Ct l~ ott('n LIll' 

target of subjective critici~m .l~ tvlany enlies han' SPOkl'l1 Il)r ,llld .1g,llIl~t LIll' 

use of actuality as the foundatlOn ior creation. Onl' train of thought 

comparable to that ni Katal'V, It S('e111S lo me, is th,l1 of OSCM Wilde, who ~,l\V 

arlistic importance 111 the Cfl',1tion oi dCl,1l1, nol in the n'Cl'l',llion 01 It, lhe 

challenge lay in bC111g ,1ble to Cfl'ale from tl1l' r~,11 

In his essay "The D~cay 01 Lying," WIldl' proposl'~ lhat, "[tJhe 

justification of a charactl'r 111 a nDvl'l I~ not that oth~r persons are wh,lt thl'y 

are, but that the l1Uthor IS what Ill' b." 34 For WIlde, the bt'tlllty of tlll' work W,IS 

the characteristic which dell'I11l111l'd iL!-> di!->t1l1cllOll d!-> .ut, l1l' W,1~ Ilot 

concerncd with what the artist took from Ill~ ml'mury, but how Ill' pn'!->l'nll'd 

the picture that existed in hl!-> mind't. cyl'; lwauty rl't.ll\lt'd from tlU' lll'LJ~l'~ 

proficiency in crcating life, noL from hl~ ability to mirror bfl' Tlli!-> "penal 

internaI VISIOn is the b;:bis from wlllch 1111,lgina tion is ~tlfn'd or lIl'>pifl.'d, ,l~ 

Vladimir Nabokov has cxplall1l'd' 

The passagl' lrom lhl' dl!->SOl'lt1lIVl' ~tagl' to the ,1"<"OCl,llivl' Ollt' l', 

thus marked by a kind of !->piritual lhnll WlllCh 111 Fngh~h I!-> Vt'I y 
loo!'>ely lermed /J/:-,pillltioll. /\ pa!->"l'rby whi"tll'" a tllIH' al llll' 
exact momen that yOll [a \vnll'r]llolICl' l!ll' fl'f1('clIOn of d lll,l/Ich 
in a puddle whlch 111 Il', lurn, alld ~11111111,111I'()u...,ly, n'cdll..., d 

combinatlOn of d,1mp green h"1Vl'" Jlld (,\(II[(ld Ilil di, li) ',Ull\(, olt! 
gardeI1, and thl' old fnl'nd, long dl'cld, "uddl'nly <.,kp" out of Lhl' 
past, smlhng and clo"ll1g Iw. dnpplllg lllllhfl'ILI ï lu' whul/' 
thing lash une radianl "eclllld ,md Lhl' 1l\oLlOn of illlPf(,.,',l()ll" 
and Images is t.o "\Vlfl l!1,11 you C,1ll1H)1 chl'l k Lht' ('X.I( t l.1w" 
which attend thl.'lr recognItloll, [orm,lll()ll, ,H1d f u"loll--why llll~ 
pool and not an y pOl)l, wh y llm :,Olll1d and Ilot ,1!lolhl'r--dlld 
how exactly Ml' alllhose p,1I'lS lorn'Lll('d, Ill" likt' <1 Jlg".Iw 
puzzle' lhal imtanlly COllll'S logdlH'f 111 y()ur hf,1111 wIlh t1H' brdlll 
itself un able lu observe how and why lhe pll'CC'" [Il, ,lI1d you 
expcriencc a t.huddenng "cll"al1<>n of wilL! llldgl(', of <.,()rne 1I111('r 

33 KJttlev'~ ll~e ut hl~ ')\\,11 Pd',t .1111..1 tlidt of otlll'r,>, (''-.p<.'1 J,dly thl' \vl'II Knowll pol'!,> of 
the carly pilrt of the century, h,),> rl'll'lVl'd rl'!lrodlhl'~ 1 ()r l'Xtlll1pll' ',1'(' V (,lJ)lfllOV.I 

34 O~cilr Wtlde, "'1 hl' Dl'cay (lf Lyll1g" 111 "Dt: J)rufumil"" lIt/d (Jtfwr Wnlln:.:" (I.ondon 
Pengum Books, 1986),63. 
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resurrection, as If a dead man were revived by a sparkling drug 
which has becn rapidly rnixed in your presence. This feeling is 
al the base of what is called inspiration .. .35 

Whether an idca is novel or borrowed from daily life, imagination is both the 

internaI piclure and the instrument that gives it a second life. In this way art 

is a mcans lo place on paper, in clay Dr to music the beauty that exists in one's 

mind ta produce something that will reactivate a feeling similar to one's 

original experience; as Nabokov explains, and rightly so 1 think, the 

reestablishmenl of past sensory perception alerts the memory, sparking 

emotion and creating a new or similar feeling. Therefore the creator's art is a 

product of his imagination and an atternpt to reproduce an inner sensation. 

Howcver, b this applicable to Kalaev? By consistently writing of the past, is 

hb goal to slrivc lo recover what is hidden in memory or to create from it? 1 

suggest that both po~"lbilities are valid interpretations. This can be best 

examincd by exploring bath how Kataev employes his own past into the 

slories and how he incorporales the past into the lives of his characters. 

1 

Katacv has bcen writing <lbout his own past, in what certainly appears to be an 

ongoing effort 10 conslrucl a single completed collage. This endeavour 

suggesls a personal search [or continui ty of actions, or perhaps more 

correctly, an ambition to show how, although he may appear to be a "seH­

indulgent pnlitical weathervanel/36 ta sorne, he has al ways made his own 

35 Frcd~lH1 B(H\'l'rS, l'd V/lIdllnir Nllvokm' Lectures on Litera/ure (New York: 
H,ucllurl Br.lCl' j(w.lnovlch, 19S0), 377. The italles are Nabokov's. 

36 John Carrard attributcd thl~ (h~tll1ctlOn to K.1taev 111 hb rcvicw of Profcssor 
Shnddman's book SOl'it't tI/cm/lire /tI tlie 19805 Decade of Transi/lOri. Sec Russian Review 50, 
no. 3 {july 1(91),352-53. 
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decisions and in this way has ret<lined control of his own bcing 37 More 

importantly, Kataev has gone to his ll1eI11ory as a rcsourœ, as if it were a weIl, 

from which to draw creative incenti\'e or to t>uppknH'l1t his 1I1~piration, 

providing the foundation for his writing. 

Robert Russell points out that "Kataev recreatl'S f.1ther thall reralling."3!{ 

Kataev does not pretend to replicate the p<1St in aIl pl>rlcction of detail; he 

explains in The Grass of Ob/l'l'iOIl that he does not have a 'magic powL'r' with 

which to mirror previous happenings: 

That young man--of still quite bOylsh appe.uancl'--\Va~ 1 Or 10 
be more exact, he could be l, if only 1 had tlH.' power 10 rl'surn'ct 
that young self of 50 long ago .... Bu t ~ince 1 pOt>t>l'SS no slich magic 
power, l can now, as 1 wrile these lines, consid('r him only a~ a 
likeness, an imperfect emhodiment of my pn'~l'nt conception of 
myself at that time .. 3lJ 

Like Wilde, the importance of Kataev's prose lies le~s in factu<l1 accuracy, and 

more in attaining the creativf' ideal--lhe realisation of hb conc(.'ption--if only 

because he is unable to reincarnate past details. The work of art ~hould b<.· 

eVl1uated for artistic quality, not for histoncal preCl~ion. Becau~l' of lhis, 

when Kataev explains that he wriles the truth, he refl'rs not to an historical or 

nalural truth (the outcome of which, most likcly, would be beyond his 

contro!), but a conceptual or personal truth. 4o Tlw priority of the creation is 

the subjective truth attachcd to the work. As Han~ Mcyerhoff (.'xplains, "what 

37 ]udgmcnt of the klild 01 Illan that re~llltl'd from the,>l' cholc('~ I~ ollhlde tilt' fO(,lJ~ 
of this paper. 

38 Robert Ru~~ell, "Oberon'~ M.lgiC f lorn," an J<I/~'>I(/n LIII'mlllrt' ar/d CnlICI"tn 
Se/ectcd Papers [rum the Sc.::und World Congress for SOVicl and fa'>l fl/mrmm SI Il d/(',> , I:\>l'Iyll 
Bristol, cd. (Berkeley: Berkeley Slavlc Sp('Chl1tll'~, l4H2), 17H Llkl'Wl~(', In'nt'lI"'/, S/.Iryc/., 11\ 

hi!. recent !.tudy of Kat,ll'v'~ work!. of t/w 19(}(b ,1Ild 7(h, n()ll'~ Ih.ll "K.11.l('v do('''' not 
reconstruct hb pa~t, but, .. , with the hl'Ip of Cl'rtalll autoblOgr,lphlC.l1 fr"gllH'lIt~ con..,trucl.., a 
new mode! of the world cnnchl'd by the expL'r1l'ncl' of the p,l~t and by 11I~ grl',lt crl'atlV(' 
imagination" Sec hls Poctics of Valenfm Kafacv'" Pro"e uf Ihe 1 %()', ami 197(}<', M 

39 Thc Grass of Oblivion, 104 
40 Sec Albert Plutl1lk'~ interview \VIth KJtdev "We mlJ~t look Ilfe ,>lrLlIghl ln the fJee," 

Soviet Literature no. 6 (1984), 101. In re~pon~(' to the ~t,lten)L'nt, "Your book<, h,IVl' provoked 
much controvcr~y among cntlc~ and n~ader~, i1nd you have bl.'cn ,1lCU'>l'O of dl'>H'''Pl'ctflJl 
portrayals of the fnend~ of your youth," Kataev re~pond~. "1 wrotl' the truth " 
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is called 'truc' seems to be!ong only, or primarily, to the experiences, feelings, 

actions, and situation~ evoked by the literary work, or to the unique way of 

rendering thc~e a~pects o[ reality in the poe tic creation."41 What is of 

significancc then, i~ that Kat3cv has been true to himself as an artist, that the 

author is what he IS.42 Scekmg fu!filment of aesthetic priorities, real life 

expcricnces provided the soi! from which his ideas grew and not merely the 

field which he ha~ tried to rcproduce. 

Nabokov's explanati,m shows how from experiences, something sparks 

imagination and lcad~. to art; as if it was the seed of the final fruit. This it or 

S011lctlmlS is a blend of rnemory and imagination. The significance of this mix 

is dear when one considers the importance of this combination in the 

formation 01 pt>r30nali ty, individuahty and know!edge. Kataev receives his 

creative inspIration from the rcal, or [rom the shape which an actual event has 

taken in his memory over lime, and from his imagination; and for him, the 

two worlds exist in his one being. He emphasised this in1portance in The Holy 

Weil: 

Maurois says that one cannot live simultaneously in two 
worlds--the rcal world and the world of the imagination, and 
that everyonc who tries to do so is doomed to failure. 1 am sure 
lhat Maurois is wrong: it is the person who tries to live in only 
one of them who IS doomed to fa il ure, since he is cheating 
himself, denying himself haH of life's beauty and wisdom. l have 
always lived in lwo dimensions. For me the one was 
inconceivable wilhout the other and to separate them would 
have mCé.1l1t tuming art cither into an abstraction or into an 
insipid proccss of registration. Only the blending of the two 
elements can create an art \'vhich is truly beautiful. This perhaps 
is the essence of Il/tHlVis11lC. 43 

In this sense, it is important to appreciate ho\v Kataev has incorporated this 

41 Hans Meyerhoff, Tlllle in LItera/ure (Berkeley and Los Angeles: University of 
Cllifornia Press, 1955), 124. 

42 Sec the quotc of OSCM Wilde \11 note 34 . 
43 The Holy \Vell, 101. The l'mph.1~is IS Katilev's. 
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foundation for creation into his entire process of litl'rary construction, and. 

what is the result of this application. 

ReaUt y n"'\ust pass through im<"lgination, ;15 if il ",cre a st,lge of 

stimulation, before il can becmnc art, other",isl', it is ll1l)rdy .1 n'port or a 

description of an event--ml lIlslI-Jld ]J/OLCSS of rcsisfml/oll. ln hi~ storÎt\S of tlll' 

past three decades K,:llaev is nol a reporter, but _~ "rl\llor; Iw l.lkt's tlll' priv,lte 

from the popular. Yet, the faet th,lt 50111e crea live pnKl'~5 hilS takl'Il place, 

voluntarily or involuntarily, is neither unnatural nor ~urprbing. TIll' pa~t to 

which Kataev relates in his writing is a period approximall'l y M'vent y-five 

years ago. Such a lengthy gestation period fnr iI11prl'~sion~, idl\lS and ft't'lings 

is bound to prod ucc' lransform.llions in tht' origll1'll pl'rn.'ptions 

If we acccpt that pn!~('nl nlcmory is a dl'v(!lllpnWlll of .111 inlt'rpfl't<ltion 

of the past, rather than a perfl'ct copy of that eXpenl'llcl' whl'n tlll' Sl\l1s.1tion 

was first perceived, then we presuppo~l' some chang(! in that original 

appreciation over lime (creative or destructivc, con~Ci/_)ll~ or uncon~ciolls). 

The period of 'rest' in one's mcnlory proviJe~ for thb. Wt' abo acknowll'dge 

that the actua1 pa st can on1y exist al ils original lime ln I1w!11ory a fragnwnt of 

the past returns to us, but it is always attached to ils original spaCl' in tinll'.H 

The memory, the specific seclion of storage spacl' in our mind, altel11 pt& to 

reflect the initial sensation, but does not relocate il. Although c!o!-,('r to the 

original feeling, it is not recurring in ils comp1eteness In lhb way, ml'1l10ry is 

something we once saw with our eyc, but now only sel' in our nlind'~ l'ye; il is 

a vision withm us and 110t in front of us. Therefort', regardk~~ of change, l'ven 

from the conception of the onginal thought in hi~ mind, Kataev'., memori('s 

remain personal interprclatlons from a ~pecific tinte, (',)ch human is an 

original being with perceptions that arc pl'culiar tu him The ml'lTIori('c, are dll 

44 For di~u~~I(Jn on ~Cp,1rlltc space~ of cXI~lencc 1 Ililve rl'fcrreJ to C('orge~ PoulL't, 
Proustian Spa ce, ElllOtt Colcmall, lran~. (Baltt01{Hc' Thc John .. Ilopktn .. UnI vCNty Prc~~, 
1977). 
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lE.'mbodiment of what Kataev understands that he felt at the first realisation of 

the stimulus which was ta become the memory, and thus, they are an 

ir.(iividual, pertlonal creation. It follows that if one considers Kataev's 

litera turc to be ta ken frOln his men10ry and based on the past, as literature 

rather than a sy~tematic registration of events, it can only reflect what has 

taken place unconsciously ovc'r years blended with a conscious readjustment 

of events. The result is an art form that Kataev could refer to as an original 

recreation of time based on his own expecta tions. A.N. Wilson captured the 

I?sscnce of this relationship in his biography of Tolstoy: "Memory--with aIl 

ils rich powers to distort and to save--is the mother of the rnuses."45 Memory 

and the muse seem to reach inside the artist and guide hin1 in his creation, 

blending the real with the in1<1gined in search of a special representation of the 

author's inner world. In Kataev's prose, the product becornes a l·'.dection of 

his entire person, with charactcrs that seem like Inany different experimental 

selves. 

The suggested role of Kataev' s self in these works emphasises how he 

has choscn to dcvelop his writing around his life experiences. 46 If we think of 

memory as a personal pri vacy--as an individual realm of freedom--then 

Kataev's use of mcmory as the basis for his writing is also a response to 

impersonal treatmcnts of the past (i e., as opposed to collective history, that 

avoids the difficulties and uncertainties faced by the individ ual and therefore 

does not nccd to justify events which take place at a personal level--family 

difficulties, for example). He is placing his own interpretation within a 

collective historical context and is allowing the reader to take part in drearns 

and recollections--to have the reader enter his own interpretation or creation 

45 AN. WlIson, To/stol/ (London: Penguin Book~, 1989),271. 

46 Kat.lev appl'.u~ 10 be the n,lTr.ltor in l1::he nllpisan Ver/cr, to bc participant and 
I\arratof in Sl'Ul~fll}lII, and to tlh,lrl' mo~t persona) happenings from his past with Sasha in 
Silkhoi Iill/llr!. 
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of another tin1.e. This special world takes mot 111 the early history of the Soviet 

state. His stories evolve from a time when people were faccd with new 

challenges, los ses and decisions, and l1C' chronides their rf'llctions 

In an effort to rl'capture lost time and rcestablish a ~p\..\Clllc idpntity by 

relating indivldual pasts, Kat<1ev takes the reader's inh1ginatill\\ back to the 

periods of war and revolutionary fer\Tour in Odessa and shows hlnv th<1t short 

period affeeted small circ1es of people, often sepluate unto thcm~clvcs, but 

joined by events of the time. Kataev had remained in Odessa until 1922, when 

he, like other writers from Odessa, lefl for Moscow 47 Il \Vas from these years 

that he drew on memories of his native city tn create seltings for his stories 

from the First World War, Revolution and CIvil War. 

Even though many p01l1ts can be traced to Kall1ev's OWI\ past, or more 

accurately, to previous works wlllch ha ve bl'CIl accredited as 

autobiographical, Kataev has removed himself slighlly from the stories. 

Either the main characters have nanws othcr than Valentin (Dima in Uz/II' 

napisan Vcrtcr and Sasha in SI/kIwi tlllllll! ) or hb roll' reCl'lve~ I('~~ attention 

than the central figures (as in Spiasllcliil) As weIl, the storil's an.' pr(,~l'ntcd 

through the filters of dreams dnd reminiscences. By distancing himsl'lf, he 

also rnakes themes and topies more univcrsal, or al lea~t more applicable to 

pasts that other citizens of Odessa may have encountered during thb timl', 

awakcning the feelings of his readers, while lctting them enter these exclusive 

mediums of expressing tales 

Although the dreams [Ire from the personal subconsclOus and the 

reminiscences are conscious forms of retrieval from one's own pa~t, the main 

thrust of the themes and l'vents are universal; the reader ~ees personal 

interpretations of general events. By not making himself the main chararters, 

47 B. Galancl'/, Va/cr/lm Kiltaev: l<uzmy,hlerllla (/ Mu<,tere 1 ditl/ugl ~ mm (Mo.,kva: 
Khudozhcstvcnnaia htcraturi1, 19H9), 16. 
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Kataev removes himself in order to be as objective as possible within 

subjective mediums of recall In domg this he is able to explain what he has 

ob~ervcd with lus arlbt's cye as weIl as expressing what he has felt with his 

human soul, relaming an individual perspective on the happenings. 

The lives which Kataev presents are framed within dreams and 

recollections. Although the narra tors relate the pictures of a previous time as 

lhcir past, wc still cannot call the dream Kataev's own real past. One must 

considcr ~he incvitable changes taking place in his mind over time, and allow 

for the difficully which Kataev encountered discerning between dream and 

reality. As hl"' explains in Tlle Haly Weil, a dilemma arose when he tried ta 

distinguish betwecn a dispassionate factual account of the past and a 

subjective personal interpretalion of events, between reali ty and drenm, and 

even between memory and dream--between a triggered conscious reaction 

and an unconscious escape 10 ,111 Imaginary world: 

To lell yOll the lrulh, 1 didn't dream this at all, it actually 
happened, but all 50 painfully long ago that it came to me now 
in the form of a dIstant, occasionally recurring dream that would 
carry me back .. And what had once been not quite a dream, but 
rather a recollection, has now become a genume dream, 
rcmarkable for ils closeness to reality.48 

Kataev is aware that changl's tL1ke place in an image when the medium of the 

perception shif1s from rei11ity to drel1m. Thus he admits the existence of a 

distinction bctween memory and dream; one may not be aware of changes 

that content has undergone in memory, yet the dream remains discernible 

from reality. 

The cloSCl/cSS ta l'mIl ty which Ka1aev refers to in the quo te is somewhat 

nebulous. Is the dream to reflect the actual happening as a visible image in 

hb mind, or is the realit y to be found in the feelings the dream evokes? 

Dream in1erpretation is a topic 1hat has provided many volumes of research 

48 'flle Holy Well,41. 
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and theory, and to attempt to expound precisely Kataev's intent would most 

likely remain as such, an altempt However, it is s.1fe to as~ume that in these 

three stories the latter suggestion is more accuratl', thl'rl' is grt.'all'r possibility 

that the dreams are a symbolic representations 01 lhl' n'Ill. Such an 

interpretation suggests that, \Vith the reader in mind, it was in quest of 

recreating ;:md conveying feehngs through symbolic or comparable crealions 

that Kataev built and completed thesC' works. The most obvious rl'sulls of 

these effort" are seen in the recurring themcs of choin' and bolalion Kalacv 

works these themes into the slories in different scenario~, but allains similar 

results. 

In Uzhe napiSl7/1 Vertel' for instance, the older Dima in the norllwrn camp 

is not the narrator (at Peredelkino), but the pains and removal [rom l}-\('Îr pasls 

makes their si tuations of isolation seem kindred and the SCl'l1l' in tlH' slory 

acquires syrnbolic applicability. It is hl're that the narrator permits the n'acier 

into his personal deliberation and his pres<.'nce is as n'al as life, conlrasling tlu .. ' 

horror and terror of the pa~.t time of the dreamer (Dima) with the supposed 

normality of the morning in Peredelkino; yet, within ll1(' contrast, there is a 

parallel between the pained man of the drean1, who is creating as bt'st he can 

within the isolation of his confmement, and the narrator in the writers' village 

outside Moscow. 

A second example results in the reader' s under~landing of the 

difficulty and uncertainty that existed for the characl<.'r~ and the ChOlCCS that 

resulted from this. There were difficult options for p<,'ople al lurbulent tirnes 

and Kataev parallells the in tensity of lhe rcsultan l con tra~b in lheir final 

selections. Often a characler with a vague or all-accepting position, 

undefined because of a lack of commitrnent, is surrounded by charactcrs with 

particular devotion to ideals. ThIs i5 a lheme thal Kalaev brought to the fore 
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in The Grass of Oblivion; one sees the reality of the choices of Bunin, clinging to 

pre-l{evolutionary Russia, to l('ave the Soviet state, of Mayakovsky, ::lccepting 

and wurking fur the RevolutIOn with aIl his sou!, to take his own life, and of 

Katacv, who feH [or buth men, to ~tay in the Soviet Union.49 These preferences 

are nul unlike those of Dimà's family in Uzhe napisan Verter: his father, who 

lcft to the cast, Larisa Germanovna, who committed sUlcide, and Dima, who 

leavcs the coun try bu t return'i again. And, such a parallel of three varying 

threads of decision continues in Sukl10i [lIlIan with the three brothers--the 

uncles and [athcr~ of the mam characters: Nikolai, who devoutly lives by 

traditional bl'hefs, extolling thl'se feelIngs passively through his own example, 

Iakov, who with ~imilar heart[elt devotion lTIUst take action to be satisfied 

with his life and subsequently dies because of his efforts, and Nikanor, who 

accept~ aIl tha t is available to him from both the material and the spiritual 

world, without providlllg conllnitment to one over the other.50 In these three 

presentations Kataev stresses the dilemma of the decisions as much as he 

underlines the final dIrections of the characlers. Although the situation of 

Bunin, Mayakovsky and Kataev is not a symbohc representation, it is always a 

returning point for thcse parallel dilemmas of choice. It is a real occurrence 

that not only strcngthcns the reality and likelihood of the recurring theme, but 

more importantly, bccause of the pained and special places held in memory 

for Bunin ,md Mayakovsky, it emphasises the hurt and proximity of the 

events and their results. Kataev tries ta hring the past and the creative as close 

as possible to the present and the real. Something is shared and it overcomes 

tim~. 

49 The rL'levance of the thL'l11c of "chf)lCl's" 111 The Grass of Oblivion is discusscd by 
Dodon.l K1LtrI.l tn "Four DL'mon~ of Valentin Kat.lcv," Sim/le Revicw 44, no. 4 (Wmtcr 1985), 
647-62. 

50 K,lt.WV IHnt~ at thl' ~tL'rL'lltypl' which lakov cmbodies--S.llvatlOn through suffcring 
and sl'lf-lkpri"tltlOn--when hl.' dL'~cnbcs the charactcr's face as a "Do!=>toev~kiian face" 
(d(l~t(lel'sk(le hbo). SI/HIOl flllum, 15 
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The character distinction's that result from choices is emph<1sised in 

Spiasllchii; by the end of the star)', ch.lri1cters (L.'n'K,l and ML"mfrL~d) who have 

chosen tü aet in a manner other than the carf.'trl'l' attitudl' of tlll' rl'st of the 

young crowd, no longer take part 111 tllL' dally bo.ll ln p~. Met.lplwric.llly 

speaking, the flow of their conscÎüLlsnl'ss has taKl'l1 them .1\Vay from the 

collective body of water. A dehberatc choicc to stl'p out~lde lllL'ir drdc and 

to speed up time, tragically dlstinguishes lhc~l) charactl'rs twm tllL' ollll'rs. 

In these examples, the cJoscnl'% fo 1 l'tl/If Y is ~elbl~d l1l'sl becall~e from 

each of these scenes is emilled a bit more unccrlainty, " bit more lonl'linl'ss, a 

bit more loss of self. The art does nol stram lo imi tatl' rl'alIty by u!-.ing words 

to describe it, but through efforts to express feehng and to aWakl'll 

imagination, it strives tü explain and Lo con Vl'y plcLufl'S of lifl'. An 

introduction to the stories will aid lo illuslraLe mon' clL'.uly ollwr sh.m.'d 

characteristics and how the infl ucncc of memory functions lo d4..'fil1l' the work. 

II 

Since Kataev's stories maintain a fiuniliarity with his self and, as sorne 

emotions, ideas and themes overflow into Suco.'ssive slories, il b neither 

surprising nor difficult to draw comparisons bel ween tlll' author and his 

characters. For instance, in Uzhe llapisnn Verta, !-.ome lrai ts of the main 

character may be considered biograplucal; yet, Kat,wv d()e~ not daim ta be 

Dima. The protagonist is perhap~ l'ven the same per~on about whom l(alacv, 

the character in Tlle Grass of O"'IVIOI1, had slartl'd to wnll" 

l went out for a walk tü think 111 frl'l'dum of what 1 ~hou)d makc 
my young hero. Almost al once l nolIced a thC'alre bIll with a 
black lyre at the top announcing the fir~t night of !->omc opera or 
other, on which among other tlllng~ were printed the word5: 
'scene-painter Dmitriyev.' Splendid, 1 thought, my young hero 
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shall be a scene-painter.51 

Esscntially, the drcam of the narrator (who seems ta be Kataev), which along 

with his few waking moment~ crea te the main or principal narration of Uzhe 

rzaplslHl Verta, relates the life of a young man, Dima, caught up in the 

revolutionary fervour uf the Civil War. Curious of the excitement of the time, 

he moves from his comfurtable home to be closer ta the activities. Dy chance, 

he attC'nds a meeting of countcr-revolutionaries. A young revolutionary 

known as Inga, bcfriends Dima with the intention of spying on him, thinking 

that he is against the revolution. Inga's powerful presence overwhelms Dima 

and the couple is saan married. One day at lunch two men arrive and take 

Dima away. Neilher Inga nor Dima's colleagues try to dissuade the two men. 

Inga has submitll'd a report about Dima to the Cheka. 

Dima's falher fled From Odessa to the l'ast, but his mother, Larisa 

Germanovna, is still nearby. By chance she learns of Oima's arrest. She 

approaches an old friend of the family, Los', who is in a position of authority, 

for assistance in arranging for Dima' s release. He is able to have Dima freed; 

the excclltion is arranged so lhat the fmng sqllad misfires and Dima flees. On 

his rl'turn to Inga, shc is surprised to sel' him and her first rl'action is one of 

concern [or the rcvolution; her conclusion is that if Oima is free, there must be 

a countcr-revolutionary among their forces. Unsettled by Inga's priorities, 

Dima returns to his mother's home He finds her dead; she has taken her life. 

In the ncwspapers postcd throughout lhe city Dima's narnl' had been placed 

on the li st of those cxecuted, l'ven thollgh he was saved. Assuming her son 

had been killed, Luisa Germanovna felt she had no other rl'ason to live. 

Dima, uncertain of his future, leaves the country with a neighbouring doctor, 

who, in preparation for the ,vorst, had already planned an escape from the 

51 The Cm.,!> of Oblh'hm, 68. 
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new Soviet state. Inga and three others are accuscd 01 conspiracy since a 

counter-revolutionary, Dima., \Vas allowed to go frce. Tlwy arc sentenCl'd to 

death. 

In the west, Din1a pamls stage sets. During tlll' Sccond World \Var Ill' 

returns to Russia, is captured as the el1emy, and b sen t lo a northern camp. 

The presentation of SJllI1S11Chii is not unlikl' tllL' pl1ttl'rn followl'd in Uzllt' 

napisan Vcrter. However, Spll1slIch Il , a much shortcr story, plaCl's grl'<1tl'r 

emphasis on the present in tlw Sl'nse that It ,1liheres mOfl' do~c1y to Illll'ar time 

movement, supplemeu ted by the ol11mpresent nJrrator' ~ rl'fl'renCl\~ to the past 

and future, wi th relation to the hVl\S of the young ~1L'opll\ Unlikl' Uzl!c 

napisarl Verta, in which bolh the tirst and second n,uralor play .1 con~dous 

role (Le., they are not always sleeping and narrdlll1g lb pl1rt of il drp,lll1, but 

wake as weIl), the reader does not know wlll'll1l'r tlll' sll\l\pl'r~ wak<.· in 

Spiashchii. 

The fOClIS of SpwshclIll is life in Odessa during World War 1 while the 

city was occupied by the Austnan army. AIthough abo 111l'I1tlOllIllg Hll' lives 

of the rich and the peasantry and drawmg attention to how wl'c1lth h.1d 

changed hands, the story focuses on a group of young pl'oplp Tlwir lime 

together is usually spent on Vasia's yacht Vasia loves Nelh, one of the 

daughters of a previously rich procurator Gener.1l1y JI1llI[f('fl'nl lo the world 

around her, she enJoys the attention ~hown to her by Vé:hl,1 and Manfred. 

Manfred, an occasion al workcr on the yacht, abo lovl'~ Nelli and has 

ambitions of ta king her away from Odes~a to a place wlwfl' they wlll eI1Joy life 

and she will be famous. Another hircd hand for the boat ln fJ'>, Len'ka, has 

aspirations for being ri ch, but enJoys no luck in robbt'fy atlempt~. Nelli's 

sis ter Masha, also Joins the group for thelr trips. Younger tkm Nelli, she is 

attracted to the narrator. The narrator enjoys Masha'~ company, yet, de~pite 

-34-



• 

• 

being charmed with her will make no commitment to her outside of the 

present. 

Apart from the blissful time spcnt on the boat, another intrigue takes 

place when the yacht ha~ docked ')2 With Len'ka, Manfred tries to rob a 

jPwpllcry store in order to acquire the money to attain his dream with Nelli. 

He is kill('ù during the effort. Concerned with hcrself foremost and oblivious 

to Mùnfred'~ e(forls, Nelli docs not learn of lus death. When he does not 

relurn to ll1<.' boat, she discards his promises as idle and forgets him, 

confirming her indifference lo life outside her own. For the young people, 

life continu('s as befon!. 

Of Kalaev's lI1clusion of his own being in the third story, Sukhoi liman, 

Professor Shneidman points out that, "[t]he eighty-eight-year-old Kataev tells 

a story thùl i~, perhaps, the fiction of his imagination, but he identifies closely 

wilh its mam protagonist. Kataev is a realist in life, but his last story couid 

also be read as a prl'mol1ltion of his own impending dea th."S3 However, 

although Kat,ll'v certainly Clm shi.1rp the emotions ùnd sense of the future that 

this main characlL'r, Mikhail Sll1aiskli expresses, the biographical account of 

the second central figure, Aleksandr Sinaiskii, Mikhail's cousin, in many ways 

mirror~ thal of Katl1cv. 54 This supports the consistent pattern indicating the 

central positIOn of Kataev's sl'lf in mùny of his characters; Kataev incorporates 

not only his own realIst attitudes, but as well, perhaps somewhat wistfully, 

dL'J.1iclS a Ch,HlIclcr bascd on 111S own rcmembrances. 

52 "My Cod, how bhs:.fullt \V.l~,t" ln thl~ 1I1:.tanCl', the Russian eto, which 1 ha 1(' 

tr.1n~I.1lL'd sllnply .1~ "It" rl'fl'r:. culkcttvel)' 10 Ihe outmg:. on the yacht. Spiashchii, 84. 
53 N N Shl1l'ldm.1I1, SOl'It'I Li/CIII/WC in /he 19805 DeCilde of Transition, 73. 
54 1 !->lIggl'~1 thl~, but ,11"0 drdw .lttl'l1tllln 10 Profe~~or Shncldman's note that, 

"Accordll1g to ".lt.leV, hl~ 1.1St ~tllry, SuHwl lilI/lin, 1~ '.1 frl'l' vanatlOn on the theme on a 
t.u1111y chnl11lck','* whll'h I~ b.l~l'd on ~on1L'one ebl"~ r.1ther than hls own hfe" Sec Soviet 
Li/cmtwc III Ihe 19805, 73 

* Tht_' note twm thl' qtlllied tl',t 1:' note 3.t 111 Profes~or Shnl'Idman's work and 
orig1l1.111y 15 trllm LllC/tlllllllll/1l SI/:clll, 7 No\' 198.t, 4 
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The story SlIklzoi lili/ail is about the meeting 01 l\\'o .:'ousins ,lfll'r .1 

separation of 111L1ny years, Mikhllil Nik,111orovich Slllai~klÎ, il rl'lm'Li doclor is 

recovering III hot.pital afler his second hearl .1lt,1ck Whl'l\ his cousin, 

Aleksandr Nlkolae\'ich Sinlllskll, Vl"lting lhl' city ,b parl ot ,1 re~l',lfl'h group 

From the AClldcmy of Sciences, slopS 111 10 t.L'e h1l1\.:;:; Un,lhll' 10 1,111-. \\'llhout 

attracting a crowd from other palients who, trying to l'~Capl' the lllonolony of 

the hospital hfc, secm to hl' congregatmg llrolllld lhe l'ou.,in., as 111l'y l'h,ll, lill'y 

set off outside the hospital grounds 10 stroll along tIll' boulevard, Wilh tl\(' 

hospital wall as their guide, they \Valk, recalling llH' yl.',H~ ,ulLi t,lmily 

rnembers that have passed, lhe cl'lebr,lliont. and llifflCUltll'~ Their thoughts 

re2..:h hac\<' two gcncra lions ,1nd they hring gr,ll1d p,1ft'nh ,111d pl'opIL' th,ll 

rnarried into the family, as \vell as tlH'ir own ~ibling~ and p,uenh 10 the 

present This prescntlltIon b sketchl'd again~t ,1 b,lckground colollred with the 

affection of lhclf chIldhood Il lt. apparent th,ll thl\~(.' ,lgl ':.; (o\l<.,in~ ,m.' the 

remaming family members and the slgnificance of the llUt' lWC0111l\~ dl'ar as 

the story nears its close. Sukhoi hm,ln (liter,111y, thl' dry l'~lll,lfy) i" no! only a 

name for a special swimming spot lrom the p,l~t, ,l.,soclall-d w\th !.1I11ily 

happiness, but it abo has ~ymbolic applIcations for bolh tlll' dlminishing 

Sinaiskii family and for the emptying hourgl ass, tha t reprl'sl'nh tht' cousin~' 

earthly time; both hllve almosl gone 

The rnediums for relating lhe thrce stories--dream and rel'olll'clion-­

provide tor memory lO play an important role Drl',lming b ,ln uncon~cioll~ 

55 It ~hOllld be notl'd tlUL.1dllllhood ,lIld Lillidhood Ml' dl.,LlIlglll.,lll'd III tilt' Il'xl by 
ad)ushng the name~ of thl' C()U~ln~ tu the dllllll1l1tlVl' (orm., (If MI ... II,) dlld <-',,'-.h,1 when th(' 
narrator prc~enb thl'Ir rCIl1II11'>CClKl''>, th,lt l'" WI1l'1l tlll' n,Hrdtor 1.'''1'', tlH' n\l\kr h,l< k to p",>t 
timc~ ThIS Jcvlce ~l'p,H.lte,> tmll' '-.l'ttll1g"', "nd thL'rdorl' dr,,\\'.., dlt.-nt.OIl t() dny dl<.,IIIHtlOll of 
conSCIOll~nc~~ 111 the Ch'Ir.1Cll'r~, ,1.., Il, Irolll .lll ()b"l'r\'('r'~ v"llldf~('-J'(,jnt, ()r fwm "n ohlt'dlvt' 
VICW, devlatlOn Irom ,1 r,l~t ~l'lf dld Llke pl,lU' ,1I1d tl1l'rdorl', IH'W Il')111('',, or IIHlr" .1«IH,ltl'ly, 
new label~ lo pL'r~()nùhtlc~ ,1re rel)lllrl'J 'llw dlmlJ1l1tl\ l' (oml'" .ln' .d.,o '_{'t'II 111 thl' dl,dogul' 
bclween the cou~m~, ~lIgge~tll1g th,l! lhl'Ir ,1l11IuLll'" to L'dlh othl'r hdVt' Ilot thtln);('d K,lldt'V 
appear~ to be implymg that lt I~ morl' Jliflcult lu rl'LO,;IlI'-.C' VMldtlUJl11l Il1dttt'r.., of pt'f'>()Jl,)1 
mtcrest. For cxample~ 01 the ch,lIlgl' ln 1J~t1gl' from (orm,lllo JIn1IJ1UtIVt' (orJm of tilt' n,lmt'~, 
sec quotes III the fo\lo\\'ll1g ll'xt, rdl'rred to hy the noll',> 61 ,lIILI 75 
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plunge into the pas t, and reminiscing is a conscious effort to retrieve the past. 

Neither of these rnanners of recovery discern between what is and what is not 

a preferrcd pasto In these stories rnemory is neither wholly good nor wholly 

bad. Yet li ltle sigmficance is placed on quahty, because the unalterabl€' truth 

is that the past continues to exist within both conscious awareness and the 

subconsrious. The personalities at aIl levels--sleepers, reminiscers and 

characters of the dreams and recollections--realise that unlike photographs, 

certain aspects of one's past cannot be tossed away. Interpretation of 

mernories can be rnodified, sirnplified or justified, but sornething 

uncontrollable detcrmines what remains accessible and what does not. 

Memory is an indiscrimmate provider and exploiter; it brings pleasure 

and pain and taxes the emolional and spiritual defences one tries to keep 

raised in the face of pangs from the past and the present. One need only look 

at the older Oima in Uzlze I/npisan Vert cr, for evidence of the dual role of 

memory. It allow5 him the luxury of still being able to picture hi5 family, but 

causes sadness from the reaffirmation of their suffering He enjoys an escape 

from the present, but also must ,·vcather the anguish of the pasto He has a 

means to bettcr his current conditions, but also must be content with its 

reality. Yet, what would the old man be without his memories? Would he be 

anything but an empty soul? His remembrances are not only an example of 

what memory can tolerate, but his past is what opens a second life for him. It 

pcrmits him to paint the sets, to arrange plays in the camp and, to sorne extent, 

to recapture parts of his being. In many ways, it is the foundation for his life 

becausc it cnables him to escape or lo alter the present to a more endurable 

stak. To achieve this, he must reach inside his self to seek refuge. This is akin 

to Milan Kundera's observation, that when Emma Bovary was trapped in the 

present because the future was hidden behind barriers of social convention, 
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lI[t]he 105t infinity of the outside world is replé.1Ct."d by the infinily of the 

soul."56 Different from his mother, who was unable lo ('ndure the denl.lnds 

of the time, rernembrances provide Oima with \Vhat he nCl'ds to survive the 

formidable present. He knows she is dead, yet is able to live with rnemories 

of a previous tirne. 

He thought of his rnotller all the lime .... Somelimes he saw her 
off in the distance, inaccessible, running to the city in high boots 
worn at the heels, with apricots in her string bag, her, his poor 
mother, the grave, which he never found when he returned la 
his home town with the foreign troops .... Sometiml's his father 
appeared.57 

Not unlike Shukhov, the main character in Aleksandr Solzhenitsyn's OUi' Day 

in the Life of Ivan Demsovich, who intuitively knows: "we'Il survive. Wc'Il 

stick it out, God grant, till ifs over,"58 50 much of Dima's will power must be 

derived from his past, in that it provides hope for a bettl'r future. In whal 

appears as a no-win situation at times, rnemory bolh defcnds him from the 

current time, while dragging l11m through the sadnl'ss of the past Dima and 

Shukhov cannot and do not live for the present, but ensure lhal they live 

through or in spite of it, retrieving what is needed From a past that fllnctions 

as a safety valve and a builder of expcctations. 

Random recoveries deem mernory both a hidden oasis and a forgollen 

torture chamber to which riches or pain-indu, ing instrllmpnts are concealed 

until those times when it is searched out by choice, or when the right or 

wrong "pas~word" is found or accidentally mullercd. To borrow from 

Nabokov's earlier quoted explanation, such a "password" often takes the form 

of something that signaIs il perception, re~embling a similar sensation or a 

56 Milan Kundera, The Art of the Novel, LlI1d.l A~her. lr'.I~. (New York- Harper & 
Row, Publishers, 1988) 8. 

57 Uzhe napisan Verter, 145. 
58 Aleblndr Solzhcnit~yn, One Day in the Life of Ivan Derusovlch, Ralph PMker, trans . 

<London: Penguin B()ok~, 1963), 121 
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concept that was stimulated or considered sometime in the past--a smell, a 

sight, a sound, a taste, the speCIal texture of an item. A noteworthy example of 

the strength of the link between event and provoking agent is presented when 

the stalwart revolutionary Inga succumbs, albeit slightly, to the unanticipated 

force of memory. Near the end of Uzlze napisan Vertey, it is explained that Inga 

is walking along a ~treet, preoccupied with her assumption that Dima is most 

likely dcad, whcn ~he hears a sound: 

Somewhere a truck set off with a clamour, forcing the panes of 
glass to quiver. 5he had a notion that it was them ta king the 
dead bodies ou t of the ci ty. They were covered with a tarp, from 
under which a white knee could be seen. Perhaps it was even 
his knee. 

5he leaned up otgainst the dry trunk of an acacia and bit the 
crackling bark. 

5he mourned her perished love, mourned her Mitia, still not 
knowlIlg that he was alive, and her consciousness grew dim ... 59 

Granted, her state seems sympathetic toward Dima, but this feeling appears tu 

evolve from her loss, not from Dima's or from that of any other individual 

who may care for him. This is a personal sadness. Combining her present 

state with the chain of sounds, the awareness of a once enjoyed sensation 

cornes rushing into her memory and jolts her body, awakening a section of her 

soul, 50 far concealed to the reader and, perhaps, to herself as weIl. A feeling 

has entered Inga's consciousness without voluntary effort. Until stirred by the 

right impetus il rests in her mind untapped. The memory is not appalling to 

her. 5he accepts it and mourns her loss as something natural. Kataev is 

suggesting that decp in one's memory are many experiences, wonderful and 

terrible, only obtainable by the proper combination of observation (by any of 

the senses) and reassociation. This technique that Kataev has employed 

involves il force not unlike the power held in Proust's petites madeleines. The 

password, once revealed, brings a past world forward for the individual to 

59 U::hc napiSIUl Verta, 153. 
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revisit or reevaluate. In a comparable manner, Marcel expresses this 

association after biting into the tiny cake in SU'l1r11Z'S Wl1y, "Undoubtedly what 

is thus palpitating in the depths of my being musl bl' the image, tlll' visual 

memory which, being linked to that ta5t(;', is trylllg to follo\\' it into my 

conscious mind."60 Howe\'er, Kataev is asking for mOI e from his wader; he 

does not acknowledge such links. Note the lur1'ator's qucry and the 

connection in the following passages from 511k1i0/ l/llul/I. 

They continued to the corner and lurn('d onlo Pirovskaia Street, 
along which strelched the same hospital wall. 
"Do you, Sasha, remember Unde Iasha?" by SOI1ll' strangc 
association 0f Id cas, inquired Mikhail NlkallorovlCh, ~Iowly 
striding along~ide the hospital wall. "1 almo~t don't re!11l'mber 
him."61 

Yet the "strange association" is explained a paragraph lall'r. Most of lhl'ir 

memories of this uncle are of him suffering al home or in tilt' hospital. It 

follows that the connection b not to be made wlth whal the cousins were 

describing and recalling previously (paintings lhey ~aw ,1'> hoys during trips 

from the gymnasium to the municipal picture galll'ry), but with what is 

appearing in full view in front of Misha as he round~ tlw corner. The fact that 

they are reminiscing already places his stream of thoughl in lhe pasto And it 

is the connection with whal b s<.'en--the hospital wall--and with what this can 

be associated foremost from the past--the ailing Iakov--that cr('ates the 

connection. 

Comparably, in most situations, sensibly noled specifics Il'ad lo 

associations. This is obvious when the cousin~ [ocus on recollections; their 

visions are coloured by detail. They are rarely withoul vivid reminbcenccs 

of smells and sighting5; particular aromas and a melange of colours fill their 

impressions. Sasha's thought5 of the ho~pital where hls father once took him 

60 From Swarm's Way 111 M,lrcel Protl~t, r<emel/lbrance of '1 fllngs l'a,>/, Vo\. 1, C.K. 
Scott Moncncff and Terence KJlmartll1, tralls (London Pl'ngu1I1 Book", 19H<:I), 49 

61 Sukhol liman, 15. 
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to visit his suffering unc1e b not an uncommon example of the clarity of past 

events made more graphie by specifie attributes (it is also the paragraph that 

clarifies the "~lrange assoCIa lion"). 

1 saw the enormous ycllow building with the white pillars. 
Right away, for ~ome reason, 1 didn't like this building, it even 
frightened me. In this building that had become permeated with 
the ~meU of aU hospital slIlclls, ln a very large grey rOOffi, filled 
with iron beds, on whieh were lying and sitting the patients in 
dark dressing-gowns, 1 saw Uncle Iasha, also in a dressing-gown 
of carthy c%ur, from under which hung down his calico 
underwear with little braids.62 

In the sa me way that Misha and Sasha ne ver focus their attention on the 

ho~pital wall--it is lhere, Il prompts recollection--throughout the works, 

conscious awareness of an object occurs rarely for it simply to be noticed as 

part of the selting or so thal Il can be utilised. Kataev adjusts the functions 

from articles of rationcll application to catalysts toward contemplation. It is 

only fitting thal the narrator of 5l/kl/Oi liman observes, /lAnd still the whole 

time sorne vbions accompanied the cousins, as if springing up from the 

hospital wall.1/ 1l3 Like lhe wall, olher items also often become keepers of past 

times, presenlly inaccessible Lo consciousness. Later, the narrator confirms 

Lhis roll': " ... The hospital wall continued and continued, it was endlessly 

long, as if leacling lhe cousins inlo the dark past, into the onerous time, ... "64 

The dual roll' of the wall is clear; not only does it separate Mishl from his 

existing Hfe, but it also takes the cousins to another time, leading and 

accompan ying lhem in their walk and thoughts. This device is successfully 

employed to lend characters tü various ideas and conclusions, as if lifting a 

blindfold from their eyes. For example in Uzhc naplsan Verter, a crest on a 

pillow case rcveals Dima/s molher to his consciousness: 

From the pillow case of the pillow, that he was pressing to 
----~~--------------

62 I1lld., 15 The l'mph.1SI~ b mine 
63 SI/kiwi 11I1I1m, 18 

64 n'Id, 24 
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himself, was the smell of the cold cream that Lazarev.l would 
smear on her face at night. He saw the family cn'st embroidered 
in satin sti teh and only thcn remcmbercd that he h.ld a moth('r, 
who was probably worrying 1 le loved her vl'ry much, but she 
had fallen from lm memory Ils 

Again, in SlIkllOi [/11/all, new, smart bllilding~ unCOVl'r days wl1l'l1 the cousins 

as youngstcrs would catch frogs, with Sasha's little brother Zhorochka tagging 

along.66 Common articles of everyday life trigger memory and open doors to 

expose a previ.ously veiled or unconsciousl y forgottl'n tllne. Even Nelli's nail 

polish will be but a means to alert other~ of her ptl~t l''l.btl'nce from good 

society, in the event that she perishe~ in a boating aceidl'nl.b7 

Not only unpredictable or even independent, l1H.'mory IS applicable 

and available; Kataev's character~ arc not only vi~itl'd by involunt.uy 

memory, but also make consclOUS efforts to retneve or to deny the past. 6H 

This provides another view of their beings becausc distll1ction of charactcrs is 

made not simply by their past, but by how they employ or ignore tl1!.'\r past 

(Le., Mr. X is individual not because Ill' has a set of paints and brll~lll's, but 

because of what he deCldes to do or not to do wi th hi" ~upplil'~) l'orirayal of 

the actions of the individuals reveab how charactl'r~ utilbl' their faculty of 

memory to evaluate present situations and thb in turn exprl'~~es how I1wmory 

stimulates other feelings and recolll'ctions In this way it 1~ ~hown that there is 

an actual storage vat from Wll1Ch optIOns can be dl'bated, Wll1ll' maintaining 

that for each individual, memory is an element unto lbelf and functions lo 

form the individual as a particular bl'll1g. Memory act~ to creale a specifie 

personality; many cf the characler' ~ actions are based on what is remembcrcd 

65 lIzhe naillSllll Verter, 149. 
66 Sukho/ lilI/art, 28. 
67 Spta~hch/l, 85 
68 "Involuntary memory" I~ the dc~cnptlOn glwn to unanticlp.lt('U recolll>ctlOI1!> or 

mcmoncs th.lt appear wlthout con~CllJU~ effurt to rL'tneve thl'm. By ll~lIlg thl':> lerrn, 1 h.lVc 
followcd the !cad of E~thcr Salam,ln, who dpphe~ Il wldel y 111 her work A C(}lIetlwn of 
Moments: A study of Ir/vo/lmtary 1I/(!//lOYlCS (London Longman, 1 (70) 
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or on wha t has been learned and how it is applied to the present. 

Kataev elaborates on the creative powers of memory to form a 

personality in UzlIc Hllpis(l/l Vertcr by comparing the separate manners in 

which character~ rtpply common pasts For example, both Los' and the Cheka 

agent who interrogates Dima, had been to Dima's home years before, perhaps 

even on the ~ame day, and have similar memories of those surroundings. 

Kataev provIde~ the link for the f(~ader by having the recollections of both 

character~ inc\ude the paintmg "The Feast in the Gardens of Gamil'kar".69 At 

thilt time Lo~' wa~ il wri ter ilnd the agent was painting the terrace to earn 

monpy to continue art school; one \VilS a guest and the other was a labourer. 

Thcsc l1H'mOrIe!-> prüduce opposite results in Los' and the young agent when 

they are confronted with Dima or his motller in the present--when they revive 

the past to determine the prl'sen t. 

To the interrogator, the pa~t is negative; the Revolution places hope in 

the present and the future. But for persan al reasons it seems especially that 

this past, where a young man with less talent, Dima, was able to continue his 

efforts at arl because he had a "rich papa," 70 while he, now the young 

interrogator, in quest of iuJrilling cl dream, was denied this opportunity 

because hl.' lacked finances, dl'fine~ his actions of the present. He cannot see 

past these "injll~lices" and regardless of the status of Oima's current 

innocence, hl.' has already decided Oima's fate, based on past "guilt". 

Consequenlly, the past is the JustIfication for his current actions and Dima is 

charged as guilt y 71 

69 U:llc 1I111'/:.tlfl \'crICl, 133 ,lnd 139. 

70 Il'ld, 133. 
71 OI1L' qUl,~til)n!:-> wllL'tl1L'r K,lt,lL'V b not abo sl1gge~ting Ih,lt the xenophobie slate had 

givell 1110 mueh tIl'''lblli ty 10 thl' ChL'ka and those workmg for Il by allowing the organisation 
10 udl',ll \Vith WhOJ1)l'VC'r Il cho~e tll lietine a~ 'counter-rcvolutionanes' .u .. 

.. Sel' RICh,trd rlpl'~, RII~-;1II LIndn the Oltl Regillle (MIddlesex: Pcrcgrine Books, 
l(77),317. 
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Ironically, it is Los/s mcmory of the same plaCl', .ü most likcly the same 

time as that of the interrogiltor, lhat provides inCl'nli"e for him lo assist Dima. 

If not for the connection, Lansa Gennanovna would not I1.1\'0 bL'l'n .1blc to frcc 

Dima. For Los', although physicillexistcnCl' 15 in tlw prL'Sl'nt, rl'.11lifl' is in the 

past. His freedom to wrile and lo aet in il ntanner th.1 t would rl'ill'ct his self 

has been removed and like tlll' older Dima in tIll' c.1mp, hte is improvl'd by 

reliving the past,72 His pa~t atlachmenl b ~uffIdl'nt n\l~On fnr him to act for 

Dima's life. This action counteracts lhat 01 lhe Chek,\ agent. A common past, 

distinguished by personal limes, settles Dima's fate and ddines two sl'parate 

beings. 

This particular story is very much ,1 stall'l1ll'nt on the indi vidualily of 

memory and individual utilisation of Il. Kataev olfl'r~ e'l(.1mple~ of common 

times or eommon pasts interpretcd in e.1ch ch<H.1cll'r's own way, thus 

extolling the personal nature of experielllial relrieval and application. For 

instance, Los' and his superior, Markin, share il common pL1St, but Markin has 

almost entirely relinquished it, surrendering e111otlOnal inclinations to his 

current life as well as to his former IIfe. The past is what gives Los' incentiv( 

tn aet, but it is what offends and discourages Markin 73 J.ikl'wIse, bolh Dml<l'S 

land lady and the doetor, who lives neLU [)ima'~ 111olher, know Dima llnd are 

aware that he was on the Ibt of those execuled. Yet, the l,mdlady throws out 

his things and sends him off wh en he appear~ at her Jour, frightened of 

harbouring somebody who is supposed lo be dead, whilt· the doetor helps 

him. For the landlady, the fear and terror of the pre<,enl oVl'rpower any 

72 Note thdt thb I~ not a pdtlL'rn th,lt K,ltaev IS try\ll~ to dr,lw ,lttel\tHlI1 to A 
diffcrent appreciation of menlory 1~ seen in the actIOns of Llr1~,l (,errn,l\10VIl.1 l'or her, 
rnernory is not the :.pcClal char,lCtL'n~llc th.1t l'rL'<ltL'S d lIfe worth Ilvln~ 'l'hl' powl'r to 
rcrncmber is not enough to ovcrcon1L' Ihl' dlfflCUJtlL'~ of IIfe aIl the Ilml' Whl'n opportunily 
for serving b no more, her IIfe force I~ removed anù ~he de~tr()y~ the rL'l1ldllllng phy~ical 

shell . 

73 lIzlle naplsan Verter, 140 

-44-



• 

• 

emotional attachment that she may have had to earlier times, but it is this 

attachmenl that allows l};'~ doclor to feel safe with who he is aiding, in light of 

the horron) of lhe pre~ent. Los' llnd the doctor considcr the past as grounds 

for assisting another in need, wl~ereas Markin and the landlady feel the past to 

be rcason for washing their hands of an y invol vement. 

One can sec similarities, but not sameness in the choices of sorne 

characters. Lansa Germanovna, Los' and the doctor are not intimidated 

enough to worry about nsklllg their lives to allow the past to exist or to be 

repeatcd. Thcir cfforts to free Dima reveal this. Either from dedication or 

fear, the rcvolutionaries and frightened citizens live in the present and work 

toward the future. If t}wre is a C'onnection wilh the past, the conditions 

resuIting from the Revolution and the Civil War shroud it, overriding or 

ignoring accessibility to Il, and allowing the Revolution to rnaintain 

momcnlum. All1ld both groups, ul1ccrtain of his direction, is Dima, who does 

not d(·ny the past lo mfluencc his actions, but who 15 also not adverse to 

partaking in the excitement and 'romanticism' of the revolution. The present 

rcmoves him from his past life: "It was so new that he felt not only revived, 

but as if hl' was born again Ile hadn't thought that he had left his mother 

alonc "74 Yl't, when faced \Vith the reality of the events of the period, 

proximity to dealh instigales a need for hirn to find sanctuary in a better life 

and he thinks of the pas t, comparing it to the present Dirna's choice to 

acknowledge the past and lhe self-denying character that this decision 

affiliates him wilh, seems to suggest Kalaev's position on the value of the past. 

To discount the emolional lies which the past provides would remove 

an important clement of l11el110ry in Uzhc Hl1pisl1ll Verter. The feelings 

produC'cd by these recollections in Dima, Larisa Germanovna and Inga bear 
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witness to this. However, in these situations, emotion tends to resuIt from 

involuntary memories. This dlanges in SI/kIwi 1111//1/1, where concl'ntrated 

efforts are made to rem Il, and emotions ,lnd digrL'ssiollS, C.lust.'d by the 

revived visions, are spontaneous. In lhis story, the ,wt11l.1bilIly of past times is 

confirmed not only by the vividness of detail which l1ll'mory con veys, but 

aiso by the pO\ver and sincl'rily of l'motion that results. 

What is remarkable about the rl'collections of tIll' two cousins is that 

Misha and Sasha often appeùr to be cùlching up on llllfullilled emotions. As 

children, the magnitude of celebrations and sadness \Vas not felt, or at lcast 

was not revealed. Yet, recalling these siluaLions troubll'~ bolh the ailing Mish,l 

and Sasha. For instance, Sasha's men lion of his youngl'r brother who was 

killed during the Second World W.lr rl'vcals an uncon~ciout-> lnIX of l'motions, 

prompted by a voluntary recollection. 

"WeIl, now l'm. oka y," he [Mlsha] said, trymg lo t1ppear c11l'erful, 
"we can walk furlher But Sa~ha, once you rl'calh.'d Zhma, you 
upset me .... " 

"Yes," claimed Alek~andr Nlkolaevlch, "1 abo rl'membl'r 
[Zhora's baptlSll.). .. 1 was terribly frighll'lled th,lt my liltle 
brother would choke, but eVl'rything turned out alright..." 

"".unlcss you conslder," pomlcd oul Mlkhail Nikanorovich, 
"that Zhorochka let loose a slrl'am on the sallll drl'~~ of hb god­
mother." 

The cousins laughed a little Ak'b,lndr Nikolaevlch rt.'calll'd, 
"And then t}1('re \\'a~ a brcakfa~t for the fnl'nd~ and clergy " 
Aleksandr Nlkolaevlch saci! y rocked his lwad "And now Zhora 
lies in a common gravl', and hls name and fZ1mily Il,lme are 
stamped on a while m<Hble slab wilh the ollll'r naines .. And you 
and l, Misha, rl'main." Mlkhat! Nlkanorovlch flxed hi.., pince-nez 
on his Gallic nase .... 75 

The cousins make no refercnce to feeling any ~adnc~s or 10 enjoying any 

Iaughter at the times these l'vents onginally took place The emotions that 

resuit show that not only have mcmories negoliated lime, but they have donc 

so with such clarity, that the~c viSIOns are rewarded by ~inc(>r(> ('motion . 

75 Sukhoi liman, 17. 
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From these reminiscences, two points explain the present from the pasto 

Firstly, for Mlsha and Sa~ha, in the past, their joyful attitudes as children 

under~tandôbly lack the perspective of the present. They cann.ot fully 

comprehend the personal and familial los ses caused by death because their 

lives are immersed in the present They live for new excitement and to avoid 

boredom. Secondly, as Sasha notes, the presence or lack of familial support 

sepMates the two periods A~ children, they shared the company of many, 

but now they are ail that remain and have only each other to share with. These 

two ideas--the appreciation of a past time and the role of the family--echo 

throughout the ~tory. 

The reahly that accompanie~ these ideas is that sadness and happiness 

do exist and thal death evenlually cornes to everybody. However, memory 

pervadcs to prove how the be111gs or their personali ties do not die when their 

earthly body lioes. These live on and main tain an existence that in many cases 

is eternal, continually bein~ pasC'~d From persan to person, like letters or art, 

outliving the source. In different cases, this is how memories have been made 

available lo the cousins For instance, "The cousins pictured their 

grandfather, \\Thom they had seen only in a small provincial 

daguerreot ype "7h And this picture has remained in their minds, in the same 

way that the words about the early life of their un de lakov had lingered on: 

"Then, the cousins were nol 111 the world, and rumours of this reached them 

rnuch later "77 ln the same way that brass crosses and ribbons representing 

special ordcrs, given to Mlsha's grandfather and great grandfather for service 

in wars, still cxistcd and reminded the cousins of their ancestors, so memories 

recall lives and survive the earthly life of the experience or being to whorn 

76 Ibid., 12 . 
77 Ibid, H. 

-47-



• 

• 

they have been attached. Llke 50me of these crosses, "blackened from timc,"7H 

memories also have changed or ha\'e become less cle<1r ovcr the years. Yet, 

differen t From memories, obJtXb and mementos (\111 be taken l'rom their 

keeper. Memories can be attached to items, but do not ll'.lve \vllh the object, 

merely because it is slolen or no longer can be used. As with ~wople, 

memories connected with an obJect, continue to outlive the object ln this 

story, apart From the cousins' directed search into tlll' P,1St, tIlt.' fil1l'~t l'x,unple 

of availing oneself of thJ.t which cannot be stripPl'd lrom you, 15 Nlkol,li 

Nikanorovich (Sasha' 5 fatlwr) \'/ho, without the \Vlfe he loved so much and 

even after his apartment has been requisitioned, continl1e~ 10 lIve lwc.1usl' his 

heart and memory continue to live. He ha~ .1CCl'~S to the lift' Ill' n'quires, 

because it is embodied in lu~ memory, wlule no longt'r in hls II vmg rt'.1lity. 

In what appears to be an effort to draw attention to tlll' 111lportance of 

memory, Kataev contrasts situatlOnt> in which peoplt' ,lie fret' to u..,e tht'Ir 

memoryor to exhibit their personality wlthin OppO~ltl' ~L'llll1g~--~l'ltillgs in 

which such expression is del1led or that are isolall'd from dl'VelopnH'nt or 

novelty. His pictures of revolution,u) changes and war ~ugge~b lhal part of 

the process involves laking away the people's p,l~t to wl'akl'n tl1l'ir 

independent soul as mu ch ilS pot>slble SymbolIc<l11 y, thO~l' accu"'l'd as 

counter-revolutionaries, from whonl indlvidu,11bt tl'lldl'ncil'~ C.1nnot be 

nullified, have ail that externLl11y distinguishet> thl'm from oth<.'r.., rl'moved 

before they are executed. The pUl11shment for mamtal11ing a memory b death. 

Outside the execution garage In Uzlic l'il/pisan Veria, h,ll1g tllt' brallb of hair 

from the shaven heads of the accused. "Shpar<.'d brald~--tll1') 1.., tilt' h<1rve~t of 

reform."79 Those who are to be exccutl'd are not permitll'd lu wedr their own 

clothes--a reflection of their indlviduality: "The four naked people walked 

78 IbId, 19 

79 Uzhe yU/pisan Verter, 124. 
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into the garage one after the other. . "80 They are stripped and made to 

re~emble each oUier a':> much as possible, negating any individuality that may 

exbt. Un able lo claim thl' mner being, the revolutionaries try to daim the 

external bl'ing. 

Not only have attempt':> been made to change individuals but, as well, 

tlH'ir surroundmg~ Me altl'red by the Revolution. Entranced by the 

revolution, DimL' notIces that the city has changed: "The appearance of a 

trading Clly devOid of the tradmg soul--of scales, of shop windows, of banks, 

of mOlwy-ch,mging of[lces--~lnpped, without a slrolling public on the shady 

streels and boulevards, struck him. In ils chclste nakedncss the city seemed 

new and beautiful to 111111 "Hl The whole enVlronment is made to be sterile 

and lo lack creatIvIly in an allempt to channel Imagmatlon toward thinking 

only about the rl'volutlOnary cau~e or the reperCU%IOnS of the enforcement of 

it--lcrror, fl',ir Negation of ~llrroundmgs is a threal to remmd people of the 

pOSSIble m'galion of one~elf jf he does not conform Therefore, there is no 

roorn for innovatIOn or per':>onality A siImlar sctting is echocd in the hospital 

scene~ of SuA/u)J IlIIlIlJ/; tlwre IS a certain understanding of isolation there.82 

When Sa~ha firsl enll'rs llw hospital compound, he does not notice people, 

but in~lead, "1 ll>re and lhere 111 the alleys the grey dressing-gowns of the 

walking patH.·nb could be ~eel1."83 And later, when the cousins are talking, 

their thoughtful COll\'l'rsallOl1, or perhaps more accuratcly, thcir somewhat 

intellectlhl1 dl'bate, pc,lks tl1l' curiosity of other patients who are out walking. 

The narratur l'xpL1ll1S lhal, "They wanted to know who had come to visit 

80 J Il Id , 12..t 

81 /llld, I.D 

82 TI1L' t,KI Ih,11 Iim could bL' a place cho~L'n for l~oLltlon I~ conflrmcd by Misha at the 
L'nd 01 tlw ~tory 1 le prdl'r~ to hl' un hl::' OWI1 ,111d ha~ ~elected tll1~ place to live the remainder 
01 hb hfL' "And, ,I~ wL'll, lt Il Idyll1h or dL\llhl h,'ppL'ns to me dnd thcy scnd you a 
cllrrl'~p(l\)dmg Il'kgr,lm, pk,l~e, don'I CO 111 l' 1 don't IIke Ihese ceremonJes and do not advise 
them 10 you " Sl'l' SI/f...llol II/Ile/n, 41 

83 /llid. Hl. 
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General SinaiskIi and what they \\'l're discussing; did tl1L')' h,lppcn to know 

any in teresting news "from the ou tside"?S 1 Tl\l~ I~ 1111 port,Hl t 1Il K,1 taev's 

presentation ()f the mdividual !vkmory IS hke a li/l' /nrcl', ,Hl ll1dll\ltor of the 

existence of a soul--a soul m \\'hich il is llnporl,mt to 11.l\'e l'motion as Wl'll as 

reason to help the pen,on decide hls dlrl'ctlOn 11\ Il Il', but l'\'l'l\ l1Wrl' 

importantly, 10 have con lrol over and pre~l'nl OI1L'~l'lt ,1S Ill' or ~llt.' wblws. 

Without memory the char,lcters are likl' hollow bl'Ing~, l,ll'king ll1tl'rn.l1 

significance; their being IS communal, no longer indi\'ldu,ll .1l\d tlH'Y bl'comc 

followers or actors 

There is an ll1tangible qualily to thl'~l' slorll's that ~ulfu~l'S tl\(' l'onll'xt, 

content and movemcnt. Thl~ IS, for l.1Ck of .1 bl'lll'r word, lhl' .1111Hl"pl1l'H.·, lh.l1 

creeps from the pages out tu the rcader. Katal'v l'Il'.1ll'~ lhl" "l'I1".lllon above 

the fe~lings of lamilIal lovl', re\'olullUllary len'our .1l\d l'\,l'r-pn'''l'nt lL'rror. 

That this i5 .1ccomplished, Ju~llfIl's lhe ll1L'On~:d"tl'nl and "OI1\l'lll1\l'~ lI11rl'l.llt·d 

chains of dreams and recollection" Whal 1" difflCUl1 10 l'olllprL'hl'nd, yel \wll 

related, is Kalaev's abllily lu capture completely trratlon.ll, unml'dltated 

actions of the characlcrs and pn'sl'nt 111l'111 10 lllt.' rl'adt'r "0 lh.lt Ill' .11"0 l'.111 fpd 

the dream pattern or the spontanl'ily of rl'colleclions. In lhb W.1Y tl\(' n·.ldl'r 

detects that drcams anj rl'colll'ctlOn~ (an capture chtHilL'l('r<" lh.ll lhe 

memories arl' lhe controlll'r., of tlll' "lory. ThiS mlly bl' du.,e lo whtlt Kat.lt'v 

wants to convey, implying tl1,1t e~senl1ally l11l'monl'~, and thu~, LIll' p.l~L, can 

influence strongly the actions of 1l1dividuals--of theIr aclHm~, thoughls, 

dialogue or art. 

By using thcse devices--drcams and f(lCOllectlon.<:.--K.ltJev db~o(latl''' 

himself From the possible misinterpretatlon that eVl'rylhmg in li\<.' ~L()ries b 

factual. If we lreat lhe storil'~ as per~onal and subjective inlerprelati()n~ of the 

84 lbid, 11. It l~ Il1krc~tlng that K.lt,lev JJ1corpor.lted tlll' RU"'>I.lll phr.l'>l', "from thl' 
out~lde" (s t'pli) whlch of tell IS u~l'd wlth r<..'fcrl'l1cl' to pnc,OI1 
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past, then Kataev i~ telllng us, by explaining his recollections as dreams or the 

reminiscences of others, that although memory transcends time, exception 

must be made fur personal lllterpretation, 10ss of memory and selective recall. 

Occasionally Kalaev hmts al the strength and creativity of art in its 

ability to reflect a per~onahty or 10 exist as a separa te entity years after its 

creation. For instancc, there are references to Nietzsche, Pasternak, 

Mayakovsky and Plishkin, atnong others, inserted throughout these works. 

By doing this he shows that there is a parallel between personalities and art 

because both can outlive the person who shared or experienced it. This is 

proven when others capture parts of these experiences and 'refeel' them. 

Memory is a means to traver~e distance in order to bring the pas t, a former 

existence or cxperience, as clOSl' to the present as possible. To bring it directly 

to the pre~ent sllggests perfecl replication of the significant event. However, 

as Georges Poulet explains, it is "a presence at once regained and lost."85 

Although it seems that lime ha~ been overcome by memory or art, it cannot be 

completely annlllled. 

For Kalaev memory has a direct eHect on the art, but as well, the 

intention of the art detcrmines what is ta ken from memory. Kataev is not 

merely writing as he rcmembc>rs, but is editing and being selective with how 

the final prodllct takes shape Although his artistic inclination is to produce a 

story that suggests spontaneous recreation of how memories and ideas come 

to his mind, he consciously crea tes this. In this sense, as a work of art, he is 

forming that which he chooses and not exactly what was. He is in control. 

What makes his accounts of interest to read is not that Kataev relates the 

difficulties and l'car of those historical times--the reader knows what was--but 

how he blends the factual with the con)ectured . 

85 Poukt, -15. 
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Northrop Frye explains that: Il Art. .. begins \Vith the world wc construct, 

not with the world we see lt starts with the imagination, and then works 

towards ordinary experience .. "Hf, This construction ~tarts as 500n dS the 

perception occurs. ImaginatiOn is likc a vehicll' trdn~plHting the inciividual 

from that place where he is to that place where he wants to be. The distance 

between what is real and w!lat is imagined is almost in~urmountable in actual 

life; howevcr, art alluws fl"'lr near attainment of this space of separation. By 

taking the picture of his imagination and attempting to ('feate a tangible 

representation of it, Kataev stretchc~ across this distance and comes doser to 

reaching lost time, lost mcmory and 10st imagination. 

86 Northrop Fryl', The EduCflIC.-I IlIIagination (The Massey I,edurc<,--Seccmd scric'iJ 
(Toronto: CBC Enterpmcs, 1983), 6. 
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Chapter Two 

The paths of indirect cotnmunication 

In The Holy Weil, Kataev elabora ted on the essence of the new school of writing 

which he "founded", mauvisme: 

... the main point of which is that, since everybody writes 80 weIl 
nowadays, one must wnte badly, as badly as possible, and only 
thel1 wlil one altract attention. Of course it's not so easy to learn 
to write badly becausc there is such a devil of a lot of 
competition, but i t' s well worth the effort and if you can really 
learn to writc lousily, worse than anybody el se, then world fam(,; 
is guaranteed.H7 

Wrifing blldly is a fcalure that suggcsts writing in a manner other than that 

dictated by convention, and lhat presents a creation rcflecting the artist's 

individ uality.HH The goal of writing badly is not merely ta convey the author 

as a unique being to the reader, but more importantly, ta write in a Inanner 

that assists the writer in bringing his characters "con1pletely to lUe" for his 

a udien ce.Hl) Among other qualities of Kataev's mauvisme, thp most 

noleworthy on es are the embcllishment of historical faet and the freedom 

from chronological order, which often governs the narrative of the works. 

TI1C'se attributes have been visible consistently in his work since the 

appearance of The Ho/y Wc//. 90 

Attention has been given generally to Kataev' 8 earlier works of this 

pcriod, in which these characteristics openly, and controversially, accentuate 

87 Thl' Holy IVe//, 129. 

88 A." Robert RlI~sdl h,l~ pomtcd out, this was not ,1 ncw concern for Soviet writing. 
Professor Rlb'!l'11 c'\plams that at the Fir."t Congre'"s of Soviet Wntcrs in 1934, Isaac Babel 
noted th .. 1 t wlth thL' sllggl'~tJon of "':>oei,ll ml II ~t" gUldeli nes for art, the Party and government 
h,lcl "t.1kl'n .1\\'.1)' only llne nght--thl' right to wnte hadly." Sec Valentin Kataev, 115. 

89 St'L' Northrop Frye''" l'\pl .. matilln of how Dickens would often wnle badly. Frye, 
37 

90 This IS nut tll ~,ly that thl'se char .. lctenstics do not eXI~t in Katacv's earhcr writings. 
For IIlst,HlCe, Ill' .. ldmlttL'd that Vrellllll, 'Ope/cd! (Tillle, Fotward!; 1932) lib a frec cinema-style 
mont,lgc, which you fllld .llso in The }-Joly Wdl and '"ubsequent booh" See "Wc must look 
lICe str.1ight m tlH.' f.lce," Sm'lct Lltellltl/lc 6 (1984),97. 
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his prose writing, instead of n1ercly flavouring it.() 1 Howe\,pr, these 

properties are also significant in the tlnce storips th,1t this study is conccrnl'd 

with. In these later works the more remL1rkable of the t\\'o traits is Ki1t~1ev's 

creative n1anipula tion of chronology. With the masks of dn',lms and 

spontaneous renüniscences the narr,ltor uses the de"ÎL'e of frt'e associ,1tion tn 

deliver the staries to the reader,92 

Kataev openly explaincd such a narrative prl'~cnt,ltion in his works, 

while at the same time irnplemen ting thl" device. For in~t"nC'l', in the story 

Kubik (1969), '~ataev expres~es this idea by sharing the following words 

attributed to Bunin, the Tead\l'r (Uc//ltc/'): "[ never wrile what 1 would like to 

or how 1 would like to, 1 do not dare. 1 \vould like to wrile without any fonn, 

nrA agreeing with any literary nîethods."t)~ And, ,l~ weil, borrowing from 

rolstoy's diary, Kataev offered the following quote a~ part of .. lettl'r 10 his 

granddaughter in the collection of rcminiscenccs A MtNl1C of Uft' or T!te MlISic 

Horn of Oberon (hereafter A Mosnic of Ufl' ): 

" .. .if you have cnough lune and btrenglh in llw ('vening, nole 
down what you remembcr, just as it comes, witl\Ou~ bothering 
about chronologieal ordC'r. .. I' ve startcd remembering ~a 
vividly." 

Thesc are reminiscenccs of 1904. YOll will certainl y n'ad tlH..'m 
one day, 1 very much recomn1end thcl1l to YOll. And thi~, from 
the diaries of 1893, is even 1110re aslounding and fearl(-,~~: 

"Art, they say, cannot ~tand nwdiocrity IL ,1bo cannot ~lt1nd 
selfconsciousne~s," ThIS entirely accord~ wilh my prec,l'nl idt'as, 
so 1 will try to concenlr,lte on me1110ri('s in l'xactly lIw way that 
Tolstoyadvised: in no parlicular order, Jll~l as lIll'y COflll', as ( 
remember them, never forgeltlllg, however, that art doe~ nol 
tolerate selfconsciousness,lJ4 

Although difficult to pinpoint the primary influence for Katal'v'~ selection of 

91 1 am thmklllg e~peC1ally of The J/oly Weil, The Cra~~ of O/JIz7';UrI ,mo My [Jum'lOnd 
Crown, 

92 Han~ Meycrhoff ~pe,lb of the frel' ilS~Ochltlon n1<..'thod .l~ a '\tnkmg l'xpr('~~I()n of 
the fragmcntlziltion of time II) the COIlSCIOlI~nl'~S of ITIOdl'rn man " Mt'Yl'rhofC 11H, 

93 SCl' Kublk 1Il 55, vo! 6,451 . 
94 A MosaÎc of Ufe, 15. 
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free association as his narrative expression, he incorporated the method 

continually and ln conjunction with other thematic and structural devices he 

crealed a style lhal he couid very weIl cali his own ln this chapter, results of 

this technique will be exammcd; this style of narration permits him to achieve 

a certain c1o~eness with lhe render and to make a stalernent on order in 

peoplc's live~ and art 

The fact lhill direct communication between the author and the reader 

is mis~ing suggests more openly than other forms of narration that Kalaev 

hopes Lo rela te more théll1 words to his audience; rnuch more should result 

from increascd fl'ader partIcipation. Not only ought the reader to 

comprehend tlw words, but also to sense sorne intimacy--he is viewing the 

dreams and reminl~cences of others--and to feel the message. Certainly this 

distinction bUween the readlng of the text and the feeling it evokes must exist 

to render any literature moving in some way for the reader, be it to anger, 

grief or exciternent. The feeling will exist and will be an individual on.e, 

conditioned by each person's Imagmation; the rcader takes an active part in 

order for the literature to atlain the greatest potentia!. Rernarking on the 

importance of rcader participation in literature, with reference to Laurence 

Sterne's comnlenls in 'fr/Std1J/ SI/(//ldy on halving the role of thinking about a 

work of litcraturc bctween the author and reader, Wolfgang Iser explains that: 

"If the reader "\'l're given the whole story, and there were nothing left for him 

to do, thel1 his imagination would never en ter the field, the result would be 

the boredoll1 which inevitably arises when everything is laid out cut and 

dried before US."95 Such is the nccessity as \-vell with these works. 

In thcsL' ~torics, Kataev asks more of his reader than to pi ct ure images in 

his head, to h('ar sounds, to smell fragrances and to taste and touch various 

95 Wolig.lIlg bl'r, "Thl' rl'ddtng proCl'~~. a phenomenologie.)1 approaeh," in Modern 
CriliCls1I/ tlnd Tht'(J) y A Rctlda, Dol \'Id Lodge, cd (London: Longman, 1988), 213. 
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objects (not that these duties of the wader are any kss important!); Iw invites 

the reader to take part in drcam patterns and spont,lI1l'OUS reminis('l~n('es. 

This invitation is difficult to declinc bCC\HlSe the 11.lrr.1ti"e p,lttern has been 

developed to mirror the sens,ltion~ 01 such ,lct1Ons. lnste,h.i of 11l'coming 

confused, if the reader is \Villing to accept Katal'v's l11\'itation and Immerse 

himself in the text, he will comprchcnd the essence of tllL' narrative tl'chnique; 

he will feel the jumps of focus in the dream storil'S and tlll' l"l'mi11lsl.'l'l\ù'S as 

such, instead of as stumbling blocks with the potl'ntlal to "ppl'.lr to lwgin and 

to end indiscriminately. Thus, Katacv dol'S not fl'<.}lll'St only that yOll take 

part in creating your own plctures, and seeing things with yOuf mind's eye, 

but also that you enter the self of the sll>eper and ~l'archer. Within tlwse 

beings, one senses the intimacy that Katal'v is striving to attain. 

The narrative pattern di[[er~ in the three works i\lthough in pach story 

Kataev incorporates a similar method of Slory-tl'Iling, in tlll' ~L'l\Sl' that 

chronology generally is disrupted--in UÛIC llt1pis{/// VerIa and 5l1klroi Im/IHI the 

past is brought forward with htlle reg,ud for natural lime (vl>r~us pL'r~onal 

time or the personal flow of consciousne~s), and in 51}i/l~llcfli/ each indi vidual 

&tream of consciousness is presented in chunks--c,1Ch narrative pattern is 

particular. 

Of the three stories, Uzllc mllJ/S(ln Verfcr b the mo~t OVL'rt ('xample of il 

free association narrative technique, and in consequL'nce, b pcrhap~ the most 

difficult of the works for the reader to piece together. The ~t()ry b supposed 

to be the dream of Kataev the narralor (not Kataev the author), at the t'nd uf 

which he wakes. The narration retelb his dream ('xperience of another 

dreamer. Yet, dlfferently from SpillSIzc/lii, in thb dream Kalaev give~ almost 

the complete story to the sleept'r lo tell; the nilrrator, tcmb more to Lomment 

on the direction which time [ollows in the dream (that 1<', whctht'r the <,etting 
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of the dream moves back or forward in time) . 

Two points are important Lo realbe for a clearer understanding of the 

dream pattern. lnitiall y the sLory secms unorganised. Location, time, day and 

year are brought forward incongruously in the dream. But, this is so because, 

secondly, order is ~acrificed for aesthetic ambitions. Kataev has aimed to 

cre,lte the dn'am for the reader, to bring him into the mind of the sleeping 

man. The rcader is prepared for this jumbling of order on the second page of 

the story when a vbion of the dreamer seeing himself stranded on a "trélin of 

time" changes without warning into a vision of him walking.96 Both figments 

represent the directIOn of the dream--toward the past, backwards--and its 

unpfl'liIctabIli t y,97 In the second fragment we learn that, "But now he was 

already walking, having once and for aIl lost any notion of time and place," 

and by introducing thls idea, Kataev suggests the structure of the remaining 

slory; il is a framework in which the reader cannot rely on the natural 

progression of tllne to unveil the tale. In this way the reader feels that he is 

also swirling in the spiral-like experience of the sleepcr's visions. 98 And 

subs('quenlly, the force of order in the story is the dream. It is the spiral, this 

imagt' of independent spinning, that unpredictably picks up fragments of 

time from every rotation lhrough this section of Dima's pasto As if swirling a 

vacuum nO:l /.le over a dissembled puzzle, the reader sits in the vacuum bag 

trying to piecc together the puzzle as the various segments, often separate 

96 U::llt' tlilJlI.,1/1J VCI ter, 123 

97 The ~lgI\lItl\mCe 01 the "trall1 01 tllne" ,md the dJr(~ction 111 which il hcads is 
emph,l~I~'d by t hL' mIL> 1 t play~ by 0pl'Illng thL' !>tory. 1 t !>tdrt~, "The raib were runnmg off 
bad .. w.uds ,llld thL' tr,llll \V,)~ ta"ing hlln 111 the return dHection, Ilot therc, whcre he wou Id 
havl' IJI'l'd, but tlwn', wlwn' U 1ll'l'rt,lI nt y, dl~ordl'r, lonchne~~, destructIOn walted for him-­
furthl'r and lurtlwr ,md lurtlwr" Sl'l' U::hc ntlfJl~lIn \fata, 122 

98 /llld ,1~3 r,.,lt,ll'V l"pl,lIm the pattern ,l~, "The ~pace of the dream, in which he 
wa~ loC,lll'd, h,ld tlw ~trllcturl' ot ,) "plral, ~o th,11 whJ1e movmg away, he would draw near, 
and wllllL' dr,l\\'lIlg nl',\r, Iw \\'ould n1llVl' alVay lrom hl~ go,ll," and emphaslscs the 
dl'scnptlOn \\'Ith thl' l\l1dgl' 01, Il A ~n,1I1 of ~pacl'," gl\'mg the rcader both a dcfimhon and 
pictuTl' of tllL' way tllllL' ,1ppl'tH~ 10 Ilow 111 t11L' drl'.lIn 
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unto themselves but joined by a common setting, fly towLud him. While 

likeness of detail hints at the probable location of pieCl's, only as the lLlst fc\\' 

ingredien ts are retrie\'ed can t he full piet ure bL' rL'\'l'Llll'd Un 11 kl' SI' itl~lrd/ll 

and Sllklzoi 1/IIUlll, where hints to thl' links to tlw constructÎun 01 tlw past c'\ist, 

the location of chunks of t1111e or pieCês of the punIe onl)' lwcoml'S dl'arcr L1S 

time progresses and the entire picture unfolds. 

The shortest story,Splllslrcllu, presents the hkelihood of free Llssociation 

as a narrative technique from the oubet. The ~tory l'~~entially b .1 dream 

expressed in the third. and first persan. The unlHl'dictabilIty 01 drl'am 

patterns presupposes inconsistent chronological dl'vl.'lopl11L'nt of plot and 

narrative when this approach is used in story Lelling. KLltLlev entangles this 

device even more into his narrative by using not one, but Iwo drl'ams to relate 

his tale. 

The narrator visualises the sleeper dwaming of a llllle in Odc'ssa during 

World War l, while the city \Vas under the con trol of tlll' Au~trians; as in UzllC 

napisan Verter, the narrator IS not tl1<.' sleepl.·r. In hb work on SUVll'l litl'raturt' 

of the 1980s, Professor Shneidman explaÎllC'd that SJ)ill~hc//I/ /IlS a story told ... by 

a narrator who is asleep and sees a dream in a dream "t)l) This is a valid and 

most probable conclusion. The other possibility, that the narratnr l~ r('telling 

his own dream (Le., the narrator is the only sleeper and tlwrefoH' tilt' dreamer 

as well) seems less plausible on clo~er examination of two points. Fir~t, the 

narrator notes that the sleeper sees hlm~elf carly in the dream,I{)() yet the 

sleeper does nat specify his exi~t('nce ln the r('~t of tl1l' drl'lmî J~ven this scene 

is treated in the third per~on, obviou~ly by tll(' narrator. St'condly, the 

narrator often spots himself in the sleeper's drei.'lm or ref('r~ 10 himself as part 

of a larger group in this dream. On these occa~ions the ni.'lrrative changes ta 

99 Shnl'ldman, 72 . 
100 Spzashchit, 83 
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the first per~on from thc? collective "our" (nash) or "we" (my).1 01 In this way, 

the narrator distinguishes between the sleeper's person and his awn. This 

suggests that the narrator and sleeper are two èifferent people. If the narrator 

was retelling il dream J one would expect il ta be his own memory of it; any 

glimpse by the t>Ieep(!r of Imn~elf, wou Id aiso be the narrator seeing himself 

withm a drean1, and approprialeIy, he would refer to himself in the first 

per~on, as he does in other places in the s tory. Lacking these double 

references to the sa me self, the possibility that the narrator is supposed to be 

retelling a dn.'iln1 (llnd nol dreilmmg il dream) does not seem likely. 

It i~ obviou~ lhen, thal there are tInee levels to the story: the ~;\eeping 

narrator, the slel'per / dreamer, and, the characters of his dream, which farm 

the [oeus of the story. The nlÏx of the narrator's observations of the sleeper 

with the dream of the sleeper form.s a narrative which freely moves between 

the day in Odessa (an approxima te twenty-four hour period), in which the 

main dream is set, to suggested outcomes of events, clarifying notes from the 

pasts of the characters, ,lnd ob~er\'ations of the sleeper's subconscious actions 

and reactions ln the dream of the narrator. 

Not unlike the setling of L1zhe tlnjlisnll V /?rta, in which the difficulties of 

the tim,e crrette the context in which the more indi vidual or personal story 

progresse~, in Spitlslzcllli, ~oldll'rs or war ships are presented to the reader to 

remind him of the c10scness of \Var and its resuitant repercussions on 

individuals. Within the dreZlm, the narration takes the reader back and Forth 

belween 111(;' t",o perspectives of life, between the reminders of the military 

presence and the Iivelihood of the group of young acquaintances. 

Tl\(' voice of the narralor expresses his "aIl seeing" perspective, 

reflecting his omnipresence as the original dreamer. His report forms a 

101 St'L' for t'>"llnp1L', S!JÎtl::;!zcJlli, 88. 
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collage of events in which each fragment often Sh __ H~S the time of Hs existence 

and, occasionally, the space of its being \Vith other fragments. When not 

sharing segments of time, the scelles jump pa st intl'rnll'di,lte l'vents, ICilving 

unsaid information for the reader to imagine. Thb Crl'.ltl'~ <1 chain of 

happenings joined by shared situations or symbols, but without any dlfl'ction 

toward the logical creation of a ~ingle, liIw.1r story 11l1L' In~h_),ld, tIll' rl'ader 

feels that thùt specifie time 111 that specifie place (Tl',1tv~ .1 hub, from which run 

many spokes, representing ll1dividu.ll limes (the p,Htlnilar tmw of an 

individual's consciousness). Occasionally these ~pokes are joilll'd by 

supporting or Conl1TIOn lines--recurring tlll'l1ll's or ('venh--which couple the 

different dream segments, ~plrited by the inlhvidu.l1 consCloll~nl':':'l'''. For 

instance, the reader is never ~ure why Ll'n'b, a n111101' Ch.uIICll'l', 1:' ,1 roblwr; 

yet, it is his actions that JOIn the followmg lhrce :'Ul'l'l':,:,ivl' ~Cl'II(':' in the 

dream. Firstly, we are toid how, "BacHy wom out, l\l' darted NIt mto the 

street, flew down a lane, ... " 102 and that he continul'd to try and ,lVoid ,my kind 

of search posse following his foilcd robbery atlempt TIH .. ' 11l'xt parllgrtlph t(·l1s 

us that: 

Mean\vhile, in the lodgings of the gambling housl', two lal'kl'Ys 
in liveries, hired at tlw wardrobe of t!w 0lwrl·tt,l lheatn', craw}('d 
along a carpet, plckmg up goid ten!:> and [or(llgn currl'/lcy, ilS 

weIl as paper karbovanlsy-+ on which wa~ ,1 lW<lutiful youth with 
a "bowl" haircut Ill] 

And the third paragraph in the series, skippmg a tll11l' frame ln llH.' dream 

explains how: 

rublcs. 

And suddenly everylhing came lo order and WlIS l'ovefl'd by li 

long sea wave with the slantingly flying pu[[ed out :,ail of the 
yacht, on the deck of which alllhe young crowd hall tJken f:>cats. 
Strangely enough, in lhb group wa~ Ll'n'ka Cfl·k. fairly often 

102 Ibid., 84. 

103 IbId., 84. "Karbovanef~ (p/. karvovllntsy) I~ UkrdlJ1lan cllrrency, like Ukrail1lan 
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they took him on as a seaman.104 

Thus, we see the narration following Len'ka's time spoke in the first 

paragraph, bdore It crmse~ o\'l'r to the line of the two lackeys, along which it 

continues before cros~1I1g back ta Len'ka's. The drealn does not make up for 

the' gap~ in lIme that have bcen omitted in Len'ka's line while focussing on the 

succes~ful thieves 

KatLH.'V filb the quick dream segment with an abundance of emotions, 

ail playing, il ~l'l'nlS, 111 the dreamer's mind at once. The sadly ab su rd robbery 

atlempt élnd Len'ka's (lscare is followed by and immediately compared ta the 

ironie pielure of a successful th dl, before dropping Len'ka into a picture of 

peaceful h.1ppine~~, surrollnding him wlth people that have no 

compfl'hen~ion of his exislL>nc<.', suspended, it t:>cems, in their own bliss. Thus, 

we can picture two individual time lines, Len'ka's and the lackeys', pushing 

out [rom the hub, bu t joined al dlfferent tunes by the themes of robbery and 

tl1l'n ha ppiness. 

Perh.1ps a cletln.'f cxample of how one concept grabs the movement of 

the drcamer'~ nwnt.1l process is how the following paragraphs are joined; they 

are congruent becau.se of a C0111mon instigator of thoughts for the dreamer-­

cutlets. Remarkmg on the .1l'ti\'llIes taklng place in the Odessa market during 

the war, and not1l1g especil111 y the upper hand which tLe peasants held 

because of the value of their home-grown foodstuffs, the narrator opens the 

chain of idcas by elaborating on the trade taking place between the different 

sodal group~. 

The sheds went best of aIl. Since 50 n1any had accumulated 
over the hfetiml', thcy cüuld always serve cutlets for supper. 

The sk'epl'r e~pecic111y distinctl y saw the dish of hot cutlets 
swimming past, sprinkled \VIth dill--t:>o lacy, so green, that can 
only lw drcamL'Li. in .1 coloured dream 

The evening's cutlets espeClally attracted the young crowd 

1 04 1 Nd. 8-1 
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Olfter the prolonged sail on tlw y ,1('h t.. .. 1ll:-

The reader is taken from an Odl'ssl1 market, to LIll' sIL'l'pl'r's pl'rsoll,11 

sensations, and back to the young grmll.1, th,ll ll1dudl'~ Kl\tal'V By inll'gr,lting 

the pattern, the cutlets serve ,1S a secondluy Impubl' t'rl'In which l)ll1l'r linl'~ of 

thought emerge (or which Join other l'\.I~ting 11lll'~) lll'H' tlH' ~kt'\1l'r st'es tlll' 

cutlets joining the lines of the 111,uket tradl'r~ and young pl'opll', WI1l'n'.ls III 

the scenes surrounding LL'n'ka 111l' bund~ (thl'ft ,Hld h,IPl'illl'~~) ,ln' not 

revealed in the dream. By lhl~ 1 ml'lm, tlll' dreLlIl1l'r dol'~ not l'Oml1\l'nt on tlll' 

theft or happiness; there is not a ~Ub)l'ctlve st,1tl'l1wnt or ~wr~on,ll comnll'nl. 

Sllkhoi 111/117/1 is the slory le,1~t govl'rned by "1 rel' .1s~oçia tion". But, tlllS 

makes sense. Inspired senes of remJlli"'C<.'IKl'~ ail' t'a:-.Ily tnggl'Il'd ,1l1d mon .. ' 

predictably entered Into for a ~l'l'kl'l of tlll' pa~t, th,ln tlll' ut tl'Il ~pont,lIll'Oll!'> 

flashes of imagination that occlIr for <1 dre,l111l'r, ln the !'>toly, Iwo l'oll!'>in!'> 

reaffirm their mutual past; a pl1st in \vhich the !1,lrr,ltor pl.IY'" Il gll',lt('r roll', 

elaborating on the mental 1111 ages 01 the l'l'collection!'> of tlw comin,>, th,lIl dOl'S 

the dialogue of the main character~ The 11L1fr,1lor rl'cICh('~ 1ll~ldl' O\(' l1llllds of 

the cousins, sketching pictures of tl1l' recollectlUn~ lh,1t Ihl'If convl')"!'>ations do 

not recount and placing the fl'.lder m~ide the'lr mind" <1~ wl'll 

Their recollections lakl' pl,1Cl' durmg ,1 Wtllk. down ,1 boull'v,lrd, ,llong 

which stands the wall surrounding lhl' ho~p!l.1l grollnd.., Thl~ ..,lroll I~ ~paCl'd 

by occasional stop~. During l!lb walk the COll~lIl~ quc!'>llon t'al'h olhl'r on tlwir 

ability to recalI parts of their pa~l, providing l11ixl'~ of frel' childhood blbs 

with family death~, of celebrations wilh funerab and of birth.., and baplbms 

with war and dlsruption 

The style and focus of the ~tory b revl'aled irnml'Jialely al lhe 

beginning of the tale. Il begll1', set in the pa~t (the carly parl of lhe lwC!nlit'lh 

105 Ibid, 87 
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century), explammg the relatlonship 'Jf the cousins as boys, and introduces 

their farnilie<, Ka taev th en té.1ke~ the reader to the present, acquainting him 

with the cOU<,Ill'-, al an old('r ,1ge. Smular patterns of introduction followed by 

leap~ in lime con linue lhrollghout the story; a name is mcntioned and the 

place of the indi vidual in lhe family 15 bndly touched on, ma king references 

to the charl1cter 111 later r<..'colll'ctlOn~ clcar. Por example, first mention of the 

generalion bdore the twu mall1 characters and the family's move to Odessa 

are qUlckly pre~ented in four brief paragraphs that provide the foundation 

for mo~t of the recollectiuns throughou t the work 106 In many instances, such 

bncf note~, preparl' tIlt' imaglllatiun of the rcader for subsequent events. Two 

example~ of thl~ arl' the early rl'ferences to Sasha's mother and brother, which 

suggcst sadne~~ lhat the rl',ldl'r wIll confirm only la ter in the story: "And 

when Papa vmuld leave fUi ll'~~on~, Mama, who 'U'lb tI/cil still alive, would look 

after uncle 1<1~ha 1/ 107 /lAnd d unng the few mon lhs before her death my 

brolher, and your cou~m, Zhor LIlik \vas born--thal same Georgii Nikolaevich 

Sinalskii, who l'c'Iï!:lhcd al Sl'V<1~topol during the Gre<11 Patriotic War ... " 108 

Such carly hmb all'rlthe readl'r and release lhe narrative for free association. 

Once rl'leased, each ll'colleclion resembles a snapshot or slide picture. 

The whole slory remlJ1ds one of a somewhat unorganised (chronologically) 

sIidl' show lhat it-. occ,lsionally disrupted by comparisons to and pauses of 

rl'fl<.'ctlon in the presl>nl. Thl~ l<1ck of sequcnlial progres5ion lS not concealed 

from the reader: lU, rl'ferrl'd tü earlIer, lhe narrator explains, "And yet the 

whole lime some vbiLllîS ,1ccompanied lhe cousins, as if springing up from 

the hospitaI wall" 109 Tlm is nol il ~pecific, ongoing vision, but various 

visions. The memories 111or<:: oUen follow them.a tic ties rather than 

106 SI/Allo! lllllllrI, 13 

107 /I!ld, 16 TI1L' L'mph,N'> l~ mlllL'. 

108 /l'id, \7 TI1L' L'mphN" I~ mtn0 . 

109 I1IId, 1 S 
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chronological ones; mentIOn or sense (sight or sound, lor l\\.1mple) of ,1 

person, l'vent or place slim.ulatL'~ ùnd mtroducl's .1 rl'latl'd rl'colkction 

regardless of Chr0l111logy. Yl'l, the ~tory b Irl'e lrom cunlu-"lnn lwç,1l1"l' K,lt,W\' 

has been quick to provide brietly the necl'ssary ll1fOnn,ltinn, sllch Ll~ blrth 

death or fal11ily re1ationship oi char,lcll.'r~ who mal' bL\ lL'tt'lTed to 1,1ll'r in the 

work. From Hus, the rl'ader 1~ ,lb IL, to cl.1rify thl' roll' ot inLhvidu.1b in the 

later rerniniscenccs of the CllU~ll1S. 

In the sanIe way thal the [orcl' of llll' narriltion 01 U~lIc 1It11J/~tll/ Vertt'r 

and Spiasllc//ll 1S dictated by the dreams, for lhe m,ljoIïty 01 tlwil w,11k, 

although the cousins 111ake con~dous elÎorb lo l',lr,1cl tr.lgll1l'llh 01 tllL' ~Mst, 

their adjusled slream of con~ClOU~nl'S~ allows hints of lhl' p,l~t from objl'cls 

along the route to rdocale lhl'111 This is ~o bl'l\lU~l', Itl,l' pullll1g on 1ll'<1d 

phones and hstening lo ~Ollgs thal [l'cilll onl"S childhood, or Pl·rh.lps likl' 

stepping into the house where one grew up aftel' 111.111 y ye,lr~, a ~llbc()n:-,dou~ 

blanket of anothl'r liIne COVl'rs the individual, rl'loCc1llllg hi~ lll'lIlg 1Il.l wély 

that while under lhe blélnkl'l, nlO~t itl'111S thal cOl11e mln cont,lct wlth hl~ "'en~l'S 

become associated with that oUler tin1c. In a likc l11al1l1L'r lhl.' ~Ihlrl'd prt'~l'nCt> 

of the cousins, especially afler 50 l11élny yl'ars, rl'loc<llC'~ thl'nl--,l~ bl'fort', tinw 

shared was tiIne enJoyed. 

The distinctions of narrative in cach story, n'gardlL'~~ 01 tht' magnitudt· 

of each differentiating delail relative tu the ot11er ~tone~, di~tll1gtli~h l'llch as 

individual. The peculi<lrilll'':> provlde for difft'Icnl view:-, of llll' pr1~t, in the 

sense that the n~ader reCClVl'S differl'nt angk'~ and viL'wpom h lo ob.,prvl' Lhat 

time and the experiel1ces of lhat penod ll~ porlr.1y('d ln Kd Lll'V'~ work. Thi~ 

crea tes the possibility of Kalal.'v's slorl(.'~ reaching a largl'r é1udil'nct' P('rhap~ 

a result of Kataev's efforl~ may be that olher~ rewgnit.,l' comp,Hablc 

experiences. This is a plausible possibility sincc diffl'nng angl('t., would allow 
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Kataev's depiction of the past commonalIty with the past of as many other 

people as possible This seems more prob:lble when one considers that 

although information is readily avaliable for most readers, there are distinct 

detail~ that are more avallable to œrtain readers, concealed behind hours of 

~earching for others 1 am partlcularly thinking of the fragments of verse that 

Katl"ll'v ChOD~l'~ from other pul'ls, weaving their lines through his prose, often 

without introduction and rarely denoted as verse. The awareness of these 

lÎlws is connecled with the past of those who recognise them. The provision 

of differing angles to the past and the inclusion oi phrases special tü a certain 

period, suggest lhese stones are in part intended to alert or remind others of a 

past. In thlS case it is the importance of hav1l1g a past, of not having that time 

removed thal makt's an indivldual, thing or expcr:enCl' special. (Is a simple 

pi<,'ce of grey concrete any more remiukL1ble after one knows that it is a piece 

from the BerlIn wall? Il b the past of that chunk of stone that deems it 

special) Om' byproduct of Kataev's stories is to awaken this past or reunite it 

with ils keeper by stimulating the recollection in a way comparable to the 

way the past is [L'surr<,'cted for the characters in the stories. In this way, 

Kataev's stories are not unlike Dima's pillow case or the space where the 

Sinaiskiis' sehool once stood. Not only is the past special, but so is the entire 

proccss of how il is reealled Thi~ is not only what Kataev has tried to 

capture, but also, what he has tried to crl'ate. 

An obvious resuIt of this narrative technique is that the staries are 

pn.'sented in chunks; yet, l'<Kh stor)' is a completed whole unto itself. Not 

surprisingly, tlll' char(1cter~ are prl'~ented in chunks as weIl. However this 

dtws not mean Wl' do '10t sel' complete charaeters; but instead, that they are 

not revealed in a syslematic cluonologlcal arder. Each one is full unto 

himself. By this 1 mean wc are not le ft asking why a character does or does not 
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act in a certain way. Although the rcader is not given a causally related 

progression of each character's devl'l0plnent, therr .1ctions at a given moment 

are plausible for that individual creation And, till'ir .1ctions are specifie to 

them. For example, Dima is no ll'sS himsl'lf \\'Ill'n Ill' b running off with Ing,1, 

trying to paint, or scarching for hi~ mother LrhL'wÏ!-.l', \\'1lL'tlll'r looking 

forward to supper or relaxing on the deck of tIll' ship, the young pt'ople of 

Spiashclzzi are st111 recognisable And, thL' rec1der is ~ttrprised Ill'ither whell the 

young cousins are hiding undL'r lhe lable aller a famiI)' sup~1l'r nO! wlH'n tlwy 

are embracing and crying after a dealh in Misha's tamily. This is bl'cause 

order of presentation is not the defining prl'requisill' for unit y or consistPl1cy 

of character. 

Kataev's concern for highlighting 11H' insignificl1ncl' of ordl'r is 

emphasised by the central role thal he giVl'S lu Ch,1r,1cter~ l'mbodying an 

attitude of life that reduce~ the importance of ordl'r Ill' drc1w~ attention to 

the happiness and the contcntmcnl--lo lwo posillVl' allribull's--of the 

cha':acters who ncither incorpora te nor Sl'llfCh for ordl'r in llll'ir live~--Dima, 

the young people on ~he boat .1nd tl1l' Sinabkii COUC;;lI1'> a~ children. Thesc 

attributes create a peculiar Juxlapo~ition wlth olher indlvlduals 111 the works 

because Dima, the boating group, and the Sinabkii~ are the characters who 

are preoccupied with the present, with their own bl'ing, with ob~('rving and 

following. They have no reason to remembC'f or to dWl'll 011 the pa~t. For the 

most part, their view on life is of "the now" and "the future", l'revious limes 

have no relevance for such h"ppy character~, ironlcally, 11\ th('~(· ~toril'~ about 

the past. However Kataev's point, wlth regard [0 the h<1ppl!ll''>~ of thet,e 

characters, is not one of stre~~Jl1g the pJ~l or ll~ exclu'>lon III l!l(',>e liv('~ at thb 

time, but is one of showing il carefree ~tage of pl'r~OI\<ll deve!opml'nt and of 

noting the most positive melhod of ~elf-pre~ervation or ~imple eXI~tencc, 
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v ... hether adopted con.,ciou~ly or not, during difficult historical tirnes. The 

per~onalille~ of ))1111a and lh!! young people reveal very li ttle depth and ta 

look for e~tablI~hed mdivlduality 111 the actions of the Sinalskii children is ta 

deceivc one~e1f. A~ weil, llwy are not the most positive characters of the 

work~. Th!!y are cc1taly~ls or fIfth business in the activIties of the stories, not 

the character~ ernitting the 1110st affirmative characteristics. It is the 

po~i li v(>m'~~ of lhe 1 (tck of order in the actions of these beings that is 

~'h dflciml. TI1('~e ch<lfacter~ are not to be epitomised, their inertia confirms 

this, but tlwir bl>lng~ accenluate Kataev's position. 

The idea of order Cfe<1tes a meeting place where the narrative, the 

subsequent pre~cntatlon of the characters and the visual image of this theme 

in Dimil, the young people and the cousins cross patlls. Kalaev appears ta be 

sllgge~ting that at a given moment, one's being 15 not the product of an 

orderly, sy~temaLic ch<lin of l'vents, but IS a collage from which at any instant 

only a ('(:rLam colleclion of fr,1gments of past life come forward and present 

the being, l1luch hke the pre~ent<1tion of his stories and thcir characters. 

If a IIfe can be complHl>d to a motor or tram jOllrney, one can consider 

regaining Io~t lime as a mcans to rccali the buildings, stops or places along the 

route. Kalaev tlse~ Stlch tnp or excursion imagery to emphasise his point. 1 

am thinking l'specially of the "train of time" tha t introduces Uzhe napisan 

Verta and n>,1pI-X'ar~ throughout the story. It is this train that ~ tarts the 

narra lor oH on lm, drl',1ll1 )ourney. More obvious than this train is the walk 

that lIll' Sinabkli CO\l~Il1S sl'l out on aiong the hospitai wall in SUk/lOi liman. 

This slroll is <1 collection 01 ~lOp~ along the wall, revealing two jOllrneys. 

There is tlll' objective Journey lhal follows natural time, taking the cousins 

from lhe eXit oi tIll' hospIlaI, aiong the boulevard, and back to their point of 

But, a~ weil, there is the collection of stops, each of which is ta ken 
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over by personal time; the cousins step fifty or sixt Y ye,1r~ back from the 

present into their childhoods. It is the difference bdwel'll looking at a trip 

and retracing the route on a l11ap, ,md remil11scing ,1boul lhl' L'\.l'Ïlt'nH.'nl ,md 

hardship encountcred enroule. Order of rL'calI IS not import,1llt. AlI the 

experiences togelher bring thL' pl'r~on lo LIll' bL'll1g lh,11 lhL'y ,1rL' TIll' separ.11l' 

peregrinations or day trips, although complete unlo tlWl1\SL'1Vl'S, crl'ale the 

full experience of the trip and it is the past lhal L,lkL's 0l\L' bacJ... along the 

specifie rond or rail track. In the slories, the rl'Sttlt,lIlt actions of the char,letl'rS 

are often based on wh,1t memory provide~ lor tlWlll or from Wh,lt they 

remember from the trip. From this re~ource tlH.'y ,1CqUlfl' knowll'dge and 

beliefs--intimate quali Lies Sncll roots or 1.1ck of roub, or nwmoril's of day 

trips, help define the individu.ll ,md creale his ~wr~on,llily. Yl'l, the ordL'r by 

which these experil'nces are collccted is less important th,ll) the f.1et that tlH.'Y 

can be retrieved 

The reader senses intil11acy wi thin the mimi of tlll' dfl',lIlH'r~ and 

reminiscers. This view of thL' characlert> crosSl'~ the w,llb of t:.imply ob~l'rvll1g 

dialogue and enters lhe y.:lrd of thL' char.:lcll'r'~ l1unds, K,1l,ll'V 11,1" Opll l1l'd tlll' 

gate and allowed the reader to hlde bL'11ind trL'L'~ and l'.1vl'~drop on the 

characters. Such a Vlew reveab dehberatÎon and l'motIOn and pt'rmits the 

reader to sense the joy and dlfflculty. Thi~ narra Lion creatl'~ il full piclure 

because it shows ho\\' dre,llllt:. and recollection~ are not crl'all'd onl y with 

words, but a1so with image~ 

Kataev captures irrational, unrncditated action~ of till' characlC'rs and 

presents them to the reader ~o th.1t he abo can fl'el thl' drearn pallerns and 

reminiscences. In this \Vay the reader detecl~ thal the Jreams and 

recollections have captured the main characters; that the dream is the 

controller of the story. By producing thi~ under~tal1d1l1g, Kataev Jb"ociate~ 
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himself f rom the pOSt>1 ble mbin terpreta tion tha t everything in the story is 

faetual. If wc treal the stories as personal interpretations of the past, then 

Katacv is lelling U~, by explaining rccaIl as a dream, that although memory 

transcends lIme, exception must be made for personal interpretation, 10ss of 

memory and ~eleelive rceall. This Justifies Kataev's account. 
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Chapter Three 

Being: the past as detail and description 

To this point, this paper has looked at how the past c,bts as a rcmindl'r to the 

present life of K:ltaev's characters, suggl'sting that at tIll' e~tremes of 

interpretation, the past can lx' L1 refuge for some ,md t011nent for other5. And 

as well, it has been suggested that the past is a source from which to fl'trieve 

knowledge, a means to judge, as Tolstoy ha~ wrilll'll, by l'~pl'ril'nc(',ll (1 

examining how characters employ their memory, or more cll'arly, how they 

bring forward the past to conlend with the pre!>l'nt This ~tudy has l'xaminl'd 

how the narrative techniques, exhibiling different 111<1nn('rs by wluch tIll' past 

is retrieved, present the variow, plaYl'rs. llowevl'r, tIll' P,1st IS <1Iso a rell'vlmt 

means of characterisation, because it substantiates and elucidatl's the actions 

of the beings in the presen t. It i!> the inten t of thls ch,1pter to anal ysc 

challenges of the past that shed light on the individu,llity of tIll' choiCl'S of the 

characters, and to see how individual traits contend with changl'; th,1t is to 

say, what or how distinct human qualities, generally ul\acknowh'dgl'd by the 

character, continue in their liVl'S, revl'ahng individu,1lity ratlH.'r th an products 

of influence or conditioning, within a chang111g environn1l'nt ThIS brief 

examination, not surprisingly, also dbcusses ~he ('OI1('erl1 for harmony--a 

reflection of compatibility wilh change. 

That change is a con cern i~ accentuatcd in the opening p,uagraphs of 

each story. Transi tion l'rom one in terpreta tion of b('lI1g to a nother is 

expressed, priming the reader's imagmation for later altertltiont." and each 

description is conduded wÎth r('fleclion~ of !>ettled ('XIstence. C'ornpaf(' the 

following: 

The rail~ were running off backward~ and the train was taking 
him in the return directIon, not there, where 1w would have 

------~--------------
110 Sec cpigraph and dl~cu~"lon 111 chapler OlW 
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liked, but there, where uncertainty, disorder, loneliness, 
destruction waited for him--further and further and further. 

But it wasn't known by what manner he ended up fully at the 
safc, small, local ~tation, on the somewhat familiar boarded 
platform. 

Who was he? 1 can't Imagin? 1 know only that he lives and 
acts in a dream 1 le lS sleepmg. He is a sleeper. 

1 le was glad that it no longer carried him off into uncertainty 
and he firmly stoud on the local platform. Now everything was 
in order. But, there's stIll one complication. The fact of the 
mallc'r is that he has to cross the tracks to the opposite side.111 

A primary role of the opening pages of Uzhe napisa1'l Vcrtcr is to present the 

two sleepcrs who relate the story. One reads of inner disarray, as the swirling 

power of the dream pattern takes over the reader (as it has the sleeper) even 

bcforc the pH>sentation of the time selting--the Civil War. Yet, the agitation is 

quickly followed up by gl<1dness, or a sense of calm, like moments of cease 

fire or peace among shelling and turmoil. Expressing the controlling strength 

of the narrative technique, the undefined route of the dream pattern produces 

the adJustml'nt that seules the character, suggesting not only the power of 

change, but laudll1g also the tranqUlllity from contentment or lack of 

disharmony, before another challenge arises. 

Like Uzllc nnplSi1tl Vertcr, Spinshcllii also presents the dreamer and the 

unprcdictable movement wi thin the dream. 

He drcamt about the yacht. It stood nearby the moorage with its 
sails, darkened from the dawn's dew, taken in. Her slender mast 
rocked slightly hke a metronome. 

The sleeper saw our entire group, who made their way on the 
damp deck one after the other, balancing along the unreliable 
pl<1l1k in s111gl(' fI Il' 

AlI this could be sccn 50 distinctly and materially that the 
drcam was agol1lsing. The sleeper understood that he was asleep, 
but didn't have the strength to break off the dream and force 
himsclf to wake--lo surface out of the unfathomable depth of the 
dre,un .... He saw himsclf on a familiar curb of pavement near 
the arrivai platform lhat was hlled with Austrian soldiers, who 
had just discm.bLuked from a troop train. 

The city had been surrendered without a challenge, by sorne 

111 ll:::he Illlf,j.;/UI VL'Iler, 1 n. 
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kind of peace treaty or armistic~ . 
Residents of the city looked at their vanquishers in grey-green 

dress-coats and steel helmets with curioslt\' .... 
AlI in aIt the pic turc \Vas entirely peacdul 

The conquerors ~oon lunched, forml'd up in cl)lumns and Wl're 
led somewhere from the square. The citi/l'ns dl~l-'lL'r~ed, .1l1d the 
square emplied. 

Such was how the ne\\', strange lIfe in tl1L' city starll'd 11:! 

These first lines allernate between im,agl's of (',11m ,1111i ch,lllenge, ag,lin, like 

volleys between lwo opposing sicles. The peacdul vi~·,Joll ut the bO.lt rocking 

on the water emphasises the pre~upposed calm of ~ll'(.'p, yd thb slirs up the 

unsettled sleeper. Comparing this with the SCl'l1L' that pH'sents tl1L' soldil'rs in 

the city, creates a slightly awkward parallt'l bl'tween tlll' slel'pl'r and his 

dream on one hand, and the implicatIon of war, but quil'tly ~ettled life in 

Odessa on the other. The bIg piel ure ,1nd probabk a~~umption arl' not 

necessarily representative of the ~maller glimp~es TIll' sl('('per flghts lo wakl> 

while aIl in the drearn is calm, and the war, an active ~uggl,~tion of dbruption 

and conflict, wages on wl11le the cillzcns of Odessa and the nt'w arrivaIs 

unobtrusively acquaint themselves wi th cach otl1l'r's pn'~ence. 

The stage for SlIkl/(J! IllIlll/l, a laIe al once chlfl'!'l'Ill from tIlt' IIr~t lwo 

because it does nol rely on dreams to rclay the ~tory, I~ ~l't by o}.wning in the 

past, when the cousins were children Immediatel y, tIlt' mOVell1l'llt of lime, 

the change of consciousness, and the resullant Ul1l'L1!>e of tlll~ know!eùgl' is 

presented. 

At the end of the nineteenth Cl'ntury, ~onw time after hb birth, 
the young lad Misha began to becoml' acqu,lÏntpd with the 
surroundmg world. Ile found out that be!>idv<., tlll' name Mbha, 
he had still a family narne, Sinai~kii. At flr<,t 11l' didn't lih' lt, but 
later became used to il. The surnaml' Sinal<.,kll W;J<, ,Ibo the 
5urname of hls fa ther and 1110ther and all 1\1<, brotlH'r~ and 
sisters, who were 50 much older than Mi..,ha, that In comp.lrison 
with thern, it was as if the young Lld dldn't eXI~l 

Soon, it turned out, that a5ide from them, tlll're Wl're ~till 
sorne other Sinai5kiis in the city. Thb ~truck lhe young lad a~ 

112 Spiashchii, 83. 
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unpleasant. 
However, when it turned out that "those other" Sinaiskiis 

were thcir close relatives, Misha reconciled himself: ... The 
other Sinalskiis--his uncle and aunt--also had a son, a young boy 
like him, unly who was called Sasha. But he was a year and a 
half younger than Mbha and, as was the custom of that time, 
untll the age of threc, they dressed him like a young girt in a 
dres~, while Misha was already wearing shorts; SO, Sasha was not 
fit to be his fnend 

Little Sasha 500n grew, and they began to dress him in a way 
befltting a young boy ThIS equalised him fully with his cousin 
Mlsha SinaiskÎ1, who, however, unlil the end of his life, looked 
upon Sasha a bit critlcally, as his )unior,113 

From the outsel, the focus of the story is revealed--family years that have 

passed. It is already noticeable how recounting the past will chronicle 

change, as a pnmary clement of the family history. Even wh en examining 

Misha alone, and not the en1ire family, the narrator acknowledges the boy's 

changing percl'ption of tlw world as he ages, the boy's new found 

understanding for example, 1hat the L:unily label, the surname, is something 

lhat is shared. Wllh every new awareness that time delivers, there is an 

interim of uncertainly and disquieted slepping on untested ice, that 

represents change and the challenge of coming to terms with it and feeling 

secure. In the Luger picture--the picture of the who le group--these intervals 

separa te the sections of family happiness and rise up as challenges ta the 

established unily of the group Interestingly, as the story progresses, not only 

do the hurdles assume the m,lsk of death, but they appear also when new 

membership is oHered to th05e outside the unifled whole, when new people 

marry inlo lIll' Lunily and subsequently, change the substance of the whole by 

adding to it insle<ld of taking away These openings are significant because 

conditions of being arc )uxtaposed--what can be controlled is confronted with 

what cannot be conlrollf'd. 

By (,">ncapsulating the personal stories within bubbles of conflict, Kataev 

, , 3 SI/kiWI IIII//W, 8 
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draws our attention to the reality that continuation or consistcncy of charactcr 

is challenged and highlightl'd by the dynamic chL1nge taking pL1Ct.' .1rOUl1l:t it. 

When it is shown how Dima IS swayed by the fen'our ni the Civil "V,U spirit, 

how Manfred wants ta grab the moment and run olt \\'Ith Nl'lh, ,1lId how 

Nikolai Nikanorovich, Misha's tather, trics to enJoy tl1l' bl'~t of whatever world 

he can partake in, the reader senses that description of tlll' power of change 

has been expanding from the oubl'l of the stones. Thus a JuxtapositIOn of 

actions is suggested--the \vars or Revolution, th.1t CH'.) Il' the sl'ltmgs of the 

stories placed around the more limited focus, the indlvldu,l1. 

Reganiing the past with the pre~ent rl'veab not only contrc1sts of 

character, but consistencies as weIl. From the re,lder~ v,mtage-point, viewing 

the periods und.er 50me scrutiny, and from the author's f,lVour,lble po~ition as 

creator, these contrasts and consi~tencies of ch,Hc1l'tl'r lW,H up under the 

movement of time and changp, suggesting that tin1l' b not illl-c1aiming in ils 

progression; although a kel'per of consisll'l1CY, i t l'an ,1bo Lw an .Hena for 

change. Kataev seems to suggest that time b a ml'lh UI11 in whlch ll1dlViduals 

grow, move and react. It is not merel y an agent that dll'tatl's tl1l'lr actions. 

Therefore, the role of time, as a force, is to reveal the living of 11l'illg~--p,lst and 

present. In one of his last articles, Kataev atte~ts to the mOVl'll1l'n t of lime and 

the passage of individuals through il, awarl' of time'~ îll'compilnying force--

change, while explaining hl~ own ability to cope wlth tlll\l' Wnting 

enthusiastically on SOViet litera ture, he explain~, Il ., rl)l'()l1l'l'tion~ overconH.' 

me quite often. Recollection, thls b a sort of tra vel in tlllll', ilnd 1 con~ider 

myself an experienced traveller. Time docs not have power over nH.',,,."114 

Recollections is a plural noun, in the fIrst usage, bccau~e t'very pi('ce of the pa~t 

114 "Pute~he~tvle vo vreml'I1I," fJYlH'LIIl, 17 Augu,>t 19H4, 3. The 1.I,>t pMt of thl'> quotl' 
rcitcratcs word~ that Katdev attnbuted to Do~t(Jev~ky \1) Almaznyl IIWI vencl., (My [)uwumd 
Crown): "Time docs nol fllwe power over me, even If bl'cau'>e It dOl'~ !lot l'X",t, (lfflrnwd 
Dostocvsky." Sec 55, vol 7, 12. My Italtc~ 
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is particular, every segment of lime produces a different picture; as time 

moves, change takes plac(> Since comparison is immediate, change and 

con!>istency are unavoldable topics when speakmg of the past. The openings 

to thc!>c stones arc truc lo thl!> 

Among the changes and consistencies taking place as time moves 

forward, or in the process of regaining past time, there is often an ongoing 

accompanying baule for harmony within the self and between groups, at 

olher social or political levels In these stories, the wars and Revolution, that 

eHect ~o much change, are lhe most overt picture of transition; essentially, 

these conflicts abo are a concerted effort to accomplish harmony, albeit 

according 10 one in1erprelation of how the goal is to be maintained or 

attained. However, within the ever-present shadow of war, the abutting 

themes of change and harmony often walk arm in arm through the pages at 

more personal levcls 50 that neither state of existence is denied its possibility 

of bcing ror cxamplc, although the dream patterns and recollections provide 

rapid change of ~ccne, and the mililary and revolutionaries make appearances 

in the sloril's here and there, bIts of harmony sneak through, suggesting 

coexistence. In UZI1C lIapn;all Verlcr, as already mentioned, Dima and Inga 

share happilwsS, belraying a barrier of emotion that Inga assumed was firmly 

in place; in Spill~'Ic1lli, happmess seems to be an indirect goal or unconscious 

resuIt of being, ('ven during the cohabitation of the enforcers and residents. A 

glimpsc of this is evidpnt when it is expbincd that one day at the beach, the 

Austrian soldiers "[b]ehaved modestly and quite courteously for victors, not 

offending the ~wimmers and, carl'tully entenng the water up to their waists, 

washing under their arms \Vith government issue soap. They were also in a 

blissful mood ... " 115; and in SlIklroi lilI/an, we are shown Sasha's father, Nikolai 

, 15 Spitlshchii,94. 
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Nikanorovich, a proc1aimer of passive existcnc:? as il me,ms to a110w disparate 

forces to coexist. In response to the inquiry of a young delegate of the Red 

Army whether he sympathIses with them, wc read th,11. 

"No," Nikolai Nikanowvich ans"'l'rl'd se\'L'wly. "l am not a 
sympathiser, bec,1usl' 1 cannot symp.1thIsl' \VIth any kind of 
violence But It p,11l1~ me to think that ~l111pIL' RUS~h1l\ ~wopll' 
should be sleeping in a cold h,1rn on b,1rl' bo,1rds, without eVl'n il 

pillow undef thelr IlL',1d~. \Vl' Ml' ail brolI1l'r~ yOll know "116 

The greater struggles of coordin,llL'd fOl Cl'~ arl! ml'IL'I y t Ill' bL1Ckdrop and 

overture for the personal haules waged in an effort tn rl'l1ch individlh11 or 

interpersonal harn~ony. 

Realistically, the ideal of complete har1110ny re111a111S ullobtainable. 

Kataev would likely have agn'ed \VIth VacLw 1 Javel, who remarkl'd rl'cently, 

"A heaven on earth in which people aIl love l'ùch ollwr .1Ild l'Vl'ryOlll' IS h,lrd­

working, well-mannered, and virtuous, in wlllch thl' l<il1d flourisl1l'~ i1nd 

everything is sweclness and lighl, wnrking harmoniou~ly 10 llH.' ~lltbfactlon of 

God: this will never be." 117 Th.1t thiS gOLl1 remain~ out of rl'oeh I~ rt>itl'raLPd 

by the consistent presence ot armed conflicls in thl' ~torie~ Ilowl'vl'r, the 

presence of the revolution L1l\d the war, allhollgh dL'l,llb th.1t colom the 

setting, serve also for Kalacv to accl'ntuale the l'xbtenC<.' of par,lIIL·1 f('rvour 

within the lives of the character~ Appropnatl'ly, lhl~ d\lllh~m is not,lhle in 

the source 0; the litle of lhe earliest of 111l'~e t!ln'l' work" l'/l)fl'~''or Barne~ 

explains this presence in the verse whic!l Kaltlll/ quotl'" from ll,l"krnok for his 

title Uzhe napisarl Vertcr, llH "The motifs of dC,11h and ~lIICldl' 111 Pa~l('rnak's 

evocation of frustrated love werp a porlly obJ<!Cllv(' rdlectlon of l'urrent 

realities. The~e included not just thc afflictlOn~ of culd, hung<!r and dl~l'ase, 

116 SukhOl lllllllrt, 38. 

117 Vac1av Have), SLIII/lllt:r MedJlillIOYL~, P,nd WII.,on, trlll1~ (Toronlo. Alfred A. 
Knopf Canada, 1992), 16 

118 The tille b taken From t'le fin.ll quatrall1 of the nlllth pnrt of the 1<II7Yljv (Thl' Break) 
cycle of the collectIon cntlt)ed Tcmy 1 variubIi (Thones and VaYi.1lwr/s). Sec AT'T'rndlX H for the 
complete poem 
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but abo tho~(' of political lcrror and coercion."119 Whlle the poetry has direct 

relevance to lhe phy~lcal ~l'lllllg, much of iLS inspira lion results From personal 

awarene~,> I.lke l'il'> ll'rnak, Kalaev also is pres en Ling the struggle of the 

individual wlthin the greater context of tl10 consolidated or "group" conflict, 

be It the family or a force of troop~ Through the presentation of selective 

delail, lw CH'dll'~ lhe perlll1l'nl pasls and presents that document the 

encounler~, ~()ml' of which are more extensive than others. 

Not ail Kilt(ll'V'~ character~ receive an equaI past, in terms of amount or 

type of de~criptlOn. Such an lllustratlOn IS offered on an "at-need" basis, in 

which need is dell'rnlined ily the importance of the past ta complete the being 

of any characlt'r 111 LIll' pf(.'~l·nl. Characters use thelr past differently from each 

olher, tlwrefore criteria for a past 1~ very much part of the creation of the 

inl~'vidual. 

For ll1l' crl'ation~ of M,ïrkll1 (II/Hl) ,1lld ManfrC'd and Len'ka (sp) the past 

is non-exbll'nl and is ~eldoJl1, If l'ver touched on by Kataev. Their beings or 

existl'nces ,1rL' consumed by ll1l' present The past of these three is an enigrna, 

in large parl bl'caut-.e Il provldes very little to define the present character. 

Yel, in lhb W,1Y, l'ven lhe lack of a past reveals sornething of a character--that 

he h,1~ rL'(\1l1lt'd hb p,lsl, th,ll he i~ llnmersed in the present 

For Ln~' (IIII"U) the P,lSt seems Loo far away Lo recapture and he is tao 

weak to atll'mpl a committed effort 10 lhat lime or other being, without the 

aid of olhers MemorIl's are ~poradic reminders and confirmation of another 

lime. Tbl'y are ulilisl'd as a means lo reconfirm his presence or to take hirn 

from tlw immedialL' lime Accordingly, Kataev offer~ more of his past than 

the lhrL'e ch,ll'<1clcrs prevlllllsl y dl'scrIbed, but less 1han of I11S sketches of 

Luisa Cerm<1nOVlla or l\'lbh,l Sll1t1ivskll. The small spolS that we see provide 

~ 119 Cllmtophcr 13an1l'~, B(ll/~ rihlcl/ill~ A LIIClilly Bwgmphlj Vull/me 1 1890-1928 
(Clmbndgl'. Cm1lmdgc Ul\\\'l'r~l ty PïC~~, 1989), 250 
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aIl the connections and consislL'ncy that Keltaev h,15 dl'll'lï1l11ll'd ,lI"l' nl'l'l's~ary . 

Ta complete the character and the stnry, ,Ill that l~ rL'qlllred trom lhe P,lst is 

confirma tion of h is :.harcd. l''\I~ ll~l1L'L'S \\'Il h 01111.1' ~ f,11l1l h ,1l1d h IS lll11l'~ wÎ th 

Markin. Yet there are subtlc consl~tl\nciL\S lhat l''\bl ,1nd lh,ll l1l,ü,e Los's 

eventuaI actions less surpnsl11g. First lhal hl' W,IS .l gUL'st al Dima's fanuly 

home, creating a common hnk, and ~l'cond, and 1 lhlllk nWl'l' f('\,l',lhng, that 

he helped Markin. 12ll For tllL' Ide lo be so Il11pnrlclllt, ~lIgge~ls t1\,1l t1 n~k to tlll' 

life of Los' was likely involved, 111 pl'rh,1p~ mllch lllL' ~,1I11L' \V;)y that Ill' 

jeapordised hls life for Dlm,1 lbs dl'~ire lo have ~Ol11l' ('ont roI OVl'r thl' 

outcome of an evcnt, especÎally when 50meone ebl' l'l'C('lVl'S v,11ul' trom il, 

overrules the dormant life he 15 spl'ndmg, ul1able to wrill> and n·movl·d l'rom 

the life he pn'fl'rred, becau~e of the deci510ns of ollll'r~ K,ll,H'V pre .... l·nls Iw, 

past so that lhe party at Dim,l' s home and ll1l' SC(-'I1l' l'xpl,lin1l1g hb ,1id to 

Markin are highhbhted as ('onslsl('nclL'~ that tran:'Cl·nd ll1l' 1110Ve111el\l of li/11l' 

and changes of l'vents. 

A more detalled p,l~t is provlded for the ch,lrJcl('mHllion of Lln~a 

Germanovna and tl1l' SinabkIi cou~ins TI1l'ir'~ is often a pa:.l thal b v11.11 and 

moving. The present show~ Llrisa Cerm,111ovna a .... ~ol(-'Iy d<:voll'd Lo l·n .... uring 

the lon~evlty of D1l11a'S lIfe The ObVlOUS p,lI",lll<..·1 of Lhl' p,l .... l I~ hl'r IOle .1~ 

hostess and keeper of the the famlly home, nurturt'f ,mL! proledor of llll' 

estate. However, thl~ past show~ her a .... lhe gllard of h,lflll(lllY ,1 .... w('11 Th<.· 

present offers only one Vll'W uf 11l'r realllOn lo DlIlla' .... llnpl'llllll1g lrouhl<.·c,-­

save him al whatever the cost tu herself. The pa~t cOlllIrm .... her dl'volHlIl Ill'r 

harmony with her~elf rC'slllts from the vi"ible happIIll·:-'c., of olh(·rc., ilnd the 

knowledge that ail her acLions have been corn'cl onl'c., The latter point 

deserves closer a t tl'n tion 

120 See Uzhc napisan Ver/cr, 140, when.' Lu,>' rell1l11d ... McHkll1, "Rl'll1l'mlX'r the flle 
Do you dare to dcny thJt 1 look the flle?" 
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The be~t examplcs of her self-l'valuation are seen when comparing her 

thoughts of Dima and his art wilh her feelings of Inga. "The guests focused on 

the painting Larisa Cermanovna aI~o looked through her fist to focus on the 

painting. Everylhing W<lt> a delight for Dima. But, it seems, Larisa 

Cermanovna fell awkward. Nevertheless it was a child's work of a young 

realist who had rl'ad S(/lall1l)o.~" 121 11er awkwardness with the situation is due, 

most likely, to the realisalion that objective evaluation of Dima's painting may 

be more he/pful Lo him as an asplring arList. But, it would be offered at the 

cost of dbruplll1g his slale of conlenlment. 50, she chose reticence over 

vOlcing an opinion, as she dld also when first meeling Inga with Dima. "From 

the first glance, Larisa GeflT\anOVna chdn't like this young woman ... She 

seemcd to her Loo alluring ... No, iL wasn't the usuaI motherly jealousy, 

although Jl'alollsy also was felt. No, she felt somelhing unexplainably 

dangcrous il\ lhis friend of her son's."122 Yet, these glimpses explain her 

l"ndless dfort~ lo help 0lma; these lahours are in large part because of her 

critieaI inaclivity. For nol criticit>ing his arl and not speaking of her feelings 

about Inga, Luisa Gl'nnanovna is in pml to blame for the direction of his 

subsequent aclions. This passive and subjective concern for her boy's 

immcdiale happiness over his development and understanding of his actions, 

demands lh<l1 she ('kar away many of the obstacle') that he encounters in Hfe. 

She has 1\ol ibkl'd him 10 change, and subsequently t~ies '.0 protect or alleviate 

his walk lhwugh lime. Only lhrough a glimp ,'. ::>f her past does one fully 

undersland lhe vigour of her actions and lhe neLe ",,,,ity of their fulfilment that 

is demanded by her conscience. 

Le~s deJlI1ed thall Luisa Germanova's past, 111ainly because of the 

121 1[11.1, 126. 
~ Si/roll/Il() (186:!) 1~.1 wor\.. lor which Flaubert receivcd criticl~m because of the 

ml'Ih:'uhlll:l .llknll(ll\ Iw p.lld III hl~,l(lnc.ll dl'lJil 
122 /llld, 1.\4, 
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distance between the past and the tlm-..' to which it usually rdates, is th.lt of 

Misha.123 Yet, one sees hm"" in c0111parison to Los' or M,1rkin for l~xamplc, 

more detail of Misha's past is offcred. From childhood, hb M.'lf-co!lcl'rn, his 

sense of superiority over Sa~hll and his assl,rtion th,lt Ill' or his intl'rprl'l,ltion 

of matters is always n'lOst correct, survives his l'ntirl' IItl' TIll' 1\,urator 

explains this early in the stmy,121 and Sasha point~ out tl) Ml~h,l 1wforl' thdr 

walk, nyou have always underl'slimated me Mbh,l "12, Il \\'l' Wl'I"l' to ~l'l' this 

only in the present of the stury, as Sasha rl'torts, lt could bl' dl'l'l1ll'd a Il,ltural 

trait or stereotypical charactenstic of an older cou~in or an as~ertion based 

solely on the topie of thdr discu~~ion. Yet its contilHH\L! l'xi~tl'nCl) through 

Misha's life revcals this cvidence of his pa~t more as an ell'n1l'nt 01 il\~l\('urity 

and as a lack of desire for equality, l'l11erging imnwdi.1tl'ly from the lime he 

realised that he would have to ~hale lus n,l111e with <111oth<,·r. 

As a means of characterisalion, the ul1conlrollabll' continu,ltion of the 

past life in the present being exhibits how S0111e char,1('ler~ continue to live a 

Iife that is an extension of v,\rious challenges from preVlOl1~ time~ in tl1l'ir lif<.>. 

Inside the naturally evolvmg shell are challengL'~ which the characll'r ha!> not 

met. Not unlike the distinctlon made earlier bl'twcen natural and pl'rsonal 

time, in which ~he personal scale does not take on tht' linear dirl'ction or 

adherence to chronometrie measurc that the natural ~('ale do('s, so the mner 

traits of an individual are more dlfficult to escape from, following a SCille of 

their own, while one can stIll walk away or run pasl other, ('xternal, nalural 

experiences. In the beings of those wilhou t a dctai leL! pa~l, then' are not 

elements from the past that contlI1ue as a part of the chartlct('r~' larger 

123 The dlfll'rencc bctwccn the P,\~t élnd the pre~cnt in Uzi/(' r11lllht/ Ver/cr I~ ncver 
more than tcn )'car~ {and l~ mo~t hkely clo~er to (ive), whcn',I~ ln ~1IA1/(1/ II/t/arl the Jlffl'rl'nce 
approachcs ~ixty yl'.1r~ 

124 Sec note 113 . 

125 SlIkhOl iiI/Hw, 10. 
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experiential SltUi1tlOn Thc"e beings are challenged only by the present and 

eon~equenl1y, their eXl~tencc: b very mueh of the present. In these ways, the 

nceJs of cach character's being detennine the detall and past that Kataev 

award~ them 

Kataev is not concelned wilh painting a background if it in no way 

serves tu Illghlighl the focu~ of his picture. And, the picture is of aIl the 

charact('r~--lhl> entire group of experiences. Therefore, the past has to be an 

('~~l'lltial parl of how the bl'lIlg IS pre~en ted--how he presents his seIf--in order 

for il lü be a funclioning and requbile delail of the entire work. However, in 

some ~i t UallOl1S (l1ke those of Inga and Markin), the only way that sorne 

people funclion 111 lhe prl'~l'nl is by negaling thcir past, completely. This 

negalion b ,111 effort lo dil11l11ille a conscience or connection. Then, the past is 

not broughl lI1to ll1(' pre~enl. Alternatively, for example, Dima's past is 

importan t bl'CaU~l) it rl'veJb the influences on his life But, as weIl, much like 

the quieted fel'lings of Larbil Germilnovna and the undC'feated insecurity of 

Misha, the pil~t of 1)1Ina shows that much of his present life is lnerely a rolling 

along of time. For t11.lS rea~on, his character i~ the chief example of a past 

charilcter still elTlbodied in llw present 

Dima I1l'VCr had lo be lus own person. Much of Uzl/C napisan Verter is 

cOl1cl'rnt.'d \Vith Dimll failing to reillise his 0\"-'11 self He is a follower and 

accf'ptor, not an iniliator or giver. l-iis father was a provider, a material 

influence on hi~ lile, who created il home and an opportunity for Dima to 

sludy art. Dima, actually, created very little on his o\vn. Il is not surprising 

1h<1t DiIna's rl'collections 01 his father are underlincd by his white waistcoat, 

weddmg ring and gold cuftlinks--physical, external, material objects.126 

Duna' s molhcr nurlured h1111 and provided spiri tuaI warmth by the 

126 lI:hc rIlIl'i'I/Il \'CI tCI, 12() .n,d 145. 
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benevolent nature of her being. In m,1l1Y ""'<lYs this l'Xpl,lins his llnqul'stioning 

acceptance of Inga. in his lile; she fuliils rolL's that hi.; mollwr onet.' did. This 

exchange is noted by the n,lrrator as Dima stl'PS inll) his He\\' lill'; thl' preSt'nt 

removes him from. his past "It \Vas ,Id Ill'\\' that he tell Ilot only l'l''\'lwd, but as 

if he was born again .... He h"dn't thought tlut hl' hall Idt h1S ll1Dtht'1 alone." 127 

In much of what the characters do, lhey arl' L1Cl'd wilh the ch.1l1l'ngt..' of 

continuing life as il wa~ or striving to cre~l te or to fil\d ,Hl ,11krn,1 ti Vl'. Di Il,a's 

attempts are Just one episodl' of this. SimplJlIcd, tlll'I.,l' élltl'll1ptS C,111 lw ~l'en.1S 

a search for harm.ony of ci tl1l'r the self or the largL>r groll p, or pl'rhaps ('ven of 

aH. It is a situation in which the characters fel'l tbeY,lrl' IOllking out Îor 'Wh,lt 

they think is right or for what llley IL'el is bl'~t, oflL'n pl,lCing l'motion or 

determination ovcr moral reasoning. In doing thb, llH'y sometiJl1l's forget 

about thernselvcs élnd other~. 

Early in U:::/ie IlnpiSf111 Verter lhe reacler is pre~l'nt<..'d with the idl'<1 that 

one being, because of pOWl'I'S bl'~lowed upon him, L'<1I1 II.'l'l lhat hL' lias 

complete control over lhe life of another l1,an. 12H In thb specifie imtance such 

a power is divined upon the individuéll by the mandatl' of lhL' Rpvolution; 

yet, this scene is part of an introduction and lays the grollndwork for a ~lory 

in which this focus is as l11uch a personi't! one a:, an id('()logÏc,11 ~llllt1 tion. 

Symbolically, the personal nalure is juxtZlposed with thl' ideological one in 

the story by the contrast belween subjecllve and ObJl'clivl' rl'latlOn~hips, 

between the emotiol1al and the ralional. 'l'hl.' per~on"l, t11l' :,ubj(,'clivl', or the 

emotional is wha t denotcs characters as po~iti ve bl'll1gs. TI1l'y aH' tho~e who 

do not allow the cxternal controls, wrought by tJ1l' Revolution, over their 

lives, or who do not try to control others, nol out of indifference or pl'r~()néll 

127 ibid ,144 

128 Sec the de~cnptlon of N,Hlm Be~~tra~hnyi (the ](t~tlldnw nll'(IIl~ "f<-',Hle,>,>"), /ll/d., 
124. 
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protection, but to protect what is individual to them. What is most correct for 

them is the preconcei ved appreciation of harmony at aIl levels of the social 

pyramid, nol ~illlply at the fipex, in order that the largest possible number of 

pl'ople may ell)oy the result~. 

Such a righteom dl<..,tinctlon would seem to be the planned result of a 

!ltory with a moral rncs!lage; yet, in crcating the distinction between what is 

posilive or negativ..: lhe ~tory is not didactic. The results are more a product 

of striving fur vl'risimililude th an of )udging subjcctivcly. Kataev does nat 

di!lcount the pO~~lbilIly of aLtrllction belwcen different "clements"; that Dima 

and Inga can hi1Ve ~ome true 1110111 en ts of ha ppiness (as reflected in his beHef 

in lhe hlrl>ngth and lrulh of their rdationship and conflrmed by his return ta 

her after his rl'k>ase, and in her tears of loss, following Oima's supposed 

dt>ath) hints al the possibilily of har1110ny alll.ong those with dlfferent personal 

idcologies. 1- Iowcver 1 cven 1 ul1lly hcre and throughout the story, there is a 

distinction from which the groups rcmain al lheir separa te poles. There is 

harmony bd \Veen Lansa Germanovna and Los', bUl not betwcen Larisa and 

Markin or Los' and MarkIn. This discrepancy exists, it seems, between 

charactcrs willing, on the one hand to extend their past into the present and 

thosc lhal are 110t. LUisa Cerm~lI1o\'na and Los' are not intimidated enough ta 

worry about ri!lking thcir li\'e~ to allow the past to exist or to be repeated as 

much as is pos~lble. Their l'fforts to frce Dima reveal this commitrnent. In 

conlrasl 10 this, eilher [rom dedlcaliol1 or fear, Inga and Markin live in the 

present and \\'ork loward lhe fulure. If there is a conneclion with the past, the 

rondi lions resulling lrom the Revolution and the Civil War conceal it, 

ovcrriding or ignoring accesslbility to it, to allow the Revol ution ta main tain 

mOl11enlul11 They bl'licve lhL'y are sacrificing the personal for the collective. 

YL't likc others who [el'l lhat one is entilled to take the destiny of another into 
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his own hands, lhis allern<1 tive--this supposed S,lClïficl'--.111ows for no 

dialogue or lTIutual .1greel1ll'nt This direcll'd llW\'l'I11L'lll hur~b thrl)ugh .1S 

the most correct truth presenting Ibclf more ,1~ tllL' ~l'l'd 01 conlll\.'t th,lt rl'~lIlts 

from a desire for change, rather than ,15 the rl'w,11d 01 h,m11ony, l'oncl'lved by 

a passion for change. lt is the truit of ,1SSUlll ptinn ,1nd ll'<1\'l'~ thl' rL'~lllls to 

force and chance, rather lhan a producL ul llmLuall'lfort and ded~ions. 

Hints of lhe possible e:\.lstel1CL' 01 hannon)' an' l'xplorl'd III .1 slightly 

different manner in Spll7slIcJlJJ 1 wherl' K,lL1l'\' shows ho\\' background, \vl'.llth 

or gender are nol reasons 10 segreg,lte pl'opk' 01 COurSl' tl1l'rl' is less dl'tail 

and comparison in this story :-ome!.' insteLld 01 pieCing togl'lhl'r ,1 pd~t time \Vith 

various glimpses, lhis story b more ,1 slllgle SL'clion 01 tll11L' III largl' parllhis 

is because the duration of the story is <1pproximall'ly IWl'l1ty-fuur 10 tlurly-six 

hours, surruunding habilual or ~pont,1l1l'OU~ <1ction~--nolhing that l'l'sembles a 

premeditated directive, ba~l'd on a pasl l'xpl'ril'l1c!.' Wl' H',ld of tlll' L1tlH'r~ of 

Vasia and NeUi, bul this ll1fOllnallOll I!.'nd~ itsl'lf mOl!.' 10 l'xpl'lll11l1g the 

difficult economic situation in OdesbL1 Whal it rl'f1ecu, of lhl'~L' char<lcll'r~ is 

their indifference lo lack of n10ney, bul il share~ no lIltormallOll than more 

fully presents them E~senlially, pDwl'r or [rl'edom C,ll1 hl' tl1<.' individu,ll's to 

control. Certainly, differenccs exist, but lhLlt does nol exc\udl' tl1l' pl>~~ibility 

of con1patibili ty. By companng the young peoplL' on t11L' boat with (',Kh otlwr 

and by looking al how the cconomic problel1l~ affl'cled thl' rwopll' of Odl'~~", 

one sees how char,lcters can share ~pac(' happily untd UllL' all<,'ll\pb lu rt'ach 

out for what is not his, or for whal one Ch,lrc)clL'r hLl~ 110 more entltll'l1H'nl to 

than another. There is an unsaid "Jaw" renouncing the 11l1explained 

appropriation of things thél t are the properl y of anotlH.'r or of the collective. 

Trying to satlsfy such an atlempt, ten'ka and Manf! t:LÎ are bouml to f,lil; their 

attempts to reach above the crowd prove~ fatal. 
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Comparbon between those who move and adjust with time and those 

who wan1 to control lime or who challenge an established calm is discussed 

abo in Suklwl 1/llIl/fI, however, of gwtlter ~lgl11ficance in this story is the truth 

1hat ail nH!n are l'quaI in that l'ach IS burn, each has an earthly existence, and 

ca ch dies This is a cummon enough understandll1g of hfe, perhaps most 

creatively capturl'd by Vlddi11llr Nabokov in the first sentence of his 

autobiographieai work SI'('{/k MC/llOry, "The cradle rocks above an abyss, and 

common Sl'n~e tdb us that our eXIstence is but a brief crack of light between 

two ('ternitll'~ of darknl'ss." 12') What dlstingUlshes one man From another is the 

spacl' bl'twl'l'l1 birth and death, Nabokov's brief crack of light, peculiar to that 

individual, ,md the manner by which this gap is governed by his choices in 

life. 

WiLhin this description of lIfe, Kataev presents the different generations 

of the Sin<1i~:,J.,1Ï family. The SliCceSS and failure of certain actions suggests that 

no matter Wh<1 t the condiLlOlb, one l'an Lry to be truc to one's self and follow 

the Iead of hl~ rl',150n or hls 11l'ar1. IIowever, the result of one's actions does 

not dl'lermine longl'vity. TIll' many dl'aths From their happy family establish 

this faet. Il b not [or mort,11 man Lo sl'l'k vengeance on th05e that he thinks 

haw done wrong (l\cnce the dl'<üh of lakov, but the almost immortal stature of 

Nikolai Nlkanorovich--Sasha'~ father). Mortality is brought to the fore as the 

short duratlOll 01 11 l1 tllfé.11 till1l' 111 Spli1slrcllli stretches LO include lifetimes in 

Sl/khO/ Iil/la/l ln LIll' fir~t sLory the focal point is the passing of one day. In the 

lalll'r, Lhe dbeusslon bof tlw pL1SSll1g of an cntire family 

This ullder~tandll1g of whtiL one 15 entitIl'd to do to others or to do 

without regard for others in many instances is at the base of the question: 

110"', [or KaLac\"~ eharacLers, do the expecLations of the present or the future 

. 129 Vl,llhmir N.lbll~.O\', ~/'('tl~, Ml'tlloly: An Al/loh/(lgmpily Rt'l'l~ilcd (New York: 
Clpncorn 1300\.."', 1970), 19 
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dictate their actions? The signitic<mce of attaining inullediate or future gllt11s 

determines the direction of their beh,wiour. And tl1l'se dl'dsions often 

explain how and why characlL'rs inter,1Ct in cl'rtain mannl\r~ \\'Ilh otl\l'r~. 130th 

the perceptions of the situatIOn ahcad and the choicl'S th,1t condllH:m tlll'se 

actions are individual ones, beci1u~e the indi\'ldu,1l ad~ upon tlll'l1l, and 

essentially they are what dcfll1L' the char,Klers. Such ,1ction~ ,Hl' 111L' consbtt'nt 

means of character definÏllOn lhat Kataev incorpor,1ll'S, nanll'S, mlL'rnal 

monologue and less th an pl'rtment background arc llSl'd k'~~ Ifl'qul'ntly and 

inconsistently. Yet aIl charactcrs are eql1ally important 101' thl' compll'lion of 

the stories. The continuaI confrontation ui chalk'ngl'~ ,1I1d how thl'~l' ~truggll's 

evolve serve better Kataev's l1wans for illl1~tr,llmg tlw Ch,lI'c1Cll'lS . 
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Conclusion 

Nearing the end of Sllkh(Jl liman, the last work which Kataev would complete 

beforc~ hic; death, the narrator interjects into a ..:lescription of Nikolai 

Nikanorovich cro~~ing the ~lCppl', tha t recalls an image of Christ in the 

wilderness. The nl1rrl1tor proc1allns, "Oh how long ago il was and how good 

il is now Lo renlember evcrything "130 It seems to me that this is as near a 

verdict as one ,-l1n expect on KaLacv's feelings for the past. It is not a clear 

stalem('nt, bul a rl't1lI~lItion. "Everything" (the Russian vse ) is a bit nebulous 

here; it rcfer~ nol lo rl'calllllg OJle's entire past--this is Impossible--but to 

sensing aIl that crea tes the recollection. The pas t, as a separate pie ce of time 

and f('l'ling will always exisl, but it 1110st hkely never will be readily or 

consistently av<:\illlbie. Not only can its reappearance be an involuntary 

occurrenc(', but its message can be sad. There is an ambiguous answer 

becau~e of an inddinite rl'aliLy. As a reminder, the past tells one that lime 

moves and chllnge occurs, and as a power, the past is remarkable in its ability 

to produC'e cmotion and rl~vl'al pa~L tlme. 

These lhree storie~ bear witness to change over time. But Kataev, as 

well as comparing the different spaces in time, also acknowledges the 

framework lhat produced what wa~ and what created his being--another time 

and past J.1L'oplC'. Timl' changes, options change, people change; yet, in many 

instances, the basis of lhe ongmal bcings remain. In Uzhc Hapisan Verter Dima 

never really lo~l's the mfluellce of his parents, in Spias;lcllii Vasia and Nelli are 

continuing to live on what the pn'\,lous generation provided for them, and in 

SI/kiwI 1111/a1/ Lhe Smabkii cousins live lives in which the personality of their 

gr.1l1dfall1l'l' ~till exisls. Much of what has been discussed of these three staries 

involves reali~il1g thal the present is able ta rekindle the past, to spark the 

130 SI/Ailol lIli/titi, 40 
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memories and brighten the presL'nt, to rl've,l1 thL' l'\'nlution from ",h,ll \\',lS . 

These different angles of looking at the past and the difil'rent uses of pa~t 

times show how time changl's what WelS, but dOl'S not Cl)J11pll'll'ly ~ll',11 it Likl' 

an eroding rock l'ut, the original slowly hLl~ ItS l'dg('~ routllh'd and bq~ll1s to 

look different. Yet the foundaLlons n'main the ~,ll11l) 

something he tries to recapture or rl'Cl'l'<lll', but ratlwr it b LIll' ~ollrce for his 

prose--the remembercd events lhat int-.plfL' his writing. lli~ construction 

blends rcal l'vents with the crL,<1ted Olles. Jot-e Ork'gLl y C,\~~el, writing on thL' 

unique manner in which Proust lllCorpOl'Lltl'd tlll' p,l~t into Int-. \\'01 k, ll1<1kl's 

this distinction betwccn WrI tl'l S who 111\'01 \'e j.Hl'VllHl .... Lll1\l' .... in thl'Ir cH'.\tiont-., 

Before Prou~t, \\'riLl'r~ h"d cummon\y L.\kl'l1 tnl'mOI y tl~ thl' 
material with WhlCh 10 recont-.lruct thl' pd .... t SI Il Cl' lIH' d.1l.1 01 
mcmory are incompktL' Llnd rL'l.1in ut tllL' j1llor rl'Idlty oilly .ln 
arbilrary l'xtract, the tr,ldltl0l1,11 novl'h:-.l Jill:-. Lhl'11l out wlth 
observations dra\vn fl'Onl the pl'l· .... l'nl, togl'lhl'r \VIth cl\ ,111 L'L' 

hypolheses and CLlnvcllllOllal Idl'a<;. In ollll'r wOl'lb, Ill' uni les 
fraudulcnt elements \VIlh the authl'ntic m.lll'n,1\.., of 111l'll1ory . 
Proust represscs .111 illlcrl'st 111 rl'stor,1llon and hmlb I\lm~l'lf to 
describing what hl' sel'S as Il an~l'S oul of 111' .. ml'll1ory In<,tl'ad of 
reconslructing lust time, hl' contents hlm~elf \VIth m"kmg ,ln 
edifice of its ruins 131 

In the three staries lhal thlS sludy ('()ncenlrale~ on, K.lt,lev follows tIll' I\on­

Proustian lead, blending wh"t he has relail1l'd in l11l'mory with Wh<ll his 

imagination develops. 

The presence of f"clual information, not ~imply of ~lInil<H l'vents, and 

of embelli shed fact in thesc throc stories expresc;l'~ how KataC'v recov('red what 

was hidden in his mcmory and crcated from il. Mernory i.., unpredictabIL' and 

independent, but also lS applicable and avaiJable TI1l' ~elecl <,egml'nts from 

his own pûSl that find thl'ir way mlo the stone~ and the bltltle~ of hi~ 

131 Jo~L' OrlL'bLl y Cd::.::.d, "TIIIIL', JI::.ldlllL' .Ind fonn ln PrdlJ~,t," 111 '''~r)c(I'; uf lune, C A. 
Patridc5, cd. (MJ.nchc~ter. M,mchl'~tl'r UJ1lVl'r~lly Pre.,~, lY76), 137 
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characters tu hoIJ onto or to fight of[ reminders of the pa5t attest to this . 

As a re~ull, the ~tories become both a personal and il general account of 

the~e years in Ode~5a Per~onal mcmories are blended with observations that 

many others ~11tlrl'd, and <,ub~t'qucntly, Kataev subJectivcly offers an account, 

while not l'xtll1glll~hlng thl' pos~lbilJty, due to the c;1l1did representation of 

som(' facl~, of hl~ ObJl'ctlvi ty Hl' allows for cliscrepancies and personal 

interpretation of the saine pd~t, which protccts him From having to crea te 

either an hi~ton(\11 report or a complete fabrication. Consistency in the stories 

is found not in recalled matl'flé:d being true to fact, but ~n that the past 

condition:, al! Iw, eh.lractl'l ~ lhrough It~ absence or inflUl:.'nce. 

In many imt.1nc('~, K<ltùcv ~ho\Vs lhat the past cannol be escaped. 

Det.lÎb of IIfl' aIl around the character~ beCOI1le catalysts initiating recall and 

providing both JOY and pùin. lIowever, this continued existence of time is not 

al ways pl'rfect or complete. Events take on new cmphasis, sometimes 

stimulating new l'motions or creating sensations of a force in excess of the 

original 

TIll'se catalYbls recall the pabt indiscriminatcly, binding drearns and 

n'collections togl'ther with diverse threads with end5 that appear in the 

present and e>..ll'ndmg many yl\ar~ back in time The thrcads follow different 

directions in the ~torics, bu tare linked by the common incorporation of free 

absociation as tl1l' undl'rlying narratl\'C pattern. Variety of narrative provides 

an assurtml'nt of ~tory pn>sentation and demands reader participation, 

placing lhl' readl'r withm the c1l'hberations and process of recaU of the 

charactQrs and tl1l'H'fore Il<.' h,1"> to organist.> the l'vents as location anc, time are 

brought fnn\'<1rd 1l1congruomly from p<1ssed years. Seemingly, order is 

forfcited for aesthelic ambItIOns. This participation and the personal nature 

of taking part in an indlvid ual's processes of l'ccall creates intimacy between 
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the reader and the te\t, drawing the reader into the \Vork and perh.lps, sh.uing 

or alerting thoughts of a similar pas!. 

The full characterisation that results after t1w piecing togl'lht'l' of thl' 

stories, suggests that a characler, or mdividu.ll, is not the pn)duct of il. lilwar 

progression tü'ward the present, but ilt ilny one til11l' i~ .1 rt'lkctinn 01 .111y 

characteristic thilt makes li}) the culmin':llion of LIll' p.1St; lite is a l'l)l!l'ction 01 

pieces of past time, the accumulation ot which pl.1Cl.'~ httle 111lplH·tLlllce on 

chronology. 

How these charélcteri~lics are reflectcd in tlll' pn'!:>l'Ill I~ wh.lt idl'ntil ies 

an individu al personality The consistenCÎl'!:> of chaLletl'!' in tlll' pn'Sl'lKl' 01 

changes which accompilny the mOVl'l11l'llt of tlml' l''\prl'~~ how K,lt.WV'S 

characters contend \""llh tlll' ch.1l!l'ngl'~ aWllnd llll'll\, and. Wh.lL qll,lhtll'~ 

continue in their hves. For ~oml' tl\l~ rl,necl~ ~lll'\lgth of ~t'lt, while otlwr~ 

prove to be the outc0111e of élnothel's condillOnlllg. In buth Ç,l~lH .. , tlll' p,l~t 

proves to be the measure to which LIll' prl'~l'nL it> ('0111 p<Ul'd or tlll' g,1l1gl' of 

character development. Often the dl>vl'iopnwnt of a Ch.lr.lctl'r'~ p,l~t by tlll' 

narrator proves to b(: the l11Mmer by whlch hl~ bl'll1g in thl' pn't>l'l\l I~ dvfinl'd 

The past presents those chlu<1ctl'ristics that bl'tU up undl'r thl' 1110Vl'1111'\1t of 

time, exposing time as a medium in which characlers grow, n'acl or remain 

the same. 

In these stories, compan~on b available for ~llme charact('r~, but not for 

aIl. For example, consbtently, those who have given 11ll'n1<.,e)v('<, fully to the 

Revolutionary came rcccive no or very Itllie p<l~t [)l'tdtl .... ul L1ll'lr Pd<.,l r'ln'Iy 

are necessary became they have given up thl' klH>wlL'dgt> dlll! (''<pI'fll'nn' they 

have acquired to follow ùnolhl'r lead Thl" conlrac.,h .... Ut h (h,Htlcter .... wlth 

those who wish to bring the pa~l mto the pre~l'nl 10 confronl whi1t b ilrouncJ 

them, or with those who uncomciously carry the pas! with lhem in their 
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innate aclion~ and reac(ions In el1ch of the ~ituations, Kataev is using the past 

differenlly lu pre~('nt and lo craft lhe bl'ings in his slories. 

Kalùev Il1corporates and mould~ dlfferent aspects of the pase not only 

ilS the foundalion for his creatIOn" but as welI, as the product, presenting and 

eXafl1lning va nous under~landings and relatlOnships with the past. 

In(,~c<lpabl(', thl' cümj~l()nl rl'minders enhance and plague his characters, 

making tl1l'ir ~lories ~lronglJr or saddcr, but al ways giving the characters 

daim Lo Cl .... elf. 

-91-



• 

• 

Appendices 

Translation of poetry From one language to anothl'I l~ l1L'\'l'r .1 ~impll' t.l~k. 

Certainly, much of the irnagery, acoustic v.llul' .1nd intern.l1 worth is, in 1l1.1l1Y 

cases, ncver fully apprcciated ln the effl)rb to pnH'ldl' tl1l' \'l'I~l' for.l dillL'wnl 

culture. 13ecausl' of this, 1 have offen'd two translatIOn .... t)1 l'.1ch 01 tl1l' 

following poen1s, hoping that wlwre 011l' lS weak, tilt' otlll'r ,vil! Ill'lp 

substantiatc, if n01 rcclify, the inadequacy . 
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Appcndix A 

npOpOK 

11yx01\1I00 )Ka:!\ :l<.) \0 Wl\IH 1\1. 

B nycTLII!~ l\!p.l'IJ\on H nTl.l'I1IIlUI,-­

Il ll!('CTlIKPLIIILl(1 (~pall)\ll\1 

Ha ncpCll) 11.1.' 1\IIIC )IBlIlIC)1. 

n cpcra1\1li lI('! KIll\1Il KUK '-011 

MOIl" :~ClIlIll l(CKIlY'lUI OH. 

OTnqDII TI Il CI. B C IIUt ~ :\ ClIlIlll,l. 

KaK y IH"lIyl~lIlll~)n (\P'IIlIL!.1. 

MOIlx l'mcn KOUly llUI 011, 

Il II:\ 1l.llll)'llIllll lllyM Il :moll: 
II l311)1T1 )\ I!dî.l (.()}IPOI :\111,(', 

II IOpllllH :\lIll."IOB 1I0)[CI, 

II 1~~l).1. l\IOIKKIIX nOJI.BOllllLlfl XOJ1, 

II JI0JlI,lIcH )[0:31,1 Il PO'\)I()aIII.C. 

Il 011 K yVl aM l\!Olll\l lIPlIlIIIl{, 

Il 131,lpn:\ II 1 pCIIIIl l.trl Morl )I:\I,IK, 

II I1pa:JJ1IIO'-1I01lI!UB Il llyl<~\I\!.ln, 

11 )K~llIO r-.IYJl!)!.l)1 3r-.ICII 

il yU.l :\ar-.lcp'IIIIIIC 1\\011 

B nOA.li Il }lCGllllltCIO l<pOB:\ BOn. 

Il 011 Mill.' 1 pyJlI. pa<"CCK MC'IOI\I, 

Il GC pJUtC [ Jh-'II C IIIOC 111,111 y Il 
11 )TIlI" 11111.111.\IOlllltrl OIIlC",I, 

Bo l'l'Y lU, O"lBCpc.:lylO IWJlBlillyl1. 

KaK TpylT B lIy<-1I,IIIC :,1 nC)f,:In, 

II Bora l'll .1'- IW l\1I1C lI(l'I:ll~a Il : 

"BO('CTUlIb, fIPOP0I<, \1 Il li ;'I(lll" Il BIICMlIli, 

Il '-HO 111111 '-L no JI CIO MOdl, 

II, oGXO)I~I l\IOp:'1 li :ICl\llllf, 

r 11 .11'0 nOM ;'KIll '-C plllIa l( (OllC n". 
1826 

TilL' Propl/Ct 

Tormented by spiri tuai thirsl 1 dri1gged my~elf lhrough i1 <,ombn' Je~erl. And 
a six-wing seraph appeared to me at the cros<,ing of 1I1l' Wi1y<' f ft' touclwJ my 
eyes with fingcrs as hght cb i1 drec\m: and my prophl'llC t'y!''> opt'ned lik<' 
those of a frightened eagle fIe louched my e<1r~ and lIwy wef(' fIllet! with 
noise and ringing: and 1 hei1rd lhe ~huddt'nng of lht' h(',lV('I1'>, ,llld llH' flIght of 
the angels in lhe heights, and the mUVl'Illl'nl uf 1Ill' b(w,h of tht' "l'cl und('r the 
waters, and the sound of lhL' vine growlI1g in the vi1II(,y. J 1(, hl'nt down to my 
mou th and tore oul my longue, smiul, dl'cl'itful, and gIV('1l lu ldle lillk; and 
with his right hand steeped in blood Iw insl'rled the f()rked longu(' of il wise 
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~crpent mto my bcnumbed moulh He clove my breast with a sword, and 
plucked oul IT1y qUlvenng heart, and thrll~t a coal of live fire into my gaping 
brca~t Like a curp~e l lay In t11C desert. And the voicI.' of God ealled out to 
me: "Arise, 0 propbct, see and hear, be fil1ed with My will, go Forth over 
land and sea, and set the hearts of men on fIre with your Word." 

The Prophet 

Athirst in spint, through the gloom 
Of an unpeopled \-vaste 1 blundered, 
And saw a slx-wmged seraph loom 
Where tlw twn pathways met and sundered. 
1 le L.1id his fmgers on my eyes: 
HIS touch lay soft as ~Illmber Iies,-­
And Iike an Ctlgle' s, his crag shaken, 
Did my prophetie eyes awaken. 
Upon my cars his fingers feIl 
And sound rose--stonny swell on :.. well: 
1 heard the spheres revolving, chiming, 
The .111gcls in their sOll.ring sweep, 
The monsters moving in the dcep, 
The green vine in the valley c1imbing. 
And from 111y mouth the seraph wrung 
Forth by Its roots 111y sinful tongue; 
The evil things and vain lt babbled 
His hand drew [orth and so effaced, 
And the wise serpant's tongue he placed 
Between 111 y lips with hand blood dabbled; 
And with a sword he clove my breast, 
Pluckcd ou t the heart he ll1ade beat higher, 
And in my stricken bosom pressed 
Instead a coal of livmg fIre 
Upon tlw \\' astes, a lifeless c1od, 
1 lay, and heard the voice of Cod: 
"AI:lse, oh, prophet, wateh and hearken, 
And \vith rny Will thy soul engild, 
ROé1m the gray seas, the roads that darken, 
And bum n1en's hearts with this, n1y Word."132 

132 TIll' Rm~ian b t.ü,en from PlIslzkin. Polnoc !>obrame socflinenii (Leningrad: 
Izd,ltel'stvo ak.ldl'mit lhlllk, 1937-49), vol. 3, 30-1. The Engh~h plain prose tmnslation is from 
Dimitri Obokn:,.ky, l'li. The Hel/ltISt' of Hlh';/{Hl Verse (B!ool11mgton: IndIana Univcrsity Prcss, 
1976), 92 "nd tllL' p{wtic tr.ln~lati(ln I~ from A vr.1hm Y .lrm()ltn~ky, rd. The Works of Alexander 
PII~lJkin (Nt'\\' York: R.1ndom Hou:,.e, 1936), 61 
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Appendix B 

The title Uzlze nl/p/sml Verfa is Îronl I\1sll'rnak's \'C'rSl'. It is l~kpn from the 

final quatrain of the ninth part of the R.a:ryt1 (Tilt' Break) cyde of tlll' colll'ction 

entitled Te71ly i varil1tsii (ThcIIIcs I1nd Varll1flolls). 

P05ITlL .nP0)KUTIUHl nClly C 1)'6 o6nmKc r • 

Te65I copneT, nO . .'l.KOCIIT :nOT 6pc.1l, 

TL! CKU)KeIlIL: -- MlIIILln! --IIcT, -- BCKplIll)' ~I, -- BeT! 

Dpu My3hIKe?! - - lIo r-.IO)KIIO TIll 61,[1'1., 6 llll:i\C, 

qeM B norryTLMC, ~lImOpJlLl, Ka1\. JUICBHHK, 

MelJa B K3MHH Kor-.mllCKTa1\lH, 1l0rOJUIO'] 

o nOHIfMallLC JlHBHOe, K HllIIH, 

KUBHB, II H3yr-.lBlIlL('~1! - - Tbl CBOÔO)!IIa • 

51 He .nep)Ky. lIJlH, 611arwrnopu . 
CTynan K .llpYl11l\I. Y.'KC Il:lJlHGall nCpTCp, 

A B HUIDH JUill 11 B03)lyx llaXIICT CMCpTLIO: 

OTKpLITb OICIlO t-no )KI1JlU O!'BOplll'l" 

191HIll 

133 Boris Pasternak, Stikhl 1 poet y 1912-1932 (Ann Arbor. The Univcr~ity of MichIgan 
Press, 1961), 82. 
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iD 

The tremb1ing piano wJll lick Eoam From its mout}}: 
Delirium -- whlCh make~ your knees give way 
WIll lift you You'll <,ay "DarlIng", and "1'\0", l'Il shout, 
"While playing music?" But can wc be, say, 

Closl'r than III tV'l1hght lhrowmg chords 
Into lhe flrl'p!.:tCl' likc a diary 
Sel, ycar on ye,lf Oh, grea t J\Vareness, nod, 
Nod ilnd yuu'lI bl' aslonished' -- Vou are frce. 

l wun't hold you Go Do your charity. 
Go ebewhere Wl'rtlicr can't be writlcn again: 
ln our limes eVl'n air smcll~ death to 111e. 

Opening a winduw is hke opcmng a vein. 

The shiv'ring piano, foaming at the mou th, 
Will wren ch you by ils ravings, discompose you. 
"My darling," yOll will murmur "Nu!" l'Il shout. 
"To music?!" Ypl ('an lwo be l'ver clot,er 

Than in the dusk, while tossing VIbrant chords 
ln to the Elreplacl', like journals, tome by tome? 
Oh, unJer!:->landmg wondl'rfuI, Just nod, 
And ynu will know 1 do nul daim to own 

Your soul and body. YOl1 may go where'er 
You want. To others. Werlhcr has been written 
Aln'ady Dealh these da ys is in the air. 
One opens up one's velllS llHlCh like a window.134 

134 l'hl' ftrst tran~Lltion 1., takl'n (rom VI,ldinllr M,lrkov and Mcrnll Sparks, cd. and 
tr,lIlS., A10dml Rli~S'lltl Poctlll (Alva, Scotl.lIld: MacGlbbon & Kec, 1966), 5Y9, and the second 
\'''I~ tran~t.ltl'd hy Rlis."l Bobnl\.1 and is p<1rt of the collection' Bori., Pa~tcrnak, Poems, 
E\'gL'lly P,lstl'rn.ll-., L'li. (Ml):-l'lll\' R.ldug.1 Pllbh~hcr:-, 199()) 
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