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ABSTRACT

THE EVOLUTION OF IURH TRIFONOV AS A WRITER

Lisa Caroline Bage

The thesis chronologically examines the works of [urii Trifonov (1925-81) to show
his evolution as a writer, from his first novel, the Socialist Realist Studenty, awarded
a Stalin Prize in 1950, to his works of the 1970s and 1980s, in which he truthfully
portrayed contemporary Soviet society and questioned the residual Communist ethic
of the Brezhnev era. Trifonov occupied an interesting postion in Russian literary
history, somewhere between the 'official' Soviet writers and the dissidents, trying to
publish honest works under strict censorship in the USSR. I shall examine how under
different political climates his works were republished and their content changed,
while the final chapter covers post-humous works published thanks to glasnost, which
show what he was forced to omit during his own lifetime. As he changes with time as

a person, so do his works.

The first chapter looks at Trifonov's family background and the death of his father
during Stalin's purges. This was to have a great influence on Trifonov's life and
works, in many of which he tried to understand his father's fate and that of his nation.
Throughout his often heavily autobiographical works, Trifonov examines his
country's past and present while trying to understand himself too. He showed the
roots of the degeneration of his society both before and after the Russian Revolution,
but also showed the beginnings of the current consumerism of post-communist
Russia. Trifonov speaks for many of his fellow countrymen in his works and shows

the totality of the Soviet experience over six decades, and beyond.



In memory of my father



INTRODUCTION

Over the past ten to fifteen years there has been much critical reappraisal of the
works of lurii Trifonov. This began with Tatiana Patera's Obzor tvorchestva i
analiz moskovskikh povestei luriia Trifonova! and Natalia [vanova's Proza luriia
Trifonova 2 in 1984, both comprehensive studies of Trifonov's works, followed
by a number of books published in the West in the early 1990's3 De Maegd-
Soep concentrates more on Trifonov's personal life and similarities with
Chekhov; Woll treats in depth the way in which Soviet censorship affected his
work; Kolesnikoff gives another detailed overview, while Gillespie examines
Trifonov's works through the concept of slitnost'. My treatment of Trifonov will
be to examine his evolution as a writer, and as a person, throughout his life, and
the influence of time and the evolution of contemporary Russia and the changing
political system on his works. Time was a very important concept for Trifonov,
and as he said «[TucaTenb JO/XEH UIMEHSTBHCA U Pa3BUBATHCS BMECTE CO
BpEMEHEM. »*

Trifonov, like his father, was a quiet man and also very truthful. Finding
the truth in the Soviet Union was complex and commitment to truthtelling was
difficult for a Soviet writer, leading to much illness and stress for Trifonov. His
friends, such as the Novokhatkos> and Oklianksy®, recall him as having a great
sense of humour and being a great storyteller despite his often morose exterior.
He was always somewhat unsure of himself as a writer due to his experiences
after the publication of Studenty. This apparently contradictory combination of
traits is not surprising considering his background and the loss of his parents at a
young age, with his mother writing from the camps to her children telling them

L Obzor vorchestva i analiz moskovskikh povestei luriia Trifonova, Ann Arbor: Ardis, 1983,
2 Proza luriia Trifonova, Moscow: Sovetskii pisatel', 1984.

3 These include Carolina De Maegd-Soep, Trifonova and the Drama of the Russian
Intelligentsia, Ghent: Ghent State University Russian Institute, 1990; Colin Partridge, Yuri
Trifonov's The Moscow Cycle: A Critical Study, New Y ork: The Edwin Mellen Press, 1990;
Josephine Woll, Invented Truth: The Soviet Reality and the Literary Imagination of lurii
Trifonov, Durham and London: Duke University Press, 1991; Nina

Kolesnikoff, Yury Trifonov: A Critical Study, Ann Arbor: Ardis, 1991 and David Gillespie, furii
Trifonov: unity through time, Cambridge: Cambridge University Press, 1992.

41 "Nravstvennye idealy ia ne izobrazhaiu, no imeiu." Iz pisem luriia Trifonova', Literaturnaia
gazeta, 27 March 1991, p. 13.

5 Vladimir Novokhatko, editor for Politizdat, for whom Trifonov wrote Neterpenie. He and his
wife Galia were witnesses at Trifonov's marriage to his second wife, Alla Pastukhova.

6 Jurii Okliansky also wrote a critical work on Trifonov, lurii Trifonov: Portret-vospominanie,
Moscow: Sovetskaia Rossiia, 1987



never to lose their sense of humour. The death of Valentin greatly affected his
son, and he tried to come to terms with all he, and Russia, had been through, and
the reasons for his parents' disappearance. As his father had been a leading
Bolshevik, he tried to understand Bolshevism and the society Valentin had
helped to create. He admired his father's and others' idealism and high
principles, but abhorred the terror preached and practised by some
revolutionaries and the moral consequences. He is quoted as saying, while
abroad in 1977, 'l accept the February Revolution, but not the October
Revolution'.” His own experiences and those of his family provide much of the
subject matter for Trifonov's books; he puts a lot of his own character and
experiences into his characters, and most of his works have an autobiographical
element. As he changes with time, so do his works, from the enthusiasm of his
first novel Studenty compared with the pessimism and reflections of death of his
last works. In part, of course, the change of tone was dictated by censorship and
self-censorship, and 1 have tried throughout to detail the alterations and
omissions imposed by the author himself or by his editors to later editions of
earlier published works. Nevertheless, I believe the step by step chronological
analysis of Trifonov's development as a writer shows much more than a man
adapting to the requirements of his time. It shows a painstaking and
fundamentally honest process of self-discovery and of the reassessment of
society in the light of historical enquiry. By reflecting his time, however,
Trifonov's writing shows the totality of the Soviet experience for himself and the
families of those who made the Russian Revolution over six decades.

7 Quoted in H. Ermolaev, The Theme of Terror in Starik' in Arnold McMillin (ed.), Aspects of
Modern Russian and Czech Literature: Selected Papers of the Third World Congress for Soviet
and East European Studies, Columbus, Ohio: Slavica, 1989, p. 105: "The author said this during
a visit to Oberlin College in 1977 in the presence of Professor John B. Dunlop.”



CHAPTER 1
CHILDHOOD AND FAMILY BACKGROUND

[urii Valentinovich Trifonov was born on 28th of August, 1925 in Moscow, the
son of an old Bolshevik Valentin Andreevich and Zhenia Lurié, who was from a
revolutionary family. Her mother, Tatiana Slovatinskaia, was an old
revolutionary, a party member from 1904, acquainted with Lenin, Stalin, and
Kalinin, amongst others, and had at one time been a secretary in the Politburo.

Valentin Trifonov was of Don Cossack descent, born the son of a teacher
in 1888 in the village of Verkhne-Kundriuchenskii, in the Novocherkassk
region. When he was seven years old his parents died, and so he and his elder
brother Evgenii moved to the town of Maikop. In 1904 they joined the Social
Democratic Party in Rostov and took part in the 1905 Revolution. When
arrested in 1906, the brothers swapped names as Evgenii was old enough to be
executed for his part in the 1905 revolution. In this way his life was saved.!
From this time on the brothers spent many years in camps or exile, although they
escaped from time to time.2 Trifonov himself says that his father said or wrote
little about his time in the camps, and when he did it was only in a jokey
manner.3 Thus as a child, Trifonov viewed his father's time in the camps in a
rather unserious and romantic light. It was not until years later that he
appreciated what his father had endured for the cause, along with many other
revolutionaries with the same high principles and dedication to create a new
society.

In 1917, Valentin was in Petrograd when Nicholas II abdicated. He was
secretary of the Bolshevik group in the Petrograd Soviet, and in August, both
brothers helped to set up and command the Red Guard there (although of course
after the Purges, official history denied their role and said it was formed at a
later date). With the approach of the Civil War, Evgenii went south with
Valentin, who helped to build the Red Army in the Ukraine and Donbass
regions. He next went to fight the White Czechs in the Urals, and in 1920,
travelled back to his home town of Rostov: then on to the Caucausus, where in
February 1921 Georgia finally fell to Soviet power. During these years,
Valentin was also a delegate to the ninth and tenth Party Conferences.

1 See Orblesk kostra, p- 15, Volume 4.

2 For a detailed account of the lives of Valentin and Evgenii Trifonov see Trifonov's 'Otblesk
kostra', Znamia, 1965, no. 2, pp. 142-60; no. 3, pp. 152-77.

31bid, p.17.



In 1921, he was demobilised. From the following month to December
1923, he was head of the All-Russian Oil Syndicate. From 1924-26, he was in
charge of the war department of the USSR High Court and a member of the
Presidium of Gosplan. In 1925, the year lurii was born, he was sent to China on
a military mission. He produced a critical report on this, and thus, somewhat out
of favour, was sent to work in Finland as a commercial representative for the
Soviet embassy in Helsinki. The family lived there from 1926-1928, during
which time Trifonov's sister Tania was born. Trifonov recalled this time in the
story 'Seroe nebo, machty, i ryzhaia loshad' '4 when he returned to Finland and
met an old woman who remembered his father. He was, she told Trifonov,
always very polite, well-mannered and pleasant to subordinates. He was also a
silent, restrained man, an introvert like his son. He was selfless, a critical man
of high moral principles not a docile henchman, and thus it was not surprising
that, like many old idealist Bolsheviks, he was destined to disappear during
Stalin's purges. Trifonov admired and loved his father greatly. Although he had
his doubts about his allegiance to Bolshevism, he never doubted his father's
courage, morals and selflessness. In 1973, Y. Taratuta bought a set of postcards
called Pod znamenem Oktiabria. They included one of Valentin Trifonov and
she rang Iurii to tell him about them. She recalls him being grateful and moved,
and saying how very important it was for him.>

Trifonov's mother, Zhenia, was Jewish and sixteen years younger than
his father. She was twenty one when lurii was born. Although a very artistic
woman who drew and wrote poetry, she graduated from the Moscow Timiriazev
Agricultural Academy in 1932 as a zoological technician. This was probably
due to Valentin's influence, who considered it to be a more 'useful’ profession
than the arts. She was often on trips to collective farms, and her professional
qualifications were to prove useful in the camps, where she was allotted work on
a collective farm after Valentin's arrest and execution. Trifonov's last wife, Olga
Trifonova-Miroshnichenko, has just published one of his mother's letters to her
children when she was in the camps, where she tells them «rnaBHoe - 3To
HHUKOIZla He TepATb UyBCTBa loMopa.»® Trifonov had an excellent relationship
with his mother. They were spiritually very close and he missed her a great deal
after she died in 1975. To some extent Ksenia Fyodorovna, Dmitriev's mother

4'Seroe nebo, machty, i ryzhaia loshchad' ' in 'Oprokinutyi dom. Rasskazy’, Novyi mir, 1981, no.
7, pp. 58-87.

Sy. Taratuta, 'Avtografi', Literaturnoe obozrenie, 1986, no. 1, pp. 97-112.

6 Quoted in Olga Trifonova-Miroshnichenko's novel 'Popytka proshchaniia’ in Den' sobaki,
Moscow: Sovetskii pisatel', 1992, p. 220.



in Obmen 7, is based on Trifonov's mother. However, with the character of
Ksenia Fyodorovna, Trifonov exaggerated the haughtiness characteristic of
some people from revolutionary families. Ksenia Fyodorovna is extremely
proud of her roots, to the point of looking down on those without the same old
revolutionary background as herself. Zhenia's brother Pavel was the author of
the diaries Trifonov used in Otblesk kostra, and the prototype for Pavel Letunov
in Starik. 8

In 1928, the family returned to Moscow, where they lived in a flat on
Tverskoi boulevard, and Valentin became president of the All Union Academy
of Agricultural Sciences. In 1930 they moved to the 'Government House' (Dom
pravitel'stva), the 'house on the embankment' which Trifonov was later to
immortalise in his novel of the same name.? Trifonov was the first to write
about this house which was designed by the architect B M Iofan and constructed
from 1927-1931. It contained all that its inhabitants required - post office, bank,
shops, canteen, nursery, clinic, cinema and sports hall, and was the first multi-
storey building of its kind in Moscow. Many politicians, military figures, artists,
journalists, writers and academics lived there, including Krushchev, Rykov,
Tikhonov. The writer Mikhail Shatrov spent some of his childhood there, as
well as Trifonov, before the same common fate befell both their fathers. The
building now houses a museum which is run by a few of its current residents and
contains information on its construction, history, former tenants, including a list
of all those killed during Stalin's purges. This, of course, was the original of the
Dom na naberezhnoi, but Trifonov's childhood experiences in this house are also
used in other works, for example Studenty 9, Vremia i mesto 11, and
Ischeznoveniel2. The characters of Anton Ovchinnikov (Dom na naberezhnoi)
and Leni Krastinia (Ischeznovenie) are based on a friend who also lived there,
Lev Fedotov. He was a very talented child, the "all-round person" that Trifonov
talks of in '‘Dobro, chelovechnost', talant'13. He died during the war in 1942 and
his mother gave Trifonov his diaries. In 1986, a documentary film, Solo trubi

7'Obmen. Povest' ', Novyi mir, 1969, no. 12, pp. 29-65.

8'Starik. Roman', Druzhba narodov, 1978, no. 3, pp- 27-153.

9'Dom na naberezhnoi. Povest' ', Druzhba narodov, 1976, no. 1, pp. 83-167. See also Chapter 7.
10 'Syudenty. Povest' ', Novyi mir, 1950, no. 10, pp. 56-175; no. 11, pp. 49-182.

11 Wremia i mesto. Roman', Druzhba narodov, 1981, no. 9, pp. 72-148, no. 10, pp. 22-108.

12 scheznovenie. Roman', Druzhba narodov, 1987, no. 1, pp. 6-95.

13 '‘Dobro, chelovechnost', talant', in Kak slovo nashe otzovetsia, pp. 187-189.



was made of his life. As well as at the house on the embankment, Trifonov and
his family spent time in their goverment dacha in Serebryannii bor, which also
figures in his works.

From 1932-37, Valentin Trifonov was chairman of the Main
Concessions Commiittee of the Council of People's Commissars, and a member
of Sovnarkom and Gosplan. He was also a military expert and wrote a book
Konturi griadushchei voini ('Aspects of the Next War') which described the
dangers of ignoring fascism and forecast Hitler's blitzkreig. He sent copies to
Stalin, Molotov and Kalinin, hoping perhaps, like the character Mikhail Baiukov
in Ischeznovenie, that it would allow him to return to military, rather than
commercial affairs. However it probably led to his downfall as it was not the
official line taken at the time. Thus on the night of 21/22 June 1937, Valentin
was arrested and taken from his dacha. Trifonov says of this in Otblesk kostra :
«MHe 6blJTO OAMHHAALATD JIET, KOr/la HOUBIO NpHeXaJld JIOAW B BOGHHOM U
Ha TOM Xe fAaue, rZie Mbl 3alycKasii 3MeeB, apecToBaiMd OTLa W YBE3JH.
Mbl C cecTpo# chanu, oTel He 3axoTesn B6yAUTb Hac. Tak MH He
TIONPOIaHCch. 3TO BbUIO B HOUDb Ha 22 WioHsS 1937 roga». 14

Valentin Trifonov was executed on 15 March 1938, and a few months
later lurii's mother was arrested as the wife of an "enemy of the people” and
given an eight year sentence in a labour camp in Kazakhstan. His uncle Evgenii
Trifonov died of a heart attack in 1937 from the stress of waiting for the
authorities to come for him, and his wife followed soon after.!> (The number of
heart attacks rose dramatically during the purges). Both became victims of the
state they had worked so hard to create. He left behind a son of an earlier
marriage, Georgii, who also became a writer, under the pseudonym Mikhail
Demin. Evgenii himself was very artistic, as well as a military man. He wrote
many stories and poetry and was a director at the Revolutionary Theatre. Demin
eventually emigrated as he fell in love with his French cousin and decided to
move to Paris in 1968. Trifonov was not very happy about this - how could he
be a writer if he lived abroad:

«HeT, nucaTeNb, €CAH XOUeT ocTaThbCs MUcaTesleM, IOMKEH XHTb B CBOEH
CTpaHe, 3ZIeCh €ro KOPHH, OH 3HaeT NpobjieMb CBOEH CTpaHH, 3JeCh €ro
YHUTATENH, KOTOPEIM OH HYX€eH». 16

14 Otblesk kostra, p. 8.

15 For his son's account of this time in Evgenii Trifonov's life, see the first book in Mikhaii
Demin's autobiography, Blatnoi. Roman, New York: Russica Publishers, 1981.

16 Quoted in E B Rafal'skaia 'Vstrechi s Iu. V. Trifonovym' contained in the Russian State
Archives, Moscow. Unfortunately, I do not have the reference number.



This largely explains Trifonov's attitudes towards the Russian dissidents, and
why, despite all the difficulties of being a writer in the Soviet Union, Trifonov
never emigrated.1”

After the arrest of their parents, lurii and his sister were looked after by
their grandmother Tatiana Slovatinskaia, and thus avoided ending up in a
children's home like so many others. Their cousin Georgii moved back with his
natural mother after the death of his father's second wife. Trifonov was amazed
that, despite the destruction of her daughter's family, his grandmother still
supported Stalin thoroughout her life. She had sheltered Stalin once when he
escaped from camp, and years later he gave her a signed copy of his Krazkii kurs
istorii VKP (b). She was probably one of the many people who thought that
Stalin was not responsible for the scale of the purges, and that if he only knew
about them, they would be stopped.

They continued to live in the house on the embankment, which was
pervaded by an atmosphere of terror and fear.!® In 1940 they were evicted and
moved to a communal flat on the edge of Moscow, in Bolshaia Kaluzhskaia
street. Trifonov's world had been turned upside down. Life became very
difficult. As the son of an enemy of the people, a 'non person', someone «Be3
npournoro» as his cousin described it!%, he was in a way branded and no doubt
avoided by many people, frightened of being arrested themselves. Another life
(another recurrent theme in his works) had begun for Trifonov.

His father's death had a shattering, ineradicable effect on Trifonov. In a
questionnaire in 1975, he answered the question «Kakasg mnorepd B
mecTHaAUaTh JeT caMasi cTpamHasa?» «[foTeps poautenei.».20 The legacy
of Valentin Trifonov generated many of his son's works. Primarily, there is the
examination of the lives of Valentin and Evgenii in Otblesk kostra. Valentin
Trifonov had intended to write his own account of the history of the Petrograd
Red Guard. His son in a way fulfilled this.?! Trifonov was always interested in

17 For a further discussion of Trifonov's relationship with dissident writers, see Chapter 6.

18 For another account of living in the house on the embankment, especially at this fateful time,
see Lydia Shatunovskaia, 'Dom na naberezhnoi', Kontinent 23(1980), pp. 235-54, and 'Chas
rasplatt', Kontinent 27(1981), pp. 325-41.

19.5ee Mikhail Demin, Taezhnyi brodiaga. Roman, New Y ork: Russicia Publishers, 1986, p. 11.

20 Zhguchie voprosy vzroslomu cheloveku. Otvet na anketv', Komsomol'skaia pravda, 25
October 1975; reprinted in Kak slovo nashe otzovelsia, p. 268.

21 Trifonov claims that he was first led to writing Otblesk kostra when he found many of his
father's old documents in a trunk. (See Otblesk kostra, Vol.4, p. 8). Trifonov does not say
exacily when and where he found them, although it is a wonder that they were not confiscated
after his father's arrest. Once he had read these, he went on to consult various archives to



history; the historian I. I. Mints who knew Valentin Trifonov, recalls him as a
child often asking his father questions when he told stories about the revolution
and civil war.22 This was not due just to a natural curiosity about his father but
to his interest in the fate of the generation who made the revolution, in the whole
epoch. The phenomenon of the revolution eating up its own children is
examined not only in Otblesk kostra, but also later devolped in Starik. 23
Trifonov also explores the roots of the revolutionaries in Neterpenie 24, and he
wrote many articles on history throughout his life.

Another recurrent theme in Trifonov's works, stemming from the death
of his father, is that of the lost idyll of childhood. The setting of the idyll is
often at a dacha and it is shattered by the loss of the father and/or orphanhood.
In many lyrical, intimate passages, Trifonov shows the feelings of loss
experienced by a child whose safe world has vanished, to be replaced by another
harsher life. These feature in many of his works: Utolenie zhazhdy 25, Vremia i
mesto 26 and Ischeznovenie. 27 The last was much more explicit and Trifonov
knew it would never be published in his lifetime. Although the characters are
fictional, it is in a way his own diary of the time. Loss and disappearance
formed the frame of childhood, not just for Trifonov but for many other children
whose parents were Killed or exiled during the purges. In speaking of his own
loss, Trifonov is speaking of the experiences of many. In this sense he is like
Anna Akhmatova; in her Requiem she speaks for the millions of wives and
mothers who lost their loved ones. Trifonov in his works speaks for the
children. Linked with this loss is the paradigm of a world turned upside-down,
the topsy-turvy house (oprokinutyi dom), as expressed by Piotr Koryshev in
Utolenie zhazhdy :

«HeTt, HacTosee GbLIO, HO HEZIOATO, JET /IO OAHHHAAATH, AETCTBO GRIIO
HACTOSHIEE, a TIOTOM BCE TMOJIETEN0 KYBHPKOM: OTPOUYECTBO HH K UEPTY,

enlarge on what he had just discovered, to find out more about his father and others who took
part in the revolution.

2y, Ogrizko, 'Vtorzhenie v zhizn'. Interview with the historian 1. Mints.", Kniziinoe obozrenie,
16 August 1985, p.8.

23 'Starik. Roman', Druzhba narodov, 1978, no. 3, pp- 27-153.
24 Neterpenie. Povest' ob A. Zheliabove, Moscow: Politizdat, 1973.

25 Utolenie zhazhdy. Roman', Znamia, 1963, no. 4, pp. 81-118; no. 5, pp. 3-39; no. 6, pp. 3-68;
no. 7, pp. 3-88.

26 'Wremia i mesto. Roman', Druzhba narodov, 1981, no. 9, pp. 72-148; no. 10, pp. 22-108.

27 Tscheznovenie. Roman', Druzhba narodov, 1987, no. 1, pp. 6-95.
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I0HOCTB MCKaJleueHa BOMHOH, a IOTOM HernpepbiBHasi Bopbla 3a TO, UTOOH
BEITE UETOBEKOM, HECMOTPS HU Ha uTo.» (I, 516)
Trifonov's personal biography, most of all his childhood, was very important
material for his books. As he said in his last interview, he writes about his
childhood memories because they still affect him.28

LITERARY BEGINNINGS

After the death of his father and the exile of his mother, Trifonov found some
consolation in literature. He had been fascinated with writing from an early age,
and often wrote when he could not sleep. When he was thirteen, he attended a
literary circle along with two school friends. In 'Uroki mastera?? he recalls the
visit of the writer Konstantin Paustovsky (his future lecturer at the Literary
Institute and one of his favourite authors) to the literary circle. He asked the
children what they wrote about but, much to Trifonov's disappointment, showed
no interest in his favourite subject, dinosaurs. Thus, when he returned home,
Trifonov threw his notebooks full of stories away.

Trifonov, like his mother, had a talent for drawing (there are some of his
childhood sketches on display in the museum in the house on the embankment).
He did consider going to art school but his love of literature was stronger. He
wrote anywhere, wrote while other children were playing volleyball or tennis.
His favorite poets were Pushkin, Tyutchev and Blok, and his prose was greatly
influenced by Chekhov. In 'Idushchim vosled®0 he says that he always felt
himself to be a writer, there was never any question of how to start being one.

In June 1941, Germany invaded the USSR, and by October Moscow was
under seige. Due to his extreme myopia, Trifonov was not sent to the front, but
evacuated to Tashkent with his grandmother and sister. The following year he
returned to Moscow and worked in an aircraft factory throughout the war as a
fitter, then shop controller and dispatcher. He joined the Komsomol, was
elected editor of the factory paper and wrote satirical verses which were popular
with the other workers. In 1944 he decided to fulfil his ambition to become a
writer and applied to enter the Literary Institute.

28 8, Task, 'Otkrovennii razgovor. Posledniie interviiu [uriia Trifonova', Literaturnaia Rossia, 7
April 1981, p. 11.

29 \Uroki mastera', Literaturnaia gazeta, 31 May 1972, p. 6.

30 1dushchim vosled', Literaturnoe obozrenie, 1974, no. 12, p. 88.



CHAPTER 2
STUDENT DAYS

In 1944 Trifonov entered the Moscow Literary Institute. He had intended to
enrol in the poetry department and submitted some of his poems to the Institute's
board, along with a short story 'Smert' geroia’. Convinced that he would
definitely be accepted into the poetry department (<5 cTany nostoM. [a A
yXke H Tenepb MO3T. B 3aBoAckoH rasere s Ny6GJIMKOBaNl CTHXH Ha

NpOH3BOACTBEHHHE TeMh, OUeHb GOHAKHEe, CaTHpPHUECKHe, SJOBHTHE, OHH
uMesH ycnexa...»1) he was shocked to be told that his poems had not made any

impression on the board, but that its president, Konstantin Fedin?, had liked the
story. Thus Trifonov was admitted into the prose department instead, forgetting
all about poetry - he never wrote another line.3 It was certainly a brave decision
on Trifonov's part to enrol at the Literary Institute rather than carry on working,
as he had very little money and was dependent on his grandmother who had only
her pension. However, he felt that the fact he was a worker helped him to gain
admission:

<4 AyMaw, UYTO BRJI NMPHHAT B JIMTHHCTHTYT NOTOMY, 4TO paboTas Ha
ABMALHOHHOM 3aBOJE M XOJHJ B canorax M BaTHHKe. H MOTOMY, KOHEUYHO,
YTo B KOHIE COPOK 4YeTBepToro roja OHJIO C/AHMWKOM Maso
nocrynaouux. »*

The Literary Institute was opened on the 1st December 1933, to mark
Maxim Gorky's forty years of literary activity. The course lasted for five years
and the students attended seminars given by various established writers.
Trifonov himself taught there in the 1970s.5 Whether the course really could
teach people how to write is another matter, but it provided the students with
useful connections and certainly helped many literary careers. Trifonov himself

1 'V ospominaniia o mukakh nemoty', Druzhba narodov, 1979, no. 10, p. 186.

2 Konstantin Aleksandrovich Fedin, 1892-1977. Novelist, writer of short stories, war sketches,
critical essays and literary reminiscences. Important official in Writers' Union. When First
Secretary prevented the publication of Solzhenitsyn's Cancer Ward. As a result and for being, as
Grigorii Svirski puts it, one of the Party's "hatchet men", he was hated by many. Trifonov
however bore him no ill will. He recognised why others did, but still said he owed him thanks

for the break.

3 *Vospominaniia o mukakh nemoty', p. 186: «lIpoHzomio cTpaHHOE: B CIEAYIOHYI0 CeKyHAY
5 3a6bl1 O CTHKAX U He NHCAJ HX DHOJIbIIE HHKOMZA B XKH3HHI»

4 Ibid.

3 For one student's account of Trifonov's seminars at the Literary Institute see O. Koreneva, 'On
podaril nam dorogw', Moskovskii literator, 26 January 1990, p. 3.
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said «<Korja MeHS CHpaliMpaioT, HYXEH JIi JIMTEepaTypPHBH HHCTHTYT, 5
OTBeUal: pasyMeeTcs, HykeH. KorAa CrpaliEBaioT, HYXEH JIH, YToGH

CTaTb OMcaTeleM, 3aKaHUMBaThb HHCTHTYT, OTBEUYal: pPa3yMeercs, He
HYxHO.»6 Fedin's opinion was that the Institute's purpose was not to make

writers - the talent had to be there in the first place - but to help the young
writers' creative growth and develop their abilities.” In his first year, Trifonov
studied by correspondence as he was still working at the aircraft factory during
the war. At that time he went with others workers to Osip Brik's} seminars. He
recalls the cheerful and homely atmosphere there as everyone was tired after
work.9 However Brik died of a heart attack during Trifonov's second year and
he was transferred to Fedin's seminars, where there was a completely different
atmosphere. This course was usually for higher years and, as Trifonov was
younger than the other students, they were quite hostile towards him. In one
seminar he read out a story entitled 'Uriuk' about a lonely, young Turkmenian
working in a Moscow factory; the title referring to the dried apricots he always
carried round in his pockets to remind him of home. He did not think the story
was too bad, but the others ripped it to pieces, including the title, and Trifonov
could not bring himself to argue with them. Fedin however became very angry,
slammed his fist on the table and roared "And I tell you that Trifonov will
write!".10 Thus, as Trifonov and others have noted, he became almost legendary
round the institute as Fedin's favourite.!! Fedin remembers this story and says
of his impressions of Trifonov at the Literary Institute:

«...OH TIOKAa3aJcsl MHE HERIOKHHBM MO CBOEH 30DKO# Hab/ioAaTe/IbHOCTH 1
npocToTe. OH 6epeT TOo, YTO BUAWT. [IPEACTABJIEHHS €0 O XH3HH H O
TOM, 9TO HafO, TOUHH... .CTHJIb KOe-IJe HeyKkJox. BrpoueM, B CaMOH
HeyKMoXecTH TpudoHOBa €CTh HEUTO NPHMeYaTeNbHOE: OH OpraHH4YeckH

cepbeseH, s GH ckasajl --He MHO Bo3pacTy.» 12

6 'V osporninaniia o mukakh nemoty"', p. 186.

7 K. Fedin, Tropoiuv gon, Literaturnaia gazeta, 28 November 1973, p. 3.

8 Osip Maksimovich Brik, 1888-1945. Theorist of Russian formalism, co-founder of LEF and
Novyi LEF, playwright. After the October revolution, Buik worked at the Commissariat for
Education in the Department of Fine Arts, where he edited the journal Iskusstvo kommurty.
Married to Lili Kagan, who later maintained a ménage 2 trois with um and Mayakovsky'.

5 'Vospominaniia o mukakh nemoty".

10 rpiq,

11 1bid and sce also Irina Goff, 'Vodianye znaki Zapiski o Iuni Trifonove', Oktiabr', 1985,
no. 8, pp. 94-106; Natalia ['ina, Dorogi { sud'by, Moscow: Sovetskii pisatel', 1985, pp. 270-2



Trifonov also attended the seminars of Konstantin Paustovsky!3 and was
influenced by him, and, when a student, tried to imitate his style.14 It was partly
due to his love of Paustovsky's travel stories that he decided to visit Turkmenia
in the 1950s.

In 1947 came Trifonov's first publication in the paper Moskovskii
komsomolets, a short satirical tale, 'Shirokii diapazon'.!> It tells of a student,
Erudiktin, who believes that the only thing needed to pass exams is to
memorised the "wide range" of facts suggested by the title. He doesn't read
authors' works, but introductions and conclusions or encyclopaedias instead
(somewhat reminiscent of Chekhov's Professor Serebriakov, who prefers
criticism of Shakespeare to the works themselves!¢), and remembers lists of key
dates and facts. In the end he comes a cropper in his exam when he confuses
Schiller with Heine and recites the wrong list of information.

This was followed in 1948 by the stories 'Uzkie spetsialisty' in
Moskovskii komsomolets 17 and 'Znakomye mesta’ in the journal Molodoi
kolkhoznik.'8 The hero of the latter story, Samartsev, is an engineer. On his
way to discuss plans for the construction of a new factory, his truck becomes
stuck. He walks to the nearest hut to ask about a tow, and it turns out to be a
place where he stayed one night during the war in 1943. The old man who lives
there recognises Samartsev, although the engineer himself can remember
nothing about their previous meeting. They talk of the war and how the village,
like many other areas, is now being reconstructed. The mood is very typical of
the time, the whole nation united to rebuild their motherland after the wartime
ravages. The omnipresence of the Party is there, in accordance with socialist
realist literary principles. Trifonov later was to consider this story weak, as he

says in 'Zapiski soseda':

12 K Fedin, op. cit

13 Konstantin Georgievich Paustovsky, 1892-1968. Author of short stories, novels, novellas,
plays and reminiscences. Wrote impressionistic, lyrical prose in the tradition of Bunin, whom
Trifonov came to love and be influenced by when Paustovsky introduced the writer to his pupils.
He stood for honesty, moral values and the freedom of individual writers and in 1966 came out
in defence of Sinyavsky and Daniel, which earned him the respect, admiration and love of many
Russian writers.

14 See 'Uroki mastera' in Kak slovo nashe otzovetsia, pp. 174-181.
15 'Shirokii diapazon. Feleton.', Moskovskii komsomolets, 12 April 1947,

16 In Predvaritel 'nye itogi Rita accuses her husband, Gemnadii Sergeevich of being like
Serebriakov.

17 \Uzkie spetsialisty', Moskovskii komsomolets, 13 March 1948.

18 'Znakomye mesta. Rasskaz.', Molodoi kolkhoznik, 1948, no. 4, pp. 12-13.



<, KaxeTcs1, BHJT CMYIiEeH, TOTOMY YTC HaBpaJ/l, HalleuaTaHsl GHJIH ABa
pacckasa: B albMaHaxe <«Mojsofas TBapAusi» paccka3 <B cTenu», o
KOTOPOM 51 YIOOMAHYJ, B eWé oAuH, 6eckoHeuHo cnabuil, B XypHane

«MOJIOACH KOIXO3HHK»» 19
'V stepi' was also published in 1959 in Trifonov's first collection of short

stories, Pod solntsem 20 (see also Chapter 3), and is a fairly standard work for
the time, telling of Varia, a livestock specialist, who has just started work in
Kazakhstan. At first she dislikes her life there, but after days of driving sheep
across the steppe and proving her worth, she of course grows to love the place
and its people. However, other stories written at the same time, but only later
published in Pod solntsem, differ. The first, 'Zimnyi den' v garazhe' (written in
1946), describes one working day in Moscow during the Second World War.
One worker, from Odessa, discovers that his house has been destroyed and his
whole family killed. His reactions and that of the other workers are described,
how they have all suffered and how children should not be caught up in the war.
This is a somewhat different portrayal of the war, a universal, humanitarian tale,
rather than just propaganda about how the great Soviet victories were made with
massive sacrifices. Another different depiction of the war, from a child's point
of view, is shown in Belye vorota, written from 1947 to 1952. The main
character returns to the place where he stayed in a dacha during childhood, and
remembers the time when war broke out. Then it was a very distant threat, and
he and the other children treated it almost like a game, all taking turns to keep
night watch on the look out for potential enemies and saboteurs. This story
shares a number of common features with many of Trifonov's later works.
Firstly, the narrator sees how the dachas and their inhabitants have changed,
how Moscow is expanding to swallow up the countryside around it with rapid
urbanisation, a theme which runs through almost all of Trifonov's works.
Linked with this, and the very important theme of time, is how places bring back
certain memories, as shown also in Obmen and Dolgoe proshchanie. The
child's eye view is common to Dom na naberezhnoi, Vremia i mesto and
Ischeznovenie, and in all these stories we see how external historical events,
both war and Stalin's purges, destroy the idyll of childhood, represented by life
at a dacha®l. Despite other wooden, politically correct works, the roots of

19 ‘Zapiski soseda', Kak slovo nashe otzovetsia, p. 144. The full version was later reprinted in
Druzhba narodov, 1989, no. 10, pp. 7-43.

20 pod solntsem. Rasskazy, Moscow: Sovetskii pisatel’, 1959.

21 This stems from the loss of his own father, as discussed in Chapter 1.
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Trifonov's creativity were already in evidence, although it would take time and a

different political climate for them to fully evolve.
STUDENTY

Fame came relatively quickly for Trifonov with the publication of his first novel
Studenty 2. Part of the novel formed the dissertation for his final year exams at
the Literary Institute from which he graduated in 1949. In Zapiski soseda he
tells of how the novel came to be published. After leaving the Literary Institute
he could not find work anywhere so he stayed at home and completed Studenty .
Then came the problem of where to submit the manuscript for publication. He
had already taken several stories to Oktiabr' but heard nothing from the editors,
and so he decided to go and see Fedin who was on the editorial board at Novyi
mir. Fedin had liked the two chapters of Studenty which Trifonov had read out
at a seminar, but he doubted as to whether he would also approve the five
hundred page book. However, much to Trifonov's amazement, Fedin had
already been in touch with Tvardovsky 23, the editor of Novyi mir, who was on
the look out for new authors and wanted to read the manuscript. Within two
weeks Tvardovsky called Trifonov to his office and told him the novel would be
published, although it would first need editing. This was done over the summer
of 1950 with the help of Tamara Gabbé¢, although exactly what she changed in
the original text, and how, is unknown. Thus, in the October and November
editions of Novyi mir, a shorter but deeper version of Studenty appeared, to
much acclaim and overnight fame for Trifonov.

The novel is based on Trifonov's experiences at the Literary Institute, but
is set instead in the Moscow Pedagodical Institute to give it a more general
overview.24 It is a standard socialist realist work written in the spirit of the
times, a time when it was difficult to get anything published under Zhdanov's
repressive cultural regime. The main characters are either positive or negative;

22 'Studenty', Novyi mir, 1950, no. 10, pp. 56-175; no. 11, pp. 49-182.

23 Alexander Tvardovsky, 1910-1971. Poet and editor at Novyi miir (1950-54, 1958-70). Dunng
the Second World War, he published his popular poem Vasily Tyorkin, a folk hero loved by the
Russians. Although a loyal Communist, he was dedicated to the truth.  He was dismissed in
1954 after the publication of Pomerantsev's article On Sincerity in Literature, but reinstated in
1958. He transformed Novyi mir into the most liberal journal of the post-Stalin era, publishing
Solzhenitsyn, Voinovich, Pasternak, Akhmatova and Babel amongst others. He was constantly
harassed by the bureaucracy who forced him to resignin 1970. Novyi mir was his life work,
and the loss of it may have hastened his death from cancer in 1971.

24 See ‘Tribuna chitatelia: Obsuzhdenie povesti Tu Trifonova "Studenty" ', Novyi mir, 1951, no.
2, pp. 221-28.
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the collective is always victorious, leading the negative elements back on to the
right path for new Soviet man (or woman) to build a glorious communist future.

The story starts with the main protagonist, and required positive hero,

Vadim Belov, returning home to Moscow after the '‘Great Fatherland War'. The
mood is very patriotic, Vadim is drunk with happiness to be back in Moscow
and starting life afresh. His joy is understandable, but little, if anything, is
shown of the real hardships experienced after the Second World War. Socialist
realism demanded from Trifonov an overly optimistic mood and was not
interested in harsh realities. Studenty is partly autobiographical fiction, a genre
in which Trifonov was to excel. Vadim is to some extent a figure for the author;
his childhood and youth is similar to the writer's - he lived on Bersenevsky
embankment and was evacuated to Tashkent during the war. Vadim's father,
like Trifonov's, is dead but, unlike the author's, he died in battle rather than
during Stalin's purges, unmentionable at the time. Another positive character,
Andrei Sirikh, also bears some resemblance to Trifonov in his physical
appearance, his myopia and timidity, and in the fact that he moves straight from
a factory to the Institute. His sister Olga is similar to the writer's sister Tanya.
Events in Studenty, such as the anti-cosmopolitanism campaign when many
professors were dismissed, were witnessed by Trifonov while in his last year at
the Literary Institute. The post-war period and Stalin's last years were a time of
great repression, xenophobia and anti-capitalist, anti-western propaganda and
passages illustrating this can be found in Studenty, as, for instance, statements
in Chapter 2:
OH MOBHAAN 3arpaHuLly - He Ty, O KOTOpPO# OH UHTa/l B Pa3sHHX KHHTIax,
4yTo GHJIa HapHCOBaHa Ha KPacHBHX MOYTOBBIX MapkaX H TJIAHLEBHMTBIX
OTKpHITKax, - OH YBHAe] 3arpaHHLy BXHBe, NOTporal €€ Ha OWyMb,
moabla e Bo3yxoM. H uacTo 3To ObBaj CHEPTHIH, HEUUCTHH BO3AYX, K
KoTOpoMy JAérkHe BaaHMa He NOPHBBKAH. OH BHAEN HapAAHHE,
BEeNIOCHEXKHEE BIUIH Ha Oepery osepa basaToH M UépHble, IPOJHM/ISHHEE
flauyr¥ Ha okpawHe byZameiuta; oH BHAE/ YIHTaHHHX, 6arpOBHX OT MHBa
BEHCKHX JIABOUHHKOB M PeOATHIIEK C [OJIOAHHMH, CEPBHIMH JHLAMH,
NMPOCHBIIMX Yy TaHKUCTOB X7eBa . . . Ja, MHOroe cJIe0oBajo NepenenaTs B
3THX CTpaHaxX, packopyeBaTb, BCMAaxaTb, 3aceATh, MHOroMy eué
OpeACTOSAA0 HAYUYHTBCH JMOAAM, XKHBYIIMM 3a UEpPTOH HalWeH rpaHHLBD>.
[, 40]

The main action of the story centres round a six month period for
Vadim's class at the Pedagogical Institute - exams, parties, New Y ear; the main
character Vadim is contrasted with his old friend Sergei Palavin and Lena
Medovskaia. Other supporting characters are the sailor Lagodenko and his wife
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Raia, Andrei Sirikh and his sister Olga. Among the members of staff, Kozelsky
and Sizov, like Palavin and Vadim, stand out as contrasting characters, whose
'good' and 'bad' traits are revealed gradually in the course of the narrative.
Vadim's great desire is to follow in his father's footsteps and become a teacher,
paboTaThk ¢ JIOAEMH, OHTH BCerZa B 6oablioM, APDYKHOM kossiekTHee. He
is no genius, but works hard, and is somewhat shy in company. Palavin, on the
other hand, is extremely talented and popular. As well as his studies, he is
involved in the Student Research Society, is awarded the Griboyedov
scholarship and writes a book. However, as the novel progresses, Vadim and
Sergei are shown in increasingly positive and negative lights respectively. Their
friendship wanes and Vadim turns to the other students, especially when his
mother is ill. Unlike Vadim, Palavin has no sincere desire to be a teacher; he
joined the Pedagogical Institute as a stepping stone to research, considering that
he would do better there than at university. Underneath he is shown to be
arrogant and self-absorbed; he uses people and has a complete lack of morals. It
is soon apparent that nothing good is to come of this self-seeking individualist.
And how could it be otherwise, considering the standard socialist realist
formula, the battle of the collective versus the individual? A case in point is
Sergei's failure to attend the Voskresnik (Sunday devoted to voluntary labour),
saying he has to finish his paper for the SRS instead. His soul-mate Lena
Medovskaia also makes her excuses and goes home with a sore throat. Vadim
of course thoroughly enjoys his day along with the others:

«Pa3Be He HCTMHTAJH OHH caMylo GOJbWYI PaJoCTh - PafoCTb APYXOH,
pPaAacCTh OAHOrO MOPHBA U OJHUX CTPEMJIEHHH A7 KaXAoro U AJA BCeX?»
[, 168]

Some of the students are also involved with a literary circle at the
machine building factory where Spartak used to work, thus fulfilling the
important task of keeping links with the working class. Vadim loves taking part
in this and helping the workers, while Sergei only goes along to collect material
for his book and Lena is not at all interested, her reason being that, as her father
is head of a plant, she has visited factories many times before. It turns out that
her father is made director of this particular machine building factory. He, on
the contrary, is interested to find out about the literary circle, regrets the fact that
it is not Lena who told him about it and reproaches her for her indifference.
When there is no personal advantage to be found or they are not centre of
attention, Sergei and Lena are not in the least interested.

Lena is part of the love story woven into Studenty. At the beginning
Vadim falls for her beauty and charms, but soon discovers that she is self-
centered and empty-headed; her main concerns are to sing, to dress well and to
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look pretty. On a trip to the Tretyakov Gallery, a discussion arises about
happiness. Lena says that an artist must be happy having created a painting for
himself. Andrei and Vadim disagree, an artist can only be happy having created
something for the people. After all, cuactiee (happiness) originally meant co-
vacThbe (sharing)! [I, 94-97]. Lena has no great aims or thoughts, for her it is
sufficient to conform to official requirements:

<A HaM-TO 3ayeM 3aBROAHTbL 3TH abCcTpakTHHE Cloph? 5 Takas Xe
KOMCOMOJIKa, KaK M TH, Y Hac OfHa MAeo/orHA. O YeM HaM CIOpHTL?»
[, 177]

Palavin in his arrogance is convinced that he can win Lena over, which
he does, and they make a perfect couple. Both are intended as representatives of
petty-bourgeois individualism, negative elements from the past, which must be
overcome in the struggle towards communism. Palavin is eventually unmasked
and appears in his true colours. To start with, his book about factory life is a
flop and criticised as being unrealistic, boring and useless, by both his fellow
students and the workers from the literary circle. Vadim discovers from an old
girlfriend of Sergei's, a nurse at the hospital where his mother is being treated,
how he used her to borrow her cousin's thesis on Turgenev which he plagiarised
for his own essay and how, when she thought she was pregnant, Sergei
abandoned her after earlier promises of marriage. This is all brought out at a
Komsomol meeting and Sergei is given a severe reprimand and warning. He
leaves the institute but is eventually persuaded to return to the collective fold.
His family background is shown to have been the main problem. His father left
his family, while his mother, a foolish, weak-willed woman, doted on Sergei,
which badly affected his character. Vadim, reflecting on this, remembers a
passage he feels he remembers from Chekhov:

«B ceMbe, TAe XeHWuHa GypKyasHa, JErKO KyJIbTHBHPYIOTCS MaHaMHCTE,
MpoAAOXH, GesHaAeXHHE cKOTh. [, 348]

Now the collective will help him; his rehabilitation initially comes
through volleyball - igra kollektivnaia - but of course he must make more effort
as "life does not only consist of volleyball" [I, 398]. Lena too changes during
teaching practice; she is very popular with the children and thus Vadim thinks
maybe she will make a good teacher after all. Here the collective may be seen to
have triumphed, but in Trifonov's later works characters such as Sergei and Lena
are shown to be the norm and do very well for themselves in Soviet society. In
her book /n Stalin's Time 25, Vera Dunham discusses how Stalin encouraged

25 V. Dunham, In Stalin's Time: Middleclass Values in Soviet Fiction. Cambridge: Cambridge
University Press, 1976.
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meshchanstvo in life and literature to keep his support. The stoicism and
primitive conditions of the 1920's (represented by the old Bolsheviks) have
gone, to be replaced by possessions and self-interest. In Studenty the
meshchane are not victorious, but under Brezhnev, when the Moscow Tales
were written, it was possible to show them in full bloom. By this time, for the
majority of Trifonov's characters, the ideals of the revolution have finally been
laid to rest.

The collective, and of course the Party, is also victorious in the case of
Professor Kozelsky, an example of the anti-cosmopolitanism campaign. Vadim
admires Kozelsky at first, but we soon perceive that he is indifferent towards
Soviet literature. He has gone against the flow by writing a book on
Dostoyevsky (several of whose works were condemned to oblivion during
Stalin's reign). Thus Kozelsky is another 'dangerous individualist' and must be
punished. The charges made against Kozelsky, such as formalism,
cosmopolitanism and fawning on the West, were mere rhetoric; no less typical
Stalinist terms of abuse than Trotskyite', '‘Bukharinist' and 'left-deviator'. The
state found it difficult to cope with free-thinking intellectuals and in the last
years of Stalin's dictatorship, they increased prison numbers. Kozelsky is given
all the typical features of the so-called formalists. He likes the sound of his own
voice and is well-dressed, smokes a pipe, has refined tastes and is also a
bachelor - a serious defect reflecting inadequacy or selfishness, both harmful to
Soviet society.20

As Vadim is the positive element to balance out Sergei's negative, so the
Dean of the Institute, Sizov, acts as a foil to Kozelsky, the party man versus the
individual scholar. They too, like Vadim and Sergei, have known each other
since childhood, but their lives have followed different paths: Sizov chose a
public career dedicated to the party, while Kozelsky retreated into scholarship
and kept apart from political life. | Thus, according to Sizov, Kozelsky has lived
only for himself and not for the party and the good of society, and should be
dismissed. Kozelsky's reply to this is rather interesting. A highly intelligent
man, he says that he had always thought that Sizov, a mere administrator, was
jealous of him. At this stage in Trifonov's writing and in the current political
climate, such a supposition could not be depicted as justified - in denouncing
Kozelsky and Palavin, Vadim and the Dean are working purely for the good of
the cause, not out of petty jealousies. Y et under Stalin there were darker reasons
why people denounced one other, including envy. These, however, Trifonov did

26 [id, p. 207.
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not come to discuss until much later, when he treats a similar situation from a
completely different angle in Dom na naberezhnoi. ¥

In Studenty all ends "happily"” - the collective, and the Party, triumph
over the individual, and negative elements are erased, as the dictates of
"conflict-free" literature required. The usual socialist realist myths are all there:
Vadim feels at one with the workers, as there are supposedly no rifts between
workers and intellectuals. There are students from the other Soviet states and
communist countries, such as Rashid from Uzbekistan and the Korean
postgraduate Si Le Bon, all happy to take part in Soviet collective life.
Everyone 1s united through Marxist-Leninist-Stalinist ideology. The portrait of
life in Studenty is naive and optimistic: everyone is enthusiastically building the
communist future; Stalin's Russia is glorified. At this stage Trifonov could not
have written otherwise and Studenty might have been a lot worse. It is enough
to look at other books published at the time to see this. After Stalin's death and
the start of the de-Stalinisation campaign, such overtly Stalinist passages as
«BaaMM monaj Ha (pPOHT B TOT BeJIMKHH oA, KOrAa COKpPYUIHTEJIBHHE
CTaJIHHCKHE YAaphl OTGpacHBaiM Bpara BCE Jajiblie Ha 3anag»28, «CranuH,
BEAYWHHA 3TO FOCYAapcTBO B COJHEUHMH Kpal KoMMyuH3aMa»2® were
omitted. A passage in the last chapter, depicting the parade on Red Square and
the emotion of the citizens at seeing their great leader Stalin, was also taken out;
one example of how Trifonov 'evolved' due to censorship and the current
political climate. The passage in question was anthologised in 1951 in a
collection of stories and poems in praise of Stalin, Pervomaiskaia
demonstratsiia.30

In later life, Trifonov was to disown his first novel, not uncommon
amongst writers, and could not bring himself to read one word of it:
«Cefiyac M3 poMaHa «CTyAEHTH», KOTOPHM HaOHTa Lesasi MoJjika B MOEM
wkady, A He MOry MpoYecTb HH CTPOKH. JaxXe CTPallHOBaTO B3ATH B
pyxu» 31
It was traumatic for him to recall how he could have complied with Stalinist
cultural policy. However, there was not much choice. Obedience and loyalty

27 \Dom na naberezhnoi Povest ', Druzhba narodov, 1976, no. 1, pp. 83-167. See Chapter 7.
28 'Studenty', Novyi mir, 1950, no. 10, p. 66.
29 Ibid, p. 102,

30 'Pervomaiskaia demonstratsiia', in Studenty. Literaturno-repertuarnyi sbornik, Moscow:
Iskusstvo, 1951, pp. 76-81.

31 'Zapiski soseda' in Kak slove nashe otzovetsia, p.147.



were necessary for survival, especially for the son of an enemy of the people.
Tvardovsky, himself the son of an enemy of the people, a kulak, expressed this
in Po pravu pamiati as:

TH 30echk, CHHOK, HO TH He3ZeWHHH,

Kakoi Tefe elje pe3oH,

Koraga poauTtens TBOH B KpOMEUIHLIH,

B TOT caMbifi CIMCOK 3aHeceH 3?
Sholokhov wrote in praise of Stalin while the Soviet leader was killing his
beloved Cossacks on the Don; Ilya Erenburg also later hated his novel Deviatyi
val, in which he described the same parade as Trifonov, presided over by a
smiling Stalin. In order to get Studenty published, Trifonov had to write
according to the given formula. In 1949 he wrote a play with I. Dik entitled
Chest' otriada 33, which, although much shorter, follows the same pattern as
Studenty, depicting instead life on the level below the Komsomol, the Pioneer
organisation. Here too the collective is always much more important than the
individual, and the main character receives a box for his birthday enscribed with
the words "The honour of the group is above everything". According to
Trifonov's third wife, Olga Trifonova-Miroshnichenko, such phrases were
probably written 'in order to be like everyone else', and it may even have been
that Tvardovsky told the young author that such conformism would ensure
publication34 Although he later disliked Studenty, Trifonov knew that he could
not escape from his first novel:
«He/b3sgd OTpeKkaTaThkcs OT CBOMX KHHI, HO MOXHO YXOAHTE OT HHX
Aajieko. HHorza ouenb fasieko» 33
Twenty five years later he tried perhaps to rid himself of this sin (as he says
when talking of Socialist Realism's formula of the individual versus the
collective: <5, rpelWwHHi, ToXe OTAa JaHE Tako# cxeMe»30) by writing Dom
na naberezhnoi (see Chapter 7), somewhat in the same way that Tvardovsky

wrote about his kulak father in Po pravu pamiati, a reconsideration of many

32po pravu pamiati' in A. Tvardovsky, Poemy, Moscow: Knizhnaia palata, 1987, p. 321. The
poem itself was written in 1969.

33 1. Dik & Iu. Trifonov, 'Chest' otriada’, in Shkol "yl prazdrik. Sbornik p'es dlia shkol'not
samodeiatel'nosti, Moscow: Detgiz, 1955, pp. 193-206.

34 Interview with Olga Trifonova-Miroshnichenko, 13 October 1993,
35 'Zapiski soseda', Druzhba narodov, 1989, no. 10, p. 194.

36 'V kratkom - beskonechnoe', Voprosy literatury, 1974, no. 8, p. 184.
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attitudes expressed earlier in the poem of 1936 Strana Muraviia. In the former
poem, as Trifonov's first editor and mentor wrote:
Het, Bce 6bUTHE HEOMOJIBKH

JOMOJIBHTE HbIHE JoJIT BENT.37

However Studenty does have features in common with Trifonov's later
works, such as the descriptions of Moscow, which are considered some of the
best passages in the novel. It also evokes everyday life and was criticised for
being too 6uTOBOH, as were the Moscow Tales. One critic says the novel
sometimes «nbsiHEET OT GHTOBHX Mesoueii».38 The descriptions of the
Students' Sports Festival in Chapter 29 are echoed in Trifonov's sport stories
such as Odinochestvo Klycha Durdy.3° More importantly, the autobiographical
details, especially the loss of a father, are recurrent themes throughout Trifonov's
works.*0 It was this loss that brought about the later investigations into Soviet
history, in particular Oblesk kostra*! Connected with this is the theme of
childhood as an idyll, lost as a result of historical events and/or a father's death.
The effect of time on the characters is also explored, with the changes in Vadim
and Sergei - their characters and their friendship, plus the changing lives and
fates of Sizov and Kozelsky. The novel's time-scale, as in later works, is very
concentrated. The style, though, is different - stiff formal prose with an
omniscient third person narrator. Trifonov was inhibited by Socialist Realism,
hence Studenty seems artificially optimistic, even wooden, although not
consciously insincere. It was not until years after Stalin's death that Trifonov
was able to find his true voice.

However, if Trifonov was to later dislike Studenty, the novel was
immensely popular at the time. This was because, as the writer himself says in
Zapiski soseda, people were fed up with stories about the war, and wanted
instead something light and cheerful about contemporary city life. (For Vera
Dunham, this is when middle-class careerism and materialism, in other words
meshchanstvo, begin to take over from the old revolutionary values, reflected in
both life and literature*?). From amongst a number of works on student life - G.

37 Poemy, Moscow: Knizhnaia palata, 1987, p. 328,

38 1y, Karasev, 'Povest' o studentakl', Ogonek, 1951, no. 12, p. 24.

39 10dinochestvo Klycha Durdy’ in 'Puti v pustyne. Rasskazy', Znamia, 1959, no. 2, pp. 70-99.
40 A discussed in Chapter 1.

41 1Otblesk kostra, Znamia, 1965, no. 2, pp. 142-60; no. 3, pp. 152-77.

2y Dunham, In Stalin's Time.
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Konovalov's Universitet *3, V.Dobrovolsky 7ri v serykh shineliakh** and
Zhenia Maslova 5 and K. Lokotkov's Vernost' 46 - Trifonov's was considered
the best by the critics.47

However it is only natural the novel should have attracted some adverse
criticism, both from Western and Soviet critics, immediately after its publication
and more recently. At a discussion held at the Moscow State Pedagogical
Institute in 195143, students met, with Trifonov present, to discuss Studenty.
There were some minor complaints and nit-picking. Trifonov, they said, had not
correctly portrayed post-graduates and student-teachers, and for a literary faculty
in a Pedagogical Institute there was insufficient discussion of literature or
teaching, to which, of course, it could be said that the novel was intended to give
a moral message not to record literary discussions. Naturally, the argument
which leaps to mind for a Western reader that such discussions would not sell
books, was not, of coﬁrse, necessarily valid in a country where many books were
published (usually political works or by those high up in the Writers' Union and
the nomenklatura) only to be later pulped. More importantly, the students, in
common with other readers and critics, found the portrayal of Vadim to be dull
and wooden and much prefered Sergei and Lena. It is ironic that the worst
characters turned out to be the most attractive and most memorable, but
Trifonov's best works would also be about such people, and though he would
still perceive them critically, it would not be from the point of view of a
Socialist Realist stereotype. The outcome of the story for the negative
characters was also found unsatisfactory. That Kozelsky could easily find work
in another institute was seen as impossible as, according to the logic of the
Socialist Realist ethos, he could never be of any use to society.#® Sergei and
Lena's quick transformations and rehabilitation were considered dubious and
unconvincing. Sergei's happens far too quickly without any major internal

43 G. Konovalov, "Universitet. Roman', Oktiabr', 1947, no. 6, pp. 3-42; no. 7, pp. 71-108; no. 8,
pp. 3-68.

44 V. Dobrovalsky, ‘Troe v serykh shineliakh Povest' ', Novyi mir, 1948, no. 1, pp. 6-125.
45 1Zhenia Maslova. Roman', Novyi mir, 1950, no. 1, pp. 8-239.

46 K. Lokotkov, Vernost'. Roman, Novosibirsk: Novosibirskoe oblastnoe gosurdarstvennoe
izdatel'stvo, 1949,

47 See for example A. Lozhechko, Povest' o studentakh', Oktiabr, 1951, no. 1, pp. 185-8.

48 'Tribuna chitatelia: Obsuzhdenie povesti Iu. Trifonova "Studenty" ', Novyi mir, 1951, no. 2,
pp. 221-28.

49 See for example B. Galanov, '‘Nachalo puti', Znamia, 1951, no. 1, pp. 171-4.



struggle. His experience of the team spirit at volleyball provides insufficient
motivation for such radical reform and Lena is only loved by the children
because of her beauty, which would not, it was argued, necessarily make her a
good teacher. Some of the minor positive characters, such as Sizov and Olga,
were mere sketches, which did not help to combat the readers' preference for
Palavin and Lena.

Official criticism noted that the party does not play its required part in
Palavin's rehabilitation. Not only is the portrayal of Sizov sketchy, but the other
staff members too are not seen as sufficiently active. Other criticisms made
were that there was not the required 90% of working class characters, nor were
the students shown to be studying Marxism-Leninism enough!

The novel was nevertheless a huge success and in 1951 Trifonov became
the youngest writer to receive the Stalin Prize, which included twenty five
thousand roubles. Trifonov's life was changed overnight. Before he was a poor
student dependent on his grandmother, now he was invited everywhere,
recognised in the street and bought himself a flat and a car. He also married
Nina Nelina, a singer at the Bolshoi Theatre, and in 1951 a daughter Olga was
bom.

His marriage to Nina Nelina was somewhat like a "Hollywood romance”
- famous young writer meets beautiful singer. Nina was a quick-tempered,
quarrelsome woman; Irina Goff, who lived near the couple for some time,
recalls her as being a cantankerous character who fell out with everyone.
However, although the relationship was a stormy one, they loved each other
greatly. 'When Nina died suddenly in 1966, after fifteen years of marriage,
Trifonov was devastated and could not work for a long time after her death.

Studenty was translated into many languages and, although Trifonov
turned down a film adaptation, it was staged as the play Molodye gody at the
Moscow Ermolova Theatre in 1952, under the direction of Lobanov. The play is
more concentrated than the novel.3" As the novel was adapted for the stage,
most of the action takes place in the Institute and many parts were omitted, for
example Vadim's return to Moscow, the Voskresnik, and the parade on Red
Square, although the scenes about the visit to Andrei's family's dacha and
Andrei's departure to Leningrad for the student literary congress were retained
and extended. The play was not as successful as the novel because it lost such
highlights as the descriptions of Moscow and gained nothing in return. It was

30 See 'Plemia molodoe. Stseny iz p'esi po povesti Iu. Trifonova "Studenty" ' in Studenty.
Literaturno-repertuarnyi sbornik, Moscow: Iskusstvo, 1951, pp. 181-244.
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described as a "weak repetition” by one critic,3! although a lot of the blame for
its failure was laid by the critics at Lobanov's door for not sufficiently guiding
Trifonov to avoid the mistakes which were made in its adaptation.

KHUDOZHNIKI

At Lobanov's suggestion 32, Trifonov then went on to write another play Zalog
uspekha 53, which was also staged at the Ermolova Theatre in 1953. The four
act comedy, originally called KAudozhniki, centres round the young artist Andrei
Karpukhin, who has just finished Art Institute very successfully, due to his
painting Mayakovsky sredi molodezhi. 'This brings him great fame; every art
gallery in the provinces wants a copy of the painting. Initially Andrei wants to
paint a series of works on Moscow, but he becomes bogged down with the
copies. He is befriended by an older artist, Mukomolov, who bas exhibited
nothing for years, but makes a living from 'befriending' younger, fashionable
artists. He advises Andrei that he should not paint what he wants, but what is
easy and profitable, and helps him with numerous copies of Mayakovsky sredi
molodezhi, much to the disgust of the young artist's wife Nina. Andrei
eventually goes to Kuibyshev hydro-electric power station to paint a picture on
the building of communism. He spends only two weeks with the workers there,
not long enough to experience their life and hardships in order to produce a
decent, genuine picture. He argues frequently with Nina, who puts forward a
more difficult but honest way in art. Such a way is pursued by their friend
Fyodor, who spends six months in Central Asia and, as a result, produces his
best work. In the end, Andrei sees the error of his ways, renounces Mukomolov
and all he stands for, and is reconciled with his wife.

Zalog uspekha, however, was also a flop. Inna Goff recalls Trifonov
reading the play at the Writers' Union Komsomol organisation. She liked it and
found it funny, but at the theatre it failed to hold the audience's interest.>* The
play was criticised for not being realistic.53 It was felt the author had failed to

S gee V. Benderova, 'Ot zhizni k stsene', Komsomol'skaia pravda, 9 March 1952, p. 3.

52 Trifonov once said that he was only glad that due to Studenty he got to know Tvardovsky and
Lobanov, Teatr, 1979, no. 7, pp. 105-8

3 Zalog uspekha: Komediia v 4 deistviiakh, Moscow: VUOAP, 1953.
54 Itina Goff, *Vodianye znaki. Zapiski o Iurii Trifonove', Oktiabr', 1985, no. 8, pp. %4-106.

55 See V. Zalessky, 'Zalog uspekha', Vecherniaia Moskva, 2 December 1953, p. 4. and
T. Chebotarevskaia, 'Sud'ba molodogo talanta', Moskovskii komsomolets, 23 December 1953,
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bring the characters to life. Andrei's rebirth, like that of Sergei Palavin and Lena
Medovskaia in Studenty, was unbelievable and unrealistic as it happened far too
easily, without any great moral and creative recovery being shown. The
character of Andrei was seen as far too passive and lacking psychological
motivation. Stronger characters and more optimism were needed to fight against
Mukomolov's philistine attitude to life, which looked only for an easy way.
Zalog uspekha was written as a comedy and has some humourous
characters: Andrei's interfering aunt, the art critic who has made her living from
repeating the same two words, and other sycophants who hang round established
artists. However it does pose the serious question of how to live in art and thus
in life. It has something in common with other Trifonov stories about art:
Neokonchannyi kholst 7, Drugaia zhizn' 8 and Poseshchenie Marka Shagala .
Trifonov's father-in-law was an artist and, for part of his married life, he lived
with his wife's parents on Maslovka in a block of flats and studios purpose-built
for the Artists' Union. It was from here that he took the material for these
works. His father-in-law, Amshei Markovich Niurenberg, was the prototype for
Iona Aleksandrovich (Poseshchenie Marka Shagala) and Georgii Maksimovich
(Drugaia zhizn'). Under socialist realism, he had had to destroy all his early
works and conceal his friendship with Chagall, and thus led a deformed and
unsatisfactory artistic life, having betrayed his art. This was not necessarily an
easy way out, but it was the only way to survive under Stalin's repressive
regime; the alternative being to emigrate, as Chagall had done in 1922 after four
years as Commissar of Art in Vitebsk. Neokonchannyi kholst also tells of early
success, then failure, with the only way out being to leave Moscow. Muranov,
the main protaganist of the story, has found success a few years before the story
opens with his painting 'Urok fizkul'turi'. Since then he has toyed with many
genres, but is never satisfied with his work; nothing is as good as Urok
fizkul'turi'. He falls out of fashion, has little money and loses many friends.
Only his girlfriend Vera believes in him. Due to his impoverished state, he
accepts a state commission to do three sports pictures, but they turn out to be
empty and repulsive. On Vera's advice, he goes to Tambov where his

p 3

30 V. Sappak, 'Zamysel obiazivaet', Teatr, 1954, no. 3, pp. 93-102.

57 'Neokonchennyi kholst. Rasskaz', Neva, 1957, no.3, pp. 87-94. Reprinted in Pod solntsem,
1959,

38 'Drugaia zhizn'. Povest' ', Novyi mir, 1975, no. 8, pp. 7-99.

59 1poseshehenie Marka Shagala' in '‘Oprokinutyi dom. Rasskazy', Novyi mir, 1981, no. 7,
pp. 58-87.
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inspiration is regenerated. Ironically, Vera becomes the sacrifice for this: he is
so absorbed in his work that he no longer needs her. Here Trifonov the writer is
clearly using the painter as a figure for any creative artist, including the author.
Muranov's experience mirrors Trifonov's own dilemma: how to find an honest
way to build on his early success. After a period of spiritual crisis, Trifonov also
fled from Moscow but, like Fyodor in Zalog uspekha, went to Turkmenia to
find himself, and to seek a way out of socialist realist compromises. He has
discovered, as Andrei Karpukhin says, «<MHe GyAeT oueHb TPYAHO MHCAThb
pTOpYI0 Bewk>5? and is ready to take the advice of one old artist in the story...
«d He AyMaeTe NOC/ae NepBoH yAauH, UTO BH YXE€ 3aKOHUEHHBIH
macTep».51 After the failure of Zalog uspekha , Trifonov never wrote another
play.62 Due to this and other troubles in his life (see Chapter 3), he began to feel
increasingly unsure of himself and his creative talent. He now understood

Tvardovsky's warning, given to him after the initial success of Studenty:

«Cefiyac ycrnex - OnacHOCTh CTpallHas!»63

60 7alog uspekha, Moscow: VUOAP, 1953, Act 1.

61 Ibid, Act 3.

62 However, many of his major works were adapted for the stage, most notably Obmen and
Dom na naberezhnoi, which were staged at the Taganka Theatre under the direction of Turii

Liubimov from the 1970s onwards.

63 1Zapiski soseda' in Kak slovo nashe otzovetsia, p. 154.
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CHAPTER 3
FLIGHT TO TURKMENIA

The years from 1952 to 1964 represented a time of transition for Trifonov, as
well as the rest of the country. Stalin's death in 1953 led to a more liberal period
under Krushchev, culminating in the emergence of Solzhenitsyn and a new
generation of talented, not necessarily "socialist" realist writers in Tvardovsky's
Novyi mir. During this time, Trifonov was, as we have seen, unable to capitalise
on his original success in the pages of this now trail-blazing journal. He was
coming to terms with himself, the fate of his fatherl, his own private life and
political position. In his work he found two metaphors for life - the desert and
sport. These themes sometimes overlapped but, for the sake of clarity, this
chapter will examine the theme of the Turkmenian desert and the following that

of sport, which fascinated Trifonov throughout his life.

POST-STUDENTY

Once the initial euphoria had died down, troubles lay head for Trifonov. When
filling in official forms, he had always concealed the truth about his parentage.
He rightly feared that ,as the son of an "enemy of the people", he would never be
admitted anywhere or have anything published. At first he put that his father
had died of tuberculosis, which he considered only to be a deception of a
deception. Later, he actually stated that his father had been "repressed” but
failed to mention "as an enemy of the people". Olga Trifonova-Miroshnichenko
said that lurii continued to feel extremely guilty about this; he considered it a
betrayal not to have told the whole truth about Valentin Trifonov's death.2 The
theme of betrayal is important throughout Trifonov's works, although it is not
overtly stated because it so completely pervaded Soviet society of the writer's
generation that it became almost the norm. However, after he was awarded the
Stalin Prize for Studenty, the truth about his parentage was discovered. There
was uproar in the Literary Institute's Komsomsol organisation of which Trifonov
was still a member, and in Zapiski soseda3 he remembers the reactions of some
of the other members. Mikhail Bubennov, Fyodor Panferov and Leonid Sobolev
demanded he be punished, while Marietta Shaginian wanted his Stalin Prize

1 Resulting in the publication of 'Otblesk kostra', Znaimnia, 1965, no. 2, pp. 142-160; no. 3, pp.
152-177.

2 Interview with Olga Trifonova-Miroshnichenko, 13 October 1993.

3 Druzhba narodov, 1989, no. 10, pp. 7-43.
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withdrawn.4 If Trifonov had been expelled from the Komsomol, it would have
prevented him joining the Writers' Union and becoming a professional writer.
In the end, he was only severely reprimanded. Bubennov > also mentioned in
front of Stalin that Trifonov was the son of a vrag naroda, but the Soviet leader
only asked if the book was good, to which Fedin replied that it was. Trifonov
remarks on this in Zapiski soseda that these 'children' (meaning Fedin et al)
were kissing the hands covered in their fathers' blood. Trifonov did feel guilty
at the thought that he might have caused trouble for Tvardovsky and Novyi mir,
and knew that few would help him due to the political climate. However, there
were some who deliberately set out to compromise Trifonov still further with the
authorities, probably out of envy of his success.

After Studenty, Trifonov suffered from writer's block, feeling that he had
no more experiences about which to write. Tvardovsky advised against a
sequel, such as 'Postgraduates', but instead encouraged him to visit new places,
gain new experiences. In 1951 he went to see an example of the 'building of
communism’', stroika kommunizma, at the Kuibyshev Hydro-Electric Station on
the Volga. The article he wrote as a result of this trip® pays lip service to the
'cult of personality', as do parts of Studenty. The mood is very patriotic, all the
workers are happy and enthusiastic:
3TO BenHMKasd CTPOWKA TMOTOMY, UTO CTPOHT BE€Cb Hapod H CTPOMUT And
BCEro Hapoja. JTO BelMkKasi CTpOWKa MOTOMY, UTO 3TO CTajIMHCKaf
CTpOMKa, HauaTasd M OCYIIeCTBifgeMasl MO HauepTaHUSM BEJIMKOI O

CranmuHa.
Such trips were encouraged by the Writers' Union who wanted their members to

write of the building of socialism in far-away places.

Trifonov had been interested in the desert from childhood. This, as well
as the influence of Paustovsky's stories and letters from his sister, who had just
finished university in Moscow and was now working as a biologist in
Turkmenia, prompted Trifonov to ask Novyi mir for a komandirovka to Central

Asia. Trifonov himself says of this:

4n 'Nedolgoe prebyvanie v kamere pytok, Rasskaz', Znamia, 1986, no. 12, pp.118-24, Trifonov
meets one of them, simply refered to as N., abroad years later. N's view of the whole event is
completely different. He appears unaware of the harm he caused Trifonov. This is one example
of memory being selective, common in many of Trifonov's fictional porirayals.

3 According to E.R. Frankel, Novy Mir: A Case Study in the Politics of Literature, Cambridge:
Cambridge University Press, 1981, Bubennov was an abject conformist under Stalin and after
his death.

6 'Vstrechi na Volge', Smena, 1951, no. 21, pp. 9-11.
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"Why Turkmenia? 1 find it hard to explain. Perhaps I wanted to see an
altogether unfamiliar way of life, something poles apart from the subject-matter
of my earlier novel, Students .... Perhaps I had retained from my childhood a
longing for remote lands, for the mysterious East, for the desert, oases, caravans,
for everything that little boys dream about of at an age when they are
enthusiastic about foreign stamps and the tales of Jules Verne. Or perhaps pure
chance was to blame - my sister, a graduate of the Moscow University Faculty
of Biology, went to Turkmenia on an expedition and wrote some very

entertaining letters home."”

Trifonov left for Turkmenia in April 1952. Here he visited another
communist construction site, the Great Turkmenian Canal. He was in the
middle of writing a novel on this, when, after Stalin's death, the project was
judged unviable and work on the canal was halted. This left Trifonov in a
quandary - how could he finish a book about an aborted project? Who would
want to read it? In 1954, he went to discuss this with Novyi mir and ask for an
advance for a new novel. Tvardovsky refused, telling him to write about what
he bad seen on his trip to the canal and why it had been closed down, and also
suggested that he try writing short stories for a change. Possibly due to the poor
reaction to his plays and the fact that they had waited so long for his next work
Novyi mir's interest in Trifonov had waned and they felt that they had wasted
money on him. For his part, he decided never to cross their threshhold again.
(Later Trifonov was to have his stories about Moscow life published in Novyi
mir 8, but it took twelve years before his relationship with Tvardovsky was
renewed). This, along with the flop of his play Zalog uspekha, left Trifonov
feeling unsure of himself and his creativity. He had believed Studenty to be the
start of a glittering career but now it appeared that he had been mistaken.

Stalin's death in March 1953 provoked different reactions in different
people. Trifonov's grandmother was very upset, as were millions of others, who
could hardly believe that their leader had actually died, he who had built himself
up to seeming almost god-like in their eyes. Tens of thousands filled the streets
of Moscow to pay their last respects and many were crushed to death in the

7 Introduction to Thirst Aquenched' in Soviet Literature, 1964, no. 1, pp. 3-4.

8'Dva rasskaza: Vera i Zoika; Byl letnii polden' ', Novyi mir, 1966, no. 12, pp.75-91. 'Dva
rasskaza: Samyi malen'kii gorod; Golubinaia gibel' ', Novyi mir, 1968, no. 1, pp. 74-88. 'V
gribnuiu osen'. Rasskaz', Novyi mir, 1968, no. 8, pp. 67-75. 'Obmen. Povest' ', Novyi mir, 1969,
no. 12, pp. 29-65. 'Predvaritel'nye itogi', Novyi mir, 1970, no.12, pp. 101-40. 'Dolgoe
proshchanie. Povest' ', Novyi mir, 1971, no. 8, pp. 53-107. ‘Drugaia zhizn'. Povest' ', Novyi mir,
1975, no. 8, pp. 7-99.



process. The day of Stalin's funeral is described in Vremia i mesto 9, the mass
hysteria, the heavy, oppressive atmosphere, the fear of what was to come.
Trifonov's mother was worried that things would get worse. Trifonov himself,
however, felt an unclear joy on hearing of Stalin's death, sensing the winds of
change.l0 Life did indeed change for the better. In 1955, Valentin Trifonov was
posthumously rehabilitated (a very important event for lurii), and in the
following year Krushchev denounced Stalin at the Twentieth Party Conference,
which led to a policy of de-Stalinisation and the Thaw, a period of relative
literary freedom. Although Trifonov's work was fairly cautious throughout the
Thaw, the Stalinist clichés and tributes to the leader disappeared at this time and
were omitted in all future editions of Studenty. He could now publish more
honest stories written during the Stalinist period, such as Belye vorota ! and
Zimnyi den' v garazhe 12, and embark on new works with growing confidence.

SHORT STORIES

From 1953 to 1964, Trifonov worked as a sports journalist to make ends meet,
often travelling abroad to various sporting events.!3 He also made several more
trips to Turkmenia in search of creative stimuli, wishing to: «yexaTb
noJajblie. YBHJETb XH3Hb, He NMOXOXYID Ha Ty, O KOTOpOW nNHcaj
npexpae». 4 The culmination of this was the novel Utolenie zhazhdy 15 and
many short stories. Some of these short stories came out in various journals and
newspapers!6, while a large number were published together in 1959 in the
periodical Znamia 17 and as a separate book under the title Pod sointsem later

that year.!8 Trifonov saw this as the turning point in his literary career:

9 'Wremia i mesto. Roman', Druzhba narodov, 1981, no. 9, pp- 72-148; no. 10, pp. 22-108.
10 gee "Zapiski soseda', Druzhba narodov, 1989, no. 10, pp. 7-43.

11 Written 1947-52, published in Pod solntsem. Rasskazy, Moscow: Sovetskii pisatel’, 1959.
12 written in 1946, published in Pod solntsem.

13 This will be expanded on further in the following chapter.

14 17apiski soseda’, p. 18.

15 qiolenie zhazhdy. Roman', Znamia, 1963, no. 4, pp. 81-118; no. 5, pp. 3-39; no. 6, pp. 3-68;
no. 7, pp. 3-88.

16 gee bibliography for further information.

Y7 'puti v pustyne. Rasskazy', Znamia, 1959, no.2, pp. 70-99.
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« . . . B KakoH-TO MOMEHT M0OKa3anoch, UTO HEe O UeM IHCaTh, HeT
rOplYero, MOTOp OTCTAHOBHIICS . . . .

Tak ¥nu WHaue ObT H3HYDPHTEJbHHY MEepHOJ, KakKHX-TO METaHHH,
TIHCaN MbEeCH, KOTOphie BBJIM HeYAauHH, XOTS U CTaBHJIMCh B TeaTpax, . . .
E3MJT B KakMe-TO KOMaHIHPOBKH . . .

A1 cuMTalo, YTO BHYTDPEHHHUM CABUI K HOBOW CTHIUCTHKE, HOBOMY
MOAXOAY K JuTepaType Cayuujacs B 1959 roay B ‘TYPKMEHCKHX

pacckasax’». 19
Nevertheless, these new stories were rejected for publication in Novyi

mir by Zaks, on the grounds that they were about "eternal themes".20 Though a
curious reason for rejection, this was true enough. The stories do cover 'eternal
themes' - life, death, time, history.

In an early "Turkmenian' article, Rozhdenie gorodov 21, written in 1955,
Trifonov remarks on how there are now towns where before, on his last visit,
there were only sand-dunes. Here we see a favourite theme of Trifonov's: the
passage of time and its effect on the landscape. In his later Moscow stories, the
city swallows up the surrounding countryside and the dachas. In these tales of
Turkmenia, man is already battling with nature, trying to conquer the desert, and
Trifonov conveys a sense of rapid urbanisation in both space and time.

At this stage, having only visited Turkmenia a couple of times, Trifonov
says: «5 CJMUIKOM HEOONrO XWJ 3/1eChb, UTOGH UMEThb CMENOCTh MHCATh O
moaax».22 He, like his character Fedor in Zalog uspekha, believes that the
artist needs to spend a long period of time with people before he can realistically
create an artistic work about them, be it a painting or a work of prose. However,
this was achieved the following year with the story Doktor, student i Mitia. 2

This story tells of three people travelling across the desert together, and
contrasts their characters, outlooks and positions in life. Liakhov, the doctor, is
weary of life and is cut off from other people. He has no desire to be in
Turkmenia, he was sent there as part of his work. His wife could not endure the

18 pod solntsem. Rasskazy, Moscow: Sovetskii pisatel’, 1959,
19+ kratkom - beskonechnoe', Voprosy literatury, 1974, no. 8, p. 173.

20 For Trifonov's recollection of this see the story 'Vechnye temy', published as part of the
Oprokinutyi dom cycle in, ironically, Novyi mir, 1981, no. 7, pp. 58-87.

21 'Rozhdenie gorodov. Zametki pisatelia', Literaturnaia gazeta, 21 June 1955, p. 2

22 Ibid,

2 'Doktor, student i Mitia. Rasskaz!, first published in Molodaia gvardiia, 1956, no. 1,
pp. 54-76.
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conditions and left after six months. He envies the student, whom, he feels, is
free to go where he wants and do what he wants, free of all the worries that
besets him, Liakhov. At the end of the story he saves a shepherd's life.
Although an unsympathetic character at first, this action suggests underlying
worth and moral fibre. The student, young and naive, is fascinated by all the
new things around him and is constantly taking notes. He is more interested in
life than the doctor. The eternal problem of the generation gap is shown. The
story was also interpreted by Soviet critics as showing the differences between
the old psychology and the new, as a critique of old-style individualism, in that
Liakhov worries about himself and is unaware of his position in the collective.
Be that as it may, Doktor, student i Mitya is nevertheless much subtler than the
"ideologically sound" Studenty. Trifonov goes deep inside his characters to give
a psychological portrayal of how they react, in different conditions, to the hard
life of the Turkmenian desert.

Another story which was written in 1956, the year of the Twentieth Party
Conference, is Posledniaia okhota. 2* The main character, Sapar Meredovich, is
head of a district department of culture, and is an unregenerate, self-serving
party boss of the old kind who abuses his powers. He uses his work truck for his
own purposes and hunts antelope illegally on a nature reserve. He is indifferent,
haughty, a representative of the old Stalinist regime, of its cruelty and misuse of
power. However, this is his last hunt thanks to the arrival of a new gamekeeper.
Sapar's time has passed, a new epoch has arrived. The old is again contrasted
with the new. The brutality of the unnecessary hunt is a figure for Stalinism,
which is to be replaced by a new humanism under Krushchev.

There is a great difference in style betweenStudenty and the Turkmenian
stories. The majority of those stories published in the collections Puti v pustyne'
and Pod solntsem are written in the first person. The narrator is a journalist
from Moscow (like Trifonov) on a komandirovka in Turkmenia, who gives his
impressions of the people and places he encounters. One of the first of these
stories is 'Polet', where the journalist-narrator gives his first aerial view of
Turkmenia from the plane. He describes how he can see the boundlessness of
the Kara Kum desert and feels human persistance in its battle against nature for
the irrigation of the land and the construction of the canal in an attempt to bring
water to the people living there.

In 'Piat' let nazad' we again feel the passage of time when the narrator
recalls a trip to West Turkmenia five years before. Where once there was

24 pod solntsem. Rasskazy, Moscow: Sovetskii pisatel’, 1959.
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nothing, towns have sprung up. He is stopped by a man, with whom, on that
previous trip, he had sheltered from a storm but can not recall his name or his
face. Trifonov described a similar incident in the story 'Znakomye mesta'.2>

The narrator meets many different people on his travels round
Turkmenia with his local driver Achilov. There are many workers, such as the
machine operators in 'Pod solntsem' (the title story), who basically only work or
sleep, surrounded by the desert, which they scarcely notice. One of them,
Evseiev, a casual worker, works during the heat of the day (impossible for most)
not for enthusiasm but for money. This character was to be more fully
developed in that of Nagaev in Urolenie zhazhdy. The narrator also meets some
herpetologists ('Beseda s gerpetologami') who, in contrast to the torpidity and
indifference of such characters, are alive to their environment in a changing and
evolving world, completely wrapped up in their work, studying new lizards,
snakes and tortoises which have been found in Turkmenia.

He also encounters many of the local people, such as the three old men in
'Stariki v Kaushute'. Their views on all the sweeping changes happening in
Turkmenia and their own lives are explored in many of the stories. The
shepherds in 'O vode' are extremely sceptical, but the arrival of water to the
desert is vital to their flocks. Many of the Turkmenians in 'Festival' v Mary' see
the changes as inevitable in the history of their country. New and old, ancient
customs and modern methods are contrasted. 'Staraia pesnia' tells of a man
disturbed on the train by singing. Two Turkmenians are on their way to a
competition; one sings an old love song, the other a modern folk song about the
canal. Past and present exist side by side, but many are so tied up with the
present that they have forgotten about the past. The poignancy of this is
described in 'Pesochnie chasy', where Achilov and the narrator visit the grave of
a former general of the Arab prince Omar. They ask the locals for information
but no-one seems to know or care, although one day they too will be dust like
the general. As David Gillespie pointed out: "This story more than any other of
this time reveals Trifonov's growing interest in the connection of past and
present: here the struggle with the everyday, the banal, prevents a true
appreciation and understanding of the importance of the past."26

The style of these Turkmenian stories is laconic and documentary, as
befits the narrator's occupation.2’” They are most often confined to a factual

25 7 nakomye mesta', Molodoi kolkhoznik, 1948, no. 4, pp. 12-13. See Chapter Two.

26 David Gillespie, Jurii Trifonov: unity through time, Cambridge: Cambridge University Press,
1992, p.30.
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description of one episode or character. 'Maki' and 'Ochki’ on the other hand are
much more lyrical, with an omniscient narrator and a small plot. 'Maki' centres
around a meteorological station and a brief affair between two married people
forced to live apart from their spouses - Grisha from Moscow and Olga from
Leningrad. During their affair, the poppies flower around their huts. When they
next meet, both they and the countryside have changed. They are tired and
weary; the poppies have all died. Only the sand and the intense heat remain.
The story shows how testing life can be in the desert, especially for people
forced to work away from home and lead a celibate existence for which they are
wholly unprepared.

'Ochki' is also about people adjusting to a different way of life. The
main character, Galia from Moscow, misses her friends and the creature
comforts of the capital and, amongst other things, has to overcome her fear of
spiders. One day she loses her glasses and becomes lost in the desert for two
days. After this experience and the relief when she is found, her view of life in
Turkmenia completely changes. She now likes the people and the country
around her, as did Varia in 'V stepi' after her trip across the Kazakhstan steppe.28
In a way 'Ochki' is an allegory for Trifonov's new outlook on life. During the
time he spent in Turkmenia he crossed his own spiritual desert and found not
only new material, characters and ideas, but himself as a writer.

Trifonov did not, however, shake off his Socialist Realist training
overnight. There are, in some cases, still divisions of positive and negative
characters - those who are dedicated to their work (and the cause), and those
who work only for personal gain, such as Evseev. However, the characters are
no longer as black and white as they were in Studenty and Zalog uspekha.
There is a new realism and psychological depths in their portrayal. These, we
feel, are characters from real life. Trifonov sets them against a background rich
in local color, without making it too exotic, a fault of many works on Central
Asia. The combination of journalism and lyricism works well in the depiction
of human character. Trifonov inherited his lyrical attention to detail from
Paustovsky, while the influence of Chekhov lead him to delve deep into people
and the complexities of their lives. With the new experiences and material
gained in Turkmenia, he had developed a new understanding of people and
shaken off the woodeness of some of his previous works. This was affirmed by

27 At this time Trifonov was writing articles for several newspapers on various sporting events,
and his style tn these stories reflects this.

28 See Chapter Two. 'V stepi' was first published in Molodaia gvardiia: Al'manakh molodykh
pisatelei. Moscow: Molodaia gvardiia, 1948, Ii, pp. 150-179. It was also published in Pod
solntsem.
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the critics of the time. Finitskaia described Pod solntsem as "bright, original
impressions of life", "the new synthesis of psychological insight with an
objective documentary, which leads to a fuller presentation of the human
character."?® Lazarev also praised Trifonov for realistically portraying life in
the desert and avoiding overtly exotic descriptions.30

Trifonov had come a long way since his earlier orthodox Socialist
Realist works. Pod solntsem is more alive and authentic, the characters less
stereotyped. New themes, which he was later to develop more fully - history,
time and the interweaving of past and present - begin to emerge.

UTOLENIE ZHAZHDY

In 1958, work was resumed on the Great Turkmenian Canal, now under the
name of the Kara-Kum canal. In the following year, Trifonov resumed work on
the novel he had started writing in the early 1950's, and in 1963 Utolenie
zhazhdy was published in Znamia.3! The novel follows not only the
construction of the canal but also the life of the journalist Petr Koryshev who
has to come from Moscow to work in Turkmenia. These two lines are
developed quite separately although they sometimes intersect: for instance the
paper which Koryshev works for covers the construction of the canal and he
sometimes attends meetings there. Utolenie zhazhdy opens with Koryshev
travelling to Turkmenia. He and the other passengers on the train talk about the
desert:

«/Ind MeHsi 3TO MUJIIMOHH KYOOB CHIIIyuero rpyHra, - CKa3sal
CTapUIAi CTPOUTENb, CEA0N MaJleHbKHH UesoBek, CTpajaBuiMi OJBIIKON. -
A agyman o BGynbao3epax, KOTOPHE MNOABMYT 3THW [WManu Mecka.

«/lns MeHs HeT JOPOXe MecTa Ha Bcelt semsie. Beab S poausics B
3EWHUX TNecKaxX, B paloHe ApTbiKa, - cKa3aJl [pYrod CTPOHTeb,
TYDPKMEH.

«fl He BHZIeN 3Ty 3eMJI0 WecTHaAlaTb JjeT. lllecTHaguaTh JeT,
HmecTHAAUATh JIeT! - MOBRTOPSAJ UesioBeK, YHHUTOXaBUWKHA NuBo. U riasa y
Hero 6bIM KpacHHe. - Bbl NMOHHMaeTe, YTO 3HAUMT MEeCTHaJuaTb JeT?

A g Mojluaa. $1 exan B NMYCTHHIO MOTOMY, UTO y MeHs He ObUIO

29 7. Finitskaia, 'Pod iarkim solntsem', Oktiabr', 1960, no. 12, pp. 212-14.
30 L. Lazarev, 'Bez ekzotiki', Druzhba narodov, 1959, no. 6, pp. 227-9.

31 ytolenie zhazhdy', Znamia, 1963, no. 4, pp. 81-118; no. 5, pp. 3-39; no. 6, pp. 3-68; no. 7,
pp. 3-88.



BHIXOZa. W s He JMOBHI eé, ¥ He AyMaJl O HeH, H He BCTIOMUHAN O HeH.
BCITOHMMAJl O ZIPYTrOM. H, KpOME TOIo, MEHSI MYUHJIa Xax/Ja». [1, 409]
The thirst referred to in the title is not only for water, but also reflects hopes and
desires for justice after the Twentieth Party Conference:
«ECTh XaXJa He MeHee CHJIbHas, UeM XaxJa BOAB - 3TO Xaxnia
CTIpaBeITMBOCTH! BoccTaHOBTEHHA CTIPaBeATUBOCTHI» (1, 662}
The question of course arises as to how to achieve this justice, whether gradually
or by sweeping changes, and with whom the responsibility lies - with the party
or with the individual:
«Bbl 3HaeTe, Kak TYPKMEHH YTOJSIOT XaxAy? . . . CHauana yTOJSiOT
«Manyio Xaxay», [Be-TPH THaJKH, a TIOTOM, NocJie YXHHa, - «Gonbuyio
Xaxay», KOrAa rocreeT BoJbliol UalHuK. A 4eNOBEKY, KOTOPHH NpHIIEN
W3 MYCTHIHH, HAKOIAia He JaloT MHOro BoAbl. /[laloT MOHEMHOry.»
«Jla He ByneT HUKOMY TUIoX0! UemyxXa aTol ... Kak MOXeT GhTh uepecuyp
MHOr'O TipaB/ibll MM yepecuyp MHOTO CTIPaBeATMBOCTH?» [1, 662]
Koryshev also strongly thirsts for justice. His father, like the author's,
was arrested as an "enemy of the people" during the Purges and sentenced to
death. Because of this injustice, Koryshev himself became an outcast and was
expelled from university. He had to study on his own to gain his diploma. His
mother is now dead while his father was posthumously rehabilitated two years
before the action of the novel takes place, following the death of Stalin, but
Koryshev still finds it difficult to find work. The old feelings are still with him
and he is very unsure of himself:
«§l CHXY JIOJITO, HAC/AXAaloCh OJAHHOUECTBOM. DBeCrnoKOHCTBO YTHXJO,
yuiia KyAa-To Bray6b, CUpSATanock. JTH TPHCTYIH MHE 3HaKOMBL. MHe
KaxeTcs, OHHM TMPOUCXOAAT OT BpeMeHu. OOBUHO MBI BpEMEHH He
YyyBCTBYEM, OHO MpOTEKaeT CKBO3b HAC He3aMeTHO, HO HMHOrAa OHO
3alenyiseTcs 3a 4YTO-TO BHYTPH HacC, W Ha MWUI CTaHOBHTCH CTpaliHO:
roxoxe Ha npubxeHHe cMepTu.» (1, 485]
He has come to Turkmenia in some ways to make a new start. He eventually
finds a job at a local paper, Kopetdagskaia zaria. He is inquistive and impartial
though he lacks strong will. For most of the novel he seems to drift. However,
near the end, when a breach occurs in the dam and everyone is working flat out
to stop the water, Koryshev feels xaxay yuactus and helps out. Now, (as
part of the collective, of course, but aiso, perhaps, as an outcast reintegrated into
a society which had alienated him) he feels new purpose to his life and decides
to stay on in Turkmenia and write a book about the canal. The novel concludes
two years later when the canal itself has been finished and Koryshev has even
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made a film about it. During his time in Turkmenia, Koryshev, like Trifonov,
found real work and himself.

Thus Koryshev, like Vadim Belov in Studenty is partly an
autobiographical character. When pondering the course of his life, he describes
how it was turned upside down after his father's arrest:

«Het, HacTosulee Gbl10, HO HEIONTO, IeT IO OAWHHAAUATH, AETCTBO OBIIO
HacTofIee, a MOTOM BCe TIOJIeTeNno KYBHPKOM: OTPOUECTBO HU K UEpTy,
IOHOCTh HCKaJleueHa BOMHOM, a MOTOM HelpepuiBHasi 6opbba 3a TO, UTOGH
6LITH UETOBEKOM, HECMOTPA HH Ha UTO. BCO XH3Hb i H30 BCEX CHJI
CTapaJics MONpPaBUTh HeMonpasuMoe. M THCAUM APYTUX 3aHUMAHCh TeM
e caMplM. Tloka BAPYT He CJIOMajloCch BpeMs - HEOXHJaHHO, Kak
JIOMaeTcs HoX. BOT KyJAa YUUTH 3TH FoZbl: B HEHacTOSIIYIO XH3Hb. Ho
HacTosluee 6yaer! OHO He MOXeT He OuThi» [I, 516]

This is very much how Trifonov felt after the death of his father - extremely
bewildered as if he had entered another, unreal life. However, in this passage,
republished during the time of Brezhnev, when Stalin and his excesses were
merely brushed under the carpet and no ill could be written of him, the death of
Koryshev's father is not mentioned and his arrest is understood but not actually
recorded.32 The following passage from the original version printed in Znamia
is more explicit. It was printed in later versions, but the italicised words were
omitted33:

«. . . B TpPHALATb BOCHMOM roAy B MockBe Oblo JOXAJHWBOE JIETO.
Jloxunieoe neTol BApYr § BUXY €ro, OHO BO3HHKAaeT ¢ OOhKHOBEHHOU
OTUETJHBOCTLIO: CHauajla JoJirasi Toe3flka Ha TpaMBae Ha YJIHIY
MaTtpocckasi THIIMHA. TaM AaBaJii CTIPaBKH Y NMPUHWUMau Nepefaud. OTia
apectoBami B anpesie. TaM 6biY MaJleHbKHE UepHble JIOMHIIKH, By IbhKHAS
MOCTOBas, 3a60pbl ¥ TOJIIH JIIOAEN, TEMHEIE, MOJIYAHBEIE TOJITE, KOTOPHIE
BHCTPauBaJUCh B BecKkoHeuHbe ouepeIn--XeHINHb, JE€TH, CTapyXH, BCe
OHH CTPEMHJIHCh K OKOWEUKY. . . .MHe Gbiio [BeHaAuaTb JieT, 8 YHTal
BanbTepa CkoTTa. . .Torza 6uIO yXacHO HOXAJIMBOE JIETO, 4 He pa3y He
KyTajics B peke, W He BblJIO HUKaKON AauH, B HHUKaKoro NMUoHeprareps,
XU Y TeTH O Ha OCTPOXEHKE W UMTaJl KHUMH, KaK CyMacueamuir» 34

32 [ shall examine this in more detail at the end of the chapter.

33 This has been noted by Tatiana Patera in Obzor tvorchestva i analiz moskovskikh povestei
luriia Trifonova, Ann Arbor: Ardis, 1983, pp. 149-50.

3 This passage is reminiscent of the heavy atmosphere of Akhmatova's Requiem, of the people
standing in prison queues.



This is very much like Trifonov's own experience, even to his taking solace in
literature, Walter Scott being one of his favourite authors. Koryshev, like
Trifonov, is a journalist who flees to Turkmenia to escape Moscow life. He too
writes a book and the scenario for a film on the canal, and Trifonov even gives
his character one of his own stories 'Deti doktora Grishi'33

As Koryshev resembles Belov, Utolenie zhazhdy has its own Palavin, in
the shape of Sasha Zurabov. He too was a school friend of Koryshev's, and
again we see the contrast between honest and self-seeking characters. Zurabov
is a spiritual vacuum, an ethical cripple like Palavin. He lives only for himself
and has many adulterous relationships. Thus he betrays and is unjust to his wife
Lera. She eventually leaves him for Karabash, an engineer on the canal, one of
the innovators and thus one of the "good guys" or, in Socialist Realist terms, a
positive character. Tamara, the secretary from the paper, describes Sasha thus:
« .. OH cnabbift . . . OH TaJIAHTJMB . . . HO OH YXaCHO JIEHWB AYIIOH, Y
Hero HeT Bkyca K pabote u K XH3Hd . . .» {l, 610]
Zurabov takes no responsibility for his actions and will not help others. He did
not defend Koryshev when he was thrown out of the Komsomol and university
for concealing the fact that his father was an "enemy of the people". But this
betrayal has been conveniently forgotten. He has a completely different
perception of their student days than Koryshev. He remembers only the fun he
had, not the victims of Stalin's policies. He recalls how the others wanted to
expell Koryshev, but sees his own role as passive: he did not stop them. Already
a major theme of Trifonov's is appearing: - that of selective memory. As we
have seen, the tale of Zurabov's meeting with Koryshev has echoes of the
frankly autobiographical 'Nedolgoe prebyvanie v kamere pytok'36 Zurabov
takes no part in the discussions about the current problems, changes and the
thirst for justice. He believes that nothing will change, that it is all hot air. Even
as Palavin's negative traits are shown to have been left over from a time past,
that of pre-revolutionary bourgeois materialism and individualism, so Zurabov,
also a negative character and an "individualist", has residual features from the
last epoch, Stalin's. He too, in some ways, is a conformist, comfortable in his
old life. The type of Trifonov character who has a vested interest in keeping
things the way they are will be discussed in more detail below. When Zurabov
writes an article against the new innovative methods at the canal it is for

35 The plot of the story 'Deti doktora Grishi' is briefly mentioned in chapter 19 of Utolenie
zhazhdy; it was later published in full in Vokrug sveta, 1964, no. 7, pp. 58-59.

36 'Nedolgoe prebyvanie v kamere pytok. Rasskaz', Znamia, 1986, no. 12, pp. 118-24. See
Footnote 4. Like N.'s, Zurabov's memory is selective.
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personal reasons, a form of revenge because his wife Lera has left him for the
engineer Karabash. He has no strong views on the construction of the canal, but
it is natural for him to side with the conservatives, because his motivation, like
theirs, is purely personal: revenge, money or career.

Zurabov's counterpart at the canal is Semion Nagaev. Nagaev is not a
straightforward character; he seems to have positive traits, but he uses them in a
negative manner (like Sergei Palavin). For instance, he is incredibly hard-
working, even working throughout the intense heat when most are unable to so
much as stir their tea, until, on one occasion, he passes out. Due to his
production totals, he receives a prize and appears in the local paper. However,
he is no "true" Stakhanovite; he is merely driven by greed. This "hero of labour"
cannot be bothered with his media coverage; to him it is a waste of valuable time
and his time means money. The other workers dislike him intensely, partly out
of envy of his success (as happened with some "real-life" Stakhanovites), but
mainly because they consider him to be a miser who cares only for money and
himself. He will not teach Biashim, one of the young trainees, as it will take
time. Thus Biashim eventually has to move to another site to receive his
training. Karabash makes an example of Nagaev, saying he does not understand
the importance of the collective, he works only for himself and will not help
others. When there is a breach in the dam, the other workers immediately rush
to help without question, but Nagaev sees the catastrophe purely in terms of how
much emergency money he could demand. This is the final straw for his wife
Marina, who, like Lera, seems in some way to embody the forces of nature,
very different to the female characters in Studenty. Lera smells of nature and the
desert, and is in some ways reminiscent of Aksinia, the heroine of Sholokov's
Tikhii Don and one of Trifonov's favourite literary characters, whose hair smells
of hay. They are both positive Mother Earth figures, and nature seems to tell
them finally to leave their unsuitable partners. Marina had always felt sorry for
Nagaev, cut off as he is from other people; she feels his tragedy, but after the
incident with the dam, she sides with the other workers and Nagaev leaves the
canal, although he does return months later and is taken on at a much lower
grade.

The character of Nagaev received a lot of attention and criticism from
the Soviet critics due to what they categorised as his negative individualism,
considering him to be a harmful role-model, especially as society (and hence the
party) does not show him the "correct" path at the end and bring about his full
repentance and reformation. Trifonov could not understand all this attention as
he had known many such people at the factory where he worked during the
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Second World War, and had created Nagaev from his own experience rather
than trying to typify a "social problem".37

All the other workers are committed to the construction of the canal. For
many of the locals, like Beki, it means bringing the canal to his kolkhoz,
quenching the land's thirst for water. Water is very important to Turkmenia and,
as one of the locals says "Happy the people that have both desert and water".38
As in the collection Pod soilntsem nature forms an impressive backdrop to the
novel and, as the critic Svetov remarked, Trifonov's lyrical descriptions of the
desert are "wonderfully alive".3°

One other character who stands out, and is neither negative nor positive,
is Denis Kuznetsov. He, like Koryshev, suffered under Stalinism. He was a
prisoner of war, lived abroad for several years, but dared not return home for
sixteen years later, after Krushchev's amnesty. He comes back to Turkmenia
only to find his wife has remarried and wants nothing to do with him:
«OH npUexan B 3TOT ropoA He NS TOro, UTOOH MOCTYIHTL (JOTOKOPOM B
rasetry, a Ang Toro, urobb HaWTH 37ech MOTEPSHHOE: AOM, CHIHa,
XEHIIHHY, KOTOPYIO OH KOrja-To JioGua. M He Halen HUUero.

Bce 6bisio Ha MecTe, H Jaxe AOM, Kak HH YAUMBHTENBHO, yIenen -
OZIMH W3 HEMHOI'UX JIOMOB B Iopo/ie, HO Tenepb Bce 3To 810 uyxoe. Bo
BCEM 3TOM yMepno TO, uTo 6BUIO KOrja-To uacTbhio ero, JleHuca
Ky3HellOBa, B MECTO TOTO, UTO YMEPJIO, 3AIOJIHUIO UyXKoe, GecromaaHoe.
Y Henbas Bulo HUUero TpeboraTh, - UTO noTpefyellb Y BpeMEHH?

ColH No-TIpeXxHeMy AyMaJl, 4TO €ro oTHa 30BYT MHXaun HeaHOBHU.
A vy xeHuMHH Oblsla ofHa 3aboTa: kak Ok OT BTODXEHHS «Torja» He
HapyIIWIOCh ee «Tenepb».» [I, 555]
Denis has lost everything through no fault of his own. Only Koryshev, a
kindred spirit, helps him and gets him the job at the paper. Life has lost all
meaning for Denis and he becomes an alcoholic. In the end he dies trying to
save the project by stopping the breach in the dam single-handedly. Thus in
death he becomes a hero, something he never achieved whilst alive. In some
ways Denis echoes the "little man" in Pushkin's The Bronze Horseman,
swallowed up by the elements when they fight back against man's attempt to

37 See Lev Anninsky's interview of Trifonov, 'Pisatel' za rabochim stolom' in Vecherniaia
Moskva, 11 July 1964, p. 3.

38 Thirst Aquenched', Soviet Literature, 1964, no. 1, p. 73.

39 F. Svetov, ‘Utolenie zhazhdy', Novyi mir, 1963, no. 11, pp. 235-240.
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conquer them. In the portrayal of Denis, Trifonov explores life, fate and death
as in later works.

In Utolenie zhazhdy , as in many of the short stories, we see the old
Turkmenia contrasted with the new, the battle between nature and man, between
the desert and the canal. Many of the older generation are sceptical of the canal,
as in the story 'O vode'. However the younger generation flock to the
construction site to learn something new. Biashim is there because his father
wanted him to learn different skills while there was the opportunity. But there is
a more traditional reason. He is there to earn a dowry to be able to marry the
woman he loves. This illustrates the old Turkmenian customs which many of
his fellow workers think Biashim should ignore, but others say should be
respected. In the end Biashim is murdered by his wife's brothers, who wanted
her to marry a richer man.

Another contrast of old and new is that between the conservatives and
the innovators, both on the construction of the canal and the editorship of the
Kopetdagskaia zaria. At the canal, the conservatives are represented by Khorev,
Niiazdudyev and Baskakov, the innovators by Ermasov and Karabash.
Karabash was the replacement for a man called Feflov, an old type boss. Feflov
loved hunting (echoing Sapar Meredovich in Posledniaia okhota) and promised
the workers all kinds of incentives, such as cars and huts, but never delivered.
There are technical and economic arguments over the construction of the canal,
but these involve wider moral issues. It is not just about kak nyume BecTH
KaHaJ but kak xuTb. Ermasov and Karabash are men of the new Krushchevian
era; men of principle who serve the collective and the best interests of society.
Ermasov, after Stalin's death, asked for the Great Turkmenian Canal to be shut
down as he believed it to be another one of Stalin's grandiose but impractical
ideas and a waste of public money. However now that he realises the true
importance of water for the desert and its people, he and Karabash do all they
can and take risks to bring water to the region as quickly as possible. His first
action, in calling for the end of the canal project, reflects the change in time,
people now feel able and at ease to speak up for what they believe in, and to
question events around them, without fear of prison or death. Trifonov too can
now answer Tvardovsky's question as to why the canal project was stopped, and
then started again.

Khorev and his cronies are old-fashioned careerists and bureaucrats, who
will not take risks and are only interested in personal gain. Because Ermasov
has his own opinion and does not stick to state orders but tries new ideas instead,
Khorev accuses him of building up a "cult of personality". Ermasov is no
Stalinist like Khorev though. He was arrested during the purges and imprisoned
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for two years. Khorev has vested interests in supporting the old construction
methods as they will keep him in a job. However, all these arguments about
construction suggest wider issues at stake:

«H Bce Xe TrJaBHble NMPHUMHL BpaXAb EpMacoBa C NPOEKTHPOBIIMKAMH,
noAsep>XaHHeIMH XOpeBbM, GbJIM ropas3fio riytxke: OHH OTpaxalu Ty
6opbly M JIOMKY, KOTOpasi MPOUCXOoAuNa MOBCIOAY, HHOTAa OTKPHITO, HO
fonbuiell UYaCTb0 3aMaCKHPOBAHHO, CKPHITHO H JaXxe HHOW pa3
Becco3HaTenbHO. JIIOAW CMOPHAM O KPYTHU3HE OTKOCOB, O JaMbax, O
bpa3ax, o Mesoyax, HoO Ha caMoM Jiesie 3TO OulJIH CIOph O BpEMEHH M O
cyanbe». I, 449]

These arguments between the innovators and the conservatives are between the
old and new eras, between Stalinism and the hopes for moral renewal. The
conservatives are not adverse to compromise and betrayal, while the innovators
are genuine and sincere with people (Koryshev likes Ermasov because he feels
he has a candid face). They have their counterparts on the paper. Luzgin, the
editor, represents the old conservative forces, he too is a careerist and a
bureaucrat. Koryshev represents the new attitudes in journalism, the desire for
more objectivity and honesty.

This battle between the collective and the individual is in some ways a
continuation from that in Studenty. All the negative characters and the
conservatives are individualists, only interested in themselves. Ermasov works
for the collective, for a higher cause, as he says to Koryshev:

«...€CJIH HeT fieNa, KoTopoe MmobBHlilb, KoTopoe Gosbile Tebs, 6onblle TBOUX
pazocTelt, fonblie TROUX HECUACTHH, TOrAa HET CMBIC/IA XUTb» [I, 736]

At this stage in Trifonov's writing, the Party, the collective and the cause are still
very important. Ermasov (who was arrested in 1937 and spent a couple of years
in the camps) tells Koryshev that he should join the party, especially as his
father was a communist. Koryshev replies that he could not have joined the
party until his father was rehabilitated and now he feels that his conscience will
not permit him to join as he has achieved nothing with his life. Under
Krushchev, the Party was still the guiding force of society - it was Stalin's
"excesses" that were in the wrong, not the Party itself. Although Trifonov was
never a member of the CPSU, perhaps he shared these thoughts of Koryshev's.
After all, his father meant a great deal to him and as he was a leading Bolshevik
who spent all his life working for the higher communist cause, it must all mean
something? Thus the Komsomol is depicted in a favourable light: it is the
"Komsomol way" to help with the canal breach and it will re-educate a thief.
Karabash (a positive character) talks of working for communism. Even Denis, a

neutral character, talks of this mystical larger cause:
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«CyTb B TOM, UTO Ha/JI0 XHUTb [N1s Zlena, He And Aenuek. /[leno 6osblie
uenoBeka, fonblie ero XH3HH. leno - 3710 ansg Bcex.» [I, 725]. Although
Utolenie zhazhdy is still a Socialist Realist work like Studenty, it takes a much
deeper reformist view of characters and the time they live in, of people and time.
Urolenie zhazhdy follows in the tradition of the industrial novels which
were written in the 1930's. As Nina Kolesnikoff has pointed out 49, at that time
they were a direct response to the first Five Year Plan, showing the collective
struggling against nature, political enemies and a capitalist attitude to labour.
Under Krushchev, similar novels reflected the huge industrial and agricultural
schemes in Siberia, the Urals and Central Asia. Other works of this genre
include V. Kozhevnikov's Znakomtes', Baluev 41, B. Polevii Na dikom brege 42,
G. Vladimov's Bol'shaia ruda 43 and G. Nikolaeva's Bitva v puty 44. Many
Turkmenian writers and poets had works published about the canal as it was
such an important event for their country, such as the novels Nebir-Dag and
Vetry nad Chelekenom by B. Kerbabaev and B. Purshev respectively and
poems by B. Khudainazarova such as Goriachaia step' and Sormovo-27.
Utolenie zhazhdy has all the standard themes of industrial/construction novels:
the romantic enthusiasm of the mass effort to conquer nature; the self-sacrificing
devotion to the collective against the desire for personal advantage. An anti-
Stalinist slant is introduced with the problem of individual iniative at the risk of
criminal prosecution 45, and the reflection of not only technical and construction
problems and different attitudes to labour but the complimentary theme of moral
renewal. The choice of Krushchev's new schemes, far from Moscow, as the
setting of such novels, reflects the fact that Moscow was no longer the awe-
inspiring capital it was considered at the time Trifonov wrote Studenty, but
associated with careerism, cynicism and oppressive bureaucracy. It was
Khrushchev's aim, frustated at every turn by the "old guard", to decentralise the
bureaucracy, so there was a hidden political agenda behind this new theme.

40 Nina Kolesnikoff, Yuri Trifonov: A Critical Study. Ann Ardor: Arbis, 1991, pp. 33-34.
41 Moscow, 1960.

42 Moscow, 1962.

3 Novyi mir, 1961, no. 7.

44 Moscow, 1957.

45 See Deming Brown, Soviet Russian Literature since Stalin. Cambridge: Cambridge
University Press, 1978, pp. 167-169.
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Only by leaving the capital could moral renewal be found*6, hence Koryshev's
(and perhaps in part Trifonov's) flight to Turkmenia.

As I have already mentioned, the narrative of Utolenie zhazhdy follows
two separate but intertwining lines, written in different styles and almost as two
separate novels.47 The line following the construction of the canal is written in
the third person by an omniscient narrator. The other half of the novel is written
in the first person, the narrator being the journalist Petr Koryshev. It is much
more personal and emotional than the industrial part; Koryshev often opens his
heart and in many ways speaks for Trifonov. There are many narrative shifts
between the two, but both are equally important. However there is no single or
central hero or protagonist, the collective is still the most important focus of the
novel.

In 1964 the novel was adapted into a play and staged at the Askhabad
Russian Theatre, Sverdlovsk Drama Theatre and the Gorky Theatre in Moscow.
A film was made in Turkmenia under the direction of B. Mansurov in 1965-
1966 and was more successful than the novel. Utolenie zhazhdy was
nominated for a Lenin Prize in 1965. However it was not particularly well
received by the critics or the public. Novyi mir did not particularly like it and
their critic Svetov, although complimentary about the style, accused Trifonov of
toning down the subject matter.48 Tatiana Patera suggests that Novyi mir took
this position because they supported Solzhenitsyn who put the individual person
first, not the collective and the cause like Trifonov.4® Trifonov himself
described his novel as being of a higher level of prose than his earlier works but
recognised that its serious subject-matter failed to capture the readers' interest as
Studenty had.>0

Nevertheless, Utolenie zhazhdy 1is a landmark in Trifonov's literary
career and marks the second stage of his evolution as a writer. Trifonov
described the novel thus:

«pOMaH OTpaxxasl BpeMs B TOM, UeM JIOAH TorAda GonenH, o ueM AYMaJlH,

CrIOpHIH. »31

46 This theme culminated in the derevenskaia proza of the 1960s.

47 The part of the novel concerned with the construction of the canal was even published
separately in Soviet Literature, 1964, no.1.

4 E. Svetov, 'Utolenie zhazhdy', Novyi mir, 1963, no. 11, pp. 235-240.
49 Tatiana Patera, Obzor tvorchestva Trifonova, Ann Arbor: Ardis, 1983, pp. 158-60.

50 See 'V kratkom - beskonechnoe!, Voprosy literatury, 1974, no. 8, pp. 171-94.
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It shows the problems of the times, and man in the flow, the pulse of time.
Thus, as in his later works, time has become a very important theme. Time (and
thus history) leaves its mark on all people as people leave their mark on
history.52 Koryshev and Denis are formed by their experiences of Stalinism.
Koryshev himself feels time in people rather than in buildings and believes that
everyone is linked to a certain year:

«[Ipi BHIE HEKOTOPHIX $i BUXY TOJbl, JECATUNIETHS B JaXe MHOT1a BeKa. .
. . Mol OTell BCIO XW3Hb NpoHec Ha cefe reuvaTb ceMHaAlaToro rofa. A
ecTh JIIOAH KOHUA JBajlaThiX TrOAOB, CEepeAHHH TpHALATHX, W JIOIH
Hauana BOWHH, H OHM, KaK W MOM OTel], OCTalnTCd TaKMMU [0 KOHLA CBOHX
xushem». (I, 715-6)53

Also present in Utolenie zhazhdy as in later works, is the symbolism of the flux
of time: «BpeMd HAET, Kak BOJa, THXO-THXO W He3aMeTHO, HO nomnpoby#
ocTaHoBH erol» (I, 747)54

ThusUtolenie zhazhdy follows on in some ways from Studenty - the
autobiographical details, collective versus individual, old in contrast to new - but
also adumbrates many of the themes in Trifonov's later works, such as history
and time. Already there are the descriptions of everyday life or byr . We see the
everyday lives of a wide range of Soviet characters - journalists, editors,
workers, bosses, biologists, drivers, shepherds - of all ages and nationalities.
The wrestling match in Chapter sixteen also introduces another topic dear to
Trifonov, that of sport.

Memory and morality and the way in which one influences the other, a
predominant theme in Trifonov's later works, are first explored in Utolenie
zhazhdy. Zurabov and Koryshev have completely different memories of their
university days. Koryshev would like to forget the more unpleasant times in his
life, as would Glebov (Dom na naberezhnoi)3> and Pavel Letunov (Starik ).
Also, Trifonov said in an interview in 1964, he was becoming more interested in

characters such characters as Sasha Zuraboyv:

51 Ibid, p. 173.

52 This key concept opens Trifonov's next novel Otblesk kostra: <Ha ka oM YeJIOBEKE JNEXHT
OTBNECK HCTOPHH. . . .HCTOpHSA MOBIXAET, KaK MPOMaAHbi KOCTEP, U KaX /b U3 HaC
BpocaeT B Hero cBoit xBopoct». (IV, 7).

33 This echoes Trifonov's own feeling that his own {ather bore the mark of 1917.

54 For an excellent discussion of the symbolism of time in Trifonov's works, see S. Eremina &
V. Piskunov 'Vremia i mesto prozy Iu. Trifonova', Voprosy literatury, 1982, no. 5, pp. 34-65.

55 'Dom na naberezhnoi. Povest' ', Druzhba narodov, 1976, no. 1, pp. 83-167.

36 'Starik. Roman', Druzhba narodov, 1978, no. 3, pp. 27-153.
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«3Ta hurypa MeHs M cefuac Upe3BhUaliHO 3aHHMaeT, U s 6yAy NMHcaTh O
TaKOM ueJioBeke fajblie. Tonbko Hajo HaWTH Camy 3ypafoBa He Ha
IK30THUECKOM hOHE TYPKMEHCKOU MYCTHIHH, & Y HEro JioMa, CKaXeMm, B
MockBe, B kakoM-HUGYIb HAYUHOM yupexzieHHH. OH 6yZneT (uroisoroM
WJIH, JIOITYCTHM, HCTOPHKOM. , .».57

Sasha Zurabov is the forerunner to many of Trifonov's selfseeking characters in
the Moscow Tales such as Gartvig (Predvaritel'nye itogi 38) and Klimuk
(Drugaia zhizn' %), and foreshadows a time when Trifonov finally abandoned,
in the words of Sasha Zurabov himself, the "mystical, idealistic tosh, based on
the secular fight between good and evil"®0. Utolenie zhazhdy represents
Trifonov's coming of age as a writer, the turning point in his evolution, when he
started to abandon socialist realist stereotypes and create realistic characters, no
longer just positive or negative, black or white, but the grey blur between.

THE QUESTION OF CENSORSHIP

As with many of Trifonov's works, Utolenie zhazhdy and the Turkmenian
stories "evolved" due to censorship and the current political climate. When
these Turkmenian works were reprinted during the Brezhnev era, Trifonov was
powerless to prevent those phrases relating to de-Stalinisation being omitted,
just as passages glorifying Stalin had been removed from his earlier work. For
instance, the hopeful lines at the end of Poslednaia okhota:

«Ara Huss BoJiblie He WHCOEKTOp. 3HAUMT, He Bce MMo-MpexHeMy. H
3HaKOMO€ UYBCTBO TPEBOI'M BAPYr cxBaTuno Camapa MepejoBuua c

NpexHeH CHIoH. . .»6!
There were also omissions of phrases relating to what Brezhnev later dismissed

as Khrushchev's "hare-brained schemes", such as his virgin lands campaign and
great construction drives in Turkmenia and other republics, for instance in the
following examples:

«3/1ech A YYBCTBYIO, KaK IMoJie3Ho Mos pafoTa, Kak $ HYXHa JOAAM -

BCEM, BCEM. . . »52

571 Anninsky, 'Pisatel' za rabochim stolom', Vecherniaia Moskva, 11 July 1964, p. 3.
58 'predvaritel'nye itogi', Novyi mir, 1970, no. 12, pp. 101-40.

39 Drugaia zhizn'. Povest' ', Novyi mir, 1975, no. 8, pp. 7-99.

60 "Thirst Aquenched',Soviet Literature, 1964, no. 1, p. 67.

61 'posiednaia okhota' in Pod solnisem: Rasskazy. Moscow: Sovetskii pisatel', 1959.
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«H HaM kaxeTcs BApPYl, UYTO BeJsvkas pafoTa 3aBepllHjach, YULIH
CTPOUTENH, YTIOPHHE JIIOAH, KOTOPBIX HE CMOTNH OJ0NeTb HU Xapa, HH
fypaHBl, Hi TOCKa MO pPOJHBIM JOMaM, YIIJIM Ha HOBHE CTPOUKH M YBE3JH
rpoxouyue CBOH MalWHb - W OCTajJacb BOJAa, OcCTajacb THXaf,
OCUACT/IMBJICHHAS 3€MJIS U HOBas XM3Hb Ha 3TOM 3eMre. . . »83

As with the short stories, once Ufolenie zhazhdy was republished during the
time of Brezhnev, passages relating to Krushev and de-Stalinisation were
removed. The passage about the arrest of Koryshev's father was toned down,
and the fact that Ermasov had been arrested during the purges was also omitted.
Under Brezhnev, no further admissions of Stalin's crimes could be made for fear
of this undermining the legitimacy of the Communist Party and its right to
power.

It is unclear how much say, if any, Trifonov had concerning later
omissions and censorship of his work. (The same could be said for any writer in
the Soviet Union at that time). He was probably relieved to see the Stalinist
cliches disappear from Studenty, a work which he could not bear to read in later
life. However, it is doubtful that he approved of the aforementioned omissions
in the passage relating to the arrest of Koryshev's father, as the arrest of a father
was a theme to which he was to return in many other works. Under Brezhnev,
there was no longer this great drive and enthusiasm to build communism;
everything, including ideals and morals, "stagnate" and it is possible that some
alterations emanated from the author himself, who may have felt genuine
optimism but then came to the conclusion that it had not been quite justified.
His 'Moscow Tales' show the effects of stagnation in Brezhnev's time, not so
much on the economy but on people's morality, and Trifonov was at this time
deeply pessimistic about the way his society was going.

There is no doubt that the pressure of censorship, the rules of which
changed almost from year to year depending on the current political scene, were
exceedingly burdensome. Rather then write always as though someone were
watching over his shoulder, Trifonov preferred to work on his highly
autobiographical Ischeznovenie, a novel describing the Purges, for twenty years
purely for the desk drawer. It was finally published six years after his death,
with the advent of glasnost. In some ways it is not then surprising that for
publication he wrote so much on the theme of sport, one of his great loves.

Sport was ideologically mneutral ground, although as we shall see in the

62 "Maki', Pod solntsem.

63 'Staraia pesmia', Pod solntsem,
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following chapter, it - like the desert - also served as a paradigm for many

problems of personal concern to Trifonov.
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CHAPTER 4
SPORT - ANOTHER METAPHOR FOR LIFE

Trifonov's sports stories reflect his evolution as a writer, with his themes of time
and Turkmenia, to history and the Moscow Tales. 1n 'Dva slova o sportivaykh

rasskazakh' he says:

«He HauuHalTe C OaHa/JbHHX CIOXeToB. He uaHTe B JNUTepaTypy OT
JUTEpPaTypH. PacckasnBalTe NPOCThiE HCTOPHUH, KOTOPBIE CAYUHIIHCH C
BaMH, BallUMH APY3bSIMHA, AabHHMU DOLNCTBEHHHKAMH, CONEPHUKAMHU,
COoCeJIIMH MO NEeCTHHYHOH KJETKE. [lJIoXHe CIOPTHUBHBIE pacCKa3bl
ofipasoBald XaHp CHNOPTHUBHHX paccka3oB. Xopollle CNOpTHBHBIE
paccka3abl MpHHaANEeXAaT K BEIMKOMY 3KaHpY, B KOTOpOM pafoTanu Norob,
Yexor, MomaccaH. Hango ONMHUCHBATBH XapaKTephl, CTpacTH U UYBCTBa

monen...»1
As seen in Chapter 3, the 1950's were difficult years for Trifonov, and at

the same time as his trips to Turkmenia, he turned to sports journalism as a
further source of income, which, moreover, offered the rare privilege of trips
abroad, invaluable to a man trying to understand his time. Working as a
correspondent for various publications, such as Literaturnaia gazeta,
Literaturnaia Rossia and Sovetskii sport, he travelled across Europe to attend
many different sporting events such as the Winter and Summer Olympics and
the World Cup. As a result, he produced many reviews and articles,which were
published in several Russian newspapers and journals? and also translated for
publication in the other republics of the Soviet Union, as well as serving as the
basis for a number of award-winning screen plays and films.3 Many of the
articles were published in different collections throughout his life, such as Pod

Y Beskonechnye igry, Moscow, Fizkul'tura i sport, 1989, p. 255. Written in 1969. Most of the
stories examined in this chapter will be taken from the versions published in this collection,
often taken from the writer's archive by his third wife, Olga Trifonova-Miroshnichenko. Thus |
have not included references to all the original publications mentioned in the footnotes to this
chapter in my bibliography.

2 These include Literaturnaia gazela, Literaturnaia Rossia, Sovetskii sport, Ogonek, Fizkul'tura
i sport, Iskusstvo kino, Futbol and Novoe Vremia.

3 These include the films ‘Khokkeisty', ‘O chem ne znali tribuni’, and the documentaries ‘Startuet
molodost' ', 'My byli na Spartakiade’, 'Lovkost’, krasota, zdorov'e'.
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solntsem 4, V kontse sezona 5, Kostry i dozhd' 6, Fakely na Flaminio 7, and Igry v
sumerkakh 8. A further collection of his work on sport, Beskonechnye igry
was published posthumously in 1989°.

Due to his myopia, Trifonov could not actually participate to any great
extent, but he started to write on the theme of sport as a child. Unknown to
Trifonov, his mother kept his exercise books, in which his first literary attempts
are preserved. In these, amongst other things, he attempted to gather material
on the theme of "Sport in the life of great people" such as Lomonosov, Swift and
Cervantes. His father exercised daily and this influenced Trifonov. His
childhood friend Lev Fedotov, who also tried his hand at writing, exercised
every day. He grew up with two passions. One was painting, due to his
mother's influence, and the other was sport.!0 These both gave Trifonov an
understanding of the beautiful and wonderful in life, and his love of sport makes
his stories warm and alive.

Trifonov's sports stories do not merely describe sporting events, but look
at the psychology and philosophy of the world of sport, its links with time and
history and, ultimately, at sport as an allegory for life itself. In 'Planetarnoe
uvlechenie' he writes:

«UTO Xe 3TO TaKoe - CTOpT, CMOpT, ciopT? HUrpa? PaspieueHue? Moxer
6biTh, paBoTa? H3HypHTeNbHHM TPyA? HckyccTBo? UTo-TO Bpoae
TeaTpa, uMpka? A MoxeT GbiTh, BOT UTO - MOT'yUee CPeCTBO BOCIHTAHHUSA
Mosiofexu? TloxaJyy#l, Ja. 3TOrc He oTHHMellb. Ho nmoueMy Xe H3-3a
3TOro CpeACTBa BOCMHTAHUSA MHUJIIMOHH JioAeH Kak Gb CXOZST C yMa,
fenaoTcs 6Ge3yMllaMH, BO3HHKAIOT KPYNHBE MEXTOCYAapCTBEHHbIE
KOH(IIUKTH ¥ Jlaxke BOWHH (ToHAypac - CanbBaaop)? MoxkeT 6uTh, CITOPT,
CIMOPT, COPT - 3TO BCEro JIMWIb HaBaXZeHWe ABAALATOrO Beka? Heuto
BpOAe BCEMHMPHOIO TNCHUXHWUecKoro 3afosieBanua? HenapoM xe MoHATHE

«B0OJIe3Hb>» BXOAUT B cAoBa: Gonenbuk, dhaH, THHOIN...» 11

4 Pod solntsem. Rasskazy, Moscow: Sovetskii pisatel’, 1959,

5V kontse sezona. Rasskazy, Moscow: Fizkul'tura i sport, 1961.

SKostry i dozhd'. Rasskazy, Moscow: Sovetskaia Rossiia, 1964.

7Fakely na Flaminio. Rasskazy, ocherki, Moscow: Fizkul'tura i sport, 1965.
8 Igry v sumerkakh. Rasskazy i ocherki, Moscow: Fizkul'tura i sport, 1970.
9 Beskonechnye igry, Moscow: Fizkul'tura i sport, 1989.

10 See the footnotes to *'Vospominania o Dzhentsano' in BI, p. 474.
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As explored by Trifonov in his many works, sport is all these and more. It, like
life, brings with it a range of emotions, from tragedy to ecstasy:

«0, 3xechb SyzeT U 6eapl, U paioCTH, U HEOXHUZAaHHBIE TTOBOPOTH CYABLOGH -
KaK B XH3HH...» 12

There is the joy of winning, and the sadness of losing, but there is a greater
tragedy for the sportsmen himself when his career comes to an end. There is
also the misery of injuries, even more so as no-one is interested in an injured
sportsmen. People are, however, interested in watching programmes full of
clips of sporting accidents. Because the timescale is so tight, a sporting event
takes on the mood of a dramatic performance. Sport is a form of
entertainment, a diversion from the stresses and strains of daily life. Some
sports are like a holiday, giving thousands joy, such as football, ice-hockey and
ice-skating. Others are low key, solitary events, for instance cross-country
skiing and the marathon, more like work than play. All marathon runners
experience "the wall", a point when they feel they can run no more. Such
moments of weakness also occur in life. In fact, sport is a microcosm.

To Trifonov, the nature of sport leans more towards aesthetics, for
instance, to the theatre, or as an art form in itself. As Trifonov says, both art and
sport are planetary passions, humanity could not exist without them.!3 He is at
pains to argue against the increasing tendency to treat sport as a science. From
Trifonov's time sport had started to become more serious, more technical, but he
feels that it is too unpredictable and essentially light-hearted for this. The world
of sport is always changing, methods and psychology are never constant, and,
more importantly, results can never be forecast. As he says in 'Puteshestvie v
stranu chasov', «<HacTosumtt oTeeT faeT BpeMs».!4 In 'O futbole'lS, Trifonov
says everything is always changing in football and he loves it, a game he can not
even play himself, for the very reason that one never knows what will happen
next. If one did and one's team always won, the sport, any sport, would soon
become extremely boring. He examines how it is that unknowns can beat

giants.!® The ability of sportsmen does not always mean that they will win.

11 'planctarnoe uvlechenie', BI, p. 267.
12 'pojchasa, kotorye potriasli stadion’, BI, p. 225.
13 See 'Planetarnoe uvlechenie', B, pp. 267-79.

14 I, pp. 361-71. Trifonov's treatment of sport in respect to time is discussed further in the
chapter.

15 BI, pp. 315-19.

16 See for example Truden put' k Olimpu', BI, pp. 249-53.



Sometimes victory is due to sheer hard work, or to their mental attitude, their
will to win, or their love of their country or team. In 'O taine uspekha'l”?
Trifonov feels that teams need the following to achieve success:

«. . . CJMTHOCTb UHJUBHAYaJbHOCTEH, KOTOpHE BCE BMECTE CO3/al0T
KUBOE 1ieyi0€. » 18

Here again we see that important theme of slifnost’, recurrent throughout most of
Trifonov's works. Trifonov discusses how he once saw the Brazilians, with
many star players, play an extremely bad and tedious games because the
individuals could not fuse themselves into a team. Their opponents, the Danes,
won without any big names because they pulled together, became a «xuBoe
resioe».1? Their victory had something spiritual, something unexplainable
behind it. Sport can not be explained by formulae; there are too many
psychological aspects .

Part of the psychology and ever-changing nature of sport has to do with
how world records are being broken all the time, how the human body is
achieving more and more. This can partly be explained by improved equipment
and facilities, but a lot has to do with the sportsman himself. He needs high
psychological preparations to succeed, as well as endurance and courage,
discipline and intuition. This applies to all sports, from marathons to football
and even to chess. In 'Stimul'20 one of the characters, who is not a sportsman
nor very interested in sport, describes how he managed to run a great distance in
a very short time due to fear. The argument is that any person, regardiess of
whether he is a sportsman or not, can break a record so long as he has the right
conditions, namely certain psychological stimuli. It is something in the mind
which drives people on to achieve exceptional feats.

Trifonov also describes sport as a disease, as madness, as "the
hallucination of the twentieth century"2!. For many sport becomes an
addiction, both for the fans and for the participatants who burn out their bodies
with too much exertion. To some it becomes a matter of life or death, not just
medals. People have died as a result of running marathons, and even fans have
been known to die of heart attacks while sitting on the benches. Sport has an

1790 taine uspekha i 0 moskovskoi komande "Torpedo” ', BI, pp. 289-94.
18 1pid, p. 293.

19 Ibid.

20 'Stimul', BI, pp. 93-9.

21 As described in the above quote (8).
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element of danger and can be bad for the health. As Trifonov says above, two
words for 'fan’, Gonenbumk and Tugosu, come from the words for 'illness' and
'typhoid' respectively. Two stories actually contain the word illness in the title -
'Istoriia bolezni'?2 and 'Belaia bolezn' '3. In the latter, Trifonov describes ice-
hockey as an epidemic, a fever which is sweeping Czechslovakia as the country
plays host to the world championship. As we see in 'Planetarnoe uvlechenie'?4,
Trifonov is aware that some sports, football in particular, have resulted in
hooliganism. No doubt if Trifonov had been alive today, he would have been
greatly shocked, though perhaps not too surprised, at the way this has developed
in recent years. He knew that with sport, emotions sometimes run (dangerously)
high. Trifonov felt that sport should remain a game and only a game.

Hence there are negative aspects. Sport can breed intolerance, a concept
which Trifonov detested and thought of as madness. However, there are many
positive aspects. Sport unites people, both as fans and as members of a team. In
'Klub... bolel'shchikov'?5 Trifonov describes how football brings people
together. Football fans are naturally gregarious, and they are all part of an
unofficial club, much larger than the club they support, which is "closed" out of
season. As he says: «<HeT, 3TO He WyTKa U He KpacHoe CjoBLO - yT6on B
caMoM Jiefie COMMXAeT Hapoabl».26
On a wider, more general scale, Trifonov, in the story 'Podobno muzyke',
describes sport as being like music, loved the world over and understood by
all.2?7 He has witnessed occasions when world records have been broken and
everyone rejoices together at the capabilities of man who can jump impossible
heights, go into space, do anything in fact22 He has also seen nations united in
awe at the bravery of the ski-jumper.2® Trifonov himself made many new

friends as a result of sport on his trips abroad. His stories illustrate the concept

22 Y[storiia bolezni' in Kak slovo nashe otzovetsia, Moscow: Sovetskaia Rossiia, 1985, pp. 198 -
202.

23 'Belaia bolezn' ", Fakely na Flaminio, Moscow: Fizkul'tura i sport, 1965.
24 See Beskonechnye igry, pp. 219-30.

251 , pp. 287-89.

26 'podobno muzyke', B, p. 299.

27BI, pp. 297-99.

28 See 'Chelovek mozhet', BI, pp. 242-45.

29 '\Planetarnoe uvlechenie', BI, pp. 267-79.

55




of slitnost', showing how sport unites nations and, like history, weaves the
threads that join many different people together.

Trifonov explores this theme from many different angles. We see the
world of sport through the eyes of the sportsmen, their trainers, managers and
fans, which include sports journalists such as Trifonov. In his scenario for the
film 'Khokkeisty', Trifonov showed the tension under which sportsmen live.30
The action centres around a Moscow ice-hockey team. Its captain Duganov and
the trainer Lashkov represent two different attitudes to sport and life, Duganov
believes that: «clopT - 3TO Wrpa, ITO pPa3ByieveHHe W 3TO 30poBbel». The
trainer however wants victory at any price and ends up wearing the players out
and weakening the team's unity. The conflict comes to a head when Lashkov
removes Duganov as captain for a crucial match. However, one of the players
collapses through exhaustion from over-training, and Lashkov has to ask
Duganov to come in and save the game, which the team is losing badly.
Duganov's contribution wins the match in its last thirty seconds, and this victory
illustrates the correctness of his attitude.

'Konets sezona' shows events from a manager's point of view.3!1 The
story is loosely based on an actual meeting when Trifonov shared a hotel room
in Saratov with Ermasov, the former goalkeeper of the Stalingrad football team
"Traktor’. The protagonist of the story is Malakhov, a famous footballer turned
manager. He has come to a provincial town to poach the team's best player,
Buritsky, but in the end he can not bring himself to do it. Meeting Buritsky
reminds Malakhov of his life as a footballer, of his past glories which time has
taken away from him. The two characters are contrasted, as are their lives,
personalities, expectations and attitudes. Thus the story administrates deeper,
universal themes such as time, fate, and hard moral choices, which are
developed more fully in his later works.

Many of Trifonov's tales are told from the point of view of the fans. We
feel the atmosphere of the crowd of onlookers, the tension, joy and sadness.
When fans become bored with watching, lively discussions start up - everyone
has their own ideas as to what they would do if they were the trainer.32 People
are transformed while watching sport, they forget all about outside concerns.
The central protagonist of 'Beskonechnye igry', a sports journalist in Moscow,

30 'K hokkeisty', Mosfilm, 1964. The hero of the film, Duganov, is taken from an earlier story
"Pobeditel' shvedov', written in 1957 and first published in Sovetskii sport, 1958, March 29 & 30.

31 Written in 1956 and first published under the title of 'Sluchainyi sosed' in Ogonek, 1956, no.
32, pp. 5-12.

32 Sec 'Razmyshleniia vo vremia skuchnogo matcha, BI, pp. 313-15.

56



remarks that even his boss is friendly at football matches.33 The huge crowds
of fans are described as 'volcanic lava', locusts' and 'lemmings’, a huge mass
which nothing can stop, not even forecasts of the end of the world34 The
sportsman may be alone while preparing for the high jump but there are
thousands of eyes concentrated upon him.35 The fans are sometimes just as
much the heroes of Trifonov's stories as the sportsmen themselves.

Trifonov, as a great fan of sport himself, could easily describe the
pyschology and lives of such people. In 'Glazami bolel'shchika’ ('Through a
fan's eyes')36 Trifonov describes the day of an Olympic tourist in Italy. A
similar picture is given of a day full of different sports at the Third Friendly
Youth Games in Moscow and the resulting hunger and tiredness of a fan in
'Nebyvalye stradaniia bolel'shchikov' 37 The life of a (football) fan is one full of
expectation, always waiting for the start of the season (which to him is like
Spring to the poet), the next match, the World Cup38 Fans are filled with the
desire to see 'the match of the century9. As Trifonov says, sport:
«...MPOSIBJISET UEJIOBEKAa BO BCEH €ro CIOXHOCTH, MHOTOCJIOHHOCTH €ro
AYWH, CHOPT HE JNbCTHT UEJOBEKY, He XaleeT ero GonenBhX
onymeHu» 40

Many people need a focus for hero-worship in their life, be it a singer or
a sportsman. One such person is the twelve year old Alyosha in the story
"Pobeditel’ shvedov'#! who is obsessed with his local ice-hockey team, especially
its star player Duganov. We see the sport through Alyosha's somewhat naive
child's eyes. Duganov is his idol and he is extremely shocked when he discovers
that the player is going out with one of his neighbours, Maika. To him, this is
incomprehensible - how can this great star from the world of ice-hockey be the
boyfriend of an ordinary woman from Alyosha's everyday existence? He

3 '‘Beskonechye igry', Bl, pp. 141-220.

34 Ibid, p. 141.

35 'Vmesto grozy', Bl, pp. 235-38.

36 'Glazami bolel'shchika', V konets sezona. Rasskazy, Moscow: Fizkul'tura i sport, 1961.
37 ‘Nebyvalye stradaniia bolel'shchikov', Sovetskii sport, 15 August 1957.

38 "[spolnenia nadezhd', Futbol', 7 October 1963.

39 poichasa, kotorye potriasli stadion', Beskonechnye igry, p. 223.

40 See introduction to Beskonechnye igry, p. 7.

41 pobeditel' shvedov', Sovetskii sport, 19 & 20 March 1958.
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becomes even more distressed when he realises that problems with the
relationship are putting Duganov off his game in the crucial match against the
Swedes and he, Alyosha, is the only one to know. The story shows how even
idolised sportsmen are basically human,

Trifonov shows a different perspective on sport, again from a child's
point of view, in 'Odinochestvo Klycha Durdy'.#2 Kiych Durda is a successful
Turkmenian wrestler who has become unpopular because he has won so many
matches, an example of the fickleness of public opinion. Gossip surrounds him,
rumours are rife that he squanders his prize money on drink. The only person
who still supports him is his small son. The narrator (the same Muscovite
journalist from the Turkmenian cycle of stories of which this is a part) recalls
how he saw Klych Durda fight three years before and how he has aged. He is
shown wrestling and then asleep with his son the next day, and we are made to
feel sympathy for this great wrestler, hated by the public, but strong in his son's
love, which is of much more importance than the intolerance of the crowd.
Trifonov disliked intolerance and felt that to judge people is easy.
Understanding is more difficult.

"Daleko v gorakh' is another story from Trifonov's Turkmenian cycle
and is his one and only tale concerning the sport of boxing. It centres on the
young Turkmenian boxer Alyosha who lives in the mountains, and we see the
different attitudes of those around him to boxing. His girlfriend Valia is against
the sport, his grandfather thinks it's a fool's game, while his trainer pushes him to
win, even to the detriment of his school work. Although this story is only about
boxing, the conflicting attitudes are typical of sport as a whole, life as a whole.

In his many travels abroad, Trifonov saw how sports can reveal
something about national character. Ice-hockey, he felt, was too nervy and
rowdy a game for the Swiss, a nation that likes peace and disapproves of a noisy
sport which sometimes is reduced to fighting.#4 When Trifonov attended an
ice-hockey championship in Sweden in 1963, he was surprised how no-one
spoke on the metro, unlike in Moscow. He felt that the atmosphere was more
suited to a funeral than to a match.4> In Grenoble to watch the Olympics in

42 'Odinochestvo Klycha Durdy', Znamia, 1959, no. 2 (as part of collection 'Puti v pustyne).
43 Daleko v gorakh. Rasskaz', Fizkul'tura i sport, 1957, no. 11, pp. 37-40.
44 'pyteshestvie v stranu chasov', BI , pp. 361-71.

451 dolia sportivnogo schast'ia’, Fakely na Flaminio. Rasskazy, ocherki, Moscow: Fizkul'tura i
sport, 1965.
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1964, he deplored the prevalence of the rich.4¢ Some countries, such as Austria,
seemed to him only interested in watching sports they knew they would win; and
often a country becomes keen on a sport only when they achieve an unexpected
victory. When the Czechslovakian team left home to compete in the ice-hockey
championship in Switzerland in 1961, no-one was interested as they were not
expected to do well. However, when the team returned home as world
champions, they were mobbed at the airport.#7 Countries also tend to lose
interest in a sporting event when their country is knocked out, although some
react more than others. When Italy and Brazil lose football matches, it is seen
as a national disgrace which has implications for the nation's political and
economic situation.

Different countries love different sports - for example the French love
ice-skating because of its beauty. It is a test of national character. Different
countries also produce sportsmen and teams with their own styles. Australian
tennis players were a complete surprise to the Russians when they saw them
play at the Third Friendly Youth Games in Moscow in 1957 as they brought
comedy to the court.48 In the 1960's the Brazilian football team introduced a
new system or "formula" which changed the nature of the sport and made it
more "intellectual". Even chess has different styles and Trifonov compares
players to Wagner and Faust.4°

In his works Trifonov explores the theme of winners and losers.
Alyosha, the protagonist of 'Daleko v gorakh', misses an important boxing
match, but gains a different kind of victory when he apprehends some criminals
who killed the driver of the bus which should have taken him to the town for his
fight. In the story 'Pobeditel' ' ("The Winner")>0 while in France the narrator
meets an old man who competed in the 1900 Olympics. He did not win his
event, but now considers himself to be the winner because he has outlived all the
other competitors. The story ends with a picture of nature, which is eternal,
unlike humans, however long they live. 'Prozrachnoe solntse oseni'S! centres

46 'Sotvorenie kumirov', BI, pp. 427-43.

47 'Puteshestvie v stranu chasov'.

48 ‘Nebyvalye stradania bolel'shchikov’, Sovetskii sport, 15 August 1957,
49 See 'Istoriia bolezni' in Kak slovo nashe otzovelsia, pp. 198-202.

30 'pobeditel'. Rasskaz', Znamia, 1968, no. 7, pp. 122-5. Also appeared in some editions under
the title of 'Bazil'".

51 The story was first published under the title of 'V bufete aeroporta’ in Fizkul'tura i sport,
1959, no. 7, pp. 36-8. In later reprints it appeared as 'Prozrachnoe solntse oseni'.
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round two old school friends who accidently meet at an airport after a twenty
year interval. They have both completely changed and are bound only by past
memories. Velichkin is now the manager of a volleyball team, lives in Moscow
and travels abroad. Galetsky, on the other hand, is a PE teacher in the Siberian
taiga, and is extremely proud of his college football team who are regional
champions. Each is satisfied with his lot and pities the other. Velichkin pities
Galetsky for having ended up as a mere teacher in the middie of nowhere.
Galetsky, however, does not envy Velichkin's life in the capital, and remembers
how Velichkin was once in love with his wife, but it was he, Galetsky, who won
her heart. They each see the other as a loser. Trifonov's sympathies probably lie
with Galetsky. His life is shown as a more happy and honest one. Connected
with this is the fact that Galetsky left for Siberia, a continuation of the literary
(and political) trend seen in Utolenie zhazhdy and the rest of the Turkmenian
cycle - the escape to the country as a source of moral renewal. However, the
mood at the end of this story is as of 'Pobeditel”, indicating that the only real
winners in life are nature and time. In death, life's victories become immaterial.
In his stories, Trifonov aims to show that there is no such thing as clear winners
and losers in real life. Instead, a person needs to understand himself and those
around him. Trifonov had thought he was a "winner" with Studenty but he had
been mistaken.

Trifonov also deals with one of his most predominant themes, time, in
his sport stories. The effect of time on the nature of sport is seen in many
different ways. Firstly, as already shown, the effect time has on sportsmen, as it
has on all people, that of ageing. Sooner or later their bodies begin to slow
down and ultimately they have to retire from competitive sport. The generation
gap also has an effect on sport. Different generations have different attitudes,
different styles, different lives, as shown in 'Konets sezona', where the manager
Malakhov is contrasted with the up and coming footballer Buritsky.

The continual breaking of records also means that no-one's success is
eternal. One person's record is eventually broken, one team's victories are
brought to end, one country achieves prominence now in one sport, then another.
Nothing remains the same. Every dog has its day. One disturbing change that
Trifonov witnessed was the growth of football hooliganism, and he felt that the
sport needed a renewal of politeness.>? Stadiums also changed with time,
developing with the changes in art and sculpture. Trifonov ponders the
connections between sport and art at the Olympics in Italy and in Grenoble,

52 See 'Novaia estetika futbola’ in Bf, pp. 300-305.
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where a Salvador Dali exhibition and examples of modern art were shown at the
same time as the Games. 33

Time has also brought about the evolution of another medium for
modern art - the cinema (and, ultimately, television), and these too change the
face of sport. Trifonov felt that cinema and television were good in that they
brought sport to the masses, widened its public and gave a better view than that
of the spectators. It also enabled people to see sport in other countries to which
they normally could not travel, thus bringing the world together. However
televising sport has its drawbacks. Trifonov disliked the commentators he had
met on his travels, feeling that they had little respect for the viewers and
preferred to sit in the comfort of a TV lounge than among the crowds, thus
missing the real atmosphere.> Another effect of television is that sport has
become increasingly more money-orientated, another development which
Trifonov disliked. Sportsmen began to turn into money machines, and in some
sports, such as boxing, money could be won even if the boxer lost. In
Travnichek i1 khokkei', he descrbes the match between Cassius Clay and Folley
which he has just watched on television.55 Folley lost but earned more money
than ever before. This kind of thing, in his opinion, made sport less honorable,
opening the way for possible corruption and fixing of results.

In stories such as 'Odinochestvo Klycha Durdy' and 'Puteshestvie v
stranu chasov', we see how transient is the idolisation of any one sportsman or
team. The flow of time is felt very strongly, as the many sporting events
provide a convincing setting for one-off meetings and one-off events, such as
with the Austrian sports fan Kristian in 'Iz avstriiskogo dnevnika'.% Even the
titles often have some reference to seasons or times, the first, the end, half an
hour, one evening, autumn, twilight. In 'Puteshestvie v stranu chasov', Trifonov
says he has never felt the weight of time so strongly as when he visited
Switzerland, the land of clocks, where he misses connections and sees how
timetables are dictating his life.

Connected with time is another of Trifonov's important themes, history,
which is explored in his works on sport. This, with the interlinked discussion of
politics, helps to put sport into a wider context. Alyosha, for instance, in
'Daleko v gorakh' still lives in the mountains, although many of his fellow

53 'Sotvorenie kumirov', BI, pp. 427-43.
541V pervye chasy tvoren'ia', BI, pp. 255-67.
55 Travnichek i khokkei', Literaturnaia Rossiia, 1967, 7& 14 April.

56 I, pp. 405-408.
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Turkmenians have moved to the town, their lives following the general patterns
of urbanisation.

Memories of the Second World War arise in many of Trifonov's sports
stories. In his travels across Europe, attending various sporting events and
meeting many different people, Trifonov was often reminded of his links with
other nations, especially those of Eastern Europe, in resistance to fascism. In
'Pervaia zagranitsa' 57 to the ex-enemy country Hungary, his interpreter turns out
to have been in the anti-fascist movement. One of Trifonov's favourite countries
was Bulgaria, where whole civilisations had come and gone and all that
remained were the monuments and the literature. There he meets people who
preserve the country's history and others who, as a result of urbanisation, are
themselves becoming part of its flux.>8 In 'Ispanskaia Odisseia'>® he describes
the life of a Spanish football fan whom he met at a football match in Moscow.
This man fought against the fascists in the Spanish Civil War, was interned in
France, then escaped to the Soviet Union. However, for the love of his
homeland («poauHa ecTb poauHa - a view shared by Trifonov), he had
returned to Spain but spent thirteen years in prison under Franco's regime.
There, the only reading material the prisoners were allowed was sports papers
and he had spent his time memorising football statistics. Now, back in the
Soviet Union again, he has been advised to go to football matches for fresh air
for his health, shattered by the brutal conditions in prison. Against the
background of football, the story explores the sufferings of many Spaniards who
resisted their country's political regime and suggests a paradigm with returned
prisoners from nearer home. The criticism of aspects of Russian history often
implied in Trifonov's meditations on the past of other countries with whom he
came in contact in the course of his career as a sports reporter was, however, a
natural corollary of the broadening of his horizons afforded by travel and chance
meetings, not a laboured allegory. His passion for football was quite genuine
and in these stories we see a different side to Trifonov. that of the more cheerful,
light-hearted fan. His friend and former editor Vladimir Novokhatko recalis
how they watched many football matches together and how the writer's third

57 See BI, pp- 333-42. The story is a reworking of other sketches: 'Svidanie s Vengriey', Novoe
vremia, 1955, no. 47; 'V stolitse futbola', Fizkul'tura i sport, 1955, no. 11.

58 See 'Gde pel Orfei', BI, pp. 379-86. In the next chapter I shall examine other stories
concerning history and set in Bulgaria, as well as Trifonov's first historical novel Otblesk kostra
which was published during the same period, in 1965.

59 'Ispanskaia Odisseia', Fizkul'tura i sport, 1963, no, 1.
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wife Olga Trifonova-Miroshnichenko became an enthusiastic fan too, which
probably helped their relationship.®

Other reminders of the Second World War on Trifonov's travels were the
findings of war-time verses in the book in his Austrian hotel room®!, and on
another trip to Austria in 1967, hearing that the Nazi Martin Borman was still
alive and living in Brazil. He also visits a former prison camp, and reflects on
how the war affected his generation and how history, all history «caunaocs,
Kak koH(eTH B KyJabke». Already, at this stage in Trifonov's evolution as a
writer and in his seemingly more lighted-hearted works on sport, the theme of
history as part of the concept of slitnost' is emerging.52 Yet he keeps his
subject firmly in place.

In the story, 'Travnichek i khokkei', in the same context of the Second
World War, Trifonov says that he does not like sportsmen being described as
heroic. Such words belong to warriors and are out of place in sport. In a set of
stories in the collection V kontse sezona 93, Trifonov examines the role of sport
in the lives of soldiers. The fitness and strength they gain from sport helps, but
for service they also need courage and heroism everyday. In this sense,
Trifonov feels that sport is too often taken out of context. In the story
'Beskonechnye igry'®4 the narrator, a sports journalist, attends a school reunion.
There, all the famous ex-pupils are congratulated, but most applause is for the
two who have become an actor and a fooballer, their achievements are blown
out of all proportion. However, one of the narrator's friends has just witnessed
him save a child's life, and in her speech she says this is a feat of real heroism, a
real achievement. Trifonov saw sport to some extent as a metaphor for life but
he felt that, although some sports do require great effort and often carry some
danger, the sportsmen practise self-discipline and take risks purely for
themselves. If they do die as a result of their sport (and some sports are

60 Jnterview with Viadimir Grigorevich Novokhatko, 30 September 1993. Novokhatko first met
Trifonov when he worked at Fizkul'tura i sport, and later was the editor of Politizdat's
'‘Plamennye revoliutsioneri' series, which included Nererpenie.

61 11z avstriiskogo dnevnika', Fakely na Flaminio, Moscow: Fizkul'tura i Sport, 1965.

62 See Travnichek i khokkei', Literaturnaia Rossiia, 1967, 7 & 14 April. The visit to the camp
and its torture chamber in this story evolved many years later into 'Nedolgoe prebyvanie v
kamere pytok. Rasskaz', Znamia, 1986, no. 12, pp. 118-24.

63 'Gonki s gandikapom', 'Surovaia, geroicheskaia sluzhba' and 'Pro bitsepsi', V kontse sezona.
Rasskazy, Moscow: Fizkul'tura i sport, 1961.

64 '‘Beskonechnye igry', Prostor, 1970, no. 7, pp. 52-82. The story was also developed into a
film at Mosfilm's suggestion, and later into a play by Olga Trifonova-Miroshnichenko (See Teatr
pisaltelia, Sovetskaia Rossiia: Moscow, 1982.) '
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dangerous), it has not been for the sake of others. That is true heroism, and the
juxtaposition shows sport in its true perspective.

Trifonov also disliked the way politics often encroached on sport, for
example, in the story 'Vremia i voleybol5, he comments how different the last
volleyball championship held in Moscow was as it happened during the time of
Stalin, "the best friend of Soviet volleyball". There were many spys present and
the Russians were not allowed to talk to foreigners. Politics has nothing to do
with sport but it still influences it. At this same volleyball championship, for
instance, the Egyptian team refuses to play Israel. On a wider scale, Trifonov
comments on how war interrupted the Olympics®6, and how the Cold War led to
USA and USSR boycotting the Olympics held in each others' countries. It also
led to a very small number of Eastern European spectators attending Olympics
in the West, where Trifonov experienced a definite anti-Soviet feeling.5”7 He
recalls how the 1936 Olympics held in Germany were used by Hitler to show the
rest of the world his country's strength. The Fuhrer's treatment of the black
athlete Jesse Owens also pointed to his racist policies. Sporting events bring
peoples together but episodes such as these divide them, exacerbating jingoistic,
rather than patriotic feelings.58 In the same story Trifonov ironically says how
the 1966 World Cup final brought about what World War Two never did - a
German invaston of London.

Trifonov's works on sport covered a period of around fifteen years
(1955-1971) and the style of his stories often differed. As we have seen, some
of the works on Turkmenia and sport were written over the same period and
published in the same collections such as 'Pod solntsem' and 'V kontse sezona'.
The narrator of 'Odinochestvo Klycha Durdy' is the Moscow journalist who
figures in many Turkmenian stories. 'Daleko v gorakh' is also set in Turkmenia,
but is written in the third person and in the same style as 'Konets sezona',
'Prozrachnoe solntse oseni' and 'Pobeditel' shvedov'.which are set in Russia: a
laconic, often lyrical style, allowing for digressions on life, death and time.

Many of the articles which Trifonov wrote for publication when
employed as a sports journalist are first person accounts of the various events he
attended. However, they are illuminative essays rather than straightforward

65 Written in 1962 and first published in shortened form under the title of 'Vokrug myacha’,
Literaturnaia gazeta, 30 October 1962. Later extended for the collection Fakely na Flaminio.

66 See 'Sotvorenie kumirov',
67 See 'Puteshestvie v stranu chasov', Bl, pp. 361-71.

68 'planetarnoe uvlechenie' BI, pp. 267-79.
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journalistic records; Trifonov discusses the psychology and philosophy of sport,
as seen above. He also discusses themes which were important throughout his
works, such as time and history. All these were important to Trifonov as part of
the concept of slitnost'. As he remarks in Travnichek i khokkei':

«Bce miepennenock B HalleM MHUpe, BCE CBS3aHO, OJHO BO3JEHCTBYET Ha
JIDYToe, OZIHO BHITEKAET U3 PYroro.»%?

During this period Trifonov became increasingly interested in history,
writing various short stories on the way in which it effects our lives, as well as
the documentary tale Otblesk kostra, a history of his father's life and
participation in the Bolshevik party, and the novel Neterpenie about the
People's Will terrorist Andrei Zhelyabov.70 A discussion of these works follows
in Chapter 5.

69 Travnichek i khokkei', Beskonechnye igry, pp. 426.

70 Otblesk kostra was published in 1965 after months of research in various archives, while
Neterpenie was published in 1973 as part of the series 'Plamennye revoliutsioneri’.
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CHAPTER 5
TRIFONOYV AS HISTORIAN

During the mid 1950's, Trifonov became increasingly interested in history. He
was brought up in a family who were closely involved, on whom «nexur
oT6neck uctopuu».l As a child, he had heard his father's stories about his
revolutionary activities and often asked questions.

In 1955, Valentin Trifonov was posthumously rehabilitated which was a
very important event for his son. The following year Krushchev brought to light
some of Stalin's crimes in the Twentieth Party Conference and commenced a
policy of de-Stalinisation. There also followed a period of relative freedom in
the arts, 'the Thaw', and writers began to examine their own and Russia's past.
In 1957, Trifonov wrote a short story entitled 'Odnazhdy dushnoi noch'iu'. It
was part of the Turkmenian cycle, with the same journalist-narrator on his
travels round Turkmenia with the local driver Achilov. However, it was not
published along with his other Turkmenian collections, but in his former teacher,
Paustovsky's almanac Tarusskie stranitsy in 19612, The story tells of how the
narrator and Achilov meet a Spaniard late one night in Ashkhabad. He is locked
out of his flat and asks if they have an axe with which he could break down the
door. None of them have, but they begin to chat and ask how the Spaniard came
to Turkmenia. As they thought, he came over to escape the Fascists after
Franco's victory in the Spanish Civil War and relates the events as if 'it was
yesterday' - an important observation, as to Trifonov history lives on within the
individual. However, this story differs from the sports stories examined in the
previous chapter, which often mentioned meeting communist bretheren in far-
flung corners of the globe3. Instead the Spaniard's words cause the narrator to
think explicitly of his own history; how their lives were connected and how life
under a dicatator in Spain could easily parallel Stalin's Russia:

«TpUALATh CelbMOM roj, BoMHa, nofea THraHTCKOM LIEHOW, CMepTb
CTajIMHA W BHOBb NMOGE/Ib, MOTPSACEHHS W HaZEX /bl »4

tThe opening lines to Trifonov's first major historical work 'Otblesk kostra', Znamia, 1965, no.
2, pp. 142-60; no. 3, pp. 152-77 and one of his major concepts of the relationship between man

and history.

2 Tarusskie stranitsy . Literaturno-khudozhestvennyi illiustrirovannyi shornik, Kaluga:
Kaluzhskoe knizhnoe izdatel'stvo, 1961, pp. 202-3.

3 See Chapter 4, p. 62.

4'Odnazhdy dushnoi noch'iv', Tarusskie stranitsy, p. 202.
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This passage, omitted in later publications of the story>, accurately summed up
the mood of the times and the almanac itself. Tarusskie stranitsy contained
works by Bulat Okudzhava, Zabolotsky and Tsvetaeva and reminiscences of
Vsevolod Meierhol'd. It was a one-off publication which broke new ground and
caused a scandal. All the works in it were said to have been written in Tarusa, a
provincial town where many writers came to work, the nearest point where those
still forbidden residence in the capitals were allowed to live around a favourite
'dachnoe mesto' long before the Revolution. The introduction to the journal
spoke of the new hopes brought about by the 22nd Party Conference, indicating
that the desire was still there to build communism but in a new, truthful way.
Although this is one of the few times Trifonov actually openly allied himself
with the liberals, it is understandable as Tarusskie stranitsy reflected the general
mood of the time and thus Trifonov probably felt he was not really putting his
neck out. He criticised Soviet society in later works but did it very carefully so
as not to cause any great trouble for himself. Life as the son of "an enemy of the
people" had taught him to be cautious for fear of repercussions in a society
pervaded by terror.

Trifonov's move towards history is further shown in 'Kostry i dozhd' ©
and 'Vospominaniia o Dzhentsano'.”7 These stories, along with other works
written at the same time describing his travels abroad, recount experiences and
historical memories of the countries visited, in this case Bulgaria and Italy.
Trifonov felt that it was very important for an individual and a country to
remember its history, and hoped that the memory of wars and fascism would
prevent them happening again. However, he was already moving towards
studies of his own country's history which culminated in the publication of the
novel Otblesk kostra, an account of his father's and uncle's participation in the
revolutionary movement and the building of the Soviet state.

Otblesk kostra was first serialised in the journal Znamia in 1965 8 and
was expanded and printed in book form the following year after letters from

many of the relatives and acquaintances of the people mentioned in it The

3 See, for example, the second volume of an edition of Trifonov's collected works, Izbrannye
proizvedeniia v dvukh tomakh, Moscow: Khudozhestvennaia literatura, 1978.

6 Written in 1961 and first published under the title of 'A koster gorit..." in Literaturnaia gazeta,
19 December 1961, p.4.

7'V ospominaniia o Dzhentsano. Rasskaz', Molodaia gvardiia, 1964, no. 4, pp. 114-19.
81Otblesk kostra', Znamia , 1965, no. 2, pp. 142-60; no.3, pp. 152-77.

9 Otblesk kostra, Moscow: Sovetskii pisatel’, 1966.
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novel was based on Trifonov's own research in various archives, including in
Rostov. It was here that his friend, the future editor of Neterpenie , Vliadimir
Novokhatko first met Trifonov, and he considers that the writer was very lucky
to have been admitted to those particular archives even during these more liberal
times.!0 Trifonov also uses the diaries of his uncle, Pavel Lurie (his mother's
brother), and his father's letters in the novel and, or so he claims, notes on the
formation of the Petrograd Red Guard, from which Valentin had intended to
write his memoirs. These he found in an old trunk and it was this find that in
fact proved the catalyst which led Trifonov to delve into archives and produce
Otblesk kostra. There is, however, no record of how his family managed to
preserve them after his father's arrest and execution. Trifonov does mention in
the novel (IV, 132) how he was surprised and overjoyed to find so much
material on his father in the Soviet Army archives which had not been destroyed
after 1937.

At the beginning of the novel there is a familiar autobiographical scene
from the time Trifonov spent as a boy at the family's dacha in Moscow's
Serebryannii bor, of the paper kites his father made for him out of Tsarist cards -
even his childhood toys are marked by history. However this idyll soon ended:
«BHICOKM B CHHeM Hefe TaBaj W TpemaJj 3MeH, CAeJaHHHH U3 KapThH
BocTouHOro (pOHTa, rjie OTell NPOBEeN TakUe TAXeNble MeCHlb C JieTa
1918 po neta 1919 rofa...

Ho of 3ToM g y3HaJ mo3xe. MHe 6bUI0 OAMHHaALATD JIeT, KOr/jla Houblo
NpHexany JoAW B BOSHHOM M Ha TOH Xe faue, TA€ MBI 3allyCKaJiH 3MEEB,
apecToBaJiM oTla H yBewm.» [IV, 8]

Throughout the novel, Trifonov gives an account of his father and uncle's
revolutionary and party activities. They were both of Don Cossack origin and
orphaned at an early age. They joined the party in Rostov in 1904, and then
took part in the uprisings there in 1905. From then till the 1917 revolutions,
their lives were spent in and out of Tsarist prison camps. Their involvement in
the revolution and Civil War is chronicled, and their untimely deaths during the
Great Purge. Trifonov had always believed in his father's innocence, but now
the revelations about the Stalin era and the opportunity to study official
documents in connection with Valentin's rehabilitation gave him proof. The
novel in a sense was a purifying process to try to come to terms with all that had

happened to him and his family, to lay bad memories to rest.

10 Interview with Vladimir Novokhatko, 30 September 1993.
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However, the novel is not a simple biography of Trifonov's father, but is
also about the many others involved in this huge and complicated epoch of
Russia's history which moulded their fate and that of their children. As Trifonov
says:

«$l MUY KHUI'Y HE O XH3HH, a O cyasbe. M He TONbKO O CBOEM OTile, a ¢
MHOTMX, MHOTHX, O KOM 5 Jlake He YNMOMSHYJI. HX Gbljio oueHb MHOIO,
3HaBUWIHMX OTLa, paBoTaBUIMX PAJIOM, TOXOXHX Ha Hero.»

Valentin and Evgenii Trifonov were merely two of the many who "stood close
to the fire of history". In analysing their lives, Trifonov wanted to put the record
straight - not only to show their innocence but to depict the truth about this
period of his country's history, a time when: «...Bce HauWHajJoch. Koraa
HaunHanuch MB.» [IV, 93]. Showing the truth about this period of history
would enable a true understanding of the times, an understanding of his
forefathers, his own generation and ultimately himself.

In Otblesk kostra Trifonov depicts historical events somewhat
differently to the way in which they had been previously chronicled, and
mentions people whose names had rarely been uttered since their executions.
Despite the political climate, Trifonov still had difficulty persuading some
people of the genuineness of his father's archives:

«..KaK MeAJEHHO, ¢ KakuMM TpyzoM GyJeT pa3pymaTbcsl 3aMaTepesas
Hemnpas/Jia ¥ Kak MHOTO Jofeit 6yayT eé 3ammmarthb, 3amumasa ceGe.» [IV,
66}

Under Stalin, Soviet history had been perverted due to the cult of personality,
and it is not surprising how important finding the truth was for Trifonov. By
searching through the archives he had seen how fragile historical evidence was.
He had been used to the official stories of the Civil War, of Stalin leading the
Red Army from victory to victory, but in the archives he was surprised to read
of the muddles in the military {IV, 120]. In the above quotation, he touches on
how people defended the official version of history as a means of self-
preservation. Even Krushchev did not tell the whole story of Stalin's crimes, as
in doing so he would have implicated himself and the whole system. The party's
political legitimacy was upheld by the falsification of history. When Mikhail
Gorbacheyv told the whole truth of the nation's history in his policy of glasnost,
this shook the Communist Party's legitimacy and contributed to its fall from
power.

Thus, as Trifonov himself had believed it would!!, time eventually
brought about the historical justice he strove for, but in his own day he

09



attempted cautiously and patiently to sift historical fact from political fiction.
He brought to light the forgotten names of those who were sacrificed by the
revolution, some posthumously rehabilitated as a result of de-Stalinisation. He
was, for instance, the first to publically mention the Civil War hero Dumenko,
executed in 1920. More important is his examination of the Cossack leader
Philip Mironov and the whole Cossack question. Mironov, a very popular
leader among his fellow Cossacks, had joined the Bolsheviks later in the Civil
War and thus was distrusted by many. This eventually led to his downfall and
execution in 1921, and he was not rehabilitated until 1960. He had launched his
own offensive against orders from headquarters, in what he believed to be the
best interests of the Red Army, but others thought he was about to go over to the
Whites, and he was shot without trial. Trifonov was to examine Mironov's case
in more detail in the novel Starik 12 over twenty years later. In Otblesk kostra
he mentions the policy of de-Cossackisation, which of course his father had been
very much against.

At the end of the novel, Trifonov moves very quickly from the end of the
Civil War to his father's arrest, which he puts down to the fact that he submitted
his book on the dangers of fascism, Kontury griadushchei voiny, to the
Politburo. Unfortunately, it did not agree with Stalin's thinking at that time.
Ordzhonikidze's suicide is mentioned as a dangerous portent to the Purges, an
ending similar to that described in the posthumously published Ischeznovenie.13
Otblesk kostra is a lament for the "children" which the revolution devoured, for
their heroism, their selfless devotion to the revolutionary cause and for the old
ideals which were lost under Stalinism. Trifonov did not so much disagree with
his father's revolutionary ideals as with the world which emerged from them,
which he blames on Stalin and terror. The cause was more important than life
itself to Valentin Trifonov and other old Bolsheviks, but Stalin used "for the
good of the revolution” as an excuse to liquidate many people who were, as he
perceived, a threat to himself. The changes under Krushchev allowed Trifonov
to try to examine his country's history and the roots of his own generation. They
also led to a change in the mood of the party. It was full of new hope and many,
affected by this, joined the party after 1956. Trifonov, however, did not.

11 «Hapeproe, HUUTO He AOBHIBAETCS C TakWM TPYAOM, KaK HCTOPHUYECKas
CnpaBeAfMBOCTb. ITO TO, UTO JOGHIBAIOT He PACKOIKY B aPXHBAX, He KUMH Gymar, He

cnoph, a roae» IV, 140}

12 First published in Druzhba narodov, 1978, no. 3, pp. 27-153. The main character in the novel
Pavel Letunov is partly based on his uncle Pavel Lurie.

13 Druzhba narodov, 1987, no. 1, pp. 6-95. Written for the bottom drawer as due to the more
open nature of the novel, Trifonov knew he would never see it in print in his lifetime.



Other works of the time, besides Trifonov's, examined the problems of
socialist humanism during the Civil War: notably P. Nilin's Zhestokost' (1956)
and Sergei Zalygin's Solenaia pad' (1967-68). However, many books dealing
with the party purges, such as Lydia Ginzburg's accounts of her arrest and time
spent in the camps, Through the Whirlwind' and 'Beyond the Whirlwind', were
not published during the Thaw. Nevertheless, Otblesk kostra represents an
important and unique phase in Trifonov's evolution as a writer, and one which
was made possible by the political climate.!4 It was his first novel since
Utolenie zhazhdy , with which he had not been altogether satisfied, having
written it while still labouring under Socialist Realist formulae. The novel also
represented his first major historical work, touching on themes which he would
later return to and discuss in greater depth in works such as Starik and
Ischeznovenie. The style of Otblesk kostra is that of a documentary tale, a
genre popular at that time, using official papers and family material, as well as
Trifonov's own stream- of-consciousness style narration. There, Trifonov first
begins to experiment with time montages which he was to use to such effect in
later works - Dom na naberezhnoi, Starik and Vremia i mesto, switching
between various times from 1904 to 1937. He also makes use of multiple
narrative voice - official documents, his father's notes, grandmother's memoirs
and Pavel's diary. The latter shows a fourteen year old boy's perception of the
revolution, the emotions and enthusiasm aroused at the time by such things as
Lenin's April Theses, which some years later were to become empty, overused
phrases. Trifonov himself has two voices, that of the son and that of the narrator
as the voice of history.

As well as experimenting with literary devices which were to feature in
his maturer works, Otblesk kostra is Trifonov's first sustained endeavour to
discover historical truth, an obsession which was to become more evident in
Starik. In Otblesk kostra he is trying to find historical truth in the light of
Khrushchev's policies, and this applies to all aspects of the novel. Despite his
love for his father, he does not romanticise the revolutionary movement,
especially when the description of his father's trial after his involvement in the
1905/6 uprisings is compared with Gorky's treatment of a similar subject in his
novel Mother. He does not convey post factum omniscience on his family but
includes part of his grandmother's memoirs, a passage on her acquaintance with
Stalin. In these memoirs, written in 1957, Tatiana Slovatinskaia, wrote nothing

141t is also interesting to note that Trifonov's Otblesk kostra was not reprinted between 1966
and 1987, as the kind of criticism possible during the Krushchev thaw was not permitied under
Brezhnev's regime.
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of how Stalin destroyed her family. Thus Trifonov did not know whether to
include them, but decided to do so in the end as they too were true as far as they
went and part of his country's and family's history. Her very reticence was part
of that history. Linked with the search for truth is the importance of conscience
and memory. To Trifonov, both Mironov and his father had a conscience, and
the latter was greatly influenced by his friend and fellow Bolshevik Aaron Solts
who was called "the conscience of the Party".!5 Within Otblesk kostra, memory
is very important. It was other people's memoirs and the letters he received
which helped Trifonov re-write the work into a novel and put together the truth.
In later works, Trifonov was to continue exploring the subjectiveness of
memory, how people at first only remember what they want to, but how it is
necessary to remember everything in order to re-establish the truth, however
unpleasant this may be. To Trifonov, memory should be a tool for self-
knowledge, not self-deception.

In Otblesk kostra Trifonov is trying for maximum authenticity:
««OT6IeCK KOCTpa» § CTPEMHJCH MHCaTb Kak MOXHO Cylle, JaTb CJIOBO
Tex neT, GyMart Tex net».16
One of Trifonov's main thoughts on history was that it lived in everyone, and he
opens Otblesk kostra with the following words:

«Ha kaxzJoM uenoBeKe JIeXUT OTBAECK WCTOPHU. OJHHX OH onajser
XapKWM M TPO3HBIM CBETOM, Ha APYIHX e/Ba 3aMeTeH, UyTb TElUIMTCH, HO
OH CYWIECTBYET Ha BceX. HcTopH4 moswlXaeT, Kak rpoMaAHbill KOCTep, U
Kax/nii U3 Hac GpocaeT B Hero cro#t xsopocT.» [IV, 7]

Some people like the author's father and uncle made their mark on history more
than others, but everyone carried in them the threads of time gone before, all are
shaped by history. The concept of the threads of history was an important one in
Trifonov's later works, and in Otblesk kostra he is moving tentatively towards
it, in so much as he feels that he must understand Russia's past in order to fully
understand himself. The years covered in the novel formed the roots of
Trifonov's own generation; he looks at the origins of the revolution, its victory
and then, briefly, its degradation. Trifonov also intended to make his reader
think, feel and worry about the events of the novel, posing moral questions such
as the price of human life in conditions of historical upheaval such as revolution
and civil war. Some were surprised by the publication of the novel, but it is not
a side-step in his evolution as a writer, rather part of this process. The interest in

15 Aaron Solts also features inStarik as a fictionalised character, and by name in Ischeznovenie.

16 15ovremennost’ - splav istorii i budushchego' in Kak slovo nashe otzovetsia, p. 233.
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history here foregrounded for the first time was to continue throughout his

literary life, and the interest in morality was also to develop.

In October 1966, Trifonov's wife Nina died while convalescing on the
Baltic Sea. She had left the theatre some time before, her singing career at an
end, and had gone to a health resort in Lithuania on her own as she was feeling
tired and unwell. She phoned Trifonov to ask him to join her, but she died
before he got there, from a weak heart. Trifonov was greatly upset by her death
and spent several days just lying on his bed staring at the wall.!7 As the arrest
and death of his father had brought about 'another life' for Trifonov, so did the
death of his wife:
«5l 3Halo, UYTO TIPOH/JET BPEMS, U, BO3MOXHO, § CHOBa Xe€HIoCb.... Ho aTa
XM3Hb KOHUMNach. To 6VaET yxe Apyras XH3Hb.»!8
His fourteen year old daughter Olga was also extremely upset by her mother's
death as they had been very close, and Trifonov took her to Bulgaria on the
invitation of his friend there. He produced very little work for some time after
his wife's death, but this trip produced the autobiographical story 'Samyi
malen'kii gorod'!? which is dedicated to Nina. The story shows Trifonov trying
to cope with his bereavement. The protagonists have come to stay in a
Bulgarian hotel at New Year, and his/the narrator's daughter does not know why

- they have come. Neither does Trifonov/the narrator, but «Hazno 6bina kyna-To

noexatb». He recalls his last trip to Bulgaria four years ago, and what time has
brought them all since then. They have all experienced death; his friend, in
relating his country's history, says «UesioBek MOXeT nepexuTb Bce». Trifonov
knows that life must go on, but he does not know how. The story tells of
Bulgaria's history and time is again an important theme, especially its influence
on man's life. Trifonov seems not only to be trying to understand the
inevitability of death, but also that the passage of time brings this to everyone as
it also brings about old age, shown in the many descriptions of old men,
including one who can not believe he has outlived his son.

Trifonov finally shook off his grief, and in time he married again. This
was in 1972 to Alla Pastukhova, an editor at Politizdat. A strong-willed,

17 See Olga Trifonova-Miroshnichenko's 'Popytka proshchaniia’ in Den' sobaki, Moscow:
Sovetskii pisatel’, 1992, p. 261.

18 Quoted in Irina Goff's article 'Vodianye znaki: Zapiski o lurii Trifonove', Oktiabr', 1985,
no. 8, p. 103.

19 Written in 1967 and first published in Novyi mir, 1968, no.1. I shall discuss Trifonov's return
to Novyi mir in the following chapter.



energetic and sometimes hysterical woman, she refused to move into Trifonov's
flat, although hers was too small for all of them, because she did not want to live
in a place where lurii's former wife had lived and her presence was still to be
felt. Drugaia zhizn' is dedicated to her, as the protagonist in the novel is also a
woman who wanted to guide her husband's development. They had many
arguments and the marriage ended somewhat messily with stormy scenes and
threats of suicide. To this day, Alla Pastukhova declines to discuss Trifonov.

It was for Politizdat that Trifonov wrote his historical povel Neterpenie
as part of the series 'Plamennye revolutsionery' (Ardent Revolutionaries).
Novokhatko, the main editor, and good friend of Trifonov (he and his wife
Galya were witnesses at Trifonov's marriage to Alla) sought out respected
authors for the series such as Bulat Okhudzhava, Vladimir Voinovich and
Vasilii Aksenov. Some suggest that Trifonov only wrote the novel because of
his wife's involvement at Politizdat or, like many others, such as Aksenov, for
the money.20 Trifonov however was genuinely interested in history, and at first
wanted to write about German Lopatin, a well-known revolutionary whose life
fascinated him.2! However, another writer, Iurii Davydov was already writing
on this22, and Trifonov, feeling that Davydov would write a better novel,
decided on the subject of the terrorist group Narodnaia Volia (People's Will),
and its leader Andrei Zheliabov, which he described as a «1paMaTHueckas
HCTOPHS B PYCCKOM DEBOJIOIMOHHOM [BIXEHHH Mpoulioro Beka».23 In
Otblesk kostra Trifonov researched the roots of the Bolsheviks, and in
Neterpenie he digs deeper, examining the forefathers of his father's generation
of revolutionaries, and a time which would later be «onpenenena kak

Ha3peBaHHe PeBOMIOHUOHHON cuTyalmu» {111, 8].

20 Aksenov openly admitted that he only wrote his novel Lyubov' k elekirichestvu for this
reason, in his answer to the question: «["OBOPAT; MHCATENM UM B ITY CepHIo (lnameHHble
PEBOJIOLMOHEDH), B OCHOBHOM, U3-3a JleHer?» «/la, TaM »a/iHbie A0 AEHEr JIOAH
cobpanuch: BoiinoBHY, Tpudonos, NnamuuH, Okyrkaea, EQriMoB, AKCceHOB. KoHeuHo,
BCeE, He HCKYas MEHA, XoTenu 3apabotarb. XoTs Obl A/ TOro, 4Tofhl Craefyionmi roa
He BarpaunTh, 4 NECaTh "% Ayuur”. BrnipoueM, f Gblil AaxXe yBJIEUEH 1O Mepe
POHUKHOBEHHA B MaTepHa.», 'Beseda s pisatelem Vasiliem Aksenovym', Kontinent, 27

(1981), p. 437.

21 German Lopatin, born Nizhny Novgorod, 1845, died Petrograd, 1918. Member of General
Coungil of First International, first translated Marx's Das Kapital into Russian. In 1867 went (o
Italy to help Garibaldi, arrested in Russia, escaped abroad where became friends with Marx.
Returned to Russia in 1870 to free Chernyshevsky from prison in Siberia. Spent life in jail,
escaping, living abroad. Wrote many articles on revolution and Tsarism.

22 gee the novel Dve sviazki pisem. Povest' o Germane Lopatine, published later by Politizdat in
1982.

231y kratkom - beskonechnoe' in Kak slovo nashe otzovetsia, p. 266.
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The novel opens with a picture of a sick Russian society. The reasons
for this sickness are unclear to people at the time, although later it is explained
as the start of a revolutionary situation. The picture then shifts to the book's
main protagonist, Andrei Zheliabov, who is about to leave his wife and child.
The main part of Neterpenie centres around the years 1878-1881 and
Zheliabov's activities with the People's Will, the various attempts on Alexander
II's life, finally resulting in his murder in St Petersburg in 1881. However,
unlike other writers who studied Zheliabov, Trifonov spends time looking at the
early part of his life in order to understand what made him turn to terror.
Zheliabov, born in 1850, was from Cossack peasant stock, and had seen injustice
from an early age, first to his family and then to others around him; he was led
to join the revolutionary movement to avenge this brutality. He was expelled
from university in 1871 for boycotting lectures after a fellow-student was
thrown out of class. After this, he became a tutor to the children of middle-
class families. His wife Olga was one of his pupils. Throughout the first
chapter, the young revolutionary's life with his family is gradually sacrificed to
his increasing involvement with radical groups and his eventual move towards
terrorism. After the failure of the 'Going to the People' movement, the
Narodniki, when many were arrested as the peasants failed to grasp the
revolutionary message but instead reported them to the police, did not know
which way to turn. Olga's father-in-law suggests one way of reform, which he
desires as much as Andrei. He believes in the extension of self-government and
the Zemstvo, but through peaceful means, by working with the system.
However, Andrei no longer believes in talking, and the example of Vera
Zasulich's attempt on the life of the St. Petersburg governor to avenge the
maltreatment of a revolutionary (and her later acquittal) sows the seeds which
lead him and Narodnaia Volia to embrace terrorism:

«Bce cnunock: ocBoGoxaeHHE, BrepBhe B XHU3HM [leTepOypr,
ceoBo/ia naxJia CHpOi YIOJILHOM rapbio, . . . H OJHOBPEMEHHO - BOCTOPr
nepes HeBeJeMol [eBYHIKOH, UYBCTBO MOUTH G/1akeHcTBa. OHa He cMorJia
BHTEPNETb HAAPYTaTeNbCTBa HaJ ApyruM. O, ecau 6ol Bce, ecnu Oul
KaXOuit Tak cTpazanl . . . H OAHOBpPEMEHHO C UYRCTBOM pafiOCTH H
OCTPOTO TOpPXECTBa - a BCe-TakH €CThb BBICHIMH CVYJA, HanepCHHKH
pa3BpaTa, MOMHUTE ¥ TpenenmTe! - GHJIO KaKOE-TO CMYTHOE OXHJaHHE.
3TOoT BBEICTpen OB He KOHIOM, a HauajoM. Haualoch HeUTO
HeW3BeZlaHHOe. AHZpel ellle He 3HaJl, KaK K 3TOMY HOBOMY OTHOCHTBCS,
HO OTUETJIHBO omyman ero npuxoxa.» {III, 43-44].

It is this belief in a "higher justice" that leads him, though not without
some hesitation as to the philosophy of "the means justifies the ends", to the path
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of terrorism. He says when in court on trial for the assassination of Alexander
II:
«HTak, Mb, NMepedcrnuTaB pPa3Hble CNocobhH AefCTBOBATbH Ha MONb3Y
HapoZa, B Hauajle CeMHAECATHX ToJoB u3bpanu OJHO M3 CPEACTB:
nonoxeHue pabouero UYesoBeKa... MUPHYI TponaraHay
COLMaNIMCTHUECKUX uzeH... [IBUXeHHe CcoBeplieHHO O6eckpoBHOe,
OoTBepraallee HaCH/IHe, He PEBOJIIOHHOHHOE, a MUPHOE - GhJIO NoJaByeHo.
llenbio Moel XU3HHM Obia chnyxuTbh obmeMy Gnary. [loaroe BpeMs o
paboTas AN 3TON LeTH MYTEM MUPHBIM M TOJIbKO 3aTeM GbUT BRIHYXJEH
nepedTH k Hacuauw. § ckalaa 6 Tak: OT TEPPOPHCTUUECKOMN
AeSATENbHOCTH $, HanpuMep, oTka3aics 6bl, eCiii Okl H3MEHWIHCh BHEITHHE
yenorus.» [, 404].
As one of his acquaintances, Pimen Semenuta, says: «yesjoBek Hauan ¢ TOro,
UTO XOTeN YUUThCA Y Hapoja, a MpHIIeS K TOMY, UTOGH YUHTBH HCTOPHIO».
It is because of this change in direction that Zheliabov decides to break with his
wife and son forever, especially as, like so many wives of revolutionaries, she
did not understand his cause. Trifonov spends time on the split with Olga
because it also reflects the change in Zheliabov, the change in his morality.
People mean little to him now, he can leave his family, he can also now kill
another person for the sake of the cause. He, like so many other terrorists is
convinced of his own righteousness. He knows that the path of terrorism will
lead to execution and he often pictures his own death. He has begun another
life, going against himself. Trifonov disliked his hero because in his impatience
and desire to give history a push through terrorism in defiance of ethical
principles, he saw egoism. To Trifonov this was one of the greatest evils - «B
3rOU3MeE 3akJoueHa Hempasaa mupar». Zheliabov, after the break with his
family, now believes he has no moral accountability, all bloodshed will be for
the cause and the choice of terror is blamed on the times. Many of Trifonov's
contemporary characters blamed their acts of egoism on the times.

Zheliabov's desire for glory can be seen at an early stage, when Frolenko,
another acquaintance says:
«OH no6Ua NMOoKpacoBaTbCH, MaJOCTb NOBaXBalUTbCH: XapakKTep-TO
PHLAPCKHH, a PHLIAPCTBO 3TO BCerja HekoTopas noxsaynba». [III, 115]
The reader sees Zheliabov from many different angles which sheds more light
on his character, especially on the traits of self-glorification and voluntarism, as
remembered by his acquaintance Sitsianko:
«OfHaX /Il OH N'OBOPWII O Bose. O TOM, UTO YenoBek, oblafalomuit BONeH,
Heys3BHM. Boneto MoxHO MobeMTh CMepTh, laXXe camoe NMpHPOAY, a He
TO UTO TakKUe€ YeNOoBeUeCKHWe YCTaHOBJIEHHS, KakK TOCYyJapcCTBa,
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NpaBUTENLCTBA. BXOAWNO Kakoe-TO OBOrOTBOPEHWE JIMUHOM BONM.
CTIPOCUJI: HET JIM TYT BHCOUaHIiero arousmMa? OH FOBOPHII, UTO Pa3yMHO
HamnpaBjieHHas BOJIS He MOXeT OHTh 3rOMCTHUHOH, U0 ee KOHeuHas ueib
- 6naro Bcex». [1II, 200-1].

However, Trifonov does not concentrate solely on one protagonist. As
well as the portrayals of the many other revolutionaries Zheliabov meets in the
first chapter and beyond, in Chapter 2, Trifonov introduces another important
member of the Narodnaia Volia, Nikolai Kletochnikov. He is an altogether
different type of man than Zheliabov and clearly interests Trifonov from the
point of view of psychology. A government official who moves from the
Crimea to St. Petersburg for a change of scenery, he hears of the Narodnaia
Volna through friends in Petersburg, students he had met in Yalta, and wants to
help the movement in order to put some purpose into an empty, lonely life. He
takes a position in the Third Section, the Tsarist secret police, whose
representatives are described not unlike the KGB characters in Trifonov's
contemporary works, with bloodless, grey, deathly faces and glassy stares, and
reports back to the terrorists about forthcoming searches, spies and other
information. He is a quiet, modest man, but most valuable to the movement,
and, like other members, is motivated by a complex mixture of egoism and
idealism.

One who is fuelled purely by egoism is Grisha Goldenburg. He is
recruited to the main branch of Narodnaia Volia after assassinating the
Governor of Kharkov. Following this he sees himself as a hero and is forever
bragging about his exploits. He is not interested in the hard work which needs
to be done such as digging tunnels, which shows some lack of dedication,
especially when compared to the strength and modesty of his fellow conspirator
Mikhailov. Due to his carelessness he is eventually picked up by the authorities
and, by flattering his vanity, the chief of police Loris-Melnikov leads him to
confess and list all the other members of the People's Will in the mistaken belief
that in doing so he is saving Russia. However, when he tells this to a fellow
revolutionary in prison, to his immense surprise he is called a traitor. Vain to
the last, he cannot live with this and takes his own life.

Trifonov describes well the psychology of the various terrorists. One
other well-differentiated member of the People's Will is Okladsky. He joins the
People's Will as a lively, happy boy, running errands for them, but his
underlying desire to please and unreliability of character eventually destroys
them all. After being arrested and sentenced to death, he co-operates with the
police and becomes an agent provocateur, in which capacity he in fact continued
to serve, as we learn from the 'Clio’ chapters, right up until the revolution. After
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that he disappeared but eventually gave himself up and was sentenced to ten
years imprisonment in 1925, aged sixty five:
«Bcio XU3Hb BblZIaBaTb, BHJaBaTb, BH/aBaTb, U HaMoCNENOK, KOTAa YX
HUKOT'O He OCTaNoch - BuAATh cebl . . .

OT cTpaxa CMepTH OH NPEBAaTH/CH B TMOXHPATENS XH3HH: OH

rJoTan [AHU, TOAb, AECATUNIeTHS, ToeJan HMX BMECTE C KOCTAMHU,
BHICACBIBaJ COK, TTOXWpaJi BCe, UTO MONajAano B 3Ty MbAHYIO noxnedbky,
pamu KOTOPOHW KOJIOTHMJIOCH €ro cephlle, CXKHUMaJUCh NafibLbl K Jaxe
Tenephb, Ha KPalo MOTHJE, BAPYT CBEPKaJW - NOJ BCNBILIKAMH MarHus -
NyCTHe HeueNnoBeueckue rnaza. H cefeHbkad cTapyllka, JaBas CBOH
noka3aHWsl, He CMOTpesla B €ro CTOpoHY. OH MOoAyuYH] fecATb JieT
JWIIeHus ceoBoab. BTOpO¥ pa3 B CBOEN XH3HM CrHHYJ, Ha 3TOT pa3
HaBcerpa». [, 322-323].
The theme of betrayal is important in the works of Trifonov, and here it is seen
in various forms, from the vanity of Grisha Goldenberg to the desire of Rysakov
and Okladsky to save their own skins. Okladsky hardens and feels no remorse
but Rysakov, who, legs trembling, threw the first bomb at the tsar, is
manipulated into betraying his colleagues and believes he will be pardoned right
until his execution. He dies knowing that he has destroyed his soul. Thus
terrorism is seen to distort the morality of its advocates in many ways.

The novel does not, however, concentrate solely on the terrorists.
Trifonov, with all the thoroughness and skill at his command, shows a wide
panorama of Russian life at that time. The extensive historical research the
author put into Neterpenie makes it exceptionally authentic. Not only do we see
the life of everyday nineteenth century Russians, their by (an aspect which
featured heavily in his Moscow Tales written at the same time), but the action
also moves from the People's Will to their ultimate target, Alexander II, his
family and court life. Alexander is portrayed in a new light. He is shown with
his mistress, whom he finally marries after the death of his wife, and he and his
associates appear weak compared to the iron will of Zheliabov and the
revolutionaries. Ironically, when the Narodnaia Volnya finally do kill the Tsar,
it only brings about the destruction of the group and not the great revolution
from below its members had hoped for. The populace was not moved to uphold
their cause - they had not, after all, imposed their will. The assassination of his
father led the heir to the throne, Alexander III, under the guidance of the arch-
conservative Pobedonostsev, to be extremely reactionary, and he did not put into
effect the decree which his father had just signed to create a form of

representative assembly and constitution. The assassination of Alexander II did
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not give history the push the People's Will had naively hoped. Indeed they had
probably forced it backwards.

In this study of the People's Will, Trifonov was not only investigating the
roots of twentieth century Russian revolutionaires, but was also reflecting on the
phenomenon of modern-day terrorism (in Ireland, South America and
Germany):

«H KOHEUHO, B 3TOH TeMe OblM KakHe-TO TEpPEKSHUKH CO MHOIMMH
BOJIHYIONIMMU Hac ceromssi rnpotinemaMu. /[la W caMma HIed 3KCTpEMH3Ma,
TEeppOpH3Ma - BCe ellfe XHBasi U BoNbHas ZUIsi COBPEMEHHOTO 3apy6eHOro
MUpa, A7S COBPEMEHHON MCTOpPUH. Tak uTO TYT 6bi1 KOMIUIEKC MPUYHH,
KOTOPHIE MOTSHYJIM MEHS K 3TOMY POMany.»2#

Trifonov is interested in what leads people to terrorism, which he is wholly
against, and in the outcome of their actions. Terrorism is the undoing of the
People's Will. They are discredited by it and break up, having deceived
themselves and failed to understand the value of human life. Trifonov's study of
Narodnaia Volia is an ethical rejection of terrorism, showing that it achieves
nothing:

«B cBOEM poMaHe s XOTeN MokKa3aTb, UTO C MOMOIIBbI0 Teppopa HEeNb3s

JIOCTWUb HCTHHHBIX OBIIECTBEHHBIX Llenel». 2
In Neterpenie, the threads of history and terrorism of the 1870's are not

only traced to the twentieth century Russian revolutionaries and further to the
modern day, but also back in Russian history. The shadow of another Russian
revolutionary, Nechaev, hangs over the novel. Sergei Nechaev (1847-1882), a
follower of Machiavellian principles, the belief that the end justifies the means,
wrote a "Revolutionary's Catechism" which proposed murder, amongst other
things, as a legitimate means to further revolution and categorised people
according to their importance as targets. The People's Will disliked Nechaev
and rejected his unprincipled, immoral ideas but, ironically, came very close to
him in the end. Nechaev himself was fuelled purely by egoism, by a despotic
yearning for power rooted in pride and total contempt for others. The People's
Will did believe that their actions were for the good of the Russian people and
targeted those in power - Trifonov shows Zheliabov as limiting the amount of
gunpower used in the Winter Palace in one of the attempts to blow up Alexander
II so that innocent people should not be killed, whereas Nechaev even had one

24 1pid, p. 267. Kirill Sokolov, who illustrated the first (Politizdat) edition of Neterpeneie, also
recalls that Trifonov said his interest in modern-day terrorists led him to write the novel.
Interview, 1 December 1994,

25 'Roman s istoriei' in Kak slovo nashe otzovetsia, p. 322.
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of his own conspirators, the student Ivanov, murdered. It is in this question of
damage limitation that modern-day terrorists have more connection with
Nechaev's so-called pseudo-revolutionary behaviour, than with Narodnaia
Volia. The Baader-Meinhof gang, for instance also had one of their members,
Ulrich Schminker, killed on a false charge of treachery. However, Trifonov
shows the similarities to be much wider than this. Modern terrorists will blow
up anyone - planes, shops, people out walking. They are completely without
moral principle. In the article Nechaev, Verkhovenskii i drugie 26 Trifonov sees
the aim of modern terrorism to be to achieve notoriety for their cause through
the mass media and was one of the first to advocate denying them "the oxygen
of publicity". To block the reporting of terrorist attacks would also stop the
public becoming immune to such horrors. It is their egoism that desires this
publicity, and this too links them with Nechaev:

«TT03TOMY MCTOPHS CTOJIETHEHN HaBHOCTH HeuaeBa W BCeH HeuyaeBUIMHH
MpPEACTaBISETCS MHEe TakKoH BaXHOH [Nl CerofHsgulero Mupa, IS
MOHUMaHus COGBITHN, KOTOpPHE TOJNbKO BHEWHEe KaXyTcs
PEBONIOLMOHHEMH, a B JENCTBUTEIbHOCTH SIBJASIOTCS BHpaXeHUeM CaMoro
BOJBIION0 UEIOBEUECKOTO 3roH3Ma. »27

In writing about Zheliabov, Trifonov did not want to tell his story so much as an
examplary revolutionary legend, but as a lesson. The influence of Dostoevsky
on the novel is apparent here. Not only does Dostoevsky appear as an actual
character in Neterpenie , as well as Tolstoy, giving the novel a literary, as well
as historical, focus, but it is clear that Trifonov was also influenced by
Dostoevsky's Besy ('The Devils').28 The characters in this novel were directly
inspired by Nechaev and his associates. Besy was banned during Stalin's time
as anti-revolutionary and even at the time Trifonov wrote Neterpenie it was seen
as a bold subtext. Zheliabov is, in his rejection of absolute morality and in his

calculated publicity-seeking, not unlike one of Dostoevsky's "devils".2?

26 First published in Novyi mir, no. 11, 1981 to commemorate 100 years since the death of
Dostoevsky (the links with Dostoevsky will be examined later in the chapter) and aiso in Kak
slovo nashe otzovetsia.

27 '‘Roman s istoriei' in Kak slovo nashe otzovetsia, p- 322.
28 gee the article ‘Nechaev, Verkhovenskii i drugie'.

29 In one of his illustrations to the first edition of Trifonov's book, on which he worked with the
author, Kirill Sokolov showed the contrast in Dostoevsky and Zheliabov's reactions to
witnessing a public execution. Trifonov himself found the pale blue and silver of the book's
cover, which imbues the figure of Zheliabov with a flickering "now you see him, now you don't"
quality, particularly suitable to precisely this fiendish aspect of his character. Interview with
Kirill Sokolov, 1 December 1994.
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Trifonov saw Besy as being relevant to modern-day terrorism, and the moral
aspect of both novels is valid today. The influence of Dostoevsky continues in
Trifonov's later works, especially of Crime and Punishment in Dom na
naberezhnoi.

Thus the threads of history extend from Nechaev, through to the People's
Will, to the Bolsheviks and Social Revolutionnaries (<A Te, KTO npulEen B
Hauajle XX Beka Ha CMEHY HapOOOBROJbllaM (3TO GbiMM 3CEPH), yXe oueHb
MHOT'O YCBOWAM M3 HeuaeBCKHX mpuHimnos»3%), and further to modern-day
terrorists outside Russia. Here in Neterpenie many of Trifonov's major themes
are present, and it is not just a story written to order to commemorate famous
"ardent revolutionaries". Here Trifonov is further developing his thoughts on
history and the concept of slitnost'. The style of the novel reflects this. It is
quite complex, and it is told from three main viewpoints - those of the author
objectively retelling the story; of other characters giving a first person view of
events through document and flashback; and of Clio, the muse of history,
looking on from the present day. By using Clio to comment on the events from
the vantage point of 1972, Trifonov shows the subsequent fate of the various
characters as well as giving an objective, contemporary view of these events.
The device also gives a feeling of the flow of time, of the inevitability, sooner or
later, of individual death. Clio herself says «Bce H3ue3zaeT B MOeM NMOTOKE...»
[1II, 89]. Yet the threads of history are carried on within every person. Trifonov
actually said to a relative of a member of the People's Will:
«MeHs oueHb 06padoBano TO, UTO Bl - kHBag HHTB, COeVHSONasd Halle
BPEMS € 3aMeuaTesIbHEMH MIoAbMH Npounioro».3! (Italics mine - L.B.)

Trifonov tried to use very little invention in Neterpenie, to be as factual
as possible in his desire to show historical truth, as in Otblesk kostra. He
attempts to make the reader think about history and morality, but does not give
overt judgements. This tolerance was very important to him and is also his
attitude in the Moscow Tales. He agreed with Chekhov that «<Mbl He Bpauu -
mbl 6onb», and, by making the reader think about the past, he ensures that the
memory of it is not lost but helps towards an understanding of the present. He
uses contemporary language to stress the connection between past, present and
future, to convey the unity of time.

The novel was criticised for being uneven and confusing with too many

characters and locations, yet this also helps to immerse the reader in the spirit of

30 Roman s istoriei’ p. 324.

31 See ' "Sopriazhenie istorii s sovremennostiu” (Iz pisem ob istorii)', Voprosy literatury, 1987,
no. 7, pp. 180.
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the time. The reader is caught up in the swirl of events, feels the bustle and the
impatience of Narodnaia Volia. The flashbacks and switches between the three
styles are like the time montages increasingly used by Trifonov in his later
works. In Starik these techniques are used again to great effect. In Neterpenie
they highlight the inner worlds of the characters, their true natures, caught up in
the flux of time, while bridging the gap between the two eras, Clio shows the
final outcome for each character, but gives no conclusions and passes no
judgement.

Neterpenie was staged as a play and was also translated into many
languages, giving Trifonov international fame, and even a nomination for the
Nobel Prize from the German Heinrich Boll. Its popularity was partly due to the
epidemic of terrorism in the world at that time and to the interest of the Russian
youth in the People's Will, the romanticisation of the underground struggle. It
also, unusually, gave a balanced, critical view of some of the fathers of
Bolshevism, and this interested readers jaded by standard Soviet praise. The
writing of the novel took only ten tmonths, although it was well researched.
Some were surprised at its publication in the middle of Trifonov's novellas on
contemporary Moscow life, but in these are common features. There is the all
pervading concern for time, history and morality. Indeed, figures from
Neterpenie are mentioned in the story Dolgoe proshchanie. The hero Grisha, a
historian, is, like Trifonov his creator, interested in both Nechaev and
Kletochnikov. Trifonov believed that history was always with everyone, and
each needed to understand their own past in order to understand themselves. In
his historical works he subjects the morality of revolutionairies to intense
scrutiny because they are, in a sense, responsible for him and the world he and
his readers inhabit, but with the Moscow Tales, which I shall examine in the
following chapter, Trifonov begins to look at morality in everyday life, byt, not
so much the morals of the great historical conflagrations, but rather the

revolution's dying embers in Brezhnev's stagnating Russian society.
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CHAPTER 6
MOSCOW LIFE

1966 onwards heralded a period of artistic maturity for Trifonov, and a return to
publishing in Novyi mir, under the editorship of Alexander Tvardovsky, after an
absence of 16 years. In 1954, after being refused an advance for a new novel by
Tvardovsky, Trifonov had vowed never to return to Novyi mir. His Turkmenian
works and Otblesk kostra had all been published in Znamia. He did not see
Tvardovsky again until the funeral of Gabbe (his editor on Studenty) in 1960.
Since then Tvardovsky had temporarily lost his editorship in 1954 due to the
publication of Pomerantsev's article on "Sincerity in Literature", but in 1958 he
returned as editor due to public pressure. The journal however was still heavily
censored and Tvardovsky was often harrassed by the bureaucracy, but Novyi mir
remained Russia's leading literary monthly. In 1964, Trifonov and Tvardovsky
acquired neighbouring dachas in Krasnaia Pakhra. In Zapiski soseda ! Trifonov
recalls how at first they were distant, then only talked of gardening matters and
finally began to discuss literature. Tvardovsky then asked Trifonov to submit
some of his work to Novyi mir : «[loueMy B HaM HMYEro He MPUHOCHTE?
MpurocuTe! HaM MHTEpeCHa Kax/ad Balla crpanuual»2 At first Trifonov
was hesistant, fearing rejection and thus spoiling his new-found friendship with
Tvardovsky. In the end, he began to publish again in the journal, starting at the
end of 1966 with two short stories, Vera i Zoika and By! letnii polden'. 3

Vera i Zoika tells the story of two friends cleaning a dacha belonging
to the middle-aged Lidiia Aleksandrovna, outside Moscow. The three women
are from different social groups but share much in common where fate is
concerned. Lidiia Aleksandrovna tells Vera and Zoika her life story while
waiting for her husband and son to arrive with the money to pay them for their
work. She has had difficulties in her life but feels that «xeHuMHa HHKOTJa He
[OJKHa TepATh Hazexawl». Her family does not turn up and eventually the
two women leave one after another. Zoika takes seven roubles with her - all that
Lidiia Aleksandrovna has on her, while Vera follows later, leaving Lidiia some

1 Zapiski soseda', appeared in the novel 'Prodoizhitelnie uroki', republished without omissions in
Druzhba narodov, 1989, no. 10, pp. 7-43.

2Ibid, in Kak slovo nashe otzovetsia, p. 168.
3 Dva rasskaza: Vera i Zoika; Byl letnii polden' ', Novyi mir, 1966, no. 12, pp. 75-91. 'Dva

rasskaza: Samyi malen'kii gorod; Golubinaia gibel' ', Novyi mir, 1968, no. 1, pp. 74-88. 'V
gribnuiu osen'. Rasskaz', Novyi mir, 1968, no. 8, pp. 67-75.
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money. It ends with Vera walking through meadows to the station, a picture of
eternal nature.

The story is fairly simple and compact, with little dialogue and covering
a short period of time. However, it shows the complexities of human
relationships and how all three react differently to life. Against the backdrop of
a changing, expanding Moscow, we see the erosion of traditional family ideals,
the unhappy and lonely lives of many Muscovites. This was characteristic of all
Trifonov's so-called "Moscow tales"4, where he had started to concentrate on the
lives of ordinary people.>

Vera i Zoika was published with the story By! letnii polden'. This tells
of an old woman, Olga, returning to her homeland in the Baltic after an absence
of many years. The visit has been arranged by Nikul'shin, a man who is writing
a book and film about QOlga's late husband's participation in the 1905 revolution -
presumably the reason why they had to leave the area. We see her saying
farewell to her family on a railway platform in Moscow, and the tensions and
everyday problems of life in the capital are apparent. She is fond of her
granddaughter, but dislikes her daughter-in-law and her husband (her son, the
woman's first husband, committed suicide in 1939 while in a labour camp in the
Far East). She is unable to live with her other children, one daughter being in
Baku which is too hot, while the other lives with her husband and his large
family elsewhere in Moscow. Arriving on the Baltic, she feels that 1905 now
means little to her and has difficulty remembering the place - only the smell
finally brings it all back. She returns to the hut where she lived with two friends
and meets one of them, Marta, who promised to write but never did. They now
feel as if they had never parted, as though the changes had been purely external.
Now the memories of her life and husband come flooding back, they seem more
real than her current life, showing the fate and tragedy of a woman alone. Then
she was the wife of a dedicated revolutionary, now she is just a little old lady,
similar to the descriptions of the old revolutionaries who attended Dmitriev's

grandfather's funeral in Obmen. However, on return to Moscow, byt takes over

4 Including the longer works which followed these initial short stories - 'Obmen. Povest' ', Novyi
mir, 1969, no. 12, pp. 29-65. 'Predvaritel'nye itogi', Novyi mir, 1970, no. 12, pp. 101-140.
'Dolgoe proshchanie. Povest' ', Novyi mir, 1971, no. 8, pp. 53-107. 'Drugaia zhizn", Novyi mir,
1975, no. 8, pp. 7-99, and also 'Dom na naberezhnoi. Povest", Druzhba narodov, 1976, no. 1, pp.
83-167.

5T. Patera, in her book Obzor tvorchestva i analiz moskovskikh povestei Iuriia Trifonova. Ann
Arbor.: Ardis, 1983, sees this story as an answer to what some critics had perceived as an anti-
Solzhenitsyn stance, showing the importance of ‘littie'people, as in Solzhenitsyn's Matrenin dvor.
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the revolutionary past. Asked about her trip, her only comment is about the
weather:
«A B NMOHeJeNbHHK YTpoM Onbra PofepToBHa cTosiia B odepend 3a
MOJIOKOM B «IaCTPOHOME» U Paccka3biBalla OZIHOM 3HaKOMOU KEHUIVHE U3
cocefiHero roAbesia, kakas norozaa B [pubantrke: Bce NMHATb AHEN NOUTH
CILIONb AOXIH. »6

Thus in Byl letnii polden', life in contemporary Moscow is
juxtapositioned with that of Russia's revolutionary history, but it is the former
which is present and thus seems to overcome the latter at the end of the story
(although of course the two are inseperably linked). As in all of the Moscow
Tales, everyday life, or byt , and its trivialities are becoming much more
important to people than their own history. Trifonov was to join the past and the
present in many of his future works, most notably Starik,7 and thus this short
story is the start of a new, more mature style. The tale was actually based on a
true story, that of E.A., the widow of a famous revolutionary who returned to the
hut where she used to live in Estonia after fifty years. Trifonov had forgotten
about this until he began to write about 1905 in Otblesk kostra, and felt that the
time was right to write a story about it, for he now had a feel for that time.8

Golubinaia gibel' also depicts the life of the older generation in
Moscow.® An old couple feed the doves which land on their balcony, but a
neighbour, whose son spends his time shooting at the birds with a catapult
instead of doing his homework, complains to the housekeeper, who tells them
that flat-dwellers are not allowed to keep pets and they must get rid of them.
The neighbour , an elegant, arrogant woman represents the new versus the old in
Moscow society, as in the Luk'ianovs versus the Dmitrievs in Obmen, while the
officious housekeeper creates an aura of fear among the tenants, reminiscent of
the old KGB house wardens in Stalin's time. The old couple try all sorts of
methods, putting nails on the window sills, taking the doves miles away outside
Moscow, but in the end the old man is forced to kill them, much to his distress.

The story is extremely gloomy, made worse because of its ordinariness, as are

6 In Izbrannye proizvedeniia v dvukh tomakh, Moscow: Khudozhestvennaia literatura, 1978;
volume 1, p. 174.

7'Starik. Roman.', Druzhba narodov, 1978, no. 3, pp. 27-153.

8 See the article 'Vozvrashchenie k "prosus™ in Kak slovo nashe otzovetsia, Moscow: Sovetskaia
Rossiia, 1985, pp. 79-80.

2 Published in Novyi mir in 1968, along with the story 'Samyi malen'kii gorod', which is
examined in Chapter 5.
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the other stories of the Moscow cycle. Even Tvardovsky asked him to change
the end:

«. . . OH slexan y MeHd Ha cToJle, Mapusi HiJlapHOHOBHA NMpounTana, -
cka3aji AnekcanAp TpudgoHoBdu. - XOpOWMUN, I'OBOPHUT, pacckas, HO
oueMy KOHeEll TaKOW I'PpYCTHHH? [IpAMO, TOBOPHT, XHTb He Xouercs. B

TaM UTO-HUBY/ b CeNaiTe ¢ KOHIIOM.,.»10
However Trifonov did not change the ending, and the tragic destruction of life is

made even more ironic and meaningless by the fact that Muscovites are later
encouraged to keep as many doves as possible for the International Youth
Festival in 1957.

This change in the law represents the change in the regime at that time,
from Stalinism to the relatively more liberal period under Krushchev. The doves
are symbols of victims of the regime. At the time when Trifonov wrote the
story, the doves were also an allegory for the growing repression under
Brezhnev and the fear of many, including the author, of a return to Stalinism.
After replacing Krushchev in 1964, Brezhnev had started a campaign against
liberal writers, mostly notably Solzhenitsyn who was used as a scapegoat. This
all had repercussions for Tvardovsky, who had published Solzhenitsyn's work in
Novyi mir. The January edition of Novyi mir which included Golubinaia gibel'
did not actually come out until March 1968 because Tvardovsky was trying to
publish the end chapters of Cancer Ward. The previous year had also seen the
trial of two writers, Sinyavsky and Daniel, who were imprisoned for five and
seven years for having their work published in the West. This fear of further
repression hangs heavy on Golubinaia gibel' and even affected the story itself.
The above events are not of course directly referred to, the reader has to deduce
these himself from the Aesopian language of Golubinaia gibel'. The story was
actually submitted to Novyi mir at the same time as Vera i Zoika and Byl letnii
polden', and when republished in 197111 and 197812 there were some changes to
the text, namely alterations and omissions in the 1971 edition. As Tatiana Patera
has shown!3, allusions to the 1956 amnesty of prisoners and the anti-Semitistism
of the early 1950s were cut out, as was the description of the arrest of the

10 "Zapiski soseda', in Kak slovo nashe otzovetsia, p. 171.
U1 1n Rasskazy i povesti, Moscow: Khudozhestvennaia literatura, 1971.

12 1n Izbrannye proizvedeniia v dvukh tomakh, Moscow: Khudozhestvennia literatura, 1978;
volume 1, pp. 186-198.

I3 For an indepth discussion of Golubinaia gibel', see Tatiana Patera, Obzor tvorchestva i analiz
moskovskikh povestei luriia Trifonova, Ann Arbor: Ardis, 1983, pp. 41-84.
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couple's Jewish neighbour, Boris Evgenevich, which happens at the same time
as the doves are removed. His family is evicted from their flat and resettled
elsewhere, but this is changed in later editions to that they had simply "moved".

Human nature is also explored in V gribnuiu osen', in the reaction of
Nadia and those around her to the death of her mother. She finds her mother
dead at their dacha, but it seems that she only sees the loss in terms of her
mother's uses, such as doing the housework, rather than of any real love. She is,
however, disgusted by the attitudes of the others, who quickly get on with life
again and talk about trivialities, such as the mushrooms of the title. By,
everyday concerns seem to overcome death. One workmate of her mother's
even hints at swapping flats, a theme which Trifonov was to expand in Obmen.
The whole pathos of this story is also lowered by the concentration on byt, but as
with Chekhov, this makes the impression stronger as the characters are so
ordinary.

The influence of Chekhov on Trifonov's style became increasingly
evident at this stage in the writer's life. As he says in Vozvrashchenie k
"prosus":

«YexoB oAHaXAH cka3aa: «Hajgo mucaTh NpocTo: O TOM, Kak IleTp
CeMeHOBHU XeHWJICS Ha Mapbe HMBaHOBHE. BoT M BCe». MHe kaxeTcs, B
3TOH (pase - OTBET Ha NpofneMy cioxeTa. [HCaTb O MPOCTHIX Belax». 14
The brief, impressionistic feel of these short stories also have the feel of another
of Trifonov's favourite writers, Bunin:

«ByHHH OKa3all OIpDOMHOE€ BJIHfiHHEe Ha OOJIBIIMHCTBO COBPEMEHHHIX
MOJIO/TBIX NPO3aMKOB - B OCHOBHOM B OBJIACTH CTHJSA, TIACTHKH ClloBa» 15

As other articles of this time show, Trifonov was moving more towards
realism, to characters who would depict the current times.

«$l paccuMThHBal B KaKoW-TO CTENeHH BHIABUTH MepY IIOAOTBOPHOCTH
Pa3HBIX JIMTEpaTYPHBIX HANpaBjleHHH, YCTaHOBHTH, UTO B Halle BpeMsd
Hatfoslee pe3ybTATHBHO H JEMCTBEHHO PEQJIMCTHUECKOE HallparjeHHe». 16
Inherent in this is the growing importance of the question of morality in
contemporary Moscow, which Trifonov was to explore in greater detail in his
subsequent novellas. Although he does examine modern-day morality and
knows people's weaknesses and shortcomings, he does not condemn his

14 'ozvrashchenie k "prosus” ' in Kak slovo nashe otzoveisia, p. 78.

15 A.Bunin' in Kak slovo nashe otzovetsia, pp. 26-27. Originally written in 1969 for a
collection of works dedicated to Bunin.

16 'personazh v sovremennoi literature', written in 1965 and published in Kak slovo nashe
otzovetsia. See also 'Khudozhnik i revoliutsiia’, Voprosy literatury, 1967, no. 11, pp. 101-2.
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characters, but instead strives to understand them and make the reader do so too,
unlike much of the official literature of the time. Trifonov had now finally
broken with socialist realism. These characters were real people with real,
everyday problems, no longer merely positive or negative stereotypes.

The style of these stories, the indirect reported speech, close attention to
detail and the time shifts show a more mature Trifonov, and continue in his later,
larger works. They act as snapshots of his subsequent povesti and novels. As
the Turkmenian stories set the scene for Utolenie zhazhdy, these have the same
role for his Moscow Tales. He has now entered what can be seen as the third
stage of his evolution, from cliched socialist realism and the second,
Turkmenian phase. Because of the increasingly repressive climate of the time,
Trifonov is using what has been referred to as his "Aesopian” language; it is not
so much what is said as what is unsaid, which the mature Soviet reader could
detect between the lines.

The last short story from this transition to the novellistic genre of the
Moscow Tales is Puteshestviel’, which holds the key to Trifonov's new outlook.
It opens with the narrator, a Moscow journalist, who feels (as Trifonov once did)
that he needs to go away to produce decent material:

«OHAX Bl B afipesie si BAPYTD MOHSJ, UTO MEHSI MOXeT CMacTH TOJBKO
oJHO: nyTemwecTBue. Hazo Guno yexatb.» [1V, 189]

However, throughout the course of the story he realises that Moscow herself
holds so much that he knows nothing about, including the people around him
and ultimately himself:

«Yepes noyaca {1 Bemen U3 TpoJsietifyca Bo3ne ceoero AoMa. Ha yray
Bropoy TlecuaHo#, rAe HaXOOUTCSA AHETHUECKHM «[aCTpOHOM», #
OCTaHOBMJICSI U TIOTJISiA€N KPYTOM: Sl YBUJZIEN CKBEp C HarWMH AEpeBbsMH,
ChIpH€ BETBM KOTOpPHX HCKPHJIHCb Ha conHue. Ha ckaMeiikax,
pPACCTABJIEHHBIX KOJILIIOM BOKDYT (hOHTaHa, CHAENH, TOACTaBUB COJIHILY
JIUIa, AECSTKa YeThipe NMEHCHOHEPOB, CTAPUKOB U CcTapyX. OHH CHAENH
TECHO, TI0 MATEPO Ha CcKaMehke. Sl He 3HaJl HUKOIO U3 HUX. . . .

Sl OTKPHUT ABEpb CBOMM KJIIOUOM M BOWIEJ B KBapTHpPY. . . . B
3epkasie MeJIbKHYJIO Ha MIHOBEHbE CEepoe, UyXXOe JIMLO: g TTolyMall O TOM,
Kak s mMajo cebs 3naio.» [IV, 191-2].

Thus he decides to stay and focus on his contemporaries, to journey into people
and not places. Trifonov too now moves from external portrayals to the inner

world of Muscovites.

17 Written in 1969 and first published in Izbrannye proizvedeniia v dvikch tomakh, Moscow:
Khudozhestvennaia literatura, 1978; volume 1, pp. 23-26.
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THE EXCHANGE

The first of Trifonov's so-called moskovskie povesti, Obmen ("The Exchange’),
was published in Novyi mir in December 1969. It centres on Viktor Dimitriev,
a middle-aged Muscovite, and the conflict between his own family, especially
his mother, and that of his wife Lena, the Luk'ianovs, as he ponders at the
opening of the novella:

«[ToueMy [ZiBe MHTEJJIMI€HTHBIE, BCEMH YBAXXKAEMBIE XEHIIUHH - [ToUeMy JBe
XOpOWIHE KEHMHWHBI, Topsdo JobuBlIHe [MHTPHERa, TOXE XOpouero
yejioBeKa, U €ro /1oub HaTallky, YHOPHO Jejiesdid B cefe TRepAeBUIYIO C
ro/laMHi B3auMHYIO Henpusasub?» (11, 8}

This animosity has built up over the years, but at the beginning of Obmen
Dmitriev's mother is terminally ill with cancer, and Lena sees this as an ideal
opportunity to improve their own cramped living conditions by asking her to
move in with them. Thus on Kseniia Fedorovna's death they would inherit her
flat and be able to swap this and their own flat for one larger place. This
practice, although not strictly legal, was fairly common-place in Soviet Russia.
Dmitriev is horrified by Lena's callousness, especially in light of the fact that
Lena never wanted to live with his mother in the past and his family will see
through this and guess Lena's true motives. However, in the end he gives in, and
the ‘obmen' of the title represents not only an exchange of property but of values
too. As his mother says when he asks her to live with them: «TH yXxe
ofmensincsd, Buts. O6MeH mpousouien . . . 3To 6bio oueHb AaBHO. H
6LBaEeT BCErga, KaX /ol JeHb, Tak 4uTO TH He yuBasics, Buta. H He
cepauch. [pocTo Tax He3ameTHo...». [1I, 62].

Dmitriev's ultimate betrayal of his mother opens Obmen, but there then
follows a number of flashbacks showing a series of moral choices and
compromises throughout his life which culminates in his being fully
'"Luk'ianovised'. Dmitriev's family are of old revolutionary stock, his uncles
were Red Partisans, his grandfather spent time in Tsarist camps. His mother,
Kseniia Fedorovna, is also a representative of the old, revolutionary generation,
but Trifonov's characterization runs much deeper than a simple stereotype. On
the surface, she seems a good person, constantly helping those less fortunate
than herself, as Dmitriev's father also did, in a seemingly selfless manner:
«BepHO, KceHuo deOpOBHY MMOGAT APY3bs, YBaXaloT COCJYXHUBHIIH,
LEHST coceu 1o KBapTHpe H MO NaBJUHOBCKOH Jaue, IOTOMY UTO OHa
Jo6poxaresnbHa, YCTYNUHBa, TOTOBa MPUUTH HA NMOMOWbL W TMPHHATH

YUacTHE....
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Bce npap/ia, HCTUHHaSA MpaBJa: MaTb ITOCTOSIHHO OKPY)XaloT NOAH, B

cynbfe KOTOphIX OHa NMPUHUMAET yyacTue. . . . BceM MaTb cTapaercs
TTOMOTaTh COBEPWEHHO BeCKOPHCTHO. XOTH T/le TaM - noMorath! CBS3M
JaBHO TIOpacTEPSiHb, ¥ CHJl HeT. Ho BCe-Takd - KPOBOM, COBETOM,
COUYRCTBHEM. OueHb MOBHT noMoraTb GeCcKopuCTHO. [loXanyi, TouHee
Tak: JOGUT roMorarb TakuM ofBpa3oM, uyTobu, He nal 6or, He BHIIIO
HUKaKoOlN KOpHICTH. Ho B 3TOM-TO W 6HUIA KOPHCTL: Aenad Aobpule Aena,
BCe BpeMs CO3HaBaThb cefsa xopomum yenosekom.» [II, 35-36].
However for this reason, Lena, much to Dmitriev's annoyance, sees her mother-
in- law as a hypocrite who believes herself to be morally superior to everyone
else, and with her background, superior to petty-bourgeois such as the
Luk'ianovs. Dmitriev's sister also looks down on Lena's family, they both
believe he has betrayed the family by marrying into a family whose outlook on
life is so alien to them. Kseniia Fedorovna is not the usual shining example (or
stereotype) of an old revolutionary, but is shown with all her human faults.

Dmitriev's grandfather is more like the old revolutionaries previously
seen in Trifonov's work, such as his father, embodying the great ideals of their
ttme. However, having returned from a spell in the Soviet camps, he is
completely out of touch with modern life:

«CTapuk 6blJ1 HACTONBKO UYXZ BCHKOrO JIYKbSIHONOAOOUS - MPOCTO HE
MOHMMAaJI MHOTHX Beme#t . . . .

Jlesi roBopuIl, H3YMIASACH, [IMUTPUERY: «CeroaHs MPUXOANU KaKon-
To pafounit NMepeTArdBaTb KYWeTKY, W TBOS npekpacHad EleHa W He
MeEHee TIpeKpacHasi Tella APYXHO T'OBODHAM €My «Tbl». UYTO 3TO 3HAUMT?
3TOo Tak Tenepb NpuHATO? . . . M [IMUTpHEBR HHUero He Mor Jeny
o6bACHATL. JleHa, cMesich, roBopHUna: «defop HukonaeBud, Bb MOHCTp»
Jlen 6bln HE MOHCTP, MPOCTO BN OUEHb CTap - CEMbAECATb AEBATb, -
TakKHX CTApPHKOB OCTanoCh B POCCHM HEMHOIO, a IOPHCTOB, OKOHUMBIIHX
MeTepByprckuit YHUBEPCHTET, ellle MEHbIIe, a TeX H3 HUX, KTO 3aHHMaJiCs
B MOJIOIOCTH PEBOIOIMOHHBIMU AeJaMH, CHAEN B KPENOCTH, CCHANCS,
Bexan 3a rpanuuy, pa6ortan B llieefitapuu, B Besbruu, ObUT 3HAKOM C
Bepolt 3acynnu, - BOBCe pa3-ABa - M ofuencd. MoxeT 6uTb, B KAKOM-TO
cMbicnie aen u 6wt MoHeTp.>» |11, 44-45].

Dmitriev's grandfather is more like a dinosaur, a rapidly dying out breed in this
new stagnating society, based on materialism and all the values which the
Luk'ianovs represent. However, this does not make him intolerant of it or the
new people around him, as he says - « TIpe3penue - 310 raynocTb. He HYXHO
HUKOro Tipe3upathb.» [II, 46]. Instead he tries to accept contemporary values

rather than living in the past:
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«/len TOROPHJ O TOM, UTO BCE, YTO MO3aJH, BCA ero BeCKOHEUHO MJTMHHAS
KHU3Hb, €ro He 3aHWMaeT. HeT riynee, Kak UCKaTb HAeasisl B NpomjioM. C
MHTEpEeCOM OH CMOTPHUT TOJIbKO BIIE€peX, HO, K COXAaJIEHHIO, OH YBHIUT
HemHoroe.» [II, 47].

Trifonov, like Dmitriev's grandfather, did not believe in being contemptuous and
intolerant of others, however much one may dislike their character, but at this
stage in life he too was somewhat pessimistic of the way in which the society
around him was moving.

The Luk'ianovs are a completely different breed to the Dmitrievs - those
who "know who to live". They are not from the revolutionary intelligentsia, but
are a new type of Russian, who use their connections to get on in life. Ivan
Vasilievich is a party member, which he has used to help him along, but the
Stalinist times have taken their toll on him. Having continually had to be on his
guard in the past to prevent his downfall, he and his wife are now suspicious of
everything and everyone, including each other, to the point of absurdity.
Dmitriev's family, as they are from the intelligentsia, look down on the
Luk'ianovs, whom they class as 'petty bourgeois'. However this does not stop
them letting the Luk'ianovs arrange the mending of the cesspit at their dacha.
The Luk'ianovs' main drive in life is for material possessions. They are not
"bad" people, but in attaining their goals they break the moral codes which the
Dmitrievs hold so dear. They are representative of the new type of person in
Russian society, highly practical, ambitious, using the system to satisfy their
own needs. In comparison, the Dmitrievs seem outdated. They will not
compromise their principles to get what they desire. The Luk'ianovs are the
latest phenomenon in Russian life as Oblomov was a century before them.

Lena herself is an intelligent woman, a translator of technical texts, but is
a chip off the Luk'ianov block who does everything possible to get what she
wants. As her husband describes her:

«H60 oHa Brphi3afiach B CBOM XenaHus, kak Gynpzor. Takast MIJIOBHIHAS
XeHIHHa-ByIbJ0r C KOPOTKOH CTPHXKON COMIOMEHHOTO LIBETa H BCeTaa
TIPUSTHO 3aropesibiM, Cjlerka CMYTJIBM JHLoM. OHa He OTIyCKajia A0 TeX
Nop, NMoKa XeflaHug - NMpsSMOo Y Hee B 3yBax - He MpeBpalauch B IIOTh.»
[II, 50] Everything she does is for her family, and although the bulldog simile is
rather unpleasant, she does look after her family and their interests with the
ferociousness of a guard dog. Dmitriev accuses her of insensitivity, of having
«KaKOW-TO AYWEBHEI fedekT. Kakafi-TO HeJopa3BUTOCTb uyBCTB.» [II,
10]. However, in comparison with those around her, she is fairly typical in
securing what she wants in life. One of Dmitriev's colleagues tries to force him
to go on a business trip to Siberia, well aware that Kseniia Fedorovna is dying,

91




because he wants to make sure that his daughter gets a place in a special music
school. Each is for their own in this modern materialistic Moscow society:
«Ho, Boxe MOH, pa3Be MOXHO CPaBHHMBATb - YMHpAaeT UEIOBEK H AEBOUKa
mocTynaer B MYy3bKaJbHYIC mkony? [a, Aa. MOXHO. 3TO WA
NpPUMEPHO OJUHAKOBOTO pa3Mepa - €CJIM yMHpaeT UYyXOH UesoBekK, a B
MY3BKAJIbHYIO WKOJY MTOCTYNaeT cBosl cOGCTReHHas, poAHas Aouka.» [II,
19].
Lena may be calculating and heartless, but she is extremely practical and clever
and gets what she wants. Trifonov does not wholly condemn her because she is
indicative of modern society, which he is trying to understand, warts and all. As
he says of Lena in response to the criticism directed against her:
Nouemy JleHa, XeHa /IMUTpHERa, OTPHLATEBHE NepcoHax? UTo OHa -
peberka ObeT? BopyeT AeHLIM B kacce BaaHMonoMmoiu? [IbSHCTBYET C
MyXuuHaMu? HukyzaoimHent paGoTHHk? Huuero mnonofHoro. pebeHka
MoBGUT, BUHa He IbeT, ceMblo CRO oboxkaeT, paboTaeT MPEKpacHO H
yCnewHo, AaXe COCTaBHJIa Kakoi-To yueSHHMK IS TeXHHUECKOro By3a.
OHa - YenoBeK Ha CBOEM MecTe, TMPHHOCHT Oe3yCNOBHYIO MOAb3Y
obuiecTBy. Hy, ecTb y Hee KakHe-TO HEJJOCTaTKH B XapakTepe, a Y KOro
WX HET? ¥ Bac, UTO JIH, aHTeJIbCKHH XapakTep?!®

Dmitriev himself is stuck somewhere between these two worlds of his
family and his wife and in-laws. He very much appears the hen-pecked husband
of such a forceful woman. His marriage to Lena seems to be based on physical
desire rather than love, but even in their sexual relations, Dmitriev is passive.
When they marry, Dmitriev knows that they are not compatible but he tries to
justify it as bringing new blood to the family:
«Hy UTO X, HE TaK IMNJIOXO NMOPOAHHUTBCSH C JIOABMH JAPYIOH MOPOJHI.
BOPBICHYTb CBEXYI0 KpoBb. [loNonb3oOBaTLCS UYXHM YMeHHeM. He
yMeiole XuThb TPy AOATOM COBMECTHOM XHTbhe-OhThbe HauMHalOT HEMHOTO
TATOTHUTb APYr ZPYyra - Kak pa3 3TUM CBOUM GJarOpOAHBIM HeYMeEHUEeM,
KOTOpHIM BTarHe ropasrcsa.» [II, 39].
Dmitriev has certainly profited in many ways by his wife and her family
"knowing how to live", but at the price of the moral values of his own family.
He lets Lena get her own way, even when he knows it is wrong, just for a quiet
life. If Lena is a bulldog, then Dmitriev is most definitely an ostrich, forever
burrowing his head in the sand. Although he knows that some things are

morally wrong, he tries to negate all responsibility for his own actions and

18 'Vybirat, reshat'sia, zhertvovat' ', Kak slovo nashe otzovetsia, p. 86.
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decisions (or lack of them) by believing that such is life, that that is the way it
should be or even that with Lena he is under the spell of a witch, rather than just
the whims of a bulldog.!® He becomes a master of self-deception in trying to
justify everything to himself.

One example of Dmitriev's moral weakness is his affair with Tania, a
colleague from work, and his subsequent treatment of her. The affair started
while Lena was away on holiday with their daughter, and upon her return it
gradually fizzied out. Dmitriev often thinks that Tania is the wife he should
have had, sensitive unlike Lena (even his mother liked her), but of course he is
too weak to do anything about it. Tania herself left her husband over Dmitriev
and has aged considerably as a result of the affair, but still loves him. He is
completely passive with her too, and lets her caress him while they are travelling
in a taxi together to her flat as he is about to borrow money from her to pay for
the exchange. Even though he knows her feelings for him, he is not particularly
bothered about asking her to finance him to move into a larger flat with his
family, thus indicating that he does not want to be with her. This shows a
distinct lack of sensitivity on his part, the fault he accuses Lena of at the
beginning of Obmen.

Throughout the course of the story Dmitriev looks back on his life and
the reader sees how he has abandoned so many things, never having the strength
of will to carry them through. In his youth he had been very artistic and hoped
to go to art school. However, on failing the first exam, he threw himself into the
first mundane job that came along, rather than perservering with what was then
the great love of his life. After marrying Lena, he turned down many interesting
business trips around the USSR at her command. He also started a PhD in order
to earn more money at the institute where he worked, but, lacking motivation,
soon gave it up.

His current job at the Institute of Oil and Gas Apparatus was also
obtained by compromising his moral principles. The job was originally intended
for a friend of Dmitriev's family, Leva Bubrik, who having returned from
Turkmenia, had been unable to find work for some time. Through his
connections, Lena's father can ensure that Bubrik obtains the job which he
would like at this institute. However, Lena, upon hearing of the job, decides that
Dmitriev should have it instead as it is better than his current one. Dmitriev at
first does not want this, but of course he eventually reconciles himself to it,

sacrificing friendship for a comfy job:

19 A Dmitriev describes Lena <H, oBuss, CMOTpEJ1a €MY B I'/1a33 CHHWMH JIACKOBBIMH
rnasamu seapme» [1I, 50].
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«MBliCnb TIpHMLLIA el TnepBo¥, korja HBaH BacH/ibeBHY MpuHexan H
paccka3an, uTo 3a Mecto. H /IMUTpHER NEeUCTBUTENBHO He XoTesn. Tpu
HOUM He criaJl, koseGasicd H MYUHJICH, HO MOCTENEHHO TO, O UeM HeNb3s
Bb10 ¥ noAyMaTb, HE TO UTO cJlleNlaTh, NPEBPATHIOCH B HEUTO
He3HauWTe/NbHOEe, MHHHATIODHOE, XOpOLIO YMaKOBaHHOe, BpoJe ofaTkH,
KOTOpVIO CeA0Bajio - NlaXe HeoBXOMMMO /IS 3[OPOBbS - MPOTrIOTHTH,
HeCMOTPS Ha raZlocTb, COAEPXAYoCcd BHYTPH. JTOH raZloCTH HHKTO Bellb
He 3aMeuaeT. Ho Bce rnotaioT obnatku.» [1I, 52].

Dmitriev's family are not at all happy with his behaviour towards Bubrik, which
leads his grandfather to say «Mm c KceHel oxuzgand, uto u3 Ttebs
MOJIYUHTCSA UTO-TO Apyroe. HHYEro CTpamHoOro, pa3yMeeTcs, He
nmpousoisio. Thl YesioBeK He CKBEpHHN. Ho U He yauBuTenbHeBI». [II, 49].

Dmitriev is precisely that - not a bad man, but not wonderful either, and

with time he becomes more and more Luk'ianovised . Even his sister Lora
remarks «BHTbka, kak Xe TH osykbsiHHICcA!». [II, 36]. The death of his
grandfather finally severs all ties with his family's values. After the funeral he is
asked by Lora if he is going to Aunt Zhenia's where there will be a gathering of
his grandfather's friends and relatives. He reacts thus:
«/Jo TOW MHUHYTH [IMHUTPHEB CuUMTad, UTO noeneT kK TeTe XeHe
HeMpeMeHHO, HO Ternepb 3akoJiefajics: B caMoM Bompoce Jiophl
3akJnoyasiacb BO3MOXHOCTD Beiopa. 3HauWT, W Jlopa, U MaTb MOJaray,
UTO OH, €CNU 3aXoueT, MOXeT He eXaTb, TO €CTb UTO eMy exXaTb He
obsizaTesbHO, HBO - OH BAPYI 3TO MOHAM - B MX Tja3aX OH yXe He
CYHIECTBOBAJ KaK YacTHLa CeMbH /IMUTPHERHIX, a CYLIECTBOBAJ Kak HEUTO
Apyroe, ofbeiuHeHHoe ¢ JIeHON H, MOXeT 6bITb, laXe C TEMH B UEPHHIX
NMajibTO, C UEpHBIMH 30HTaMHU, U ero Hazo OBJIO CIpalHBaTh, Kak
MTOCTOPOHHETO.

... UyBCTBO HENONpPaBUMOCTH, OTPE3AaHHOCTH, KOTOpoe BhRaeT Ha
MOXOpOHax - OAHO Be3BO3BpPaTHO YUIIO, OTpe3asioch HaBceria, a
npoo/KaeTcs TO, 1a He TO, UTO-TO YXe HOBOe, B APYTrUX KOMOGHHALMSAX,
- BpsIO caMoli ToMAIeN Bosbio, Jaxe CHIIbHee, HeM feualb o fefe. [en
661 Belb CTap, AOJXeH OhlJl yracHYTh, HO BMECTE C HHM HCUe3ano uTo-
TO, NPSIMO C HUM He CBf3aHHOE, CYHECTBOBaBlI€e OT/E/bHO: KaKHe-TO
HUTH MeXZy JAMUTPHERBIM, H MaTepblo, 1 cecTpoit.» [I1, 48-9].

He is now fully Luk'ianovised, and this is further displayed when he forgets his
briefcase. On the way to the funeral he had managed to purchase some tins of
Lena's favourite fish, and puts them in his briefcase. He hides the briefcase
behind a pillar in the crematorium, and spends most of the funeral trying to
remember not to leave it there. However, he does forget the briefcase and has to

924




walk in on the next funeral to retrieve it. Fish now seems more important than
the death of his grandfather, material things mean more to him than his family
and their values, which have died along with his grandfather. When he goes to
ask his mother if she will move in with them, it is ironic that she is reading
Doctor Faustus, about a man who sold his soul to the Devil. Dmitriev's moral
fall is now complete.

Throughout Obmen, Dmitriev takes no responsibility for his own actions
and seems completely passive, almost inanimate, such is his weakness of will.
The only time he does do anything of his own accord is when an alsatian jumps
onto his trolleybus. After some of his usual hesistation, he manages to make the
dog jump out of the bus, fearing that otherwise it would become lost. This
happens just after Kseniia Fedorovna has turned down his offer to move in with
them, but it does not mark the start of Dmitriev taking decisions in life. Three
days later his mother agrees to live with them and thus they eventually get her
flat However, at the end of Obmen, the death of his mother and all the moral
compromises take their toll on Dmitriev:

«[locne cMepTH KceHun denopoBHH Yy [MUTpUeBa caenancs
FUNIEPpTOHHUECKUH KpH3, U OH MpoJiexas TP Heaeau JoMa B CTPOroM
MOCTEJIBHOM PEXHME.

. OH Kak-To cpa3y czaJj, nocepen. Emle He CTapuk, HO yXe
MOXUJIOHN, ¢ OOMAKIIMMH HeukaMu AafeHbka». [II, 63-4].
He may have won the flat, but he has lost spiritually and physically. A lifetime
of compromise has sapped his strength, he is morally grey and flabby. After a
gradual moral degeneration the exchange is now complete.

Dmiitriev is fairly typical of Russians at that time and, in Obmen,
Trifonov paints a picture of society where everything is becoming
Luk'ianovised, the landscape, Moscow itself:

«Bce «ONMyKbAHMIAOCH». KaXblit roA MEHSJIOCh UTO-TO B NMOAPOGHOCTAX,
HO, KOT'la TIPOUIZIO UETHPHAALATE JIET, OKa3aoCh, UTO BCE OJIYKbSHUMOCH
- OKOHYaTeJIbHO U Be3HaZleXHO. Ho. MOXeT GbiTh, 3TO HE TaK YX IJIOXO?
H ecnu 3TO MPOMCXOIUT CO BCeM - faxe ¢ GeperoM, ¢ peko U ¢ TparoH, -
3HAUUT, MOXeT OBITh, 3TO €CTECTBEHHO U Tak H Ao/kHO OMTL?» [lI, 35]
Dmitriev may try to deceive himself thus, but Trifonov himself is not convinced
that that is the way things should be. He portrays real life at that time. The
rapid urbanisation of Moscow, recurrent in so many of his previous works, is
again prevalent, and it is on that note that the novel ends:

«/IMATPHERCKYIO Jlauy B [TaBJIMHOBE, Tak Xe, KaK BCE OKpYXaollye Aauu,
HeJaBHO CHECJIH M MOCTPOMJIM TaM CTaJMOH «BYpEBECTHUK» H TOCTHHHMILY
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JUIA CTIOPTCMEHOB, a Jlopa co cBouM (deJIUKCOM Mepeexasia B 3i03HHO, B
AEBATHATaXHEET foM.» [II, 64].

Everything is becoming grey, Dmitriev, the concrete city and Trifonov's
portrayal of his characters is no longer in black and white terms.

Obmen depicts a society in flux, old is juxtapositioned against new, the
old revolutionaries and their values against that of the new materialist middle-
classes. The old revolutionary values, embodied in Dmitriev's grandfather are
dying out and being replaced by egoism, consumerism and the desire for a
comfortable life at any price. This is hardly what Dmitriev's grandfather or
Trifonov's father for that matter, struggled so hard to achieve, but this does not
stop Trifonov trying to truthfully portray the life of his contemporaries.
Trifonov would probably be more on the side of the Dmitrievs, but he still
shows all the characters with all their faults. He does not glorify Kseniia
Fedorovna, but shows the negative traits of her character too. He does not make
judgements or give easy answers. These are not the socialist realist stereotypes
of the past, showing, with the help of the Party the right path to follow.
Dmitriev feels he has taken the wrong path in life, but does nothing about it.
Obmen shows real life with all its problems. Housing was a great problem in
the Soviet Union. The revolutionaries of the 1920's and 1930's may have been
happy to live in cramped conditions while building socialism, but people in
modern-day Moscow want a more comfortable way of life. Obmen shows one
way of how this is achieved but at a price. Beneath the story of exchanging flats
lies deeper moral issues, and Trifonov hoped that in showing life he would make
the reader think twice about doing the same thing himself. In Prodolzhitel'nye
uroki 20, he recounts how an acquaintance was planning to move in with her
mother to look after her, but her son, having read Obmen, could not bring
himself to do so. He is happy if his works make the reader reflect on his actions,
listen to his conscience and hopefully take the right moral path.

Obmen shows a growing maturity in Trifonov's works. The realism of
characterisation is coupled with a more complex narrative style. Throughout the
novel, Dmitriev, in a series of flashbacks and reflections, reveals his true
character over a very compact time span. However, at the end it is shown that
the narrative voice was not a third-person omniscient author retelling Dmitriev's
life, but actually in the first person, an acquaintance of Dmitriev's, who has just
been telling him all that has been happening to him. Thus Dmitriev is seen from
the level of a contemporary, rather than by a distant author, which makes the

20 Prodolzhitel'nye uroki. Ocherki, Moscow: Sovetskii pisatel, 1976.
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novel even more realistic. These flashbacks and hidden narrators were to
become a growing feature of Trifonov's works, andStarik marks the culmination
of the technique.

Many of Trifonov's common themes are predominant in Obmen:
urbanisation, especially in comparison with life at the dacha, the idyll of youth;
old compared with the new, and how the old values and landscapes are dying.
Connected with this is his portrayal of time, and the symbolism of the river,
which flows on, grey like Dmitriev, now with concrete shores rather than the
beaches of old. Another one of Trifonov's important concepts when examing
time is that of the threads which link each person with their past. Trifonov starts
to touch on this in Obmen with the death of Dmitriev's grandfather:

«Jles1 6biN BeAb CTap, AOJXeEH OBl YTaCHYThb, HO BMECTE C HUM H3Ue3alio
UYTO-TO, NPAMO C HUM HE CBA3aHHOE, CYWIECTROBaBIIee OT/Ie/IbHO: KaKHe-To
HHTH MexXy JIMHTpUEBbIM, U MaTepbio, U cecTpoit». [11, 49].

This was to be further explored in later works such as Drugaia zhizn', which I
shall examine later in this chapter. Morals in everyday life were the subject of
most of his works from this time on. Trifonov was now middle-aged, and his
works at this time have that middle-aged feel about them, about looking back
and reflecting on one's life. He shows the world around him; his descriptions of
Moscow are as alive as they were in his first novel Studenty, but the treatment of
society is dramatically different as a result of time and developments in the
history of his country. Then he was a young man, writing the kind of novel
which had to be written under Stalin. Now he is older and wiser, in the
stagnation of Brezhnev's Russia, where the shadow of Stalin still hangs over
society. This is shown in Obmen - Dmitriev's father had died of a stroke,
probably brought on by life under Stalin and his grandfather had been in the
Soviet camps.

Obmen was very much seen by the critics as showing the battle between
the intelligentsia and meshchanstvo, philistinism (or rather the Dmitrievs and
the Luk'ianovs), especially in light of the arguments between Lena and
Dmitriev's cousin Marina. Marina is intolerant of philistines such as Lena
because she does not appreciate modern art or poetry, whereas Lena regards
Marina as an intellectual snob.2! The critics perceived Obmen as showing the
triumph of the intelligentsia over meshchantsvo, but this was not what Trifonov

himself had in mind:

21 See 'Obmen' in Volume Two of Sobranie sochinenii v chetyrekh tomakh. Moscow:
Khudozhestvennaia literatura, 1986, pp. 53-55.
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«HM O KakuX MellaHax s NMUcaTb He cobupasicad. MeHs HHTepecyioT

XapakTepbl», 22
Some of the more orthodox critics complained that Trifonov had not shown the

Party showing Dmitriev the way out of his move towards philistinism and that
he had not been hard enough on meshchanstvo. However, this was not
Trifonov's aim in Obmen. The Luk'ianovs may be alien to him but he is not
intolerant of them or the Dmitrievs (whose faults are shown too) because that is
exactly what he believes people should not practice in life - intolerance He
shows real life, real people, all with their weaknesses, and tries to understand
them and society around him This may not have been attractive, but it existed,
and Trifonov felt it was his duty as a writer to portray life truthfully, however
bitter this truth may be. He no longer sees people in black and white, negative
and positive terms. With time he has come to appreciate his own weaknesses
and shortcomings as a human being, as well as those around him, and aims to
show this and the complexities of modern life and people. Dmitriev is typical of
Soviet man at that point in history, the compromises made by him have been
made by society as a whole. He is the hero of his time. Lermontov's Pechorin
may have been more a master of his own destiny than Dmitriev and somewhat
more dashing, but both have their faults and are not wonderful people. In
portraying his characters, Trifonov makes no overt judgements but leaves it up
to the reader to make his own mind up.

The novel was a success, one of his most popular works, and was
adapted into a play staged at the Taganka Theatre under the direction of Iurii
Liubimov in 1977, which was a sell-out. Liubimov's aim was to make the play
as compact as possible, to say the most in the least time. Lena's desire to move
and their current situation were created with lots of furniture on stage to show
their cramped conditions. Dmitriev spent most of his time at the front of the
stage, with the memories and flashbacks taking place behind him. The 'fixer'
who helps arrange the exchange becomes an actual character in the play, a
pervasive presence in the background. The programme was even in the form of
a housing form. Liubimov and his theatre had a lot of trouble with the censors
in their history together, and he was forced to make his own exchanges too, both
with his productions and eventually in the country where he lived. With his
adaptation of Obmen no ready answers were given either, and it had the same
effect on people as the novel. One critic, Klaus Mehnert, related the following
after seeing a performance, "As I was waiting in line with hundreds of others to

22 Quoted in V. Samoriga's interview with Trifonov, Tsel' tvorchestva - samootdacha. Beseda s
luriem Trifonovym', Knizhnoe obozrenie, 28 June 1974, p.8.

98



get my coat from the theatre's overcrowded checkroom, I overheard a woman in
front of me, probably in her thirties, say to her companion: "Let's stick together
for a while. If I go home now, I shall go to bed and weep. What we just saw on

the stage is not a play. It's our life.""2
PRELIMINARY STOCKTAKINGS

Trifonov's portrayal of contemporary Moscow life continued in his next work,
Predvaritel'nye itogi.?4 In this novella, another middle-aged frustrated
intellectual, Gennadii Sergeevich, looks back on his life and his twenty-year
marriage to his second wife, Rita. Gennadii Sergeevich is a translator and is
currently working in Turkmenia, on the works of a popular local poet, Mansur.
A family crisis has led him to escape to Turkmenia and in a series of flashbacks
he takes stock of his life, and like Dmitriev, finds it and himself lacking. His
thoughts on his marriage are thus:

«He Hazi0 6BUTO XUTH BMecTe JBaAuaThb JieT. Also, sprach Zarathustra: 3To
CJMIIKOM AOJITO. [lBajuaTh JieT, myTka Ju! 3a ABaAuaTh JIeT peaeioT
Jleca, ockyZieBaeT nousa. Cambii Tyunnil oM TpebyeT peMoHT. Typ6uHH
BBIXOJISIT M3 CTPOS. A KaKHX FHraHTUUECKHMX YCIEXOB JOCTHTaeT Hayka 3a
ABajiaTh JeT, CTpailHO noAyMatb! TIPOUCXOAST NMEPEBOPOTH BO BCEX
ofnacTAX HaYUHHX 3HaHui. [lepecTpauBaioTcs ropoaa. OKTa6pbckast
mIomaAb, psSAOM C KOTOPOH Mbl XXMM KOTAa-TO, COBEPUIEHHO U3MEHWIa
o6iMKk. He TOBOPA yX O TOM, UTO BO3HWUKW/IM HOBHE apUKaHCKUE
rocyziapcTBa. /[IBaanaTth Jjiet! Cpok, He ocTapjasiomui Hanexa.» [lI, 81]
Like that of Dmitriev, over the years Gennadii's life has become one of
compromise, «<BCio XH3Hb Jlejiall He TO, UTO XQTENoCh, a TO, UTO AeNanoch,
UyTO Mo3BoJsno XuTkb» [II, 73]. During his marriage, he has not been happy
with some of his family's actions but has done nothing to prevent them. Instead
he has become accustomed to them to the point where he no longer really cares.
He keeps quiet for a peaceful life. Rita is very similar to Dmitriev's Lena,
another bulldog type of woman. She too is determined, insensitive, obsessed
with material possessions, not so much for her family's sake as with Lena, but
for her own. She follows the latest fads and her most recent one is collecting old

2 Quoted in Richard L. Chapple, 'Y ury Trifonov and the Maturation of Soviet Literature',
Midwest Quarteriy - Journal of Contemporary Thought, 29, 1, (1987), pp. 40-54. For further
discussion of the staging of Obmen see M. McLain, 'Trifonov's The Exchange at Lyubimov's
Taganka', Slavic & East European Arts, 3,1 (1985), pp. 159-69.

24 'predvaritel'nye itogi', Novyi mir, 1970, no. 12, pp. 101-40.
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religious books and icons. Gennadii, in response, calls her a hypocrite saying
that her behaviour is not at all like the major teaching of all religions in that she
does not love her neighbours. Gennadii disapproves of her friends, or rather her
contacts, such as Larisa with her network of connections, "the Larisa bureau" as
he calls her, who can procure almost anything, concert tickets, holidays to
exclusive seaside resorts, et cetera. Gennadii is against this system of
connections but inevitably becomes tied up in its all-pervading influence in
modern society. It certainly does not stop him letting Rafik, from whom he
receives translations, help his son pass examinations, as he is friendly with one
of the examiners.

Rita's latest companion is Gartvig, an academic, who accompanies her on
her various religious outings to Suzdal, Zagorsk and the like. This does not
seem to bother Gennadii Sergeevich, even though he suspects that they might be
having an affair. He simply describes him thus:

«T7laBHas TapTBUrOBCKas uyepTa - €ro LHHHUECcKoe CTpeMJleHHe
npHofpeTaTh, NOrJIOMaTh, HUUETO He faBasi. [le/MTbCs CBOMMH MEIC/ISIMH
W 3HAHHAMH C JIIOJIbMH, KOTOPHIX OH CUMTal HUXe cebs 1 Becrnosie3HHMU
s ceBs, OH He XenaJjl, He yMeJ, He XoTen Tolbko oboramartbes». [l
93].

He is however highly jealous and contemptuous of the pseudo-intellectual
Gartvig and is greatly satisfied when Gartvig says that Pechorin and Grushnitsky
are characters from one of Turgenev's works, when, as any Russian would know,
they are actually from Lermontov's "A Hero of Our Time".

As a contrast to the morally vacuous Gartvig is Niura, the family's

housekeeper. Niura is about the same age as Rita, but has a completely different
way of life. Her parents died in the 1930s when she was a child, and she was
then thrown out of her home by one of her aunts at the age of eleven. She has
suffered from ill-health since the war, but despite all her misfortunes never
complains about her lot. This semi-illiterate, religious peasant woman follows
in the Russan literary traditions of the holy fool and Mother Earth type figure, in
contrast to the grasping Rita. The family went through many cleaners before
Niura, who has been the only one to stay and has worked for them for ten years.
Her warmth and selflessness has kept the family together, bringing to their home
what has been so sadly missing. When she takes ill and goes to hospital,
diagnosed as having schizophrenia, Gennadii comments on her absence:
»H BOT YIULIO 3TO CYWECTBO, KOTOPOE TaK CTPaHHO UEMEHTHPOBAIC JIOM.
Beab BCE MBI PACMOJI3a/IHCh B pa3Hble CTOPOHBI, KaX M B CBOI KOMHATY,
K CBOMM JefNaM U TalHaM, CBOeMYy MOJIUaHHIO, U TOJbKO OHa Oblsa
MOJUTHHHEIM JIOMOM, XpaHUTENIbHULIEH MNTH, odara». [II, 103]
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The hospital ask Gennadii and Rita if they will look after Niura, as she has
looked after them, but they refuse. Gennadii feels that as a matter of conscience
they should look after her, but Rita, despite reading so many religious works,
does not want to and he makes no great effort to persuade her otherwise,
silencing his own conscience as Dmitriev so often does. Both blame the other

for their own selfishness and wash their hands of the matter. To make matters

worse, while in hospital Niura asks them to bring her aunt's icon to help her -

recovery. Rita is most unwilling to give her the icon. She would prefer it to
decorate her own home, but finally asks their son Kirill to take it to the hospital.
He in turn sells it on the black market and is caught by the police. This is the
family crisis that has led Gennadii Sergeevich to escape to Turkmenia. He
blames himself for not having brought Kirill up properly but again makes no
attempt to try to put things right. Instead he leaves things up to Rita, who is only
concerned about ensuring that their son is not thrown out of college, and takes
no thought for Niura's feelings or for attempting to get the icon back. Gennadii
Sergeevich even tries to make himself feel better by thinking that Kirill could be
worse, he might have been physically agressive to his father like some of his
colleagues' sons. Kirill is the product of his parents and the times, a materialist,
an egoist, who uses people for his own ends. He is usually after money from his
parents, or from other relatives and even Niura. After that he turns to black
market activities, a common practice in the 1960's.

Gennadii and Rita's relationship is fairly loveless, and each member of
the family is tied up with their own concerns, not each others. As Rita says,
«Koraa TpH 3rOHCTa XHBYT BMECTE, HUUEro Xopollero 6uTb HE MOXET.»
{II, 115]. All they have in common is their egotistical behaviour and lack of
basic moral values. Their lack of love or understanding for one another leads to
constant arguments. However, divorce, which Gennadii Sergeevich knows is
there like an emergency exit, is not used, probably because they could not be
bothered with the hassle of separating and having to find new accomodation, not
an easy task in Moscow as Obmen had shown. Instead they barely tolerate each
other and lead separate lives, although Gennadii Sergeevich constantly teases
Rita and her friends. He talks much of needing to be close to someone, of
loving one's neighbour, even criticising Rita for not doing this. Yet he himself
makes little attempt to be loving and readily admits that he no longer loves his
wife. While in Turkmenia he thinks of phoning home and saying what he really
feels, but cannot bring himself to do so, and instead waits for Rita to ring him.

Like Dmitriev, Gennadii Sergeevich has an unhappy personal life. He
suffers a recurring dream, which is a reflection of how he feels life is suffocating

him: -
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«BYATO MOAHMMAIOCH IO KaKAM-TO GECKOHEUHBIM CTYIIEHAM, KaXAuH lwar
GBI TSXKeNel, Bce HEBO3MOXHEH, He XBaTaeT [WXaHHS - U KOrjJa YX,
KaxeTcs, KoHell, acukcus, - BAPYT Tpockinaiock.» (11, 82].

Despite all this, he, like Dmitriev, makes no attempt to change his life, even
though he seems less malleable in the face of his wife than the protagonist of
Obmen. He is much more self-critical than Dmitriev, but in a sense is thus much
more of an egoist - his self-criticism does not force him to change things, rather
it is a sign of his egoism, he spends so long on seif-examination and self-
absorbtion. As a result of moral compromise, he also suffers from ili-health and
high blood pressure, continuing where Obmen left off. Along the way he has
compromised his professional life too; rather than become a writer he sticks to
translating third-rate poets instead and in the words of his son, «npoussoaub
KaKyio-TO Mypy, a TBos coBecTb Monuut». [II, 73]. However Gennadii
Sergeevich is a few steps further on than Dmitriev in that his exchange happened
years ago, he is not wrestling with his conscience as Dmitriev does in Obmen, he
has already betrayed former values. He knows he has not done what he wanted
in life, rather what he 'had to do' (like Dmitriev) but now believes that it is no
good fretting about how his life could have been. He has resigned himself to
fate, thus taking no responsibility for his actions or his family, and is now almost
indifferent to them.

While in Turkmenia he reflects on his life and compares that of his
family to that of his host's Atabaly. Atabaly has a large family, and thus to
Gennadii Sergeevich he can not possibly be an egoist with eleven children:
«O/THAKO MOXET JIH UeJIOBeK, Y KOTOpOro OJAHWHHaAluaTb JereH, BGuThb
3roucToM? HeMbICIUMO Xel TIpHU BceM XeNaHHH, NMpH iofbiX BpOXAEHHRIX
KauyecTBax 370 6bu10 Bu HeBwmOAMHNMO.> (11, 119-120]

The contrast of Atabaly and his family to that of Gennadii Sergeevich's, shows
how he is lacking as a father. As well as their own eleven, Atabaly and his wife
adopted a Ukranian orphan, Valia. Gennadii Sergeevich, on the other hand, has
a stormy relationship with his only child from his second marriage and rarely
sees the son from his first. Atabaly and his wife's calm and natural life is a
breath of fresh air compared to the suffocation of materialistic Moscow.
Gennadii Sergeevich finds comfort in the arms of Valia and his memories drift
to happier times with Rita, swimming in the river when she was pregnant. The
river again symbolises the flow of time in this elegiac passage near the closing
of the novellla. As in Utolenie zhazhdy, Turkmenia is represented as an oasis, a
place to escape to, somewhere to find oneself. However, unlike for Koryshev in
the 1950's, it does not lead Gennadii Sergeevich to do anything positive with his
life. He returns to Moscow, goes on holiday with Rita to the Baltic Sea where
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his breathing begins to improve. However, although his health has changed for
the better, it is doubtful whether he will also experience spiritual rejuvenation
given the picture of moral paralysis Trifonov has painted during the novella.
Trifonov had previously planned to have his hero die at the end of
Predvaritel'nye itogi, but instead left him to live with the burden of his
existence; there would be no escape from his life through death in this work.

As with Obmen, the characters unfold through the prism of memory and
thought patterns, with the interweaving of past and present. However in
Predvaritel'nye itogi, the narrative is in the first-person, rather than told by an
omniscient narrator, allowing Gennadii Sergeevich to reveal his character, with
both humour and biting sarcasm in self-critical monologues reminiscent of
Dostoevsky's Underground Man.2> However, Trifonov's stance towards his
characters should not be confused with that of the narrator. Gennadii Sergeevich
is blind to his own weaknesses, despite his self-condemnation. The subtleties of
the narrative allow the reader to see the failings of the characters, but Trifonov is
not condemning them, rather portraying the society which surrounded him. This
however led the critics to wrongly accuse him of indifference. Predvaritel'nye
itogi is bleaker than Obmen, showing someone who has compromised his
conscience for a long time, typical of the morality of contemporary Soviet
society. The novella is also deeper than Obmen, with the literary and biblical
references scattered around the text. The many references to icons and religious
works show how Moscow in comparison has become a spiritual wasteland.
There are few good people such as Niura left, and Rita's interest in religion is
not for its moral teaching. As well as the influence of Dostoyevsky, Gennadii
Sergeevich himself makes frequent reference to Nietzsche and the insect
imagery is reminiscent of Kafka. Without love and understanding, Gennadii
Sergeevich is not in control of his life like some Nietzscherian superman, but
rather dehumanised to the level of an insect. Predvaritel'nie itogi is a further
portrayal of a morally flabby Muscovite, trapped in a way of life he has not the
strength to escape from; and, on a more general, universal level, of the fate of an

individual in modern society.
THE LONG GOODBYE

The third novella in Trifonov's Moscow Tales, Dolgoe proshchanie, is set

25 Dostoevsky was beginning to become a stronger influence in Trifonov's work. The imprint of
Besy, for instance, in Neterpenie which was written at around the same time, and there are more
specific parallels with Crime and Punishment in the later work Dom na naberezhnoi.
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mainly in the early 1950's, the background to the time of Obmen and
Predvaritel'nye itogi, the roots of the characters' values and lives.26 The story
revolves round Lialia, one of the story's narrators (and Trifonov's first female
one) as she looks back on her life twenty years ago when she was an actress
living with her family and common-law husband Grisha Rebrov at her family's
home in Moscow. The narrative switches between her and an omniscient
narrator to show the other characters, Lialia's family, Grisha, and the playwright
Smolianov with again the backdrop of byt.

Lialia is unlike Trifonov's other female characters, neither bulldog nor
old revolutionary nor holy peasant woman. Her main feature seems to be pity
for others:

«OT 3TOM MHIC/M Oblsia CMYTHasi pafocTb H UYBCTBO TIPEBOCXOJCTBA:
TAWHCTBEHHOE UTO-TO, HYXKHO [/ CUacTh, Ka3anochk Jisne, y Hee eCTb.
OHa He MorJjia Gl TBep/Zio OGbACHHUTDL, UTO 3TO 6N, HO YBEpeHHO 3Hala:
Y Hee eCTb. [lOTOMY uUTO, KOrja Apyrue OuHM HeCYacTHH, e XOTeNoCh
XaJJieTb H ofJieruarthb, AeIuThes ueM-T1o...»  [11, 143].

This has given her a penchant for weak men throughout her life, crippled poets,
orphans, anyone whom she feels sorry for. This leads her at the start of the
novel to an affair with Smolianov, whose second-rate but politically correct
plays are staged by her theatre company. The tormenting he suffers from the
rest of the actors and the fact that he has a mentally disabled daughter and an
unstable wife rouse Lialia's pity for him while they are on tour in Saratov,
Smolianov's home town. The affair continues when they return to Moscow, and
as a result Lialia's career begins to flourish and brings her fame and fortune as
she receives the main roles in Smolianov's plays. Trifonov draws upon his own
experience to show Russian theatre in the 1950's, a time of great repression
when only sycophantic, officially approved plays such as Smolianov's dull work
on forest conservation could be staged rather than works of playwrights with any
talent. The politics within the theatre are also shown, the scheming between the
directors to achieve each others' positions and stay in favour with the current
political climate.

Lialia herself is rather a complex character, made up of good and bad
points like any typical person. She has a love-hate relationship with her
interfering mother, who is constantly trying to find her another boyfriend and
forcing her to have numerous abortions, but she cannot leave her and her home.
She has numerous affairs during her relationship with Grisha, whom she has no

26 Dolgoe proshchanie. Povest' ', Novyi mir, 1971, no.8, pp. 53-107.
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wish to hurt, but they stem from pity, and alsb the attentions of others seem to
boost her own ego. However, she does not merely sleep with Smolianov to
further her career, although she later admits to Grisha that perhaps deep down
that was one of the reasons. In the past she has had such opportunities; when
she was eighteen the man who was organising a theatre studio she desperately
wanted to get into, made advances but she hit him and ran away. Smurnyi, one
of the theatre's directors has also made overtures to her, and rejecting him had
blighted her career for some time, as she was allotted only bit parts. She did
however get into this theatre without any formal training and there is the hint
that there has been some relationship between her and the other director, Sergei
Leonidovich, to achieve this end. The practice of sleeping one's way to the top
seems to be fairly rife, but with Lialia it is not a conscious desire, but stems
rather from pity towards the individual concerned. She finally breaks with
Smolianov when he tries to advance his own career by offering Lialia to one of
his friends, Agabekov. He is Smolianov's main 'connection’', and his glassy
lifeless stare is typical of Trifonov's characterisation of the KGB.27 However
Lialia is not so careerist as to take him up on his offer of a better job and various
privileges, realising she loves Grisha. They split up, however, when Grisha's
suspicions of her affair with Smolianov are confirmed. Lialia eventually leaves
the theatre and settles down as the wife of a military man.

Grisha himself is a frustrated, out-of-work intellectual whose plays have
been rejected as, unlike Smolianov, he has not the right connections. As
Lialia's father says:

«/la BEQb XH3Hb HeCNaaKas: Kako¥ roj 6bercs, a TOAKY HeT. HHKTO ero
nbec He GepeT, KUHOCLEHapHeR ToXe. A NMUUleT HEMJIOXOo, 3aMeuaTesbHo,
TanaHT Bonbmiol. He XyXe, ueM y APYrux-to....BUAHMO, CBA3eH He
xBataeTr. TaM BeOb el storo HUKyzAa. CTo jeT Gyaelulb GUTLCA - BCe
BITYCTYIO, Jaxe He ayMai...» [lI, 165]

Thus deflated, Grisha spends his days at the Lenin Library, delving into Russia's
past. This reflects Trifonov's own experience. After the failure of his own plays
in the early 1950's, he began to concentrate on his country's history in a search
for historical truth, producing works such as Otblesk kostra and later Neterpenie
and Starik. At the time of writing Dolgoe proshchanie, Trifonov was working
on Neterpenie, and Grisha Rebrov himself mentions some of the members of the
People's Will and writing a play on Kletochnikov. He shares the writer's beliefs

27 Trifonov is also drawing on experience of the times here as his first wife Nina, whom it was
rumoured had an affair with Beria, probably the safest option at the time. Some believe that
Lialia is based on Nina, although their characters are somewhat different (see Chapter 2).
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in the importance of history and conscience to his own life: «<Mos nousa - 370

ONBIT HCTOPHH, BCe TO, ueM Poccus niepectpananal» [II, 172]
Grisha's family, like that of Trifonov, has been closely involved with

Russia's history: one grandmother was a Polish political exile, one grandfather
was banished to Siberia for his part in student uprisings, and his father took part
in the First World War and the Civil War. His father was an economist but
unable to get work and he died in 1942 from pneumonia. Rebrov too, like
Trifonov, has lost his father as a result of Stalin's repressions. All his family
perished during the Second World War and he now has no-one, which is
probably the reason for Lialia's attraction to him. He follows on in the tradition
of Trifonov's Hey.maunnky He, like Dmitriev and Gennadii Sergeevich before
him, does not know how to live, does not have the right connections to get on in
life. His partner, like Lena and Rita, does have connections, but Rebrov is too
proud to use them. He finds Lialia's fame and wealth awkward and their
relationship is a complex one. Lialia had suggested that they marry several
years ago but he has never brought the subject up for fear of rejection due to his
own insecurities or perhaps for fear of being trapped. In another water
metaphor, he describes that he feels he loves Lialia too much, «... uepecuyp
TeCHO, JTO/IKa MEepEBEPHETCS, €CTh CTpaX - B OTKpuToe Mope.» [II, 186].

He lives with Lialia's family but still has his own flat. However the couple do
not live there together because Lialia will not leave her mother, and he does not
try to persuade her otherwise. Instead he goes back there now and again when
they have an argument. He is constantly suspicious of Lialia and knows she has
affairs out of kindness for people. It is the affair with Smolianov that finally
breaks their relationship. As Gartvig was to Gennadii Sergeevich, so Smolianov
is to Rebrov. He, like Gennadii Sergeevich, also sees himself as getting one up
on the uncultured Smolianov, when he whispers to Piotr Alexandrovich that he
believes the playwright has not even read Dostoyevsky.

Rebrov's lack of steady work brings him problems as he needs an
employment certificate for the right to stay on in Moscow and in his flat. Again,
as in Golubinaia gibel', the repressive atmosphere of the time can be felt through
the depiction of his neighbour Kanunov, who pesters him for the certificate in
the hope of acquiring sole possession of the flat. Kanunov has the police round
at the flat one day when Rebrov walks past, a warning echo of the totalitarian
state in Stalin's Russia, when people were forced to spy on each other. Rebrov
takes the point and begins to look for work, or at least the certificate, and one of
his friends offers to find him a teaching job. However, another acquaintance,
the fixer Shakhov, comes out with a more seductive offer. He can, he tells

Rebrov, get his work published, so long as he agrees to have some one else's
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name on the cover as co-author. The proposed co-author turns out to be
Smolianov as Rebrov himself suspects, but he masochistically goes to see him
and confirms this and also his suspicions about the affair with Lialia. Despite
being offered a job as literary consultant at Lialia's theatre, Rebrov finally
decides to break with his current life and leaves Moscow to begin a new one
elsewhere.

«QQlHa XXU3Hb KOHUWJIACh, ApYras HauWHaeTcs. CoOBCTBEHHO, UEJOBEK -
JoBoH, Aaxke BOT ITOT reosioropa3Be/IouHb MozecTt IeTpOBHY, - JKHUBET
He OZHY, a HECKOJIbKO XU3HEeH. YMHpaeT M BO3poXAaeTcs, NPUCYTCTBYET
Ha COBCTBEHHHIX MOXOPOHaX M HaBnioZlaeT COOCTBEHHOE pOXJEHUE: OMATh
Ta X€ MEQJHTENbHOCTb, T€ Xe HaAexJsn. W MOXHO mnocie CMepTH
OTrNIAIBIBATL BCIO NMPOXHTYIO XH3Hb. JTHM M 3aHUMaJicsi Pebpos, noka
noe3 Tal ero Ha BocTok...» [II,214] 28

Although Rebrov has freed himself from a life he was unhappy in, twenty years
later he too has compromised his intellectual values. He is now materially
better off, a rich, successful scriptwriter, with two failed marriages behind him,
but as Lialia wonders:

«... M eMy KaXeTcs, UTO Te BpeMeHa, Korjia oH 6eJcTBOBas, TOCKOBaT,
3aBU/IOBaJl, HEHaBHUJEN, CTpajJaj ¥ MOUTH HUIEHCTBOBaJ, OuM syullve
robl €ro XW3HH, MOTOMY UTO A/ CUACThbs HYXHO CTOAbKO Xe..» [II,
215).

Rebrov is another such type as Dmitriev and Gennadii Sergeevich. He has past
his best times, his hopes and dreams have been missed in a life of compromise.
The legacy of Stalin has caused stagnation, both moral and economic in
Brezhnev's time.

The lilac bushes which open Dolgoe proshchanie and the towerblocks
which eventually replace them at the end symbolise the change in Rebrov and
society as a whole, and the recurrent theme of the urbanisation of Moscow. The
lilacs in question belong to Lialia's father, Piotr Aleksandrovich, who for three
years has been fighting a losing battle to save his garden and his prize flowers
being swallowed up by urbanisation. The garden in a way represents all he has
been through in his life, before, during and after the Second World War. He
sends letters and petitions to the authorities to prevent the construction of the
tower blocks, much to the annoyance of his neighbours and the local policeman
who cause trouble for him, as Rebrov had trouble with his neighbours. This
eventually destroys him, bringing ill-health and several heart attacks, and he

28 The theme of the new beginning is an important one to Trifonov, and was developed further
in his next work, symbolically entitled Drugaia zhizn’.
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ends his life in a hospital. The flowers, hopes and ideals of the past have been
replaced by concrete and grey, dull lives full of compromise:

«A MOCKBa KaTHUT Bce Jajibllie, yepe3 JIMHHIO OKPYXHOH, Uepe3 OBparH,
MOJsA, TPOMO3AMT BamHH 3a OGawHAMH, KaMeHHble TOPH B MHJIJIMOHE
rOpsMHX OKOH, BCKPHBaeT APEBHHE TJIMHH, B6UBaeT TyJAa HCTOJHHCKHE
LieMeHTHbie TpyObl, 3achaeT KOTJOBaHH, CHOCHT, BO3HOCHUT, 3ajiMBaeT
ac(abTOM, YHHUTOXaeT Be3 ciefa, ¥ Mo yTpaM Ha NeppoHax MeTpo M Ha
OCTaHOBKaX aBTOGYCOB Hapoly - rubeslb, ¢ KaXAbM FOJOM Bce Trylle.
Janss ynupasiercd. <« oTKyJa CTosbKo Jjoed? To JH NpHe3XHe
roHaexay, To X JIeTH noBwpacTanu?»» (11, 214].

The style of Dolgoe proshchanie is slighty different to the two
preceding novellas, but many of the themes are the same. With Obmen and
Predvaritel'nie itogi, the action switched back and forth from past and present
through a series of flashbacks. In Dolgoe proshchanie past and present are
completely separate, and the old hopes and values of Dmitriev and Gennadii
Sergeevich are clearly shown in Lialia and Rebrov's early lives. The narrative
voice switches between Lialia and the objective third person narrator who also
gives Rebrov's and Smolianov's viewpoints. Smolianov is seen through both
Lialia's and Rebrov's eyes. All of the characters are human beings, rather than
heroes. Rebrov and Lialia have both good and bad points. Lialia's mother may
interfere in other people's lives but she is devoted to looking after her ill
husband. Smolianov is another Gartvig, as Lialia's aunt is another Niura, who
has lost all her family during the war and puts up with the dreadful way her
sister treats her. Trifonov, as elsewhere, does not directly condemn his
characters, letting the reader make his own mind up. Many of the Soviet critics
misunderstood Trifonov's non-judgemental moral concern and accused him of
amoralism.

Trifonov has much in common with Rebrov, the dead father, the interest
in history, and Dolgoe proshchanie echoes many of the author's thoughts on
time and history. Rebrov is looking for his own beginnings as did Trifonov, he
understands the importance of looking at time, at history as a whole, its
importance in modern life. The conversation with Sergei Leonidovich sums up
Trifonov's thoughts on history and time:

«[ToHHMaeTe nY, Kakas WYTKa: AJS BaC BOCbMHJAECHATHH roj - 3TO
KneTtouHnkoB, TpeTrbe oTAeseHue, 6oMOH, OXOTa Ha Uaps, a ANd MeHs -
OcTpOBCKHH, «HeBONbHULBL» B MajioM, EpMOnoBa B pojiu EBjanuy,
CagoBCKHM, My3uab... [la, na, zga! TOCMOAH, Kak BCE ITO XECTOKO
nepennenocb! [loHHUMaeTe JM, UCTOPUS CTPaHB - 3TO MHOIOXHIbHBIN
NPOBOJA, U KOTZla Mbl BHLIDHIBAEM OAHY XHIY... Her, Tak He rozurcs!
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lpaBna Bo BpeMeEHH - 3ITO CJIAMTHOCTb, Bce BMecTe: KJIeTOUHUKOB,
My3unb... AX, ecnH 6b H306pa3dTb Ha ClieHe 3TO TeUeHUEe BpPEMEHH,
Hecynlee Bcex, Becel» [II, 195-196].

Dolgoe proshchanie continues some of the themes already seen in
Trifonov's earlier works, such as byt, the dacha as an idyll of childhood,
urbanisation of Moscow, the water imagery. It shows the times when the
compromises of the characters in the previous two novellas began to be shaped.
It also develops concepts which were becoming increasingly important to
Trifonov at this stage in his work. Rebrov is the first of his historian-heroes,
who looks at time and history within slitnost". He sees himself as having many
different lives and that is the title of Trifonov's next work, Drugaia zhizn' .

ANOTHER LIFE

Drugaia zhizn' 29, like Dolgoe proshchanie, is told through a female narrator,
Olga, a middle-aged biologist who has recently suffered the loss of her husband.
Throughout the course of the novel she looks back on her relationship with
Sergei, their families, friends and colleagues, interdispersed with her present-day
life, and tries to come to terms with his death.

The loss of Sergei has been devastating for Olga, who for many years
has lived only for her husband, has needed only him; her work, her friends and
even the rest of her family have taken second place. Their marriage was not
altogether a happy one, as the two were completely different. As Trifonov says,
«Bcskuit Bpak - He coe/IMHEHHE ABYX JIOAEN, Kak AYMAIT, a CoeJUHEHHE
uni cmubka ABYX KJAHOB, IBYX MHPOB. Bcskui 6Gpak - ABOeMHPHE.
BCTpETHUAKCH /IBE CUCTEMBI B KOCMOCE U CHIMBAIOTCA HaMEPTRO, Ha BCerza.
Kto xoro? Kro ans uero? Kro uem?» [II, 246].

Their marriage has not been so much a clash of clans as in Obmen, but rather
«CTaJIKUBaNHCh [Ba 3rouMa».30 Olga, a domineering, possessive insecure
woman, has spent most of her married life trying to get Sergei to do what she
wants, which has led to many difficulties in their marriage:

«,.. BO3HHKJIa B ee CO3HaHWH MoJenb, UTO B TeUeHWe JOJIFHX JieT
NpencTaBAsifiaCb €OMHCTBEHHON GraroliaTbio, K KOTOPOH cienoBaJia
CTPEMHTBLCSI BCEMH CHJIaMH, a OH, XUTpell, Zenal BH/J, UTO NOQUHHSETCH,

29 'Drugaia zhizn'. Povest' ', Druzhba narodov, 1976, no. 1, pp. 83-167.

30 'Drugaia zhizn'', p. 274.
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HO Ha feje GuA Oaflek W Ge3yyacTeH: BECTH €ro 3a pyky U rfojydatb C
BoJsblo, ¢ cokpyuieHueM cepaua.» [I1, 233-4]

From the start she was jealous of his previous girlfriends, then she imagined that
Sergei was having an affair every time he wanted to go away or do something
without her, and used various means to keep him at home, pleading, shouting,
feigning illness, even threatening divorce. When Sergei tried to escape from his
problems by going to the dacha for a few days, she interpreted it as meaning that
she was no support to him. Her love has been extremely egotistical, and her
chief torment has been her failure to understand him. The marriage has been
harmful to both of them.

Sergei himself was a historian, his family were involved closely with the
revolution and, unlike Olga, he was absorbed in his work. He died of a heart
attack prematurely at the age of 42, and during the novel the causes for this are
shown, through his wife's eyes, as she tries to come to terms with her own guilt
while also blaming others around her. Firstly, he and Olga are completely
different and he tried very hard to keep his independence. At first Sergei
worked at a museum, but then for many years at an institute where he embarked
on a dissertation about the 1917 revolution and informers in the Tsarist secret
police, a subject his father was once involved in, which led to Sergei's own
interest in the subject. Like Trifonov, Sergei was brought to history by
memories of his father. This has caused him a lot of difficulties, as he can not
bring himself to take part in the politics of the institute which would advance his
job and secure the publication of his dissertation. It is against his morals, he is
incapable of intrigue which angers and disgusts him. He, unlike many others,
will not compromise his conscience. This makes him many enemies at the
institute, including his old school friend Klimuk, and eventually forces him to
resign.

Klimuk is all that Sergei is not, a careerist, one of those who "knows how
to live". Along with another old friend Fedia, all three had once worked
together at the same institute. However after the death of Fedia in a car
accident, Klimuk takes over his job as academic secretary and the relationship
between the two begins to change, as Klimuk starts to distance himself from
Sergei and Olga, and work his way to the top, to 'play the game and wangle
goodies', as Olga puts it. He is typical of the mediocrities, the moral vacuums,
who superceded men of real talent and principles in the so-called "period of
staganation". He ingratiates himself with the deputy director, Kislovsky, and
sometimes tries to involve Sergei in his plans. At one point he brings Kislovsky
and his mistress to the dacha Sergei and Olga rent from a relation, Aunt Pasha,
having promised them they will be able to stay the night there. Sergei, even
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though he knows it will affect his career, will not go along with this, nor will he
later give Kislovsky his list of Tsarist informers, as Klimuk asks. Yet when
Klimuk later conspires to oust Kislovsky from his position at the institute and
take the job himself, Sergei will have no part in it. This uncompromising
attitude eventually leads to his own downfall. Klimuk forces him to resign from
the institute. Unlike the other Muscovites before him, Sergei cannot
compromise his morals even though this leads to a premature death.

Another reason for Sergei's difficulties were his unorthodox views of
history, very similar to Trifonov's own, which he calls 'grave robbery":

«OH UCKaJl HUTH, COeIMHSABIIHE TIPOMINOe C elle Bosee /JajleHKUM TIPOULTEIM
¥ ¢ BYIVIQUM.

. UEJIOBEK €CThb HHUTb, NMPOTSAHYBUIASCH CKBO3b BpeMsi, TOHUaHIHiI HEPB
HUCTOPHH, KOTOPEI MOXHO OTUIENHTD H BBIJIEMHTD U - [TO HEMY ONpeAeNtTh
MHOTO€. UeNoBeK, TOBOPUJ OH, HAKOr/la He TIPHMHPUTBLCH CO CMEpPThHIO,
MIOTOMY UTO B HEM 3aJIoXeHO omylleHHe GEeCKOHEUHOCTH HHUTH, UacCTb
KOTopo# oH caM. He Bor HarpaxaaeT uenoBeka beccMepTHeM M He
penurusi BHyImaeT eMy HJelo, a BOT 3TO 3aKOHMPOBaHHe, Nepefaoiieecs ¢
reHaMM OHlyNieHMe NPUYACTHOCTH K BECKOHEUHOMY PAAY...

Y HEro 3TO HauaJioch - TO, UTO OH Ha3blBaJl «pa3pbiBaHHEM MOTHI»,

a Ha caMoM Jiejie GBUIO NMPUKOCHOBEHHEM K HHMTH, - C €ro COBCTBEHHOM
KH3HH, C TOM HHTH, UACTMIIEH KOTOPOH Ol OH cam. OH Hauajl c oTHa.»
[I1, 300-301] '
This is very similar to Trifonov's views on slitnost', and Drugaia zhizn'is the
first of his works where he really examines the theme in great depth. He had
touched on it in previous works, and the character of Sergei has been developed
further from that of another restless, unsuccessful historian, Grisha Rebrov,
although their fates are vastly different. Sergei believes that his failures in life
are because his threads with the past are fraught.

Olga however, as a scientist, does not understand Sergei's views at all,
and thinks at times that he has gone somewhat mad. To her everything is merely
particles, it begins and ends with chemistry and no more. Her interpretation of
history is very different:

«HcTopus TpeacTaBisnach Onbre BacunbeBHe GECKOHEUHO IpoMaHOM
ouepeabio, B KOTOPOH CTOSJH B 3aTHIOK APYr K JAPYrYy B3MOXH,
rocy/ZiapCTBa, BeNHKHE JIIOAU, KOPOJH, MOJKOBOAUbL, PEBOJICLHOHEDH, H
3aZjauell McTOpHKa OHJO HeuTo MOoXoXee Ha 3ajadyy MHIMIHOHEpaA,
KOTOpHI B JHU TIPEMbED IIPHXOAUT B Kaccy KuHOTeaTpa «Ilporpecc» #
Hafimo/1aeT 3a NOPYAKOM, - CIEAUT 3a TeM, uToBh 3MOXH M rocylapcrBa
He MYTalHCh H He MEHAHCh MeCTaMH, UToOh BeJIMKHe JIIoAH He 3aberaim
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Briepe]l, Hé CCOPUJIMCh U He HOPOBUJIM NONYUUTb BHeT B BeccMepTHe 6e3
ouepem...» [II,297]

Olga cannot understand the difficulties Sergei encounters with his
dissertation, in simply 'writing up what has already happened', thus overlooking
the crucial point that at this time under Soviet power, history had to be changed
to whatever the authorities desired to try and create a basis for their political
legitimacy. Historical truth was very hard to attain, especially in the Brezhnev
years, as Trifonov himself well knew. Thus Sergei would have problems
writing honestly, and he does not believe in the historical expediency which is
practiced at the institute by Klimuk and others. Others also do not understand
his interest in history, such as Koshelov's grandson, a peasant whose family has
probably suffered as a result of this expediency, who declares:

«/la MH B IIKOJIE 3Ty UCTOPHID UWTaJ M. 3Ha-aeMm! Yero BH MHE MO3IH
nyapuTte? HcTopuf, HCTOpHA... XBaTHT, €CTb O/IHa HCTOPHSA, a BoJbile He
HyxHO.» {II, 325]

Koshelov is one of the names on Sergei's list of Tsarist informers
whom he has managed to track down in the hope of confirming the authenticity
of this list and obtaining some more information about the time. However, the
old man is most reluctant to divulge anything from this time, a time that now
seems to him like another life, whether from a desire to repress memories
(common in Trifonov's characters who do not want to face up to less pleasant
parts of their past) or from old age. He can remember however how he managed
to avoid being picked up by the police and survive to this day, which he is proud
of. The rest of his family are more interested in Olga's suede jacket than history,
and Koshelkov dozes peacefully while Pantiusha argues with Sergei.

During the course of the novel, a picture of another mid-life crisis is
painted. Sergei becomes more uneasy and restless, he feels as though he is
losing his aim in life. His difficulties at the institute and his quest to find the
threads of history and ultimately himself, lead him to an interest in
parapsychology, which eventually is used against him to force him to resign
from work. By 'talking' to dead historical figures, such as Herzen and
Pobedonostsev, he hopes to find the answers which have long alluded him. Olga
thinks it is simply escapist rubbish, and in typical fashion, believes his main
interest in it is due to the fact he is having an affair with Daria Mamedovna, a
well-known medium, who she suspects is casting a spell over her husband. This
happens in the final months of Sergei's life and demonstrates how Olga and
Sergei are drifting apart, how Sergei «OTXOZHT, OTTI/IHBAET, KaK kopabib oT
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TIPUCTAHH, MOJHSB BCe napyca u (uiaru.».31 The stress of a nagging wife,
problems at work eventually wear him down, but unlike his predecessors he
cannot compromise, «OH 'HYJICS, cnafes, HO KaKoH-To cTepXeHb BHYTDH
€ro OCTaBaJICA HETPOHYTHIM - HanoAobHe TOHEHbKOIro CTaJbHOrO NpyTa, -
NIPY>XKHHWA, HO He noMasics. H 3To Geuio Genoit. OH HE XOTEJ MEHATHCS B
CBOEN cephlleBHHE...». 32 Sergei, a man from a family full of dissenters and
non-conformists, no longer has the strength to carry on and death overcomes
him with a fatal heart attack.

Sergei bears an almost autobiographical resemblance to his creator.

Both engaged in an examination of the same periods in history and their family's
involvement in it, Trifonov himself even intended to write a book on Asef, one
of the Tsarist secret police's most famous double-agents, and was working on
this when he died. Sergei, like Trifonov, is trying to find his roots in the past,
examining the history of his family and his country in a bid to understand
himself. Trifonov gives Sergei many of his own thoughts and experiences.
Sergei's father-in-law, Georgii Maksimovich, is based on the father of Trifonov's
first wife, Amshei Markovich Niurenberg. He too was an artist who had spent
time in Paris in his youth, and had known Chagall33, but during Soviet times had
been forced to burn his best works and conform to the constraints demanded by
Socialist Realist art. In the story, Georgii Maksimovich is arrested and 're-
educated’, forced to compromise his art and to lead 'another life' under the Soviet
regime. He is frequently ill and eventually dies, a broken man. An old friend
remarks at his funeral:
«...Jyuiiee ["eoprul MakCHMOBWY CXer COOCTBEHHHIMH DYKaMH B
TPUALATHX TOAaX, Takas AYPOCTb, MUHYyTa cnaBocTH, U XH3Hb
pPacKoJloNiach, Kak 3TOT THIC, HU cobpaTh, HU CKJIEUTh, NOllJia Kakas-To
TpyXa, 3ace/laHi s, KOMUCCHH, 3akasbl.» [lI, 344].

Trifonov 's picture of life at an artists' cooperative apartment is based
on his own experience, living with his in-laws when first married to Nina and
reflects how the majority of artists had to change their work to fit in with the
times and the system. Vasin, for instance, earns his money by official portraits
but spends all his free time painting the landscapes he loves, 'real painting' as

opposed to 'pot boiling'.

3! Drugaia zhizn' ', p. 352.

32 Drugaia zhizn' ', p. 260.

33 Jona Aleksandrovich, a character in Poseshchanie Marka Shagala (in 'Oprokinutyi dom.
Rasskazy', Novyi mir, 1981, no. 7) is also based on Amshei Niurenberg.
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Trifonov also understands from his own disorientation after Nina's
death Olga's grief in losing a spouse, but although his imagination is rooted in
his own experience, his stories are by no means straightforward autobiography.
Olga is not based on Nina, for instance, but on his second wife Alla to whom the
novel is dedicated.

Drugaia zhizn mixes byt with historical analysis, but at times it
seems that byr outweighs the past. As well as the incident with Koshelov, Olga
remembers the time Sergei and she went to visit the grandson of a famous poet,
in whom Sergei had hoped to find a living link with the past, as with Koshelov.
However, the poet's grandson is more concerned with discussing the exchange
of his flat than his grandfather, and has to leave early to referee a football match
to boost the meagre salary, on which he supports a sick wife and two children.
Sergei seems to be the only one who is not only interested in everyday concerns.
Yet eventually byt overcomes him too; the pressure of daily life kills him.

Olga's memories of Sergei are interwoven with scenes of her daily
reality, her difficult life with her family in Moscow. She lives with her teenage
daughter Irinka and her mother-in-law, Aleksandra Prokofievna. The two
women have never seen eye to eye, and Sergei's death has not brought them any
closer as Olga feels Sergei's mother blames her for her son's death. Aleksandra
Prokofievna is a somewhat overbearing and self-righteous old woman. She is
from the old generation of revolutionaries, a lawyer by profession, who, having
once worked as a typist in the Red Army Political Department, is referred to as
having "made history". Trifonov's portrayal of her is much harsher than that of
Kseniia Fedorovna, another old revolutionary. Aleksandra Prokofievna is
depicted as comical and at times mockingly. She often dresses up in her Civil
War garb and bosses others around like a commissar. She is a relic from the
1920's who has refused to change with the times. Her revolutionary background
does not, as she seems to think, automatically make her superior to others,
morally or otherwise. The scene where Georgii Maksimovich tries to explain
Picasso's Guernica to her has echoes of Obmen, and her refusal to try to
understand modern art is just another example of her inability to see how times
have changed.

The title Drugaia zhizn' has several meanings. Firstly, there is Olga
trying to cope with another life without her husband. At the end of the novel she
has a new relationship and «apyras xu3ub Gria BOKpyr.»34 Throughout
their marriage, Sergei's life has been incomprehensible to Olga, as have the

34 Drugaia zhizn'', p. 359.
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other lives around her, such as that of her daughter Irinka, with whom she
experiences the usual problems between mothers and teenage daughters. All
the characters fail to understand one another, and it is only Sergei who sees the
importance of trying to understand not only others, but oneself. He, too, often
talks of starting another life, especially when he is forced to resign from the
institute - «<Ha/I0 HauMHATL APYIyIo XH3Hb.»33 Other characters also have
begun other lives: Georgii Maksimovich as an artist during Soviet times as
compared to his earlier life in Paris; Koshelkov, once a Tsarist informer, now
lapsing peacefully into old age in the Moscow suburbs. This theme was an
important one for Trifonov who believed that a person led many different lives
within one lifetime.

In Drugaia zhizn' Trifonov succeeds in showing his own generation
and the complexity of their human relationships. His characters are again real
people with all their faults and weaknesses, but as ever he does not condemn
them but tries to understand and sympathise. He was disillusioned with the way
society was stagnating, both politically and morally, but he hoped to help by
making people look at themselves and try to understand one another as in the
other Moscow Tales.

Drugaia zhizn' continues many themes of the previous Moscow
Tales: the expansion of Moscow, the dacha as a haven, an escape from the
drudgery of daily life. It is significant, for instance, that in the last year of their
life together, Sergei and Olga did not manage to spend summer at the dacha,
showing their relationship to be incapable of recreation. The effect of time is
also mentioned, like a river into which people disappear, a paradigm for
memory. Sergei is the only character who faces up to his past, who is actually
interested in it and stays true to his conscience and principles. Yet this does
him no good. Those who choose to surpress memories and conscience usually
suffer ill-health in Trifonov's stories, but Sergei's only reward for doing the
opposite is premature death. The critics, as usual, found the novella too
depressing, too concentrated on the "small world".

Drugaia zhizn' does, however, develop all these familiar themes
much more deeply than in previous works, introducing the important concepts of
‘another life' and of the threads of history. It continues the intermingling of past
and present through Olga's stream of consciousness narration, a more
psychological narrative method which the author was to use again in later works.
Death provides a stimulus for self-analysis, and as Trifonov got older he began

35 Drugaia zhizn' ', p. 356.
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to see life more and more in the light of death. Drugaia zhizn' represents a
iuming point in Trifonov's work, bringing together the themes of byt and
history. History is seen from the perspective of the present, and Trifonov feels
something should be learned from it. It is, as Josephine Woll says, "the prism
through which he (Sergei) understands the world."3¢ This historical perspective
continues to be important in Trifonov's later works, such as Dom na naberezhnoi

and Starik which are examined in Chapter 7.

The Moscow Tales represent a maturation in Trifonov's evolution as a writer, a
complete break with Socialist Realism. The author has finally left behind him
the old black and white stereotypes: - "A human being is combined of many
subtle threads, and not a piece of wire switched on to a negative or positive
current."37 He depicts Soviet urban life as it actually was and begins to examine
the ethical foundations of Soviet society. As a result, the Moscow Tales have
been extensively studied and sparked off great debate.

There is a growing complexity of style in the Moscow Tales. The
purely omniscient author has been replaced by a combination of first person
narrative or concealed third-person narrators. As a result, the reader sees the
characters from many points of view, sees them x-rayed, enabling him to deduce
their true character. Each represents a psychological puzzle and the reader sees
them from the inside rather than the outside, with all their mental states and
inner struggles. Place and time, too, have become more complex, with time
montages, shifts between the past and present.

Because of the greater severity of censorship of literature in Soviet
Russia under Brezhnev, Trifonov was increasingly having to use what has been
refered to as Aesopian language, or MyHKTHp, and leaving it up to the reader to
see between the lines. As Abram Tertz (Siniavsky) himself said, literature in the
USSR was not so simple as the writer writes and the reader reads.38 There was
an element of risk and this of course affected Trifonov's work and played a part
in its evolution. As Studenty could only have been written under Stalin, and
Utolenie zhazhdy during Krushchev's thaw, so the political climate played its
part in his Moscow Tales. The first three novellas were published in Novyi mir
but, during this time, Tvardovsky had been removed from his post, though later

36 josephine Woll, Invented Truth: Soviet Reality and the Literary Imagination of lurii Trifonov,
Durham and London: Duke University Press, 1991, p. 32.

37 Quoted in N. Kolesnikoff, Jurij Trifonov as a Novella Writer', Russian Language Journal,
118, 34, (Spring 1980), pp. 137-43.

38 gee 'Literaturnii protsess v Rossii', Kontinent, No. 1, 1974, pp. 143-190.
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reinstated; caution was in order. The reader has to look between the lines, at
references, at what is not said, to gleen Trifonov's true meaning. Akchurin, a
writer whom Trifonov helped by reading and commenting on his stories,
remembers lurii telling him not to write for everyone to understand, but only for
those who want to understand.3® This helped Trifonov get his work past the
censors, but it led to a criticism, mainly from the dissidents abroad, such as
Mal'tsev and Zinoviev, that his work was not daring enough, that it did not
address Russia's problems. In their eyes, if the censors were letting Trifonov's
work be published, he must be somehow pandying to the regime, especially as
he had never been in a camp or forced to flee abroad.40 Mal'tsev thought that
Trifonov had only been published because he was of use to the party, in that he
was improving the image of the Soviet Union at home and abroad, but it is hard
to see how any of Trifonov's later works, showing as they did the moral
degradation of Muscovites, could be so exploited. If anything, the censors may
have allowed Trifonov's work to be published as a kind of safety valve so that
Soviet readers would be content with reading them, rather than wanting emigrée
works. Some dissidents thought writers should speak out, even if that meant
they had to move to the West to do so, as writing under restrictions seemed
pointless. To Trifonov, the publication of one honest work in Russia was much
more important than the publication of even the most blistering critique of the
Soviet State abroad. Trifonov himself thought that emigrée literature was of
limited use as most Soviet citizens would not be able to read it. Also, by staying
in one's own country, a writer was in a better position to comment on it.4!
Trifonov said that he could never leave Moscow:

«HeT, 9 He Hcue3ny (italics mine - L.B), He yeay oTciona HU 3a uto!l A
MOT'Y XHTh TOJIbKO B MOCKBE. »42

Thus he had very strong opinions on writers who did leave, including his cousin
Mikhail Demin. Demin moved to France in 1968, having failen in love with a
French relative. He had no desire to return to Russia as he had had such

unpleasant times there, including a spell in prison in Siberia, and did not think

39 8. Akchurin, 'Zvonite v liuboe vremia (Iz vospominanii o [u. V. Trifonove)', Literaturnaia
ucheba, 1982, no. 6, pp. 230-3.

40 See for example lurii Mal'tsev, ‘Promezhutochnaia literatura i kriterii podlinnosti.' Kontinent,
25 (1980), pp. 285-321.

41 gee Footnote 16, Chapter 1.

42 Quoted in lurii Shcheglov, 'Drugaia zhizn', Literaturnaia gazeta, 6 September 1995, p.6.
Shcheglov saw Trifonov as being almost obsessive about this, and it adds another dimension to
his concept of 'disappearance’, in that emigrees disappear from the life of Russia, their homeland
when they live abroad.
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the Writers' Union would accept him. Trifonov eventually met his cousin many
years later while in France with his third wife, Olga Romanovna. She recalls
how shocked lurii was when Demin answered the telephone in French.*3 He
could not believe his cousin, a Russian writer, could stop using his native
language, despite living in another country!

Since Trifonov chose to stay in Russia to pursue his art, he had to be
careful. He had seen first-hand what the regime could do to dissenters; the fate
of his parents had made an indellible mark on his life, both emotionally and in
that, having been the son of "an enemy of the people”, he had the habit of
caution. He was not, however, a coward. He still had the courage, along with
only six other members of the Writers' Union, including Okudzhava, Tendriakov
and Bakhlanov (out of a total of 6790), to ask the Union to reconsider their
decision to expell Solzhenitsyn in 1969, and hence had the respect of his
contemporaries, including Solzhenitsyn himself.

The art of having honest works published in Russia was a subtle and
difficult one. Trifonov was balanced somewhere between the acknowledged
dissidents and the official sycophantic writers, who accused him of not adhering
to the party line. Such criticism from the old party hacks, however, only served
to make him more popular with the younger generation of writers, and also with
the reading public - subscription to Novyi mir increased by 40 000 after the
publication of Obmen. Trifonov called himself a "critic of society”. Unlike
many of his peers, he was not a party member and kept his independence, even
though membership of the Party entailed many advantages. Trifonov would not
compromise his conscience in this way, but his independent stance took toll on
his life and health.

Trifonov's work was often criticised for its concentration on byt, a
word, in his opinion, much overworked by the critics. It is difficult to give a
literal English translation of the word, as it is more a concept, meaning
‘everyday life' or living, with all the personal problems inherent in this. In
Trifonov's Moscow Tales, the action does not take place on the construction of
some great project as in Utolenie zhazhdy, nor during some great epoch of
Russian history. Instead it centres around the everyday lives of ordinary town-
dwellers and the eternal moral choices within their lives, as the works of the
derevenshchiki. 4 The flashbacks to the past and old ideals serve to amplify the

43 See Olga Trifonova-Miroshnichenko, 'Popytka proshchaniia' in Den' sobaki, Moscow:
Sovetskii pisatel', 1992, p. 278.

44 Trifonov's urban prose was of course compared to the so-called "village prose” of the same
time, of Rasputin, Shukshin and Belov. However , it was not Trifonov's continuation of their
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mundaneness of the present. Trifonov stressed the importance of byt in people's
life, calling it «0BHIKHOBEHHas >M3Hb, UCHOBHTaHHE XH3HbIO, THe
NpOSIBASETCSA U MPOBEPSETCS HOBAs, CETO/HAMHSS HPABCTBEHHOCTb»45, but
stressed that "I do not write about "byt" but about people's lives."* Reducing
byt to a mere indicator of literary style, as the critics did, was to move away
from the reality of the human condition. Human life was very precious to
Trifonov, and in chronicalling their lives, Trifonov spoke for millions of his
fellow countrymen, as did Anna Akhmatova in Requiem, albeit in very different
circumstances.

Many Soviet critics reproached Trifonov for his supposed
concentration on by, on trivialities, on a zamknutii mir, rather than the world
(and the party) outside4” Since Stalin's time, the idea that literature should not
be allowed to look at mere everyday life, but should address the party and its
projects at the time, had not altogether died away, at least as far as the critics
were concerned. Trifonov was accused of not showing the party helping people
out of their problems and how to live better lives. He was not being an
"engineer of human souls". The reality of the situation was that if people did use
the party to help them, it was usually because it was the acknowledged channel
towards all sorts of connections and benefits. Ironically, the closer the party saw
itself to achieving communism, the further society in reality had lapsed from this
concept. The old revolutionary ideals of the past were now virtually dead and
buried, replaced by materialism and egoism. Unlike the student Trifonov of the
1950's, the disillusioned author of the 1970's no longer had visions of a shining
future; neither did the characters in his novellas or in the society around him.
This however was not what the party ideologists wanted to hear, and his works
were accused of being too pessimistic. The 'negative' characters were not

punished, nor the 'positive' ones rewarded. As one woman said:

work, with the city superceding the countryside, but what seemed comparable was rather the
way both parties reacted to the life around them, be it urban or rural.

45 'Vybirat', reshat’sia, zhertvovat' ', in Kak siovo nashe otzovetsia, p. 83.

46 Quoted by Carolina De Maegd-Soép from a conversation she had with Trifonov. See
Trifonov and the Drama of the Russian Intelligentsia, Ghent State University, Russian Institute,
1990, p. 87.

47 For criticism of Trifonov's Moscow Tales see, for example, articles by V. Sokolov,
'Rasshcheplenie obydennosti', Voprosy literatury, 1972, no. 2, pp. 31-45; Mikhail Sinel'nikov,
‘Ispytanie povsednevnostiiu: nekotorye itogi', Voprosy literatury, 1972, no. 2, pp. 46-62; V.
Ozerov, 'Literaturno-khodozhestvennaia kritika i sovremennost”, Literaturnaia gazeta, 2
February 1972, pp. 2-3; G. Brovman, lzmerenia malogo mira', Literaturnaia gazeta, 8 March
1972, p. 5; and Iu. Andreev, 'V zamknutom mirke', Literaturnaia gazeta, 3 March 1971, p. 5.

119



«C eTCKUX NET YUMAM, YTO COBETCKHE JNOJN KPacCHBbl, MYXECTBEHHH,
cMenu W oGpe. A BH [loKa3biBa€Te HaM COBETCKHX JoAeH ¢
HeJOoCTaTKaMH, CJIaBOCTAMH, COBEPUIAIONIAX OUWHOKH U T.J..»%8

To Trifonov however, such criticism was naive:

«Kak HeT aBCOMOTHO 3/JOPOBHIX JOAEN - 3TO 3HaeT KaXJbl Bpay, Tak U
HeT aBCOMOTHO XOpPOIWMX - 3TQ JIO/KEH 3HaTb KaX bl NMUcaTeNnb. Mhl
[MIEM He O JYPHHX JIOASX, a O JYPHHX KauecTBax.»¥

Life was far too complex for such stereotypes and communism could not change
man's basic egoistic desires. Trifonov did not condemn such 'bad qualities', but
instead hoped readers would recognise some of their own shortcomings in his
works and attempt to do something about them, a first step towards moral
regeneration. As he had no clear authorial stance, the critics accused him of
amoralism. Some interpreted the Moscow Tales to be a portrayal of the battle
between true Moscow intellectuals and philistinism, meshchantsvo, but this,
also, was to simplify Trifonov's message. Obmen does have at its centre the
differences between the old intellectuals, the Dmitrievs, and the new middle-
class Luk'ianovs, with their materialist petty-bourgeois mentality, but although
Trifonov did examine this trend in contemporary Russian society, his works do
not centre on this concept only. As he himself said in response to such critics:
«Ho BOT uTO, TTO-MOEMY, fi 3Hal TOUHO: O UeM s He XoTeJ nucaTb. He
XoTen 1 nucatb o6 WHTEJTMTEHUMH M O MellaHcTBe. Huuero nmonoGHoOro
Jflake B yMe He aepxaJl... § uMesa B BHAY JIOAEH caMHX MPOCTHIX,
OOHKHOBEHHHIX....HH O KakMX MeNaHaXx fl IHcaTb He cobupanca. MeHs
HHTEPECYIT XapakTephl. A KaXJHH XapakTep - YHHKaJIbHOCTb,
€MHCTBEHHOCTD, HEHOBTOPHMOE COUETaHHE UePT U UepTouek.»0

His aim was to look at contemporary people, at how society was developing, to
show the whole «(eHoOMeH xu3HH» rather than to battle against philistine
elements within it. He shared the same opinion as Lermontov in his foreword to
"A Hero of Our Time", which he quotes to the critics in 'Vybirat', reshat'sia,
zhertvovat' "

«...He AyMa¥Te, OJHAKO, IOcJe 3TOro, utof aBTOp ITOM KHHIH HMEs
Korga-aubBysb TOpPAYID MeuTy c/JenatbCsd HCMNpaBHTENEM MAIOACKHUX
NnopokoB. bBoxe ero u3GaBu OT Takoro HeBeXxecTBa! EMY MpocTo GHIIO
BECEJIO PHCOBATh COBPEMEHHOIO HeJIOBEKa, KaKUM OH ero ITOHHMMaEeT, H, K

48 Quoted in R. Shroder, ' "Moi god eshche ne nastupil..." !, Literaturnoe obozrenie, 1987, no. 8,
pp. 96-8.

49 Quoted in Beskonechnye igry, Moscow: Fizkul'tura i sport, 1989.

50 '"Vybirat', reshat'sia, zhertvovat' ', Kak slovo nashe otzoveisia, p. 835.
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€ro 4 BalleMy HecuacCTblO, CJIMIIKOM HacTO BCTpEUal. Byaer ¥ TOrO, UTO

foJe3Hb yKa3aHa, a Kak H3JIeUnThb - 3TO yXe 6or 3HaeT!»!
Due to his concentration on the daily lives of weak-willed people

inclined to moral compromise, the influence of Chekhov on Trifonov's work has
often been noted.52 Like Chekhov, Trifonov did not pass judgement on his
characters but left it up to the reader to draw his own conclusions, often by
reading between the lines of what seemed like simple portrayals of everyday
life. Both writers have compassion and understanding for their characters,
condemning traits rather than the people themselves. Trifonov strove to follow
Chekhov's style in his Moscow Tales, striving to say as much as possible in a
few words and by means of psychological sketches. We have seen how another
great Russian writer, Dostoevsky, was increasingly an influence on Trifonov's
work, both from the links between Neterpenie and Besy, and from certain motifs
in the Moscow novellas. Trifonov was also to study a modern-day Raskolnikov
in the protagonist of Dom na naberezhnoi, even as he had examined the 'hero of
his time' in Obmen.

Many contemporary critics failed to notice Trifonov's gradual but
steady evolution away from works like Studenty, but to us who have an
overview of his development, it is clear that such characters as Zuriabov in
Utolenie zhazhdy and the short stories of the mid-sixties onwards lead up to the
Moscow novellas. That they are an integral part of his work is also shown by
the reprises of themes and images which are often developed further in the
Moscow Tales. Firstly, the theme of the dacha as a childhood idyll, symbolising
a lost youth, peace and idealism, contrasted with the urbanisation of Moscow, is
present in all these novellas, echoing the change in society's values. The past
and all its ideals are swept away like the lilac bushes and dacha in Dolgoe
proshchanie. The dacha motif has been present since Trifonov's very earliest
works, but from the Moscow Tales onwards, the home - "dom" - becomes an
important symbol. Housing, as seen in Obmen, was a problem in Moscow. The
difficulty of finding and establishing a home stands for many other difficulties.
Many places where people live are not homes, they do not represent security and
love. Some hold memories of past times, and this is further developed in his

31 Ibid, p. 87.

32 gee, for example, Carolina De Maegd-Soép, Trifonov and the Drama of the Russian
Intelligentsia, Ghent State University, Russian Institute, 1990; Andrew Durkin, Trifonov's
“Taking Stock": The Role of Cexovian Subtext', Slavic & East European Journal, 28, 1 (1584),
pp- 32-41.
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next novel, Dom na naberezhnoi, where the history of the house of the title is
the history of Stalin's purges.

Egoism is the key motivating factor for most of Trifonov's
characters, and it was a trait he abhorred in his fellow man; «B srouame
3akJIIoYeHa HempaBAa MHpa...3rou3M - 3TO TO, UTO TPYyJHee BCero
robeMTh B uenobeke.»3 He continues to study morality, moral betrayal as a
result of egoism. Here again, it is not the egoists he condemns, but rather the
egoism itself, the trait not the person. Trifonov is a moralist only in so far that
the inner logic of his stories show how a person should take responsibility for
his or her actions and not try to silence conscience. Conscience, one of
Trifonov's most important themes, is more clearly developed in the Moscow
Tales, and continues to feature in all his major works thereafter. Many of the
characters such as Dmitriev and Gennadii Sergeevich, try to exorcise unpleasant
memories and silence their consciences. The effects of doing this are more
clearly shown in later works, such as Dom na naberezhnoi and Starik.

Time and memory are also beginning to feature more in Trifonov's
works. Time fascinated Trifonov, the way it changed people and places, even in
the course of one day, and of course it played a part in his own evolution as a
writer - «nN¥caTelb AOMXEH H3MEHATbCHS W pa3BMBaTbCs - BMeECTe CO
BpeMeHeM».3* Significantly his last major work is entitled Vremia i mesto,
showing the full development of these themes. Within the Moscow Tales, the
movement of time can be increasingly felt, with the switches frorﬁ past to
present, the process of change in Moscow and the characters. Trifonov is not
only interested in the individual within time, but in time within the individual.
With the Moscow Tales he shows how the current times, Brezhnev's Russia, has
affected his contemporaries. They are an unheroic generation, they are too
young to have fought in World War Two, who have not preserved the
revolutionary ideals of their fathers and forefathers, now buried in the past and
overlayed by repression. Instead they live the life of moral compromise, the
results of which are further demonstrated in Trifonov's next novel, Dom na
naberezhnoi. As Evgenii Evtushenko, a younger contemporary wrote, everyone
gave in to comrade Kompromis Kompromisovich, who:

Bce Ha cueTax BHICUHTHIBASA

Hac,

3 Quoted in R. Shrixder, 'Moi god eshche ne nastupil...!, Literaturnoe obozrenie, 1987, no. 8,
pp. 96-8.

34 1n letter to L. Voronkova, 24 May 1977, quoted in ' "Nravstvennye idealy ia ne izobrazhaiu
no imeiu" Iz pisem luriia Trifonova', Literaturnaia gazeta, 27 March 1991, p. 13.
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Kak J€TOK BONbIUINX,
NMOKYTMaeT BelHUKaMH
KOMITpoMHCC-BepOOBUIUK.
Mok ynaeT kKBapTHPaMH,
MebeTMIIKOMH,

TPANbEM,
U YK€ He 3aHPHl MHI,
a WYMHUM -
€clH mhem! 55

35 Evgenii Evtushenko, Sobranie sochinenii. V trekh tomakh. Tom 2. Moscow:
Khudozhestvennaia literatura, 1984, p. 452. My thanks to Brian Moynahan who brought this
poem {0 my attention in his book The Russian Century. Great Britain, Random House, Inc.,,
1994, p. 258.
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CHAPTER 7
HISTORY RE-EXAMINED

In Dom na naberezhnoi ! Trifonov returns to the period he covered in his first
novel Studenty and re-examines similar events from the perspective of over
thirty years later. The novel opens with the main protagonist, Vadim Glebov,
looking for furniture for his family's new flat in the oppressive heat of the
summer of 1972.2 As in Obmen, there is again the theme of moving flats,
Glebov's moral 'exchange', but here does not involve a betrayal of principles.
As the novel progresses it is shown how Glebov's moral exchange took place
many years before and how he betrayed the people around him to reach his
current position in life. He has a comfortable job in a literary institute, all the
advantages which go with it, and useful connections, who have, among other
things, recommended the particular furniture store where we first encounter
him. He is slightly older than the chief protagonists of the Moscow Tales. His
early life in Moscow during the 1930s and 1940s is shown, whereas in the other
Moscow novellas we hear very little of the characters' childhood. On the other
hand, very little is seen of Glebov's family and present day life. The formation
of his character is traced to a time when the early days of revolutionary fervour
were over and the first seeds of materialism were being sown during the Stalinist
years.3 The novel is both a psychological study of life under a regime of terror
and an analysis of the root causes of the moral decline of Soviet society.

At the furniture store Glebov comes face to face with an old school
friend, Lev Shulepnikov, who is working as a porter there. Lev - or Shulepa as
his friends used to call him - refuses to recognise Glebov and it is this which
forces him to look back into his past, to times which he would rather forget.
Glebov was brought up in a small house by the Moscow river with his parents
and grandmother, under the shadow of the so-called house on the embankment
where various high-ranking party members lived. It is here where Shulepa and
several other of Glebov's friends live (Trifonov had lived in the prototype of the
house from 1930 to 1936)# and this is a source of envy to Vadim. His father

! 'Dom na naberezhnoi. Povest' !, Druzhba narodov, 1976, no. 1, pp. 83-167.

2 Oppressively hot weather is also present in Starik, when the main character Letunov is also
forced to recall his past.

3 For an indepth study of Stalin's effect on the values of his nation, see Vera Dunham, In Stalin's
Time: Middleclass Values in Soviet Fiction, Cambridge: Cambridge University Press, 1976.

4This novel too has traces of autobiography, but as shown, Trifonov is nearer to the character of
the shadowy narrator rather than Glebov.
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does not approve of his son's friendship with the children from the 'big house’, as
they belong to a different class (proof that there is still a class system very much
in evidence, in stark contradiction to the original aims of communism and the
Bolsheviks). However, when Shulepa visits Vadim, he is highly embarrassed by
the stories his father tells to amuse the boy and keep in his favour. Glebov's
father is typical of many people in Stalin's time. His main advice to his son is to
keep his head down and out of trouble. Fear is the main reason for this, as one
wrong move could mean death, and Glebov inherits his father's caution and
determined desire for self-preservation. His parents are not intellectuals or party
functionaries like those in the house on the embankment. His father works in a
factory and his mother has had a variety of jobs. One was in a cinema, and
Vadim used this to his best advantage, taking other school children there to
make himself more popular or curry favours, such as a kiss from the girl Dina.
Even though Vadim does not particularly like Dina, he relishes the fact that she
is then «B ero paacTu».5 Thus any sympathy the reader may have felt for
Glebov as the poor relation soon disappears as it is shown how, from an early
age, he has used any power available to him for his own advantage. Glebov's
own account of his life is interdispersed with that of a shadowy first person
narrator, also an inhabitant of the house on the embankment, who refers to him
as 'Baton'. This is because at school Vadim would bring in a French loaf and
hand it out in return for favours from the other children. He manages to get on
with most people by such exchange of favours, which is also how he manages to
appease the local bullies. The narrator describes him in a way which gives an
idea as to why he has gone so far in life:
«OH BHIJI COREPHIEHHO HHUKaKoi, Bazuk BatoH. Ho 3To, Kak f MOHAN
BIIOCNEACTBHH, peKUil Aap: ObiTb HUKakuM. JIIOAH, yMewmue E6bITh
reHHaIbHeNmMM of6pa3oM HMKakMMH, TIpoJiBHTaoTcs Aaneko.» [l, 433].
The arrival of Shulepa at the house on the embankment erodes any
power Vadim might have had amongst its other inhabitants. Shulepa has all
sorts of expensive clothes and toys which Vadim envies. He even takes several
of the children round to his flat to show them a well-known film on his own
projector, the very film which Vadim had taken others to see at the cinema. As
revenge, Vadim goads some of the other children into beating up Shulepa, but he
overcomes them by producing a toy gun. Vadim himself takes no part in the

ambush, prefering others to do his dirty work, something which continues

3 Sobranie sochinenii v chetyrekh tomakh, Moscow: Khudozhestvenaia literatura, 1986, Volume
2, p. 378. Al other references to the text are from this edition.
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throughout his life.® Shulepa's stepfather, probably a KGB officer from his
description (he has a bloodless face with protruding eyes, and wears a
Caucausian tunic like Stalin) tries to find out which children attacked his
stepson, at first without much success. However, when Vadim's uncle is
arrested, his parents plead with him to enlist Shulepnikov's help. To do this,
Vadim feels he must reveal which children attacked Shulepa. He does not admit
his own involvement but instead names two boys whom he dislikes (and
probably are of no use to him), and these boys and their families soon have to
leave the house. He is troubled by his action for a few days but justifies it by
assuming that they were 'bad boys' anyway. At an early age he has made his
first betrayal.

Various incidents from Vadim's childhood are shown through his
memories and those of the first person narrator. Some of these are based on
Trifonov's own childhood in this now legendary building. For instance, one of
the children in the novel, Anton Ovchinnikov, is based on Trifonov's friend Lev
Fedotov, the "all round person" who features in other Trifonov works.” Lev
Fedotov, like the fictional Ovchinnikov, dies in the Second World War, and
Anton's mother gives the narrator his diaries as Lev Fedotov's mother gave her
son's to Trifonov. The narrator recounts many episodes from his childhood days
which are taken from those of Trifonov, such as Anton practising jujitsu,
wearing shorts in winter to make himself more self-disciplined, and creating
"The Society for the Testing of the Will', whose members have to carry out such
deeds as walking along the narrow embankment wall and climbing across the
balconies.

In the novel, the society, to which the narrator and his friends belong,
serves further to characterise Glebov. When asked to join, he agrees but only on
condition that he can leave the society whenever he wants, thus proving he has
ultimate power over his actions. Glebov is never seen having to fulfil one of the
society's dares. Instead he has the climbing from one parapet to another stopped
by telling an outsider of their plans, probably for fear of having to do it himself.
The narrator, who, it transpires, is one of the two boys (possibly the Bear) whom
Glebov reported to Shulepa's father and who were then evicted from the house,

dislikes Glebov even more for this cowardly action. The narrator recalls the day

6 Shulepnikov even comments on this aspect of Glebov's character in later life when Glebov has
been asked to denounce Ganchuk: «Hiib T, Kakast YucTioA! Jpyrue nycrb MaxyTcs, a A B
cTopoHe nocTo, a? Tak, uTo Ju? Xopou rycel» [I1, 463].

7 See also Chapter 1. In the museum at the 'House on the Embankment' there is a display
dedicated to Lev Fedotov.
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he left the house, and how smug Glebov was when he learnt there would be
fewer rooms in the flat he was moving to than in his own home.

Another reason for the narrator's dislike of Glebov is his love for Sonia,
also a child from the house on the embankment, who, however, had eyes only
for the nonentity Vadim Baton. She is very kind and sympathetic to all around
her, and is sorry for Vadim and his old patched coat. Vadim himself takes little
notice of her affection until others mention it and he gradually becomes
interested, not so much in her, but in her family's possessions - their large flat
overlooking the Kremlin, their dacha and all the other privileges. Sonia's father,
Professor Ganchuk, a Civil War veteran, lectures in literature at the Institute
which Glebov enters after the war, along with Lev Shulepnikov. Shulepa is still
the same, loud and arrogant, and living a life of opulence as in pre-war days. He
now has a different stepfather - the man who investigated the mysterious death
of the last one. Glebov's family, however, has fallen apart. His mother was
killed during the war, his father suffered brain damage and is living in poverty in
the same little house as before but now with Glebov's aunt, the one whose
husband was sent to prison despite Glebov's efforts with Shulepnikov Senior.
Glebov, it appears, is not particularly bothered by all this. He spends his time
round at Sonia's family's flat, as good relations with his lecturer and supervisor
will undoubtedly help his marks and future career. He starts a relationship with
Sonia because he equates the possession of her body with all that her family
owns.® Sonia, on the other hand, who has been in love with Glebov since
childhood, suspects nothing of his real motives. They decide to marry but then
events at the Institute change everything.

Dom na naberezhnoi, as did Studenty, features the anti-cosmopolitanism
campaign of the late 1940s but Trifonov's perception and portrayal of the event
is completely different. In Studenty, it is depicted as the right and proper thing
to denounce the supposedly 'pro-Western, decadent' lecturer Kozelsky. In Dom
na naberezhnoi the whole stupidity of the campaign is shown. Ganchuk speaks
in defence of another lecturer, Astrug, one of his former students, expelled for
'admiring bourgeois scholars', and so is eventually himself forced out, under
accusations of Menshevism.  The staff who are behind this, the Dean,
Dorodnov, and his cronies, Druziaev, a former military prosecutor, and
Shereiko, are seen to be using ideology for their own gains, as part of a power
struggle within the institute. This is very different to the Dean, Sizov, in

Studenty, who was apparently motivated by the good of the party. Now, forty

8 See for example Glebov's thoughts on p. 421.
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years later, Trifonov can see what he suspected, that such denunciations were
mainly initiated for people's own ends, not the supposed good of the party (or
even to pander to Stalin's megolomania). Dorodnov's gang have all the
characteristics of the other KGB officers in Trifonov's works. Shereiko, it is
said, «BypaBus cTanbHuM okoM».? They draw Glebov into their schemes by
gradually edging him into a position where it is a matter of his survival as a
writer to denounce Ganchuk. He is first recommended to change supervisor, as
Ganchuk is his future father-in-law. The impression that Ganchuk and his
family are becoming more of a hindrance than a help in his life is backed up by
remarks from Shulepa, who advises Glebov to ditch them. Little by little,
Ganchuk is forced out of the institute and Glebov does nothing to stop it
prefering to stick his head in the sand and try not to think about it. However, he
is finally called to give evidence at a meeting against Ganchuk, with both sides
asking for his support. He is thus faced with a decision whether to support
Ganchuk, through loyalty to his girlfriend's family and other students, or
denounce him on the promise of a scholarship from Dorodnov. He sees himself
at the crossroads, unsure of which path to take.!0 Fortunately for Glebov, his
grandmother dies!! and he cannot make the meeting, but it is already fairly clear
which way he would have voted:

«CTapascs pacCyXAaTb CIIOKOMHO: HY XOPOMO, YETHpE BapHaHTa, UX H
npoAyMaTh. BapHaHT MepBbIH: MPUATH W BHICTYMHTL B 3amuTy. . . . YTO
3TOT BapHaHT JAacT? O037106/eHie aAMUHHUCTPALHH. [lpocTu-npoman
cTuTleHziMs [puoesiopa, ACMUPaHTYpa M BCE mpouee. . . . Kakom xe
BBIMIPHII OT 3TOrO BapHaHTa? brarogapHocTh [aHUyka M BCEro
raHUYKOBCKOTO ceMelicTBa. FEmle 6onee GesmepHas mo6oBb COHH. . . .
TpOUrphilll COKYPHIMTENTbHBIH, BHIMIPHILI cnaBosat.» (1, 474].

Although excused attendance at the crucial meeting, it transpires that Glebov
failed to support Ganchuk on another occasion. He sees the whole thing as
almost comical because Dorodnov and the others ask apparently trivial questions
about such things as the busts of philosophers which Ganchuk has had in his

study for years. The information Glebov gives them, however, serves as a basis

9P. 457, Trifonov as before concentrates on the eyes, as with Shulepnikov Senior and similar
characters in other works.

10 gee p. 297.

11 Glebov's grandmother Nila follows on in the mould of simple, selfless, devoted old women
such as Niura. Glebov tells her about his problems and her advice is that it will sort itself out.
When she dies, as with the death of other old people, the lynchpin that was holding the family
together has gone, along with any remaining moral values.
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for an ideological denuciation. The whole anti-cosmopolitanism campaign did
border on the ridiculous, but nevertheless people's lives were at stake and
Glebov only cares about his own. He allows himself to be used, moulded like
plasticine by Dorodnov and the others, deceiving himself when he knows what
he is doing is wrong. The professor is forced out of the institute, his wife dies of
a stroke not long after and Sonia is eventually confined to a mental institute and
later dies. Glebov would rather not remember his part in this, let alone repent.
He has virtually no qualms about his inevitable split with Sonia and even
wonders why her mother, Iulia Mikhailovna, is so unpleasant to him after he
denounces her husband! She is the only one to notice his materialism and how
he covets her family's possessions. Glebov is a typical product of Stalinism, a
careerist and opportunist, driven by a mixture of cupidity, envy, resentment,
cowardice and fear, as were so many others. This led to the snowballing of
purges when, out of their mixture of feelings, people denounced others and so
abetted the abuses of Stalinism. The house on the embankment had been an
object of envy from childhood, and Glebov even takes malicious pleasure in
Ganchuk's family's downfall and their eviction from the house. When Ganchuk
used to ask him to accompany him on cold midnight walks he had resented this
and envied Ganchuk's fur coat, as he did Shulepa's leather jacket. Now there
would be no more walks and the world of warm coats was within his, Glebov's,
reach. Knowing that he has betrayed his lover's family, that he has traded in his
integrity for his own advancement, for the thirty pieces of silver represented by
the Griboiedov scholarship, Glebov does not care in the least so long as his
actions have helped his career, which is far more important than any moral
principles, or what anyone else thinks:

«Ha BCe 3TO MOXHO HamjieBaTb. [IOTOMY UTO OH TOJIYUMT BIPYT Takoe
YCKOpEHHe, UTO OTAETHT Aajieko-JafeKo, Te UCUE3HYT C €ro ropH3oHTa,
CrHHYT HaBeKM CO CBOUMH YIbnGOUKaMu, TIpe3peHHeM, CBOMMH
MIPEKPaCHEIMU WopaMyt Ha raasax.» [I1, 475-6].

In a sense, Glebov and Ganchuk are two of a kind. Ganchuk is not
unduly disadvantaged by his dismissal, as Glebov remembers seeing him eating
a cake in a cafe on ulitsa Gorkogo shortly afterwards.!2 He has the will to live
and, compared with others in the past, he has come off relatively lightly, having
only lost his job rather than his life. Like many old Bolsheviks, he and his wife
are self-righteous and look down on those who they perceive as materialist

petty-borgeois, as did Dmitriev's family in Obmen, though they are of course

12 This is also indicative of the kind of trivia which Glebov remembers rather than the fact that
he did actually speak out against Ganchuk.
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heir pa .
:Ee(r}nl:;\t/ are I:he living dead. Indeed, Ganchuk even forgiveS. Glebov for his
part in his dismissal. He compares him to a modern day Raskolnikov:
«HpHew e PacKOBHAKOBH He yOHBaioT CTapyX MPOLIEHTIIHIL TOTOPOM,
HO Tep3alTCsi Tepef TOH Xe yepTOi: NEPECTYNMHTH? W Beab, TO
CYIIECTBY, Kakas pa3HHlla, TOMOPOM MM KakK-TO WHaue? YOHBaTb WM Xe
TIOKHYTBb CJIerka, JUib 661 OCBOGOINTIOCH mecto?» [II, 488].

Like Raskolnikov, Glebov has crossed over some moral limits but there is
nothing experimental or philosophical about his motivation and he fails to
recognise his crimes. Sonia is just like her namesake in Crime and Punishment,
innocent and compassionate, the insulted and the injured, but has not the moral
strength to bring her beloved face to face with his own guilt. With Glebov,
Trifonov is continuing the theme of moral compromise but this is the worst
example yet. Under Stalinism, in a society pervaded by secrecy and fear, many
stopped questioning what was right or wrong, preferring to believe what they
were told 'from above'. Glebov has no sense of morality either and like
everyone else he is afraid, but he does not merely keep his head down, he
procures his own advancement at the expense of others' misfortune. He cannot
understand why Shulepa will not speak to him:
«¥X KOMy-kKoMy, a JleBke Heuero Ouno obuxaTbcs Ha ['nebora. He
T'neboOB BUHOBAT U He JIIOAHW, a BpeMeHa. BOT MycTb ¢ BpeMeHaMH U He
3opoBaetcs». - [I1, 365].
Like many other Trifonov characters, Glebov tries to blame his actions on the
times and take no responsibility himself. However, as Eugenia Ginzburg points
out in her autobiographical novel about her life under Stalinism, the purges and
her time in the camps, Within The Whiriwind:
"People may reply that it is more common to come across cases of those who

loudly protest their innocence while seeking to put the blame on the era they live
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in, on their neighbours, or on their own youthfulness and inexperience. . . . And
that is so. Yet, I am all but convinced that the very loudness of these
protestations is meant to drown the quiet and inexorable inner voice that keeps
reminding a man of his guilt."13

Through life Glebov too has tried to "drown the quiet and inexorable inner
voice" and, like many other Trifonov protagonists, has paid for it by becoming
flabby, suffering from ill health and addiction to sleeping pills. He recalls his
former health and vitality, which were lost when he betrayed moral principles.
Like Dmitriev and Gennadii Sergeevich, he is a spiritual vacuum, despite his
outward success. The nonentity who crept up the career ladder (rather like
Stalin himself on his rise to power), 1S now <«HEMOXOXWH Ha cebsa #
HeB3pauHhil, kak rycenvna.» [I1,370].

The chronotope in Dom na naberezhnoi is exactly the same as in
Studenty but Trifonov's treatment of similar events is completely different. In
the time between writing the two novels, Trifonov has evolved as a person and
writer and realised that life is not as black and white as Socialist Realism would
like to portray it, that people's characters are much more complex and most are
driven by personal ambition, not the good of society. Careerists such as Palavin
in Studenty and Glebov in Dom na naberezhnoi are the norm, rather than the
exception to the rule. Glebov, in fact, is very much a Sergei Palavin who has
made it. He bears little resemblance to the hero of Studenty, Vadim Belov, but
is more like Palavin in that he only cares about himself. On the other hand, the
relationship between Glebov and Shulepnikov is similar to that between Belov
and Palavin, in that Belov also envies his friend's popularity. However, Belov
knows that Palavin is following the 'wrong' path, whereas with Glebov, envy
obscures moral judgement. It has reached huge proportions and rules his life.
Trifonov distances himself from Glebov, whereas he allots Belov some
biographical details from his own life, most importantly the loss of a father.
Also there is no parallel to Sonia in Studenty, where the main female character is
an egoist, not a victim, and uses the hero rather than being used by him.
Ganchuk and Kozelsky share several things in common, right down to the busts
of philosophers in their studies. Both are in charge of a student society.
However, in the battle for power within the institute, perceived as proceeding
under cover of the anti-cosmopolitanism campaign, Trifonov's attitude to the
characters and to the campaign have changed. In Studenty, the Dean was

portrayed as a decent man and the suggestion that his campaign against

13 Eugenia Ginzburg, Within the Whirlwind, Collins & Harvill Press, London, 1981, p. 152.
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Kozelsky may have been motivated by envy emanates from Kozelsky himself.
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narratorial voices', a Dostoevskian influence which featured in Trifonov's

maturer works. This narrative method also allows Trifonov not to take a didatic

tone and judge his characters, but to let Glebov condemn himself in his own
words, while distancing himself from the characters through the use of another,
concealed first person narrator. This shifting narratorial stance and the subtle,
Aesopian language of Dom na naberezhnoi made its publication possible.
Once more, Trifonov depends on the collaboration of the reader to see between
the lines and find his true message, and in doing so to reflect on his own and his
country's past and escape from the spiritual wasteland that for so many was the
Soviet Union of the 1970s.

Although Trifonov's style has matured almost out of recognition from his
first novel, many of his own eternal themes, BeUHbHE TEMHI, are again evident.
Firstly there are the autobiographical elements taken from Trifonov's own
childhood and youth: like Trifonov, for example, the narrator worked in civil
defence during the Second World War, firefighting in Moscow, and images of
the f:ity he loved run throughout Dom na naberezhnoi, as they did through his
earhest works. More importantly, the narrator lived in the very house l:vhere
Tr%fonov and his family lived from 1930 to 1936 and from which he was himself
evicted when Valentin Trifonov was arrested and executed during the Great
Purges and his mother exiled to Kazakhstan as the wife of "an enemy of the
pef)ple". The house was designed by the architect Boris Jofan for the part
ﬁelrarc.hy and was the first high-rise building in Moscow. After the years o);
Bz(l)rlilsll;t)ii( :a ;;n:: ttl:)eslygr;(l;:hslie1 ':11111 the privileges, power and opulence of the

. e novel, the house on the embankment is the
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prime source of Glebov's feelings of envy and represents the summit of his
ambitions. He loves to visit the house, look across to the Kremlin, down at the
'ants' below, and dream that one day such a life would be his. Its inhabitants are
completely different to those in his small house, which it overshadows. All
seem to have a certain degree of arrogance, down to the lift operators and even
the dogs. A heirarchy soon establishes itself in the house, which, as shown in
the novel, had its own class system. One section of the house, the twelth
staircase, was actually reserved for NKVD officials, and Beria lived there at one
time. Envy was rife and by the 1930s very little of the revolutionaries' old
comradely love remained. The house serves in the novel as and was in fact a
microcosm for the changes in Soviet politics and society; as the old Bolsheviks
disappeared one by one during the night, they were replaced by a different set of
people loyal to Stalin and his regime. The house has now fallen into a state of
disrepair and many of the windows are boarded up. Some of the descendents of
the old Bolsheviks, who set up the house's musuem, still remain, but many other
residents are of the new breed of rich Russians.

As the narrator noticed, when a person was evicted from the house, they
ceased to exist:
«A elle TOMHI0, KaK Ye3Xali U3 TOro ZioMa Ha HaGepexHOH. . . . Kako#i-To
ye/OBEK CripalluBaeT y JH(Tepa: «3TO UbA Takas XyZApa-MyAapa?»
JiudTep oTBevaer: «/la 3TO C MATOro>. OH He Ha3bBaeT (paMHJIUH, HE
KyBaeT Ha MeHS, XOTs f CTOI0 PSIZIOM, OH 3HaeT MeH# MpeKpacHo, NpocTo
tTak: «C TETOTO». - «A KyJa HX?» - «/la KTO 3HaeT. Bpone, ToBOPAT,
KyZla-TO K 3acTaBe». H onsdrb Mor OBl CTTPOCUTL Yy MeHf, 9 b eMy
OTBETHJI, HO HE CrpalmMBaeT, f s Hero yXxe kKak 6b He CymecTByl. Te,
KTO ye3kaeT M3 3TOTO JIoMa, NepecTaioT CYIeCcTBOBaTb>. [11, 449].
This is how Trifonov must have felt when he was forced to leave the house,
shunned by former friends and neighbours for fear of reprisals, and about to start
'another life'. To lurii Lotman, such places are 'anti-homes’, people do not live
in them, but disappear from them. Flats in Soviet times were often not homes,
not a place of safety and security, but a synonym for something sinister, and the
housing shortage, especially in Stalin's time, brought about many
denunciations.!* The house on the embankment is in this way the antipode of
the dacha in Trifonov's work. It was originally known as /loM NpaBHTeIbCTBA
and then, because of the tragic end of so many of its first inhabitants, was

nicknamed 6patckas moruia. It became immortalised as 'the house on the

14 yuri Lotman, The home in Bulgakov's Master & Margerita' in Universe of the Mind - A
Semiotic Theory of Culture, London: 1 B Tauris & Co. Ltd., 1990, pp. 185-191.
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embankment' due to Trifonov's work. In Ischeznoveniel> he compares it to a
ship sailing without course, as Mandelshtam described the revolution in Sumerki
svoboda. The image of the house continued to feature in Trifonov's work,
especially in Oprokinutyi dom, the topsy-turvy house, a paradigm for his own
life after the death of his father.

Other symbolism recurrent in Trifonov's work also features in Dom na
naberezhnoi, such as the opening evocation as the flow of time, perceived as a
river which swallows people up:

«HUKOTO W3 3THX MaJbuMKOB HET Temepb Ha GenoM cmeTe. Kto riorub Ha
BOWHE, KTO YMep OT GOJIe3HH, MHble ponand Ge3BecTHO. A HEKOTOPbIE,
XOTS M XWBYT, NPEeBpaTU/IUCh B APYTHUX moae. M ecau Gbl 3TW Apyrue
JIOAW BCTPeTHIW Ob KakMM-HHOYZAb KOJJOBCKHM of6pa3oM Tex,
MICUe3HYBIINX, B GyMma3elHbX pybamoHkax, B TMOJNOTHSHBX Ty(QIsX Ha
PE3VHOBOM XOJy, OHU He 3Has M Ok, O UeM C HMMH TOBODHTD. Botoch, He
Joragunuck Oul flaxe, UTO BCTPETHIM CaMHX ceba. Hy u 6or c HUMH, C
HeforavBsMH! WM HEKOTrZa, OHW JIETHT, TJILBYT, HECYTCA B NMOTOKE,
3arpefaioT pyKamH, BCe Jlaliblile M [asibilie, BCé CKOpel W CKOpef, JeHb 3a
JIHEM, TOJ 3a TOJIOM, MeHsoTcsi Gepera, OTCTYMaloT TOpH, peAeioT H
ofneTaioT Jleca, TeMHeeT HeBO, HaABHraeTCs XOJIOA, Hafo CHeWNWTh,
CHelWMTb -~ ¥ HET CHJI OrJISHYTbCS HasaZ, Ha TO, UTO OCTAHOBHJIOCH H
3aMepJio, kKak o8aKo Ha Kpamo HeBocknoHa.» [II,363].

Time changes the characters around it and many live different, drugie zhizni.
Shulepa, from a privileged child and an influential, well-connected youth,
changes in the course of the novel to an alcholic, working as a porter, then
finally the warden of a crematorium, a symbol of the living dead. Even his
name is different; he reverts to his mother's surname of Prokhorov. At the end
of the novel, he, one of the original children of Stalinism, looks at the house,
longing for the old days, hoping that perhaps his luck will change again for the
better. Trifonov examines how Stalinism produced such people, totally
estranged from their former selves through fear and envy:

«MHOTrOe 3aBesHO TIECKOM, 3alopouieHo HaMepTBoO. Ho TO, UTO Ka3ajaocCb
Tor/la OUEBMJHOCTBIO M TIPOCTOTOMH, Telepb OTKPhBaeTCA BAPYTr HOBOMY
B30DPY, BUAEH CKeJleT MOCTYMNKOB, €ro KOCTSHOH PUCYHOK - 3TO PHCYHOK
ctpaxa.» {II, 452].

The only way to restore integrity and exorcise fear is through memory, through

facing up to the past, but characters like Glebov, typical of a whole generation,

15 gcheznovenie. Roman', Druzhba narodov, 1987, no. 1, pp. 6-95.
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prefer to avoid confronting their own former selves. Indeed Glebov almost
strangles Kuno, one of Ganchuk's loyal students, when he reminds him of the
past in 1952, on the eve of the Doctors' Plot, a time which was also heavy with
fear, and says that «maMsiTb - Ce€Tb, KOTOpYl0 He CJeAYeT uepecuyp
HaIIpAraTh, UTOBH yAEpXUBaTh Tsixesbie rpy3sl.» [lI, 482]). Shulepnikov is
the catalyst who precipitates the reluctant process of recall which is the subject
of the novel. In Glebov, Trifonov depicted a typical materialist of the late
1930's, analysing the effect of Stalinism on the everyday life of Soviet citizens
as well as the history of his country. Against this background we see more
clearly the on-going effect of the Terror on society of the 1970s, as shown in his
Moscow Tales. It is what Solzhenitsyn describes as "the results of a Soviet
upbringing - mutton-headed conformism, a combination of cowardice and
sycophancy: all that matters is to rebuff the enemy without running into
danger."16

Without the painful process of reawakening memory and conscience,
Trifonov clearly felt there could be no renewal of truth nor ethics in modern
Soviet life. This belief that only by remembering the past can the present be
truly understood runs through the novel. The only character who succeeds in
bringing the past to life is the narrator, for he is one of the few who has lived
according to his moral principles and kept his integrity intact, probably because
he has been a victim of the regime rather that someone who profited by it. He is
depicted as actively engaged on research into the 1920s. Trifonov knew that
man was essentially imperfect, but in Dom na naberezhnoi he gives us a
specifically communist slant on the eternal problem of evil. As a philosophy,
communism was economically based on the belief that everyone would be
happy to be equal and build a new society. As early as 1864, Dostoevsky, in his
Zapiski iz podpol'ia, a response to Chernyshevsky's What is to be Done, had
pointed out that such happiness was not within man's nature. Envy and other
vices would not simply vanish away with the establishment of material equality.
However, under Stalin, the communist regime went further than such naive
optimism as to the expendability of moral guidelines and actively manipulated
the baser aspects of human nature for the leader's own ends.

The fact that in Dom na naberezhnoi, Trifonov was one of the very few
writers to openly examine Stalinism at a time when it had again, under

Brezhnev, become almost a taboo subject, raises the question as to how the

16 Alexander Solzhenitsyn, The Oak and the Calf, London: Collins/Harvill Press, 1980, p. 209,
in describing some of the staff of Novyi mir.
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novel was ever published.!” Various explanations have been put forward.
Firstly, it was published in Druzhba narodov, a hitherto more conservative and
less controversial journal than Novyi mir, and hence subject to less scrutiny
from the censors. At the time its editor, Baruzdin was seriously ill and thus did
not care too much about the consequences of publishing such a work. The
journal had wanted to publish another novel, Vaska, by Sergei Antonov, which
also examined Stalinism, in particular the construction of the Moscow metro and
the horrors of collectivisation, but this had been quashed at the very top. It has
been suggested that permission to publish Dom na naberezhnoi instead was a
gesture to appease the journal.}® Also, as Grigory Svirsky has pointed out, the
authorities may have preferred their citizens to read Trifonov rather than illegal
'dissident’ literature: «[TycTb yXe Jydlle COBETCKUN UuTaTeNb PBET U3 PYK
TputoHora, a He CoJDKeHWLHHA WJH, He fa¥ bor, 3uHOBBEBRA!» 19 Many
prominent writers had left for abroad and those responsible for ideology in the
USSR were sensitive to the adverse impression this produced, so did
occasionally practice a modicum of tolerance and liberalism towards established
authors. Then again, if there was had been a backlash, the authorities could
haved blamed Trifonov and used it as an excuse for further literary constraints
and censorship. It has also been mentioned, mainly by dissident writers such as
Alexander Zinoviev, that the fact Trifonov was a former Stalin Prize winner
helped further publications, but this is doubtful in the case of Dom na
naberezhnoi, which in many ways is a rewriting of the novel for which he was
awarded the prize. Trifonov himself, as always, was astute about what could be
written openly and what needed to be conveyed through the Aesopian language
he had developed so skillfully over the years. This becomes clear when
comparing the works published in his lifetime with Ischeznovenie.

However, the novel managed to get past the censor and some Soviet
critics were outraged by Dom na naberezhnoi. It came too close to the bone for
many of the literary heirarchy. Stalinist stalwarts accused Trifonov and his
novel of the usual shortcomings - failure to show the Party leading the way to a
radiant future, failure to depict any positive characters or solutions, too much

concentration on byt. For them, Trifonov had concentrated too much on the

17 The novel, however, was omitted from a two volume collected works published in 1978 and
there was no new publication until 1986.

18 See John & Carol Garrard, Inside the Soviet Writers' Union, New Y ork: Free Press, 1990, p.
182.

19 Grigory Svirsky, A History of Post-War Soviet Writing: The Literature of Moral Opposition,
Ann Arbor: Ardis, 1981, p. 433.

136



Realism and not enough on the Socialist. Many, including Dudintsev, criticised
Trifonov for concealing his position and not making open judgements. The
novel was publicly criticised at the 6th Congress of Soviet Writers, held in 1976,
by Markov and Ozerov, and Trifonov then had to appear before a commission
from the Writers' Union to answer their criticism. In his defence, he said that he
expected the reader to make his own judgements and that he wrote about "life in
all its complexities".20

Trifonov's later novels also received some adverse criticism from
dissident writers abroad, such as Mal'tsev and Zinoviev.2! They accused him of
not portraying the whole truth about Soviet society, disregarding the realities of
Trifonov's position as a writer who wanted his books to reach the Soviet
reader.22 Elsewhere in the West, however, his works had been well received,
especially in the States, and hence their comments could have been out of
jealousy. It was also, of course, very popular with the Soviet reading public and
Dom na naberezhnoi was the literary sensation of 1976. It sold out almost
instantly, and copies were passed from hand to hand. The novel was also
produced as a play at the Taganka Theatre and the production was a sell-out.

As with Obmen, the play was again produced as a result of co-operation
between Trifonov and the theatre's director lurii Liubimov. It featured as part of
Liubimov's cycle on Russian history which included productions of John Reed's
Ten Days which shook the World' on the Bolshevik revolution of 1917 and
Bulgakov's Master and Margerita representing the 1920s, as well as Gorky's
Mat', Esenin's Pugachev and Chernyshevsky's Chto delat'?. Liubimov, like
Trifonov, strove to depict the truth and show the connection between the past
and the present, and the two became close friends, as Trifonov sat quietly at the
front, watching the production attentively with Liubimov.

Dom na naberezhnoi, then, was a dramatic advance on the early works,
yet one which preserved a profound continuity of concern with morality, history
and time. As Trifonov grew older, he began understandably to reflect more on
his past and think of old age and death, and these are the themes of his next

novel, Starik.

20 See Literaturnaia Rossia, 2 July 1976.

21 gee for example Mal'tsev's article ‘Promezhutochnaia literatura i kriterii podlinnosti’,
Kontinent, 1980, No. 25, pp. 285-321 and Zinoviev's novel The Radiant Future (CBetnoe
gyaymee), London: The Bodley Head Lid, 1981 (translation Gordon Clough), where he alludes
to Trifonov in talking of a writer named Tikshin, and says lifein the Soviet Union is not how he
portrays it .

22 Mal'tsev also levelled the same criticism at Starik in his article 'Roman Trifonova', Russkaia
mysl', 19 October 1978, pp. 10-11.
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STARIK

Even as Dom na naberezhnoi can be seen as a re-working of Studenty, so Starik
23 covers the same period as Otblesk kostra, and Trifonov now looks at the 1917
revolutions and the Civil War with greater knowledge and understanding.
Otblesk kostra was Trifonov's own personal examination of this stormy period
in an attempt to discover the historical truth about Russia's past, and to clear the
name of his recently rehabilitated father, as well as some others, such as the
Cossack leader Philip Mironov. In Starik, the main protagonist, Pavel Letunov,
a retired engineer and Civil War veteran, is also attempting to unravel the truth
about the Civil War, especially that surrounding Migulin, a fictional figure based
on Mironov. The novel is set during the heatwave of 1973, as Letunov is
spending the summer with his family at their dacha at Sokoliny Bor, just outside
Moscow. They are pre-occupied with trying to obtain a dacha left vacant by the
death of an old woman, who was distantly related to one of them; while
Letunov, scornful of such petty intrigues and lost at the death of his wife who
had held the family together, escapes into memories of his past and tries to come
to terms with it. The novel switches from the past to the present, perceived
through Letunov's 'stream of consciousness', as events in the present awaken
memories from the past. Starik was the result of two originally separate novels,
one on Mironov and the other about a contemporary struggle for an empty
dacha; Letunov and his memories are the thread that links the two together.

A letter from an old childhood friend, Asia, opens Starik, and brings
Letunov's memories flooding back. He was originally from Petersburg, and it
was from here he witnessed the revolutions. His mother and uncle Shura were
revolutionaries, while his father, an engineer whose commitment to socialist
aims did not match those of his mother, had long since moved to Finland. Pavel
helps his mother by distributing revolutionary leaflets, but his main concern is
not bringing about world revolution but his unrequited love for Asia, whom his
mother somewhat disapproves of as the girl is from a bourgeois family. Asia
and her cousin Volodia help Pavel distribute the leaflets, much to the
consternation of her family. The picture is one of children caught up in the
historical events around them, and their ways divide when Asia's family leaves
Petersburg. Pavel is swept up in the Civil War on the Don with his uncle Shura,
and it is there he again meets Volodia and Asia who are working for Migulin, an

23 'Syarik. Roman', Druzhba narodov, 1978, no.3, pp. 27-153.
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acquaintance of Volodia's revolutionary father. Volodia is killed and Asia later
becomes Migulin's wife, much to Pavel's disappointment.

The complex figure of Migulin fascinated the young Pavel Letunov and
still interests him now he is an 'old man'. Migulin had served in the Tsarist
army, was decorated for his bravery on numerous occasions, but hated the
regime and its treatment of his fellow Cossacks, who did compulsary military
service, providing their own horses and acting as riot police for the Tsarist
government (hence the revolutionaries' hatred of them). In his desire for
freedom, justice and equality, Mironov was attracted to the socialist parties and
joined the Reds in the Civil War. The Whites had slaughtered his family, so his
old ties with the Tsarist army were effectively broken, but this is known only by
Asia. Very much an idealist, he had little political education, and his enemies
among the Bolsheviks manipulated his naivety. Completely guileless, he was
incapable of being devious like some of the Bolsheviks, whom, mistakenly, he
tended to trust. He was however very popular with the Cossacks, recruited many
to the Red Army, and helped defeat the Whites on the Don. Due to his
popularity and success, many Bolsheviks envied Migulin and were highly
suspicious of him. He was often sent away from the Don, much to his
consternation, because of this lack of trust, and because, like his prototype
Mironov, he was opposed to de-Cossackisation and would have tried to prevent
unnecessary violence and terror. He did not hesitate to tell the Bolsheviks when
he did not agree with their policies, so rumours were rife as to his true political
sympathies, which, ultimately, lay with the good of the Cossacks. His life was
not made easy by the Bolsheviks, who gave him a badly equipped division and
gave him collaborators instructed to keep an eye on him, such as Shigontsev,
with whom he simply could not work.

The Bolsheviks were extremely suspicious of the Cossacks as a whole,
many believing that they should be completely liquidated, and initiated a policy
of 'de-Cossackisation', which Migulin (like Trifonov's Cossack father) wholly
opposed.?* In Starik, as in Sholokhov's Tikhii Don, the atrocities committed by
both the Reds and the Whites on the Don are shown. Trifonov paints a picture
of the more extremist Bolsheviks, such as Shigontsev and Braslavskii, who
believe that the Cossacks should be exterminated if it serves the good of the
revolution. They frequently cite the example of the French Revolution as

justification for such terror:

24 Parts of the directive against the Cossacks can be found on page 473, Volume 3.
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«[locTaHOBNEeHHE KOHBEHTA TJIaCHJIO - Ha pa3BasiMHax JIHOHa BO3JABHUTHYThb
KOJIOHHY C Ha/MmuChbio: «JIHOH NMpoTecToRal TPOTHR CcBOBOAM, JIMOHA
fonbile He cynlecTByeT». ECTH Kal3auecTBO BHCTyMaeT Bparom, OHO
6yAET YHHUTOXEHO, KaK JIMOH, W Ha pa3BajvHax JIOHCKoOM o6jlacTH MH
HamuileM: «Ka3auecTBO NPOTECTBOBAJIO MPOTHB PEBOJIOLUH, Ka3auecTpa
Gonble He CYNECTBYET!»

{11, 469].

Like Nechaev and Dostoevsky's 'Besy', these fanatics believe that the only thing
that matters is the triumph of the revolution, at any price, and all emotions
should also be annihilated They are contemptuous towards revolutionaries such
as Volodia and Letunov, who will not murder people without proper trial. This
was an attitude common to many Bolsheviks during the Civil War, usually from
working class backgrounds, who disliked the educated revolutionaries and
labelled them 'soft' intelligentsia. As in descriptions of their KGB counterparts
in other books, to whom they passed down their lack of ethics, Trifonov often
dwells on the blank eyes of these implementors of Soviet terror, describing their
gaze as «COHHBIH, cTosiunii» (Braslavskii) or the eyes themselves as «BenniX,
HenoAKYTHEX, cBHHell» (Bychin)25, The character of Shigontsev is similar to
that of Grisha Goldenburg in Neterpenie, a chatterbox who will turn against his
former friends. When the Bolshevik terror causes uprisings among the
Cossacks, the lower ranks such as Braslavskii are executed as scapegoats.
Shigontsev, however, not only escapes thanks to his higher position, but
continues to justify his actions, feeling that the Cossacks had mutinied because
he had not been harsh enough in the first place. He eventually is found
murdered in a gully, and no attempt is made to find his murderer. Other fanatics
include Orlik, who categorises people as though they were chemical compounds:
it is Orlik's perception that Migulin had too high a percentage of Cossack
nationalism which eventually leads to his downfall. Bychin, another latter-day
Nechaev, uses his influence in the Revkom to settle old scores with his
neighbours, such as Slaboserdov, who had once had Bychin's brother beaten up
for harrassing his daughter. It was such misuse of power for personal vendetta
or advantage, as we have seen in relation to the anti-cosmopolitanism campaign
in the Literary Institute described in Dom na naberezhnoi , that was eventually
to cause the snowballing effect of the Purges. The 1930s were a time when, as
with the French Revolution, the revolution in Russia did devour its own

children, those principled old Bolsheviks such as Pavel Letunov's uncle Shura

25 Ibid, p. 470 and p. 462.
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and Trifonov's father, Valentin, upon whom the character of Shura is based. The
purging of such old Bolsheviks left behind a much depleted party of
opportunists or intellectually and morally underequipped "new men and women"
drafted in to fill the ranks with compliant puppets.

Shura, whom Letunov follows to work on the Don, understands that the
Cossacks are not all counter-revolutionary and that harsh treatment will only
lead to future rebellion, whereas Shigontsev and Braslavskii have no such
understanding or a long-term policy. Shura tries to temper their brutality, but
does not always succeed. For instance, he falls ill when Bychin is trying to have
Slaboserdov arrested, and leaves Migulin's trial in disgust when he realises he
can do nothing to stop his execution. Shura is a long-standing revolutionary,
who has served time in the Tsarist camps. He possesses integrity and honesty
and does not seem to have been blinded by what Letunov often describes as the
heat and the smoke of the lava of those times, but in this he stands virtually
alone.

As Denikin starts to advance on the Don, Migulin becomes increasingly
frustrated by the enforced inaction inflicted on him as a punishment for his
supposed ideological deviations. Eventually he can take no more and decides to
lead his soldiers to the front without authorisation. Labelled a traitor by the
Bolsheviks, he is arrested and sentenced to death, only to be pardoned at the last
minute. He is demoted, but later given a regiment in 1919. However, in
February 1921, he is again arrested on concocted charges of 'participation in a
counter-revolutionary conspiracy'. Trifonov does not say exactly how he dies,
only that «cBoelt cyanBni He u3ber».26 Migulin's historical counterpart,
Mironov, was shot exercising in the yard of Butyrskaia Prison in Moscow while
awaiting trial, and his name was then wiped from the history books until his
rehabilitation in 1960.

In the novella Starik, the hero Letunov is responsible for the
rehabilitation of Migulin, spending many weeks and years in state archives,
trying to clear the Cossack's name. When Asia discovers Letunov's part in her
husband's rehabilitation, it brings her to write to him over fifty years after their
last meeting. The fact that Asia says it came as a surprise to her that Letunov
personally was responsible for clearing Migulin's name annoys the old man, and
indicates the reason he became involved in the rehabilitation. Asia's expressed
belief that Letunov, like so many others, had actually believed in Migulin's guiit
at that time hits a raw nerve.?’ Letunov admits that <MOXeT, ¥ BepHJI, HO He

26 Ibid, p.605.
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Tak, kak Apyrue. CoBceM He BepHMTb OnIO HeNMb3s.».28 However, as is
revealed on the last page of the novel, Letunov, always ready to berate others for
the selectiveness of their memories, has failed to recall one important fact about
his behaviour during Mironov's trial:
«HcTrHa B ToM, uTo fobperumy [lapes ErrpagoByuu B ABaUATH NEPBOM Ha
BOMNPOC CHefoBaTest, AOMyCKaeT JIM OH BO3MOXHOCTb YUYacTHs MHry/MHa
B KOHTPPEROJIOIIMOHHOM BOCCTaHHMH, OTBETHJI HCKPEHHe «JlonmycKaio».»
[HI, 605 - 606].
It is the unacknowledged guilt of his participation in the death of Migulin that
still racks Letunov years later, prompting his mission to clear the Cossack's
name. Yet he has still, in 1973, failed to solve one question- why did Migulin
lead his troops without orders against Denikin in 19197 He asks Asia this when
he finally meets her over fifty years later, but receives no reply, only that she
never loved anyone as much as Migulin. Asia's picture of Migulin is quite
apolitical. To her he is simply the man she loved and who loved her. She
understood him better than the others, but after his death had to conceal the fact
that she had been his wife for fear of reprisals to her and her family. In some
ways, Letunov's perception of Migulin is tainted by jealousy, not of his military
success and popularity, but of his success with Asia. At the time, he had in
some ways hoped that, without Migulin, Asia would grow to love him instead.
Not surprisingly, then, Asia's letter again stirs his conscience, and he renews his
efforts to analyse his own actions and those of others in those turbulent times of
the Civil War, in an attempt to understand himself and the world around him.
When Letunov looks back on these times, he often mentions the heat of
history's fire which led to the blurring of focus and judgement:
«Korza Teuelwb B JiaBe, He 3aMeuaellb Xapa. W kak yBUAETb BPeMS, €CNH
TH B HeM? [IpoHUTH roAsl, TIpoia XW3Hb, HaUHHaellb pa3fupaThCs: Kak
Ja 4To, noueMy 6bi0 TO M 3T0... Penko KTO BHAEN U NOHHMal BCE 3TO
W3JaNT, YMOM H TJla3aMH APYTroro BpeMeHH. . . . Bor Tel Mo¥, M Kak Majio
JI0fAEN YXaCHYJMCh ¥ KPHKHYJU! TIoTOMY UTO JlaBa CJEMNHT I'jia3a. HeueM
AuIaTh B BarpsaHob mrie. [lnaeT 3eMns, He TOJbKO Hama, BesJe W
BCioAy . . . . U 9 He yXacHYJICSl, He KpUKHYJ! W MHe KpacHasi MeHa
3acTnnaet raasa.» [HI, 473-4].

27 Even Valentin Trifonov, commissar of the Special Corps of which Mironov was commander,
called Mironov an ‘adventurist' because of the rumours about him; as with Migulin, many
believed there was no smoke without fire. See Sergei Starikov & Roy Medvedev, Philip
Mironov and the Russian Civil War, New York. A. A. Knopt, 1978, p.143.

28 Srarik, p. 563.
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He feels that only from the distance of the present day can he attempt to make
sense of what happened and form an accurate picture of the past, which is
crucial for the future. At the time he was only «ManbuHIlKa, OTbSHEHHLIHA
MOTYUHM BpeMEHEM...pafA0CTHO GLTb B ToToke».2? He was just eighteen
when he was appointed Chairman of the Tribunal, which «Hu 32 4TO He
xoTen. COBCeM He Moe: TIPHTOBODHI, ka3Hi.» 30 He feels that he, Volodia,
Asia and all the others were swept along by the force of these times, which
hardened and numbed their feelings so that virtually no-one was horrified or
cried out at the atrocities committed on the Don. Starik shows how a particular
time can change people, creating 'another life' for them. The terror of that far
time cowed people, taught them to keep their heads down and go with the flow,
something that was to last through most of the Soviet era and which goes far to
explain the condition of the old man's contemporary Russian society of the
1970s. By such reasoning, Letunov is also trying to justify his own actions, his
cowardice in failing to defend Migulin, his ready belief in his guilt. However,
he remembers how Asia's father once said: <Hy Kax Xe, XOTH 6n Cya
CcOBCTREHHOM COBECTH. Belb MOMEHT TPYCOCTH MOXET GITb HOXH3HEHHON
xasnbio.»31 As in Dom na naberezhnoi, Trifonov here seems to be saying that
things can not be blamed wholly on the times, that each individual is responsible
for his actions. Letunov seems {0 recognise this, and he is the only character
who has actually been led to do something about it. He was at least responsible
for Migulin's rehabilitation, even though he may not have been able to face up to
one particular unpleasant memory. Letunov has been both victim and servant of
his time; he, amongst many others, was responsible for Migulin's death, but a
later terror also claimed him when, accused of industrial sabotage in the 1930s,
he was condemned for several years to the camps. Unlike Glebov, who is of a
later generation, he has not given in to cowardice and lost his ideals.32

Letunov seems to lead two different lives, one in the present day and
another life, that of his memories, which in many ways seems more real to him.
His relationship with his family is rather fraught, and he feels increasingly old

and unwanted by his children who describe him as «Tako¥ CTapeHbKWH, TakoA

29 Ibid, p. 445.
30 1pid, p. 474.

31 1pid, p. 435.

32 Durin
g the novel, Letunov remembers how he once m i
: ovel, ' . et a former priest who gave hi
Efe f;lfg{l 1tn_ g(rlatltude.for L;tunov saving him from execution twenty )I/Jears earliefinelQlln91 lump
ried to avoid killing people despite the pressure to do otherwise during the Civii War
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KanKul, qyzudoﬂ».33 Their generation has no interest in history and the ideals
he holds dear. Kandaurov, one of the other residents, sees Letunov as «u3 TOU
NMOpoAH TNONYBHMEPUIMX oBanayesB, KOMY HHUero He Hajo, KpoMe
BOCTIOMMHAHUH, TTPUHIIKATIOB U yBaxenus...».34 Like their contemporaries in
the Moscow Tales, the children's interests centre on improving their standard of
living. The relationships between the younger members of the family also
remind us of those depicted in the Moscow Tales: the usual bytovie problems
between spouses and neighbours contrasting with the love between Letunov and
his late wife. The range of situations and characters are fairly typical, the
particularly obnoxious careerist types in the tradition of the Lukyanovs, Gartvig
and Klimuk, being represented in Starik by Kandaurov and Prikhodko.

Kandaurov is the usual self-made, big-wheel careerist, with all the
inherent status symbols: wealth, a big car, mistress and foreign trips. He is
currently trying to arrange to work in Mexico for two years, for which he intends
to take his wife while leaving his daughter behind, either with his mother-in-law
or in a boarding school. Though seemingly respectable in his profession,
underneath he is totally amoral, and represents the cynical egoism and
materialism of the period of stagnation. Like Shigontsev, he lives only for the
present and has no sense of his country's past. He is at first involved in the
battle to win ownership of the dacha, using his various connections. However
fate wins this particular battle. Kandaurov is diagnosed as having cancer and
drops out of the bid for the house. No connections can help this seemingly ‘iron
man' against a terminal illness. In the end no-one gets the dacha as it transpires
that they are all to be knocked down to make room for new government property
development, again echoing the theme of urbanisation, common to so many of
Trifonov's works.

Prikhodko is an altogether more sinister figure. Letunov remembers him
from the past, when in 1925 he voted for his expulsion from the Party for
concealing his Cadet background. Itis distasteful to Letunov that this former
White, whom he describes as a petty liar and having 'a fawning and cunning
smile', is now the chairman of the dacha co-operative who will ultimately make
the decision as to who will inherit the disputed dacha. He too remembers his
past contact with Letunov and never hesitates to remind him of it. Letunov
himself tries to keep out of his way, but, like Bychin, Prikhodko uses his power
whenever possible to exact his petty revenge.. In 1941 he reported Letunov for

33 Ibid, p. 568.

34 Ibid, p.504.
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visiting his family in Moscow from the Urals, and he is behind the incident in
the hot summer of 1973 when all the stray dogs are ordered to be shot. The
whole village runs round trying to catch any dog to shot, including Letunov's
grandson, and the old man's own dog is very nearly killed. Herman Ermolaev
points out that, as Trifonov was unable to directly discuss present-day repression
in the Soviet Union, this incident shows how easily people can be initiated to
serve as tools of terror, how they can quickly form a mob with basic instincts to
kill innocent victims.35 Prihodkho and Kandaurov are both careerists, and they,
together with Letunov's family, albeit to a lesser extent, show the moral
deterioration of contemporary society.

Unlike Letunov, very few of these contemporary characters, with the
possible exception of his alcholic son Ruslan, are at all interested in the past, .
Like the revolutionaries Braslavskii and Shigontsev, Kandaurov and Prikhodko
live only for the present and for their own short-term goals, whether these be
'world revolution' or material possessions and status symbols. They have lost
the continuity of ideals and principles upon which people such as the fictional
Shura and Trifonov's father had founded their hopes for a better society.
Trifonov saw this lack of memory as a lack of accountability, which ultimately
leads to a lack of conscience and thus to the conclusion that "everything is
permitted"”. Life without memories is empty, a moral vacuum. It is memory
which helps link the present with the past, part of the thread of history which
runs through everyone.

Many of the present day characters in Starik reinvent the past for their
own personal gain. Polina, Letunov's sister-in-law, asks him for a reference
stating she was involved in revolutionary activities during the Civil War in order
to gain admittance to an exclusive veterans' home. Prikhodko, on the contrary,
hides his past deliberately, while people such as Izvarin, a former resident of the
Stormy Petrel dacha community, who lost both his parents during the Purges,
simply cannot face up to the memory of this period when his life crumbled
around him. Even Asia remarks how elementary caution has forced her to try to
forget Migulin:

«fl U3JlaBHA CTapaJjiacb 08 3ToM 3abbITh, elle ¢ Tex nop, korja Cepreu
KupHnnoBuy 6bl1 OBBLSBIEH BparoM, HUIKOMY HHUEro He paccKa3biBasla U
TeM Bonee He mucana. W cama mopa)eHa, CKONbKO BCEro OCTaloch B

35 Herman Ermolaev, The Theme of Terror in Starik', in Amold McMillin (ed.), Aspects of
Modern Russian and Czech Literature: Selected Papers of the Third World Congress for Soviet
and East European Studies, Columbus, Ohio: Slavica Publishers Inc., 1989, pp. 103-104.

145



naMgaTH. Beab npouio Gosbiie NMATHAECSTH neT. HeT, Hama MaMsaTb
yeloBeueckKas - OHCTHHe uy o npupoasl.» [III, 558].

Asia's remembers Migulin as the man she loved, and emotion sometimes makes
memory unreliable. Letunov often complains that she only remembers certain
parts of their past, but he too is guilty of this in failing to remember that he gave
evidence against Migulin at his trial. Emotions play a part in this too, and as
Letunov himself says, «Hama uesioBpeueckasi mamsiTb - elle Bojee Uyao
MOTOMY, UTO YMEEeT Mopa3uTe/JbHEM 06pa3oM OZHO OTCEHBATh, a ApYroe

COXPaHSTh!» 36
Now an old man, Letunov's memories, both of his country's past and his

wife, are increasingly important to him, but he cannot decide whether they are a
pain or a comfort to him:
«JITHM Mou Bce Gojee TIepeSMBAOTCS B NaMATb. MW XH3Hb NIpeBpalaeTcs B
HEUTO CTpaHHOe, JABOfHOE: €CTb O/lHa, BcaMJeJIMIHasA, U Jpyras,
MpH3payvHas, W3feNue MaMaTH, ¥ OHM CYMeCcTBYWT pAAoM. . . . H BOT
3aYMBIBAIOCH: UTO X€ €CTh MaMATh? bBraro wam Myka? [jisl 4ero Ham
naHa? Tlocne cMepTy [Nang Kas3ajnocb, UTO HET JIIOTEE CTpaJaHusl, ueM
cTpaZilaHHe TAaMATH. . . U 8 pelus, 4YTo MaMsiTb Ha3HaueHa HaM Kak
HEraCHMBIH, OMaJIAIoNIHY HaC CaMOCY/l WM, Jyylie CKa3aTb, CaMOKa3Hb, HO
Huepe3 Kakoe-TO BpeMs, . . . f MMOUYBCTBOBaJI, UTO B CTPaJlaHUAX MaMSATH
ecTb oTpaga . . . Toraa moAymaln, NMaMaTb - 3TO OTIJIATa 3a caMoe
JIOPOTO€, UTO OTHUMAKT Y YesoBeKa. [laMsiThbio IPHpO/ia PACKBHTHBAETCS
¢ HaMm¥ 3a cMepTh.» [III, 417-418]
He sifts through his memories as if tidying out an attic, trying to <pa3baTh,
OTAENNUTL OAHO OT Apyroro»37 in order, albeit sometimes painfully, to find
out the truth about Migulin and the Civil War, but as he and others show,
«NaMATb - WTYKa HeHadexHad» 38 When he starts his research to clear
Migulin's name, many people paint different pictures of the Cossack, but all
believe their memories to be correct, «<Kaxawnt cuHTaeT, UTO TOJILKO OH
3HaeT HCTHHY».?? One old man even became very annoyed at the suggestion
that Migulin was a revolutionary.

In Starik, Letunov's memories and those of other eyewitnesses,

interspersed with historical documents, are used to reconstruct an account of the

36 Starik, p.565.
37 Ibid, p. 476.
38 Ibid, p.565.

3% bid, p. 451.
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Civil War. Both are needed to help find something approaching objective truth.
Letunov's version is of course somewhat biased, and is balanced by Asia's
memories in her letters and meeting with Letunov, as well as by both
Kandaurov's and Izvarin's account of the old man, which on the whole seems to
be a respectful one. The picture of the Civil War given in Starik is not the usual
Soviet glorification; it shows as F. Eberstadt says "the black skies of
socialism".40 Like Sholokhov in Tikhii Don, Trifonov shows the atrocities
committed by the Bolsheviks while implementing their policy of de-
Cossackisation, atrocities of which those at the very top of the Central
Committee must have been aware. He goes further, tentatively showing the
links between this terror and the later terror under Stalin. To do this before
glasnost, when Soviet historians finally began to examine the link between
Leninism and Stalinism, a link which had previously been denied or simply
ignored under Krushchev's de-Stalinisation, as it was a threat to the Party's
political legitimacy, shows Trifonov's formidable independence of mind.

Further depths of historical perspective is conveyed by the debates
between Letunov's family on Ivan the Terrible, madman or Russia's saviour, and
whether his brutality was really necessary, whether indeed there had ever been a
time when "all was permitted”, could easily be a discussion on Stalin.4!
Similarly pregnant with meaning is the incident with the rat at Pavel's school.
The rat is due to be disected in a science lesson, but the children debate on
whether to spare its life: «<paccyxnaoT o Hayke, o6 UCTOPHH, O THILOTHHE,
o TMapuxcko#t kOMMYHe. «Benukue 1enn TpebyioT xepte! Ho XepTBH Ha
370 He cornacue!»» [III, 431]. Ironically, upon its release, the rat is caught
by acat.

That the novel could be published at all was probably due to the fact that
Trotsky is often blamed for the policies described and this was in agreement
with the current party line.#2 Trifonov could not openly blame Lenin. On the
contrary, Lenin is shown as sympathetic towards Migulin when he meets him.
The historical documents in the novel, which do not appear to show the
complicity of the whole Party heirarchy, are not given any specific reference.
Thus the reader can take his choice as to whether he is reading history or fiction.

40 . Eberstadt, 'Out of the Drawer and into the West', Commentary, 1985, no. 1, pp. 36-44.

41 This has echoes of Anatolii Rybakov's novel Deti Arbata, which also features Stalin's
tendency to compare himself to Ivan the Terrible and Peter the Great as justification for his

brutality.

42 1 ike Dom na naberezhnoi, Starik was first published in the journal Druzhba narodov,
without any major difficulties
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The directive on de-Cossackisation, for instance, is toned down considerably in
the book when compared with the actual one. As always, Trifonov went as far
as was possible under the circumstances to encourage his readers to rethink
history without actually overstepping the bounds, which did not, of course, save
him from critical disapproval.

Trifonov does not give any clear-cut answers either on the Civil War or
on Mironov (Migulin). As he often stated, his task as a writer was not to judge
but to understand. Instead he examines how people reacted under difficult
circumstances, showing the state of flux which existed in Russia at this time and
restating the importance of individual responsibility. The Bolsheviks'
dehumanisation of people by lumping them into categories, according to which
their very right to existence was brought into question by the blind
implementation of generalising directives, demonstrated a complete lack of
tolerance and compassion (traits which Trifonov strongly opposed). This
unquestioning acceptance of the efficacy of terror is subtly shown to have led to
the moral vacuum present in Trifonov's contemporary society.

Letunov, like Sergei and Grisha Rebrov before him, is striving to put
right the falsification of history and making their society one of GecriaMsTCTBa.
Letunov, like his creator, believes that the past has to be honestly reassessed in
order to understand the present and build a decent society for the future. The
truth «BeZIb TOJILKO TOT/a JParoLeHHOCTh, KOrja JUls Bcex».

In Starik Trifonov, as well as examining further his important themes of

memory, history and truth, takes a personal look at the phenomenon of time,
concluding: «cTapocTb - BpeMsi, Koraa BpeMeHH HeT».44 Asin Dom na
naberezhnoi, the past and the present intersect, and Trifonov analyses how the
two relate to one another. In one interview, he says:
«BpeMst - TauHCTBEHHeWIIU# (eHOMeH, MNMOHATHL W BOOGpa3HTb
feckoHeuHoCTb. CTapHHHEE MacTepa, CPeJHEBEKOBHIE [JONYCTHM,
pHCOBaNld TakWe€ KapTHHH, TPHUNTHXH: MJaJIcHell, UYeJIOBEK 3pesioro
BO3pacTa, cTapuk. Ho Beab BpeMs - 3TO TO, B UeM MHl KynaeMmcs
eXEJIHEBHO, ©XEeMUHYTHO... § Xouy, 4UToBe yHuTaTedb TOHSN: 3Ta
TAUHCTBEHHAS <BpEMeH CBf3yioliasl HUTb» uepe3 HaC ¢ BaMH IPOUCXOJNT,
UTO 3TO M €CTh HEPB HCTOPHM.»¥

43 Starik, p. 598.
44 Ibid, p. 594.

45 'Knigi, kotorye vybiraiut nas', in Kak slovo nashe otzovetsia, p. 288.
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This sums up Trifonov's concept of slitnost', of time and history, the threads
which run through every person and connects people together: «XH3Hb - Takas
CHCTEMa, T'/le BCe 3arajJiouHkiM ofpa3oM U MO KaKOMY-TO BBICIIEMY TJIAHY
3aKOJIbLIOBAHO, HHUTO HE CYMECTBYET OT/e/bHO, B KAOUKaX, BCe TAHETCH
1 TAHETCS, NepeyieTasch OHO C JPYIHM, HE Hcue3ast COBCeM» 46
However, it is one thing to state a principal and another to make it work in terms
of a work of art, as Trifonov does in both Dom na naberezhnoi and Starik. The
latter novel covers overall a period from 1914 to 1974, with the memories of
Letunov connecting the two, as he lives two lives, one actual and one of
rememberance. The action moves from one to the other in no particular order,
only in the framework of Letunov's consciousness, in a series of flashbacks and
memories triggered by present-day incidents. Yet we are not confined to
Letunov's mind. Objectivity is achieved by the use of three narrative voices,
that of Letunov, Kandaurov and Izvarin, as well as of Asia's voice in her letters
(which open the novel) and by the interpolation of various historical documents
and letters connected with the Civil War. There is a wide range of characters,
both past and contemporary. Trifonov is developing his mature style of a
polyphony of voices, following on from his last major work, Dom na
naberezhnoi. The lack of temporal continuity is compensated for by associative
imagery. The heat of the summer of 1973 causes Letunov to recall the explosive
events of the revolution of the Civil War, the fires of history, echoing the theme
of Otblesk kostra. Fire symbolism is often used in Starik to describe these
times, for example:

«CBUpen rof, CBUpen yac Hajx Poccuen... By nkaHHUeCKOW JTaBOM TedeT,
3aTonuiss, norpebas orHeM, caupernoe Bpems... » [II, 473]

Characters such as Shigontsev no longer exist, «BpeMs MEPEXTJI0 HX
notna...»47, very few «npoBypun HackBO3b 3TH TOXH, HabHTHE
pacKaJIeHHHIMH YTONBSAMU U MOJIBIXaBUIME XapOM, U BHHBIPHYJ Ge3yBeyHo
W3 OTHSl B MPOXJaay riayBokod CTapoCTH U HOBBIX BpeMeH.»48 Water
symbolism has much the same function. Time is often compared to a river,
«[IOTOK BpeMeHH» sweeping the characters up and carrying them off

downstream.4? Much, of course, is seen to have disappeared in the flood,

46 s1arik, p. 521.
47 Ibid, p. 456.
48 Ibid, p. 518.

49 gee, for example, p. 468, p. 518 and p. 521.
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«CMBIJIO, YHECHIO, YTONHIO, yrpoxao...» echoing the opening of Dom na
naberezhnoi.

One change in the symbolism of Starik is that the dacha no longer
symbolises a childhood idyll, a place of peace and harmony, as in previous
works. Instead, it has already been invaded by Letunov's family bickering and is
under threat from urban development. The old man only has peace there when
he remains there alone and this is felt as a present respite rather than a lost Eden.

Novels on old age and memory were popular at this time in Soviet
fiction, such as those by Rasputin, Belov, and Kataev.5! Trifonov, a sick man
and no longer young, could sympathise with his protagonist, and he continued to
examine old age and death in the collection of short stories, Oprokinutyi dom. 52

30 1bid, p. 518.

51 In his article 'O neterpimosti', Trifonov defends Kataev's novel Sviatoi kolodets against
previous criticism from Dudintsev, and argues that sympathy and understanding should be
shown towards the old man in this work. See Kak slovo nashe otzovetsia, pp. 67-75.

52 'Oprokinutyi dom. Rasskazy', Novyi mir, 1981, no. 7, pp. 58-87.
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CHAPTER 8
RETROSPECTIVE WORKS

In 1979 Trifonov got married for the third time to the writer Olga
Miroshnichenko. She too had been previously married to Berezko, a writer of
official war novels. They first met when Olga attended Trifonov's seminars at
the Literary Institute. Trifonov was fairly scathing towards her, accusing her of
only trying to write because her husband was a writer and of wasting time at his
seminars when she was already being published. He gave her a lift home from
the seminar on occasion and by the third time began to talk to her, asking her
about her love-life and from then romance started. A son, Valentin, was born
prematurely in April 1979 and hung between life and death for a few months,
which caused a great deal of torment and grief for Trifonov. Trifonov, it seems,
was happy with Olga; they shared a very warm relationship and she shared his
interest in sport and watched Spartak football matches with him.!

OPROKINUTYI DOM

Trifonov's next work after his marriage was a collection of seven short stories,
Oprokinutyi dom. (The Topsy Turvy House )2, which deal with his travels
abroad. When these first appeared in 1981, only six stories were published.
The other, 'Nedolgoe prebyvanie v kamere pytok', (‘A Short Stay in the Torture
Chamber') only came out thanks to glasnost in 1986.3

The first story in the cycle, 'Koshki ili zaitsy' ('Cats or Hares'), is set in Rome.
Here Trifonov again deploys the device of a temporal double-take by recalling a
visit to the same place 18 years earlier and how he has changed since then:
«Torga MHe OBIO TPHALATH MATb, f Beran, Mpeiraj, Wrpaad B TEHHWUC,
CTpacTHO KypwJ, Mor pafoTaTh HOUaMH, TeTiepb MHE MATbAECATH TPH, A
He Geraio, He TIpHraio, He Wrpalo B TEHHHC, He KYpIO W He Mory paoTarb
Houam#. Torja npvexai B PUM B TOJNE TYPHCTOB, TENEPD 5 3/1€Ch OQIWH.»
[TV, 193]

Many things have changed since his first visit, not just his health. Then he was a
poor, struggling writer, now he is richer and can afford to stay in hotels and take

1 As Viadimir Novokhatko recalled in an interview, 30 September 1993.
2'Oprokinutyi dom. Rasskazy', Novyi mir, 1981, no. 7, pp. 58-87.

3 Nedolgoe prebyvanie v kamere pytok. Rasskaz', Znamia, 1986, no. 12, pp. 118-24.
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taxis. His writing and his attitudes have changed too; time has made him
somew hat world-weary:
«Torga MeHS BCE OWEJOMJANO, 9 BCEe XOTEeJ 3aMeTHTb, 3alOMHHTD,

MYUHJICS XeJJaHUeM HamucaTb UTO-HUOYIb JIMpHUeckoe oo BCeM 3TOM, a
TENnepb HAYUTO He OLIENIOMJISeT U He CIMIIKOM XoueTcs NHucatb.» [IV, 194]
On a second visit to the town of Genzano, Trifonov recalls a story he wrote all
those years ago, 'Vospominaniia o Dzhentsano'.# This short story tells of the
Italian love for football, but also of the universality of the experience of fascism,
under which both his own nation and Italy had suffered, albeit on opposing
sides.5 His style of writing has also changed in this period over which he
published his best works. Time has changed many things, but Genzano, it seems
at first, remains untouched, exactly the same as it was nearly twenty years ago.
However, when he asks about the restaurant where he dined during his last visit
and ate roasted hare, it turns out the owner sold up when it was discovered he
served cats instead of hares. This shocks Trifonov, and leads him to wonder
whether it makes his story untrue and whether he should re-write it, to
incorporate the new-found reality of the situation. He always felt he should
write the truth, however unpleasant it may be, from eating cat instead of hare to
his grandmother's approval of Stalin in Otblesk kostra. Indeed, this is precisely
what distinuguishes Trifonov from many other writers who preferred to keep to
the socialist version of realism. He realises, though, that there is no point in
rewriting old work as he too has changed. He cannot bring those times back.
Some of his companions on his first trip to Italy are now dead

The concept of time continues to fascinate him. During a visit to
Switzerland, Trifonov noted how strongly he felt the weight of time.6 In Italy
however, it is completely different. There the people have no sense of time and
are continually running late and Trifonov feels this is because:
«3/1ech, B PuMe, nepeMellaHbl THCAUENETHS, TNepellyTaHH BpeMeHa, H
TOUHOE BpeMs TPYAHO onpeAesHTb. OHO 3ech He HYXHO. Benb 3TO
BeuHbI! TOPOJA, a AJisi BEUHOCTH ONO3JaHWe HEe WUMeeT 3HaueHHs. B
suBeTe B gjoMe XIX Beka, cniyckaetcs no nectanie XVIIL, BexoauTe Ha

vy XV ¥ caguTech B aBToMo6unb XXI Beka.» [1V, 193]

4 Written in 1960, first published in Molodaia gvardiia, 1964, no. 4, pp. 114-119. See also
Chapter 5.

5 See also Chapter 5, p. 67.
6 See' Puteshestvie v stranu chasov', in Beskonechnye igry, Moscow: Fizkul'tura i Sport, 1989,

pp. 361-71.
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From eternal cities, Trifonov moves to eternal themes in the next story,
‘Vechnye temy'. Again in Italy, Trifonov meets up with up with a former editor
of a Soviet journal, based on Boris Zaks, a former editor at Novyi mir, who, as
Trifonov recalls, had turned down some of his short stories many years before
because they dealt only with 'eternal themes'. This was at the time when
Trifonov had been suffering from writer's block and he had been naturally upset
by this dismissal of his work, especially when the editor would not expand on
the exact meaning of what he meant by 'eternal themes'. Now, 22 years later and
hardly a word passed since, this man has left Trifonov a note at the hotel, saying
he wants to see him. Trifonov is somewhat surprised, and when he says so, it
transpires that the editor has a completely different perception of the past:

«MBl 3HakOMH. 1 TIOMHIO, MH OTHAbXanu BMecTe B flnte. [loToM
BCTpeUaJIHCh Kak-To y I'pazoBbIX. §1 3Han GeBUIEro My>Xa BalleH >XEHB.
KcraTty, nepenante el Gonbuwol npuseT.» [IV, 200]

Again, Trifonov demounstrates the subjectiveness of memory, especially from
person to person, and this is further illustrated in 'Nedolgoe prebyvanie v kamere
pytok', when an old student acquaintance is shown to have a completely
different view of the time he tried to have the writer thrown out of the
Komsomol for concealing that his father was an 'enemy of the people’. In the
story Vechnye temy, Trifonov's wife objects to him meeting the editor, as she
claims something unpleasant had always happened when she had met him
herself. Her forebodings come true, although through no fault of the person in
question; an explosion, put down to a neo-fascist group, interrupts her husband's
meal with him. When the train on which Olga Romanovna and Trifonov are
travelling stops the next day and fills with an acrid burning smell, she says:

«§l TOBOpHJIa: Cpa3y HauHYTCS HENpHATHOCTH. He Hajo 6bisO C HUM

BcTpeuatbes.» [IV, 201]
However, as always Trifonov, interested in the development of the inner man

rather than in external events, replies, «caMele GoJblle HENPUATHOCTH Y
Hero». The positions of the two men have now changed completely. The editor
has become a bitter old man, though not too different to how Trifonov
remembered him, with the same face of a "sad executioner". Much to his
annoyance, he has had to leave Russia and his old father behind as his third wife
(the first two, grotesquely, both died of blood poisoning) wants to join her
family in America. His displeasure at having to leave Russia and now Europe
explodes in his vehement questions to Trifonov as to why he continues to write,
as he himself now has no purpose in life, let alone readers. Trifonov, knowing
he can return to his homeland, pities the reluctant emigré, and his last thoughts

in this story are of the weather at home. As already shown, Trifonov had very

153



strong personal views on emigration, but these were indeed personal views and
did not, as Natalia Gross has suggested, stem from Soviet patriotism or any
desire to continue living under totalitarianism.”

The theme of Russian emigrees is furthered explored in the next story,

'Smert' v Sitsilii'. In recalling a visit to Sicily, Trifonov opens the story by
posing the question «UTO MOXHO MOHSATb 32 HECKOJIbKO IHEH B UYXOH
cTpaHe? MOXHO W forajaTtbCs O TOM, KakK JIIOAW XHMBYT? M Kak
ymupaiot?» [IV, 211]. He has come to Sicily to attend a literary event, the
yearly award of the Mondello prize for best foreign writer. He discusses the
whole event in a light-hearted way, commenting on how when writers get
together, they only talk in generalisations, keeping their more perceptive
thoughts for their novels. He himself admits to making bland generalisations in
the debate on the 'death of the novel'. However, the discussion of the
"horizontals of prose" inspires the statement «U4TO MeHS HHTepCYIOT He
TOPH3OHTH NpO3b, a ee BepTHkaim.» [IV, 212], a preference excellently
illustrated in these stories and in his next novel Vremia i mesto. What really
does interest Trifonov about Sicily is its most infamous inhabitants, the mafia,
but he finds that most Sicilians do not want to discuss them. All that Mauro, a
Sicilian journalist will say is that:
«OHa (Ma(usd) Kak 3TH TOpbl. BH ceHyac WX He BUAWTE, OHH CKDHITH
TEMHOTOM, HO BH 3HaeTe, UTO OHW ecTh. OHH OKpyXawT ropoa.» [1V, 215]
This omnipresence suggests a parallel with the Soviet KGB, who in the current
political climate, appear to have formed a mafia of their own.

Mauro does, however, help Trifonov meeting the widow of a notable
Mafieri, the novelist Margarita Maddaloni, who writes thrillers about precious
stones. A rich woman living all alone in a castle, she had begun writing to
assuage her loneliness after the death of her husband, eleven years before the
writer's visit . It turns out that she too is Russian and throughout the course of
the story, Trifonov learns more about her background, as she enjoys reminiscing
with a fellow Russian speaker. Like Trifonov's family, she too once lived on the
Don, but his memories of this time are completely different to hers:

«§ criylaio B oleIoMIeHHH - PocToR? HoBouepkacck? [IBajuiaTeii roa?
MHpoHoOB? JIyMeHko? ['eHepast 'HHAOpPHOOB? 3TO Kak pa3 To, UeM 4
Tenepb XHBY. UTO GBJIO MOUM - TpaMOMM - NpoulmbiM.» [IV, 2188

7 See Josephine Woll, Inner Migrations: Iurii Trifonov's Last Stories, Washington: The Wilson
Centre, Kennan Institute for Advanced Russian Studies, Occasional Papers, 221, 1987, pp. 6-7.

8 This echoes Sergei Leonidovich's words to Rebrov in The Long Goodbye : «[lonnMaete i,
Kakas myTka: A BaC BOCBMHAECATHI roA - 3To KaeTouHukos, TpeTbe OTAe/IEHHE,
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Maddaloni's father, it transpires, was a Cossack, her mother an actress. Her
father died in 1918 and she left Russia at the age of 17, two years later. After
travelling throughout Europe, she finally settled in Sicily after the Second World
War. She recites Cossack poetry and it turns out that she went to school with the
nephew of the architect who owned the house where Trifonov's aunt lived in
Novocherkassk. Maddaloni's family were Whites and she reflects that
Trifonov's uncle may well have prosecuted her brother. Now however , in times
of peace, all this is recalled without rancour, their common language and
nationality unites them, as does their awareness of approaching death. To her
the most dreadful thing in life is 'death in Sicily'. She cannot go back to her
homeland, while Trifonov can always return to Moscow and it is never far from
his thoughts. The smell of fish in Sicily brings back memories of food shops in
Moscow.

Despite all her wealth, Maddaloni is to die a lonely old woman in a
foreign land. At the end of the story it transpires that her husband, a mafia boss,
is probably buried under one of Sicily's roads. Thus, in a week, Trifonov has
succeeded beyond expectation in seeing 'how people live and die' in a foreign

land.

In Oprokinutyi dom Trifonov continues to study the lives of other countries, as
he recalls a lecture tour in the United States in the 1970s. Las Vegas occupies
pride of place in the description of America and this in turn leads him to
recollections of times spent in Russia, at dachas at Repikhovo, when he and his
friends used to gamble, always in an attempt to change fate. Again the
preoccupation with time and death surface from beneath the placid travelogue.
One of the author's gambling friends, Boria, has just died, and he reflects on this.
Boria tried to change fate by gambling, but fate has now been changed for him
by death, and Trifonov recalls various other people he knew at the dacha who
also have died and their attitudes towards death.

Trifonov's parallel observations on the USA have prompted American
critics, such as Josephine Woll, to suspect him of going along with Soviet anti-
American propaganda in order to have the stories published, for he comments on
the stranger things he has witnessed, thus portraying Americans as "virtually all
freaks".? However, in my opinion it would be truer to say that Trifonov is

BoM6bL, OXOTa Ha Laps, a aJs MeHs - OCTpOBCKuUH, «HeBo/bHHLL> B MaJsiom, Epmososa B
poay Eenanu, CaZoBCckuit, My3uib...» [II, 195-6].

9 Sce Josephine Woll, Inner Migrations: Iurii Trifonov's Last Stories, Washington: The Wilson
Centre, Kennan Institute for Advanced Russian Studies, Occasional Papers, 221, 1987,
pp- 10-12.
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merely describing what has caught his eye, as no doubt a foreigner visiting
Russia would do. Even though the Americans may seem to him somewhat more
eccentric than his fellow countrymen, Trifonov believes that the problems and
lives of the two nations are essentially the same, as they are for human beings
the world over. America gave him a new perspective on his own country:
«$ BUXY CROM JIOM, HO B TIEPEBEPHYTOM BHJle . . . Bcerna, korja yesxaio
JIAJIEKO, S BUXY CBOH ONPOKUHYTHIH, pa3apotnenHsit qoM.» [IV, 223]
As the portraits of his American acquaintances show, they have the same
emotions, the same BuToBhie problems and relationships with their families.
These people have brought him to see Las Vegas, but the city is no surprise to
him as the world is the same all over; a thread connects it all:
«KaKafg-To HHTb - § UYBCTBOBaJl - COEJUHSJAa 3TH [Ba MeCTeuka. . . .
HUTb, KOTOpasi CoelWHAET JBa TaKUX HENOXOXHX MeCTeyka, OueHb
npocTasi: OHa COCTOHUT U3 JIIOBBH, CMEPTH, HaZlex[, pa3ouapoBaHuH,
OTUasiHHA W CUacCThs, KpaTKOTo, Kak TophB Betpa.» [IV, 229, 230]
Although Trifonov's American editor may say that he does not think the
writer's Moscow Tales will be popular with American readers as they prefer to
read about successful, optimistic people, the lives of these readers - the Russian
author muses - are still quintessentially the same as those of his Soviet public.
The Americans Trifonov meets on his travels are not overly successful or
optimistic people. They may try to outdo fate, but in the end she will catch up
with them in death, that «<BUXpb, JeHCTBYIOLHMI MOTHHHEHOCHO» [IV, 225], in
whose orbit all men become equal. In the light of such thoughts, the words of

the old man in the casino ring true «Bce B 3TOM MUPE MOH POACTBEHHUKH>.

The next story, Poseshchenie Marka Shagala, revolves around a visit Trifonov
made to the artist's home in France, but again it leads to reminiscences about
Moscow and his past life there with his first wife and her parents. The father-in-
law mentioned in the story, lona Aleksandrovich, is based on Nina's father,
Amshei Markovich Niurenberg, who had been friends with Chagall in his youth,
spending time with him in Paris in the 1910's and 1920's. While Chagall
emigrated from Russia in 1922 in order to preserve his artistic freedom, lona
Aleksandrovich chose to stay and had to sacrifice his. Communal flats were
built on Maslovka for Soviet artists, where it was thought they would all live
happily together, and it was here that Trifonov and his wife lived with her
parents in the early 1950's. Trifonov's visit to Chagall thus brings back
memories of a past life long forgotten. He remembers how highly Iona
Aleksandrovich thought of Chagall, although this was something he had to

conceal from the authorities as Chagall, having enjoyed a brief period of



influence and popularity in the early twenties, had emigrated and was
condemned as a mystic and formalist during the period of obligatory Socialist
Realism. Iona Aleksandrovich had destroyed many of his earlier works which
were perceived as being too influenced by 'bourgeois Chagallism' and had had to
conform to the official Socialist Realist line. His favourite picture was an early
self-portrait Chagall gave him, but when a neighbour, Afanasy, stole it, there
was little he could do to retrieve it - contacting the authorities would only have
drawn attention to the 'negative influences' in his own art. The picture was only
returned by Afanasy's wife upon her husband's death in the mid 1950's, during a
more liberal period.

The Iona Aleksandrovich of the story is depicted as the last link with the
period of Trifonov's first marriage and he has died, aged 92, two years before the
writer's visit to Chagall. Chagall himself is now 93 and is used to everyone from
his past life having died. His usual question when asking about someone,
including Tona Aleksandrovich is «OH ymep?». He asks Trifonov and Olga
Romanovna lots of questions about Russia, about Moscow and about his
hometown Vitebsk. Trifonov is almost afraid to ask Chagall if he remembers
his father-in-law: «[loueMy-To ka3aJoCb, 3TOo OByAeT BCEe paBHO UTO
CTIPOCHTB: CYIIECTBOBaNa JIM MOS NPEXH:s, HaBCcerfa HCUE3HyBIIas
xku3nb?» [IV, 240]. He wonders if Chagall has any idea how much lona
Aleksandrovich had suffered because of him, and wants to tell the artist all about
his life, and how in his old age he had wanted to marry his 24 year old nurse,
who was quite happy to accommodate him in order to inherit a flat in Moscow.
The portraits of Chagall and Iona Aleksandrovich again show how similar
people can have completely different fates. Yet Chagall's impressive house and
world fame does not mean that he did not lose out on something too; on looking
at a print of one of his paintings they have bought, he comments:

«KakuM Hajio GHITH HECUACTHBIM, UTOBH 3TO HamucaTk...» [IV, 239]
Trifonov feels that the painter has essentially summed up art and literature with
these words and, in the next story, he shows how the roots of many of his works

can be traced to his own grief.

Seroe nebo, machty i ryzhaia loshad' ('Grey sky, masts and a chestnut
horse') deals with the time Trifonov spent in Finland as a child and the symbols
enumerated in the title are almost all he remembers of this period in his life. A
trip to Finland to visit his publishers brings these memories back, and again the
narrative switches from past to present, often following Trifonov's thought
patterns. Trifonov's family moved to Finland in 1926 when his father was made

trade representative at the Russian Embassy in Helsinki.
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Trifonov also remembers three knives his father brought back from
Finland which he was not allowed to touch. This of course made him want all
the more to show them to his friends. He recalls his reaction to his father's arrest
during the Purges, . Being only eleven and having no real concept of grief, he
only has «0/iHa TTOCTHIZIHASI MBIC/Ib - BMECTE C YXXaCHBIM TpeaYyBCTBHEM»
[TV, 243]: he can now play with the knives. However, his father's death turned
his world, and his home, upside down. He had to move from the house on the
embankment, change schools, and of course had no desire to show the new
children he met in these circumstances his father's Finnish knives. The knives
themselves disappeared with time, as did his father, other relatives, including his
cousin, the writer Mikhail Demin, who emigrated to France, with the result that
Trifonov lost touch with him for many years. The skis which his father brought
back from Finland also disappeared during the war, as Trifonov discovered
when he returned to the family dacha after being evacuated to the south. The
picture conjured up by memory of the messy, abandoned dacha also has the feel
of an oprokinutyi dom, a house turned upside down after another catastrophic
change in Trifonov's circumstances.

The Finland of his memories is not at all like the country as it is now, for
time has brought with it commercialisation, and he thinks how similar but yet
different it is to Russia. So, when asked by his publishers what he wants to see
in Finland, he replies:

«CTapvKoB. . . . MeHs WHTepecyloT CTapHKH JMIIb MOTOMY, UTO OHH
ofnafaloT MaMaTblo. [OBOpS TOUHee - MEeHs HHTepecyeT maMsTh.» [IV,
245]

He meets some old people and hears one woman's tales of the communist
uprising in Finland, a time when Finnish revolutionaries of the generation of the
writer's father, dreamed and strove for world revolution. At a book signing, a
woman approaches him to say that her mother knew his father, and he goes to
meet her. However, all she can remember about Valentin is that he was a very
pleasant man, polite, even to his subordinates. She keeps repeating this phrase,
again illustrating how memory is selective in various ways, whether it be
through conscious choice or simply the effects of old age. «[laMsTb, Kak
XYyIOXHHUK, OT6HpaeT noapoBHocTh» [1V, 246] She does however confirm
one of his childhood memories of Finland, that of the chestnut horse, which it
transpires belonged to a Mr Anderson who worked at the embassy and often let
children ride on it. This leads Trifonov to reflect at the end of the story:

«BOT UTO CTpaHHO: BCE yMellaeTcsl BHYTPM Konbla. BHauane Gblia
nolma b, MOTOM BO3HMKJAa OMNSTbH COBEPUIEHHO HEOXHAaHHO. A BCe
ocTajbHOE - B cepenune.» [IV, 250]
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As in the previous story, Trifonov has again looked for confirmation of
the continuing existence of his past lives. Seroe nebo, machty i ryzhaia loshad'
echoes many of Trifonov's themes, that of different lives, of events which bring
about 'another life', such as the death of a father or the war. The symbol of a
'topsy-turvy' house resounds through this story too. Here it is not the reversed
image of his homeland as in the story of the same title, but instead his life turned
upside down after his father's disappearance. The word 'disappearance’ also
features strongly, used of family, friends and possessions, and forms the title of
the novel examined in the next chapter, Ischeznovenie.

The concept of slitnost' and intertwining threads is also present.
Trifonov is on the look out for the threads, the roots of his early life, although
he is aware that a deliberate attempt to discover them can lead to distortion. He
writes: «He HaJO 3a00THTbCS OTHICKHBaTb HUTH, M3 KOTODHIX BCE 3TO
CrIeTeHO: MYCTh OHH BO3HHWKAIOT BHE3allHO, KaK JIEASHOH MEPpoH JIaxTh.»
[IV, 243]. So although he has examined his own memory and that of other
people, the results, as shown in the remaining story of the cycle, are often open

to question.

Nedolgoe prebyvanie v kamere pytok was published after the other
stories in 198610 at the same time as other stories which also dealt with the
effects of Stalinism such as Bulat Okhudzhava's 'Girl of My Dreams'.!! The
setting switches between Moscow in 1950, Austria in 1964 and the 'present day'
when Trifonov wrote the story in 1980. In 1964 he had gone to Innsbruck to
cover the Winter Olympics as a sports journalist. Now he has changed both as a
person and a writer and so has his attitude towards that period:

«PaHHel BecHoM 1964 roja, korga 9 elle Gosen HEU3XKUTOH JIOBOBLIO K
CIOPTY, . . . KOTZa S TOJIbKO UTO BHMYCTHIL JIEMeHJapHEIY (DHTbM O XOKKee
¥ He HWCHBTHBAN HAKAKOTO CTHAa. . . . KTO TaM BBIMIpHIBaj, KTO
MpPOUrPHBAJ, 5 HE MOMHI. Bcs 370 epyHAa 3abbinach.» [1v, 201]

All he remembers of this time is the place and the hotel visitors book, all the
entries which, even throughout the war, commented on the weather, scenery and
girls. All, that is, except one German entry about beating England, to which
someone had added that England had won after all, and someone else had

remarked that all armies were idiotic. The events of the past, even of only

10 'Nedolgoe prebyvanie v kamere pytok. Rasskaz', Znamia, 1986, no. 12, pp. 118-24, and then
with the other stories in the 4 volume collected works, Volume 4, 1987.

11 The posthumous publication of other works by Trifonov will be examined in greater detail in
the next chapter.
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twenty years ago, almost seem as if they never happened, both in the lives of
the whole world and in his own.

Trifonov also remembers the one thing that spoiled his time in the Tyrol,
the presence of N. of whom he had an 'icy memory'. N., it transpires, was an old
acquaintance of his from the Literary Institute. At one point they had been good
friends and had gone on a field trip together to Armenia with Nadia, a girl whom
they both liked. However, they fell out during the trip, partly due to the fact that
N. began dating Nadia. For the next four years they had kept their distance from
each other, but Trifonov did not mind as he was busy writing Studenty:

«Mos cnafasi KHUra fonyduna U3ReCTHOCTD, I'la3a MOW 3acTHiaj TyMaH,
¥ TYyT Ha MeHA obpymuaach ropa.» {IV, 207]

Trifonov's world threatened to collapse about his ears when one evening N.
came round to his room, under orders from Nadia, who felt that he should tell
Turii that he was going to speak out against him at a meeting to decide whether
Trifonov should be expelled from the Komsomol for concealing the fact that his
father was an 'enemy of the people', which had paradoxically come to light
precisely because Studenty was such a success. Trifonov recalls N.'s behaviour
during this meeting and how he recalled all sorts of insignificant details to back
up the belief that Trifonov was a 'bad apple' in the Komsomol's basket, «raunot
BHYTpU». As a result of N's testimony, Trifonov had been expelled from the
Komsomol, though later reinstated with a severe reprimand.

Now, in 1964, Trifonov can hardly believe that all this really happened
to him, it is all just like a bad dream:

«MoxeT, KTo-HuOyae Hapaccka3asn HeOBJIHWL, a B MOEM YyMe BCe
MEPEBOPOTHNIOCh U OMPOKHHYJIOCh Ha MEHS? KTO-TO CKasall: MHcaTesb B
Poccuu JosikeH XWTb gonaro. W mpasaa, MOXHO 3acTaTe MHOIHe
HEUASHHOCTH M uyjeca. Bpems 3aTmMeBaeT IpoOIIoe BCe TycTenmeh
TeJIEHOM, CKRO3b Hee He TporJisHellb, XOTb FJ/1a3 BHIKOJH. [IoTOMY 4TO
neseHa - B HaC. A HeUasiHHOCTH YXOJAT TyJa Xe, 3a neseny.» [IV, 208]

Time, it seems, has spread its veil over N.'s memory also. Fourteen years later,
in 1964, he had acted in a very friendly manner towards Trifonov, as if nothing
had happened. This had angered Trifonov, who finally decided to have it out
with N. and ask him why he had behaved as he did. Time had passed and it
would, the writer thought, be easy for him to answer. On a visit to a mediaeval
torture chamber, he felt the appropriate time had come. He thought he knew
what the answer would be and rehearsed the scene in his mind, even imagining
disposing of N. into a well, one of the former torture devices, in return for the
torment he had caused him. The answer, when it came, took him completely by

surprise. N. stressed that Trifonov was not expelled as a result of his testimony,
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but rather re-instated; that he had saved him and suffered for this. Like many of
Trifonov's characters, such as Glebov, N. had edited his memories so he could
feel that he behaved honourably. This makes Trifonov wonder about his own
memory:

«Jla st 3aBb1, He TIOMHWJ, TIEPENYTaJ, BCe YIUIO BO MIJy. . . . § loayMan
O TOJICTHX KHUrax B oTejie «llITyBeHTanb»: B caMOM Jelle, HeT HHUero B
3TOM MHpe, KpOMe CHera, COMHIA, MY3biKH, JIeBYIIEK M MIJIB, KoTopas
HacTyHaeT cO BpeMeHeM. BeJb mnociie nMpubbiBaHUS B KaMepe MHTOK
MpoULIO NMSTHAAUATH JET, U OHO ToXe - Bo Mrje. H. ymep oT BosesHn
cep/iia BoceMb JieT HazaA.» [1V, 211]

Again Trifonov is stressing the fallibility, but at the same time, the cathartic
importance of memory. By association, Trifonov thinks of Chekhov as he might
have been had he lived another twenty or forty years:

«UexoB Mor 6bl AOXHTb JIO0 BOMHH, cuzes Gbl CTapMKOM B 3BaKkyallHH B
YycTonoJie, unuTal 6 ra3eTsl, cAyman pajuo, nurancd 6H Koe-Kak, Mo
KapToukam, mican OH cnabelolieli PYKOH UTo-HUGYIb BaXXHOE M HYXHOE
JUIS Tol MHHYTH, OTO3Basics 6l Ha ocBOGOXAeHHe TaraHpora, HO KakWM
OB BU/IENT CBOE TIPOULJIOE, OCTaBIIECECs 3a CyMpakoM JHeH? CBoero A4A10
BaHo? CBoM BHIDYOIEHHbIN can?»

Hence, with the passage of many years, Trifonov looks differently, often with
embarrasment at earlier works, which seem no longer to have any meaning in

his present life.

In Oprokinutyi dom, various journeys around the world have made the
mature Trifonov reflect on his present life and on his earlier trips abroad as a
sports journalist. He examines the role of literature and art in a changing world.
The advent of old age has naturally also made him reflect more on time and
death, continuing the theme he started with his last novel Starik. Like Marc
Chagall (even though he is nearly forty years younger than the artist), Trifonov
accepts death as a fact of life rather than regarding it with any morbid
fascination. Possibly he was so aware of mortality because of his own failing
health. He was to die within a year of completing these stories.

The essays continue many of the themes examined in Trifonov's previous
works, such as memory, time and history. His travels around the world have
shown him how even if countries have different, sometimes conflicting cultures,
problems of byt are common to them all and all are affected by the eternal
themes of love, death and fate, even as all are joined by the threads of slitnost.

The title of the cycle, Oprokinutyi dom, the 'topsy-turvy house', expands

on Trifonov's previous 'house' symbolism. None of his 'houses’ have proved
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stable, secure places, all are threatened by historical factors such as the Purges
and the war. These upturned the lives of many Russian citizens such as
Trifonov and his family, leaving them homeless and scattered around the
country and abroad. Some stayed in the Soviet Union, like Trifonov and his
family, and his experiences are similar to those of the vast majority of such
people. Others chose or were forced to leave their country for various reasons
and Trifonov, with his new-found freedom to travel, now has the opportunity to
examine their lives also. Some seem to be quite comfortable abroad, such as
Chagall, but others suffer alienation, like Senora Maddaloni who is extremely
lonely, or have found no life outside Russia, such as the former editor of Novyi
mir. All, he feels, have lost a part of themselves in leaving their homeland.

The tales in Oprokinutyi dom are similar to his earlier stories of his
travels as a sports writer, but here the author has perfected his sophisticated
handling of time and brings to his travelogue the experience of a lifetime and a
greater mastery of the stream of consciousness style which allows for switches
from the past to the present, often as a result of thought patterns. The narration
is in the first person, andOprokinutyi dom is the most openly autobiographical
of Trifonov's works. It is much clearer that the narrator and Trifonov are one
and the same person, and Trifonov used this almost confessional form to express
his own views on life and the world around him. His analysis of other countries
leads to self-analysis as an essential step towards a more percipient relationship
with the world around him. This is what he means by his interest in the

'verticals' of prose, which was continued in his next novel, Vremia i mesto.

VREMIA I MESTO

Vremia i mesto 12 is Trifonov's final novel,!3 and in it, he examines the life of a
writer, from childhood to the present day. As we have seen, there was an
element of autobiography in most of his previous work and Vremia i mesto is no
exception. The novel opens with a chapter entitled 'Beaches of the 30s', and
draws directly on the time Trifonov spent as a child at his family's dacha in
Serebyannyi bor. However, in Vremia i mesto, the influence of Stalinism is felt
much more strongly. Sasha and his friends are swimming in the river, playing
the usual childhood games. Through these games, Stalinism is shown to have

pervaded even the lives of children. The "enemies" in these games are "spies”,

12 'Yremia i mesto. Roman', Druzhba narodov, 1981, no. 9, pp. 72-148; no. 10, pp. 22-108.

13 The novel had just been finished when he died in hospital.
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reflecting the horror of mutual distrust in the grown-up world. The children also
recall seeing the parents of one of their friends burning documents at their
dacha, which brings a strange sense of worry to Sasha. Already, at what was
once the idyll of childhood symbolised by the dacha, the Purges are beginning to
cast a dark shadow. Moreover, it transpires at the very start of the novel that
Sasha, like Trifonov, is fatherless. He has been told his father went to Kiev,
never to return.

In a series of thirteen alternately following two separate narrative

strands, yet skilfully interlinked, chapters, the novel then follows the lives of two
characters, Sasha Antipov and the shadowy first person narrator. However, in
contrast to the narrator in Dom na naberezhnoi, this narrator does not fulfil a
judgemental function, pointing out and thus disassociating himself from the
chief protagonist's unethical behaviour. Instead, the characters are
complimentary and serve as two halves of a whole person, that is of their
creator, lurii Trifonov. Both Antipov and the narrator in Vremia i mesto are
much more principled people than Glebov, and this can be seen in the fact that
each is consciously aware of his own past throughout the novel. Memory and
truth are important to them The novel opens with Antipov asking himself if he
needs to remember incidents from his childhood and past, and deciding he
cannot do otherwise:
«Haio 1 BCITOMHHATBL? BOT T MOM, Tak Xe rAyro, Kak: HaZo JIH XHTb?
Beb BCIIOMHWHATD M XHTb - 3TO HENBbHO, CIUTHO, HE YHHUTOXaeMO OSHO
6e3 APYroro W COCTaBIsieT HEKHI TJ1arosi, KOTOpoMy Ha3Bahus HeT.» [IV,
260].

The second chapter focuses on the narrator's reminiscences of his
childhood in Moscow. He lived with his grandmother, as his parents, like
Antipov's father, no doubt disappeared during the Purges. The narrative
structure of Vremia i mesto is more complex than that of previous works,
switching from the present to various points in the past in no particular order
from the point of view of two main characters and, on occasion, of some minor
ones. In the second and subsequent chapters, the Antipov and the narrator look
back on their lives and the effect on them of major events, such as the Second
World War. The catastrophic impact of the Second World War on Soviet people
is shown from Chapter 2 onwards, when the narrator recalls his acquaintances'
subsequent fate showing how the huge number of casualties brought tragedy for
virtually every family and changed the course of their lives. However, neither
the narrator, nor Antipov were called up as, like Trifonov himself, they suffered

from myopia.
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Antipov recalls the wartime years, when he worked in an aviation factory
but, like Trifonov and the narrator, longed to go to the Literary Institute and
become a writer. In 1946, his mother returns home from exile, and Antipov's
recollection of their reunion is no doubt based on Trifonov's own experience.
The novel then follows Antipov's youth, student days and first attempts to
become a professional writer, recreating the atmosphere of fear during the
Stalinist era which hangs over his life and over the whole of Russia. Even
during the seeming unity of the 'Great Fatherland War', workers at his factory
see plot and conspiracy everywhere. As in those childhood games, accusations
of spying are rife, but this time it is not a game. One colleague, Terentich,
believes the management have sent Antipov to spy on the workers. On the other
hand, when caught with black market tobacco, he is accused by another worker
of being part of an anti-Soviet conspiracy to bring down the army. After over
two decades of being ordered by the state to look out for 'spies' and 'saboteurs’,
"vigilance" had become a way of life. One of Antipov's neighbours reports him
to the institute for reading Bunin, an emigré (and one of Trifonov's favourite
writers), and also mentions that his mother is living illegally in Moscow. As in
many of Trifonov's works, such as Dolgoe proshchanie and Golubinaia gibel',
neighbours often denounce one another or threaten to do so as a form of
blackmail, another result of totalitarian society.

Stalin's death is seen through the eyes of Antipov. He watches the
crowds making their way to the funeral on a bitterly cold day, when many were
killed in the crush, as he waits for the doctor to carry out an illegal abortion on
his wife Tania. However, they decide not to go ahead with the abortion, and
new life and hope comes into his life, as well as that of the whole Soviet
population with the death of Stalin. Antipov also recalls the Thaw and its effect
on those around him. For some it is shown as a somewhat unwelcome and
difficult period. One such is Boris Kiianov, one of Antipov's lecturers at the
Literary Institute, a character loosely based on one of Trifonov's own tutors
there. As a writer, Kiianov's success has been due to writing (and re-writing) his
works strictly in accordance with the dictates of partiinost'. As a result of de-
Stalinisation, one of Kiianov's old friends, Mikhail Teterin returns from the
camps but has no desire to see him. It transpires that they wrote a play together
in 1934, but after Teterin's arrest, Kiianov removed his friend's name and
published it as his own work. Of course it would not have been published
otherwise, but Teterin has no recollection of asking Kiianov to remove his name,
nor will his wife comment on whether Kiianov actually did send her any of the
play's royalties. Kiianov believes, like so many of Trifonov's characters, that he

acted honourably, no better nor worse than others, but the suspicion and the
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guilt that he used Teterin's arrest to further his own career still hangs over him
and as a result he commits suicide. This partly echoes the fate of the writer
Fadeev - as a leading figure in the Writers' Union, he was in a sense responsible
for the arrests of many fellow writers, and when they began to return from the
camps in the 1950s, he could not cope with the guilt and shot himself. Antipov
is put in charge of finding out the truth about Kiianov, but this proves
impossible. Again, he has only people's memories to go on, and memory is, as
ever, selective and differs from person to person.

Antipov also undertakes a similar search for the ‘truth’ when asked to be

an expert witness in a litigation case. A writer, Dvoinikov, is accused by his
deputy Saiasov of plagiarism when he publishes a series of classical texts (such
trials were common during the post-war anti-cosmopolitanism campaign), and
Antipov is engaged by Dvoinikov's lawyer to compare the texts and offered a
fee to come out in his client's favour. Antipov is, however, made aware that
Saiasov's brother is an editor at the publishing house to which he has just
submitted his first novel, and is told that it will only be published if he finds in
favour of Saiasov. Under pressure from both sides, he decides nevertheless to
try for a just decision, but again this is difficult. Both characters have their bad
sides, but Dvoinikov (literally his name means 'double') has a split personality.
He both uses people and also helps them out. In the end, Antipov decides thus:
«M OTTOTO. UTO OTCTYTaTh HEKYJa, U XalleTb He O UeM, U TPYCHThb He K
JIAILY, TIOHSJI OH, UTO BRIXOJA O/IMH - Y3HaTbh mpaBAy. U oH ee y3HaeT. H
6b71a OHa BOT Kakas: /IBOWHMKOB H BEPHO HOPOBWJ Mo/i3apafoTaTb 3a
yyXol CUeT, HO OH Xe€ U MoMoras JoAsaM meapo. Kak Xe COeHHSNOCH
3TO B OJHOM UEJOBeke? /la BOT COERUHANOCH Kak-To? Bce B HeM Bblno. »
[1V, 409].
Dvoinikov, like Kiiasov, is a complex character. Life is never black or white.
Antipov, however, unlike most of Trifonov's earlier characters keeps his
integrity and, as a result, sacrifices the publication of his first novel, but also
refuses to take the extra money promised by Dvoinikov and his lawyer. In his
final work, Trifonov at last has a character who sticks to his principles and puts
morals and the truth above personal gain.

However, Trifonov does not idealise Antipov. He too has his faults and
weaknesses. He has affairs, leaves his wife and goes through a series of spiritual
crises. At the end, he has started another life with a new wife and baby, not
dissimilar to Trifonov's own position at that time. In this situation, too, nothing
is black and white, and as none of Trifonov's previous characters had the
strength to escape from unhappy relationships, this decisive action shows

courage on Antipov's part. Trifonov tells us not only about Antipov's personal

165



life but about his progress as a writer. Antipov is always looking for material
for his stories. When reunited with his mother, he even tries to compose a story
based on this but cannot think of a suitable title which has not been used before.
Trifonov treats his character's literary beginnings with wry amusement. He does
not romanticise the role of the writer but shows its practical side. With such
characters as Kiianov, Teterin and Dvoinikov, Trifonov gives a whole picture of
literature under state control in the Soviet Union. He shows the real difficulties
of trying to keep honesty and integrity intact while managing to publish. So
many of Trifonov's other characters were unsuccessful in this, but Antipov, like
Trifonov, though not without difficulty, is successful. Many of the characters
see literature as cTpajanue, as did Trifonov himself, and feel that, to really be
able to write, you need to have suffered:

«JluTepaTypa - 3TO CTpaJaHHUe....

- MHe KaxeTcs, Th He COBCEM IpaB, - cKa3an [puropui HayMoBHY. -
NuTepaTypa He CTpPaJiaHue, a CKopee, MOXET BHTh, COCTpaJaHue.

- 3To OOHO ¥ TO Xe. Muibe, HUUero, KpOMe MBICJIH U CTpaJaHus, HET Ha
3eMJIe JOCTOMHOIrO MUTepatTypel.» [IV, 287]

Antipov, despite his family background, does not at this stage feel he has
suffered enough to be a writer (perhaps because his experiences were fairly
universal at the time) and burns his early works. Vremia i mesto also contains
an extract from a later novel of Antipov's, The Nikiforov Syndrome'. The idea
is similar to that of Nabokov's novel within a novel The Gift , where the main
character Fyodor Godunov-Cherdyntsev is writing about Chernyshevsky, but
develops the concept further within the surrounding text. It is not merely an
extract from Antipov's book that we are presented with. We see him at work
trying to write 'The Nikiforov Syndrome’', thinking of plot development, of word
structure, being interrupted by trips out with his wife and friends and disturbed
by his daughter's music. His novel is about a writer writing about a writer, who
in turn is writing about another writer, and so on, in a series of mirrors.
Nikiforov is writing about Vsevolodov, a sailor and terrorist who died in 1919.
Vsevolodov himself wrote a novel about Syromiatnikov, a writer for the journal
Sovremmenik, who in his turn created the character of Klembovskit, an author
engaged in writing about the Freemason Ryndich. These writers, as Antipov
himself explains, fit one into another like a matryoshka, with Antipov as the
second largest doll, and of course, to follow the sequence through, Trifonov as
the largest who houses them all. All the fictional characters have had unfulfilled
lives and died before their time, whether by suicide, alchohol, murder or
madness. This, and the literary process, is the thread that unites them through

the verticals of time, through two centuries of history.
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The extracts from The Nikiforov Syndrome' mainly concern Nikiforov
himself, whose character, Antipov says, is based on Kiianov, whereas others see
him as Antipov's alter-ego, i.e. as Antipov is to Trifonov. Antipov examines
Nikiforov's relationship with his wife, Goga, in greatest detail and, as in the case
of Dvoinikov and Kiianov, has to try to balance differing views, this time
concerning her role in her husband's life. Some believe she destroyed Nikiforov
as a writer; others that she helped him through his darkest days and took good
care of his literary heritage. What does emerge clearly is that Goga had an affair
with Nikiforov's interrogator Yarbor in order to save her husband's life, another
example of what Stalin's terror led people to do.

Having worked on this novel for 3 years, Antipov has still failed to
create a work that can be successfully published. This is in part due to the
opinions of his publishers’ readers:

«PelleH3€eHTH He TTOHUMAJM: YTO XOTEeN CKa3aTb aBTOp pomaHa «CHHAPOM
HukudgopoBa»? Ecnu HUIKU(OPOB MaJIOTaNaHT/IUB U Masloy IausuB, IMHCaTh
O HeM HeWHTepecHO. EC/H TaJJaHTJHB, HO MaJIOyZlaujiMB, HaZlo MoKalaTb
collMaNbHEEe KOPHM Ha (IOHE XM3HH CTpaHb. AHTHIIOBY Ka3ajloCh, UTO Y
HEro ecTb KOpHU W (oH. Ho rosopuau, uto (POH HE TOT, UTO 3ITO
BUepaliHuil JeHb.» [IV, 468]

The novel does not fit into the required Socialist Realist formula of the moment,
a difficulty with which Trifonov himself was too familiar from critical reactions
to his own works, especially those concerning characters with unsuccessful,
unfulfilled lives. He had to change Vremia i mesto at the request of the censor
(although fuller versions were printed abroad in Germany and Italy!4, whereas
the original Soviet edition was censored even further when reprinted in 1984).
Trifonov had originally intended twelve chapters, finishing with Antipov's
death, but was told that this would be too "pessimistic" an ending and so allowed
him to live on. The 'Nikiforov Syndrome' was written during a time of crisis,
but at the end of the novel Antipov has found happiness again with a new wife
and child, having been told by an old woman «...yenoBeK AOJIXEH JOOHTb. H
BHTH JIOBUMBIM. Bce ocTajlbHOe He uMeeT cMbicaa» [IV, 502]. It is at the
end that the narrator and Antipov meet up again. They had encountered one
another previously during the war when they both worked in the same factory,
and at this point the narrator remarks that he does not particularly like Antipov

as they are too similar. Both had wanted to be writers, but the narrator has gone

14 See J. Venturi's article 'Kakim byl roman Trifonova do tsenzury', Russkaia mysl', 2 May 1986,
p.10, for an examination of the Italian version of Vremia i mesto, published in 1983, which kept
the more political and sexual passages of Trifonov's original text.
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into science instead. Now Antipov's son Stepan is the doctor in charge of the
narrator's daughter, who has had a nervous breakdown. Life and time move on,
but the two characters they have come full circle. In a sense, as reflections of
their author, they are reunited at the end of the book. Antipov has been suffering
from ill-health, and on being carried out to the ambulance, he reflects that he is
happy because he has found his time and place:

«He BBIIO BpeMEHH JIyulle, UeM TO, KOTOpoe OH NMpoXH/. H HeT MecTa
Jiyulle, UeM 3Ta JIECTHHIA C pacTpecKaBlIeNCcs KpacKod Ha CTeHax, ... C
PACTaXHYTHM OKHOM, 3a KOTODbIM WIEBEJHJICS OTHEHHBIA HOUHOU TOpOA.»
[1V, 507]

He has recognised that he cannot run away from himself or his fate, but instead
has to face up to them. The themes of time and place have always been
important throughout Trifonov's works, and in this novel their intersections are
plotted once again as Trifonov looks back on his life through the medium of a
fictional character and a narrator. All the titles of the chapters relate to a time
or a place, or both - the 1930s, winter, Tverskoi boulevard, Gorky Park. The
penultimate chapter is simply entitled, like the novel itself, Vremia i mesto, and
it is here that Antipov states Trifonov's belief: «Bce umeer cBoe BpeMs H
mecTo.» [IV, 500]. As already noted, Trifonov felt that his father bore the mark
of 1917, and is always aware of the effect of time on his characters. He himself,
in creating Antipov, is creating himself in his own generation and in his own
space. The novel does not end on a overtly pessimistic personal note, but with
Moscow itself, the main setting as so many of Trifonov's works, the most
important place in his life. The characters may not be able to bring the old times
back but they still have Moscow, their city, which, perhaps because it is capable
of change and development in time, has always been a more stable factor in their
lives than individual houses or dachas.

Antipov does not merely serve as an alter ego for his creator, he is a
representative of his country as a whole. The reader sees the backdrop of Soviet
history, the Second World War and the Purges, events which touched the whole
of society, against Antipov's own life, as the backdrop of the 1905 Revolution
and Civil War are seen against the private life of Zhivago. Against the backdrop
of such events, the individual's difficulty in sticking to his or her principles, at
least at such a time and in such a place, stands out in stark relief. Trifonov's last
novel covers an extended timeframe, from 1937 to 1980, as its hero changes
from small boy to mature adult writer, but deals primarily with the 1940s, the
1950s and the present day. There are many gaps within the temporal
framework; it is again a «<poMaH MyHKTHpPoB». Roughly three quarters of the
text is devoted to Antipov, while the narrator's reminiscences of childhood,
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youth and then his present life complete the story. Essentially, this is a
polyphonic novel, and it is not always clear which character is speaking, but the
two main characters' lives reflect and enhance one another and bring all the
narrative threads together at the end. Each of the thirteen chapters could stand
on its own as a separate story, but the novel's apparently fragmented nature is
unified by the overall pattern of interconnected images of space and time. The
narrative structure of Vremia i mesto is similar to that of Obmen and Dom na
naberezhnoi, which also contain a third person main character with a shadowy
first person narrator, but it is much more complex. Trifonov as usual does not
judge, but because the two main characters are based so closely on himself, his
own life and feelings, there is not the usual detachment. Instead Trifonov
examines as it were his own life and the actual literary process, and develops the
concept of time and place at a much deeper level. Time may have deformed
many of his other characters, but it is fitting that his last major character should
emerge from the testing process as a man of principle like his creator. From the
height of his own hard-won experience, the author is able to show that integrity
is, after all, compatible with some success, and does not necessarily entail
premature death, as it was seen to do for Sergei in Drugaia zhizn', although the
fact that Antipov was only preserved from a similar fate at the insistence of the
censors does suggest that Trifonov was aware he would not live to see all his

work published or even completed.
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CHAPTER 9
POSTHUMOUS WORKS

lurii Trifonov died on 28 March 1981 in hospital. He had undergone a routine
kidney operation but then died a few days later from a heart attack. He had
recently finished Vremia i mesto, which was published after his death. He had
also been working on a number of themes before his death. His widow, Olga
Trifonova-Miroshnichenko, has said that he intended to write his next a book on
a person in prison, on how a person lives alone.! He was still interested in
writing a novel on the revolutionary Lopatin, possibly as a comparison with
Nechaev. Alternatively, as the theme of betrayal was always important to him,
he was also considering a work on the double agent, Asef.2 She also told me
that Trifonov had always wanted to write the truth about Lenin and the
Bolsheviks, but this would have been impossible to publish in his lifetime.3
However, with glasnost, many books were published which their creators
had thought would never be seen in print in the Soviet Union. These included
some by Trifonov, such as the seventh story in his Oprokinutyi dom cycle?, as
well as the complete version of 'Zapiski soseda', which dealt with his
relationship with Tvardovsky.> Trifonov's main work to be published during
this period was the unfinished novel which had been written purely for the desk
drawer, Ischeznovenie.®
Like Anatolii Rybakov's Deri Arbata 7, Trifonov's work deals with
Stalin's purges in the 1930s. The beginning of the novel had already been

published separately as a short story entitled Vozvrashenie Igoria and dated

1 See her 'Popytka proshchaniia’ in Den' sobaki, Moscow: Sovetskii pisatel’, p. 297.

2 Gee also interviews with Trifonov before his death: R. Schroder, ' "Moi god eshche ne
nastupil..." Iz besed s luriem Trif onovym', Literaturnoe obozrenie, 1987, no. 8, pp. 96-8; S.
Task, ' "Otkrovyennii razgovor." Posledniie interviiu luriia Trifonova', Literaturnaia Rossiia, 7

April 1981, p. 11.

3 Personal interview with Olga Trifonova-Miroshnichenko, 13 October 1993.

4 'Nedolgoe prebyvanie v kamere pytok. Rasskaz!, Znamia, 1986, no. 12, pp. 1 18-24.

5 Zapiski soseda', Druzhba narodov, 1989, no. 10, pp. 7-43. This more critical portrayal of
Tvardovsky, his true character and his alcoholism, was also printed as 'Vspominanie
Tvardovskogo', Ogonyok, 1986, no. 44, as well as in a collection of articles ladro pravdy: Stat'i,
interv'iu, esse, Moscow: Pravda, 1987.

6 1scheznovenie. Roman', Druzhba narodov, 1987, no. 1, pp. 6-95.

7 published in the same year and journal, Druzhba narodov, 1987, no. 4, pp. 3-133; no. 5, pp.

67-163; no. 6, pp. 23-151. For a comparision of the two novels see G. Egorenkova, 'Vechnoe
vremia', Moskva, 1988, no. 8, pp. 182-95.
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19738, but the rest could only be published later because of its open discussion
of previously taboo subjects. Trifonov had spent many years working on the
novel, probably from the late 1950s to the 1970s. The autobiographical element
is less disguised than in his other works, as he never expected to have it
published. The novel opens during the Second World War with the main
character Igor (or Gorik as he is called in childhood) returning to Moscow to
work in a munitions factory from evacuation in Tashkent, where his maternal
grandmother and sister are still living. The narrative switches from his wartime
fife in Moscow and the strained relations between his surviving relatives to
memories of his childhood during the 1930s at the height of the purges.
Trifonov gives Igor his own myopia and a similar family background: such
details as his father being connected to the Finnish Embassy and their dacha in
the Serebriannyi bor. lgor, like his creator, conceals that his father was
executed as an 'enemy of the people' in order to obtain a job in the factory and
return to the city he loves, realising, just as Trifonov did, that:
«... Ta TIpaBfa, KOTOpPYIO TpeBOBajoCh HamMcaTb, He Obijla mpaBho#. H
ofMaH, 3HAUUT, He OBT HACTOSIMM OBMaHOM. BHJI BCEro-HaBCETO
o6MaHOM OBMaHA. J3TO HUKOMY MOKa HE H3BECTHO, U, MOXET OulTh, elle
JIONTO He 6yaeT W3BEeCTHO, H eMY CaMOMY M3BECTHO He OKOHYaTesbHO, HO
OH Uy$J, uTo MpaBha TYT He NMpocTas, Kakas-To JBOHHAS, cekpeTHast.»?
Like Trifonov's, part of Igor's childhood has been spent in the house on
the embankment, and Ischeznovenie contains many episodes similar to those
recounted in Dom na naberezhnoi. The children have a secret society and
Lionia Krastyn, like Anton Ovchinnikov in Dom na naberezhnoi, is based on
Trifonov's friend Lev Fedotov, although Gorik's dependence on him is
somewhat like that of Glebov on Lev Shulepnikov. However, this time the
autobiographical character Gorik is inside the house, whereas Glebov was
looking in from the outside. Also, he is essentially a different character -
helpful, studious and fair with none of Glebov's egoism nor envy. The effects of
Stalinism are seen through a child's eyes. Gorik is too young to understand the
snippets of overheard conversations between members of his family relating to
the political events around them, but Stalinism has permeated his world too,
which makes it all the more poignant. As in Vremia i mesto, the children discuss

their friends whose parents have been arrested. Lionia feels that they should

8 See Izbrannye proizvedeniia v dvukh tomakh, Moscow: Khudozhestvennaia literatura. 1978,
volume 1, pp. 234-53.

9 Otblesk kostra; Ischeznovenie, Moscow: Sovetskii pisatel’, 1988, p. 176.
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expell one such boy, Sapog, from the secret society as his father has been
arrested on the charge of being a German spy, a reflection of how adults would
shun those whose relatives had disappeared. He also believes another boy
should be thrown out for being a "corrupting element” just because he has
become besotted with a girl. Gorik does not understand all this jargon but it
disturbs him. Lionia also quotes revolutionary slogans to get Gorik to steal his
brother's torch for his secret society, simply saying that "all revolutionaries made
expropriations", overriding a basic sense of right and wrong. At school, there is
an exhibition to commerate the centenary of Pushkin's death, and Gorik hopes to
win a prize. However, the award goes to the child who conforms to the current
cult of personality by making a figurine depicting "Y oung Comrade Stalin
reading Pushkin", while the exhibit of another pupil disappears when he has to
leave the school as the son of an "enemy of the people".

The adults in the novel also try to make sense of the whole situation but
at times seem to understand it less than their children. Gorik's family, the
Baiukovs, are clearly based on Trifonov's. His mother should have been a poet,
but instead her husband sent her to become a livestock expert at the Timiriazev
Academy, just like Zhenia Trifonova. His father and uncle are both old
Bolsheviks, who fought in the Civil War, and between them share characteristics
of both Valentin and Yevgeny Trifonov. Gorik's uncle has written a manuscript
about a future war entitled 'Waiting for the Battle', comparable to Valentin
Trifonov's book Konturi griadushchei voini. Uncle Misha wants his brother to
give this manuscript to Ordzhonikidze, in the hope that it will be published, and
that he will be allowed to return to the Military Academy and then go to study
the Civil War in Spain. Maybe Valentin Trifonov had also hoped his book
would enable him to return to military work. Instead, both in real life and in the
novel, the attempt to regain former status only hastened arrest and execution.

The events of the 1930s are also seen through the eyes of Nikolai
Grigorevich Baiukov, Gorik's father, and show how the old Bolsheviks tried to
comprehend what was happening. Like his children, he watches as friends and
colleagues begin to disappear around him, but at first he and his family believe
they must be guilty otherwise they would not be arrested. These attempts to
justify the situation and deliberate insensitivity merely accelerated the process.
As one of his old friend says: «Bce Mbl TOJICTOKOXHWE, TTOKa HE KOCHETCH
namel wkyphl.»10 Nikolai Grigorevich has also come to the conclusion that

people «CTHWUIKOM JIETKO BEPSAT B BHHOBHOCTH APYIHX, B TO, UTO «4TO-TO

10 1pid, p. 284.
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eCTb», H Uepecuyp CTOKOMHE 3a COBCTBEHHYI0 nepcony.»!1 Itis only when
events touch his own family that he begins to try to work out why it is
happening. He and his brother discuss a number of possible reasons, believing,
like many of the old revolutionaries, that the mass arrests must either stem from
fear of fascism and an imminent war, or are perhaps even the work of Hitler's
own secret service, which would explain the purge of the officer class;
alternatively the terror is rooted in the Russian tradition for dictatorship, for
power consolidated in one person's hands, a theory which would also explain
Stalin's almost unbelievable rise to power. Eventually, as those close to him are
arrested, Nikolai Grigorevich realises that his time will come soon, but is
concerned about what will happen to his family rather than himself. However
the scene when he thinks they have come to arrest him when there is a knock at
the door in the middle of the night shows the fear that so many others went
through. The psychological effects of Stalinism causes the adults to become
nervous (the number of heart attacks and suicides increased dramatically), and
even the children to sleepwalk. The underplayed episode when the family see
one old woman fall past the window having thrown herself off a balcony after
the arrest of her husband is enough to exemplify the whole horror of the times
through which the characters have to live.

Stalinism is shown more explicitly than in any of Trifonov's previous
works; the epidemic of fear and suspicion throughout the whole population
reaches at times ridiculous proportions. A cameraman who cut out a section of
film where the shadow was on Stalin's face is accused of subversive activity, a
tennis player who loses a match must be a saboteur. The atmosphere of fear is
much heavier in Ischeznovenie than in Dom na naberezhnoi. A Rolls-Royce
outside the house on the embankment is described as being «UepHbIH, Kak
rpof»12, as is the house itself. Even as the old Bolsheviks try to cope with the
Terror by ignoring it, they are being succeeded by a new breed of men without
their idealism, prepared to exploit it in their own favour. Trifonov's other works
have always shown characters who flourished as a result of Stalinism, and such
a character in Ischeznovenie is Florinskii. Florinskii has risen rapidly through
the ranks and now lives in the house on the embankment, as well as recently
having acquired an OGPU dacha at Serebriannyi bor, just like the old
revolutionaries. He dislikes the old guard intellectuals such as the Baiukovs,

having come from a poor, uneducated family, and thus has the same envy

1 ppid, p. 284.

12 1pid, p. 188.
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towards them as Glebov. Having attained power, he plans to exploit it and takes
pleasure in doing so. Florinskii has known Nikolai Grigorevich since the Civil
War and still bears a grudge for his having sentenced a cousin of his to death for
extortion and plundering while working for the Cheka. He uses his position to
discredit Baiukov, unearths a document on which it is possible to base an
accusation of Trotskyism, and knows the day is fast approaching when he will
be able to settle his score. As with other such characters, Florinskii's eyes reveal
his true character: <kak GIeCHYJM AemapTaMeHTCKuM xojonom».13 Nikolai
Grigorevich wonders who is responsible for promoting him, as in the old days
he would merely have been a clerk. He fails to see that the idealistic, principled
revolutionaires are now being everywhere replaced by unprincipled, power-
hungry men loyal to Stalin.

Once such idealistic revolutionary is David Shvarts, a Jewish old
Bolshevik and once a well-known judge, who has now been pushed out of the
State Prosecuter's Office into retirement. He too was involved in the Civil War,
where he saved many from the firing squad but was also responsible for many
executions. Like Ganchuk in Dom na naberezhnoi, his day has now passed, and
people such as him are no longer important to the Party. He tries to understand
and justify events but, by 1942, he is a sick, half-crazed old man, always
scribbling notes and hiding them under his pillow, a shadow of his former self.
He may have kept his life during the Purges, but not his sanity. Shvarts is based
on Trifonov's father friend, Aaron Sol'ts, who features in Otblesk kostra, but the
portrayal is completely different as in this book Trifonov is writing quite openly
of the effects of the Stalinist regime on old Bolsheviks.

In Ischeznovenie, Trifonov portrays other types of revolutionaries, many
of which have prototypes in previous works, not so explicitly shown. Again,
there are the dogmatic old revolutionaries such as Gorik's grandmother, no doubt
based on Trifonov's own grandmother who never denounces Stalin despite all
the grief he brought to her own family. She believes without question that the
arrests must be correct , and self-righteously says that she never committed
"mistakes against the party" as so many others have done. She has no
compassion for those who are executed, including the husband of Gorik's other

grandmother. Another example is Siniakova, an old woman evacuated to

13 1bid, p. 202. There are other examples of this with other workers from the NKVD - the
doorman at the house on the embankment is described with «TeaTpanbHO-NPHCTaIbHbIM> gaze
(p. 266), while the officials who come to arrest Volodovik with «TakuM ke BJIeHbM, HHIEro
He BbipaXaiouinm Juiom» (p.274). However, the NKVD workers who make the arrests and
house searches are seen as being just ordinary people with their own job to do as they talk about
getting back to see their families. One is described washing his hands, as if symbolically trying
to wash away the guilt.
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Uzbekistan with Gorik's grandmother. She lords it over the others, makes
spiteful remarks to his grandmother about the fate of her children, Gorik's
parents, and is forever bragging about her pure revolutionary record, using it at
every opportunity to get what she wants. These portrayals are more derogatory
than those of their prototypes in Trifonov's previous works, such as Dmitriev's
mother in Obmen and Sergei's in Drugaia zhizn'.

Events of the 1930s are interdispersed with those of 1942, to show the
further effects of Stalinism on everyday Russians. Igor returns to Moscow from
evacuation in Uzbekistan and lives with his other grandmother, aunt and cousin
while working at the munitions factory. The war has affected all their lives, and
some, such as the orphans from Vitebsk who lost their counsellors when their
orphanage was bombed, even feel as though they have lost their parents for the
second time. A sense of fear still pervades their lives, and not just fear of being
invaded by the Germans. Igor is continually worried that his employers will
find out about his true background, and is terrified he will be arrested for
sabotage when he spells a word wrong on a banner. It is also shown how Igor
hears new of his mother, exiled to a camp in Kazakhstan (as Trifonov's own
mother was): she is allowed to write to her family once a month, and lgor's
grandmother always refers to her as 'Vasia' in letters to her grandson.

However, although Igor is glad to be back in Moscow, he does not
consider it to be home:

«Ecii Bsl OH Mor aomoitlt Ho Tam, KyZa OH INPHAET uepe3 yac, TaM HET
ero noMa. TaM - foBpwie JOAW, cepAeUHbe JIOAH, TaM UX JIOM, a €ro oM
rae-To B Apyrom Mecte. HeT, M He TaM, r/ie CTOUT IIOJ 3aMKOM Hexuas
KOMHaTa C 3aMODOXEHHBIMH KHWICaMH, M HE TaM, 3a UeThpe THICAUM
KHJOMETpoB, rae B ofMa3aHHOM IJHHOM 6apake XMBYT CTapylika H

fleBouka . . . ECTb JIM y Hero [IoM Ha 3emiue?» !4

The arrest of his parents had completely turned Igor's world upside down, and
from then on he has had no home. The source of stability and security, of his
family and their love, has been shattered. Gorik had everything, Igor has
nothing. Again, Trifonov shows the image of the oprokinutyi dom. Igor has
recurrent dreams about his past life, including one rather sinister one where he is
with his father, who then disappears and is replaced by a woman dressed in a
military uniform with a beard and moustache. The end of the passages on the
1930s revolves around Gorik attending the May Day parade with his father

which, deep down, he feels will be their last outing together. The atmosphere is

14 Ipid, p. 235.
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heavy with portents; a mirror falls from the wall near the beginning of the novel;
the house on the embankment is described as a prison, the Rolls-Royce outside
as a coffin; Gorik is uneasy at the adults' conversations and all that is happening
around him. Much is unsaid, but the experience of a whole generation is
nevertheless graphically conveyed. The opening quote from Dostoyevsky
«3HaeTe Jii, S CKaXy BaM CEKpeT: Bce 3To, BhThb MOXeT, BbljI0 BOBCE He
conl» in some ways echoes Anna Akhmatova's comment in Requierm, «<HeT, 3TO
He §, 3TO KTO-TO ApYro# cTpazaeT», and conveys the feeling that all that has
happened is almost unreal. Ischeznovenie is Trifonov's own Requiem, from the
child's rather than the parent's viewpoint. Itis his tribute to the experience of his
fellow Russians during Stalin's purges, a whole lost generation, to the loss of
their families and of the ideals they represented.

In Ischeznovenie, Trifonov is examining the history of his country and
his family and trying to work out why things happened as they did. This was an
important theme throughout Trifonov's work as it had such a profound effect on
his own life. The novel goes further than just relating what happened to his
parents. It portrays the effects of Stalinism on a whole society, both on agents
and victims. The full force of the "cult of personality” is felt at the end of the
novel when Stalin's portrait hangs ominously above the Kremlin for the
parade.!5 Yet Trifonov does not make Stalin a scapegoat for Soviet society.
The Purges were on such a huge scale that many could not comprehend what
was happening, why so many people were being executed, and either believed
the official story or tried to block it out. Fear for their own lives and those of
their families led people to lose all sense of reason, honesty and trust, resulting
in what Gorik's father describes as a state of "temporary insanity”. In
Ischeznovenie, Trifonov tried openly to work out some of the questions his
father's execution posed: were his father's ideals right? Why did he not
recognise or try to stop what was happening? What happened to his society as a
result of Stalinism?

Ischeznovenie is thus the most personal and openly autobiographical of
all Trifonov's works, almost like a documentary of those difficult times in his
life. As in other works, he deploys such devices as overlapping temporal levels
and the use of different narrators - an omniscient one recounts Igor's
participation in events, but we also hear the narrative voice of his father. Some

critics found the stylistic level of the novel lower than that of other works,

15 The atmosphere is completely different to the happy, cheerful one of the parade in Studenty.
The baltoon with Stalin's portrait in Nikita Mikhailov's film Burni by the Sun has the same

menacing feel.



disregarding the essential point that Trifonov assumed it would not be published
and therefore did not polish the text or resort to the sophisticated Aesopian
language which had perhaps been part of the fascination of earlier novels in
which he handled similar themes. From the opposite point of view, as it were,
he was criticised for not adding anything significantly new to what he had
succeeded in expressing in his other works. Yet in a sense Trifonov is here
writing a final, uninhibited version of events which had tormented him all his
life and which are described with more circumspection inVremia i mesto, Dom
na naberezhnoi and elsewhere. Also, as already shown, the beginning of the
novel concerning Igor's return to Moscow had in fact been published as a short
story, while the character of Uriuk, the lonely Uzbek working in the same
factory as Igor, had also been used in a short story , simply entitled 'Uriuk’,
which Trifonov wrote as part of his course work for Fedin at the Literary
Institute. This story was sharply criticised by his fellow students at the time, and
maybe Trifonov enjoyed developing the character further as a maturer writer.
Ischeznovenie shares not only incidents and characters but many of the
same themes as his other works. In describing this time when there existed what
Ellendea Proffer has called an "atmosphere of imposed amnesia"16, memory was
all-important. Yet the novel ends with the strange comment:
«- ['naBHOE, UTOOH THI CaM 3aBblL

Ho mpouio MHOTO JieT...» 17
Some themes are not as developed as in his other novels, but the basic concepts

are there. Gorik and Igor lead different lives, drugie zhizni. lgor's father and
uncle are, like Trifonov's, marked by the revolution and Civil War, showing how
history lives on in people and in their descendents. The flow of time and how it
changes people is also felt, as when Nikolai Grigorevich thinks on meeting an
old friend:

«CTpaHHble MaHUNYNAUMH NPOU3BOAUT C JIOABMH BpEMS. Her, He
cTapeHHe caMoe YyIWBHTENbHOE, He OZpsXJIEeHHe TJIOTH, a TIEPEMEHBI,

KOTOpBIE TIPOMCXOASAT B COCTaBe Ay »18
The house imagery is also strong in Ischeznovenie. The loss of a home and

dacha again symbolises the loss of a childhood idyll, love and security. The

house on the embankment stands for the historical moment and Stalinism, the

16 Introduction to Yury Trifonov, Disappearance (translated by David Lowe), Ann Arbor:
Ardis, 1991, p. 5.

17 Otblesk kostra,; Ischeznovenie, Moscow: Sovetskii pisatel’, 1988, p. 300.

18 Ipid, p. 283.
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loss of his parents and their ideals. Yet at first it seems indestructible and
permanent. The description that the narrator gives of the house in the opening of
the novel is reminiscent of Mandelshtam's image of the revolution as a ship,
which the people onboard cannot steer, taking them to an unknown future, in
Sumerki svobody:

«OH CTOSJ1 Ha OCTpoBe M OB MOXOX Ha Kopabib, TAXEJIOBECHBH H
HecypasHHl, 6e3 MauT, 6e3 pyas U Ge3 TpyO6, FpOMO3AKHAN AMKMK, KOBUET,
HaBUTBIN JTIOABMH, TOTOBHI K OTIUIHTHIO. KyZa? HMKTO He 3HaJl, HUKTO He

JorapiBanics of 3Tom.» !9
As time passes and the Purges gain momentum, darkness seems to hang over the

house and for many it becomes like a prison or grave. What had once seemed
stable is no more:

«~ HO BAPYT MOKa3aJoCh C MTHOBEHHOM W CyMaclie/men CHIIOH, UTO H 3Ta
CBETAMASCS B HOUM IMHpPaMHAa yioTa, BaBHJIOHCKas GauHs U3 afaxypos

TOXE BpEeMeHHa, TOoXe JIETHT, Kak Tpax 1o BeTpy...»20

The house of Gorik's life is soon turned upside down, and his past life
disappears. 'Ischeznovenie' is, if not a completely new, a much more powerfully
expressed, indeed a key concept in this work. It runs throughout the novel: the
disappearance of buildings, of people, of Igor's father at the end of the recurrent
dream. It does not merely relate to the disappearance of the house and dacha
from Gorik's life, but to that of his father, his mother, their friends and
colleagues, as well as of millions of other people from all walks of life who
disappeared during the Purges and the Second World War, (or emigrated) taking
the old ideals with them to leave a society based on egoism and conformism, the
society examined in Trifonov's Moscow Tales.

Ischeznovenie contains many of the themes from Trifonov's published
novels and thus acts as a key to his other works. Trifonov devoted a lifetime to
trying to understand how what happened to his parents had affected his own life
and generation. With time and the more liberal political climate under
Gorbachev, this most mature and least encoded account of this personal and
great tragedy could finally be made known. It is a great shame that Trifonov did
not live to see this. "The truth" had, in a sense, been known since the
rehabilitations, yet in another had remained unattainable. What matters is

Trifonov's attempts to get closer to the truth.

19 1pid, p. 148.

20 1pid, p. 203.

178



CONCLUSION

We have seen how Trifonov changed with time, and his works with him.
Although Trifonov's unpublished works appeared thanks to glasnost, together
with other previously banned books, a Collected Works was published between
1985 and 1987 which contained Otblesk kostra, Dom na naberezhnoi and
passages omitted from editions printed under Brezhnev. By the beginning of the
1990s, Russians were beginning to buy pulp fiction, and the early excitement of
reading banned literary works turned to a desire to buy other previously
unobtainable literature - thrillers, romances, erotica. Journals, such as Novyi
mir, Druzhba narodov and Znamia, in which Trifonov published, began to find
times very hard. Interest waned, subscriptions fell, state funding was cut and the
cost of paper also rose. Thus readership dropped dramatically. For the first
time in history, Russian literature was becoming affected by market forces.
Many writers, such as Andrei Bitov, have found it hard to adjust to all this!, to
adapt to consumer demand and to the fact that now, relieved of the necessity of
bamboozling a watchful censor while conveying their version of truth to an alert
public, authors are no longer the conscience of the nation. Literature is
diminished and the unspoken understanding between the writer and the reading
public severed.

As freedom after the fall of communism allowed writers and critics to
speak out so much more openly, there was a backlash against the
mecTUAECATHUKH, 'the men of the 60s', such as Evtushenko, who were now
accused of having conformed and been mere tools of the Soviet state, "the
official opposition". Trifonov does not really come under the blanket of this
group, being slightly older, but the perception of them affects the current
perception and unpopularity of his work. At present, under a different political
regime, his novels are no longer thought of as controversial, and the questions
they raise appear to many to have lost their urgency.

However, there is evidence that Russian readers are now tiring of pulp
fiction and turning again to more subtle works with more direct relevance to the
present state of their society. Trifonov would no doubt have been fascinated by
these changes in his nation's choice of reading material, especially by the breed
of 'New Russians', whose consumerism far outclasses that of his characters from
the 1970s, the 'dead souls' of their time. To speculate on whether or not he
would have seen the emergence of this class as confirmation of his own

! See for instance 'Writers without communism: Standing by a shallow grave', The Economist,
14 October 1995, pp. 153-6; 'Literary scene faces new age of anonymity', The Moscow Times, 10
December 1996, p. 9.
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diagnosis of tendencies in Brezhnev's Russia is not necessary. Others are
already becoming aware that the materialism of characters like the Lukianovs
form the roots of the current generation's behaviour, to which it is linked by
many threads. With time, therefore, the view of Trifonov will no doubt change
again for the better, especially when the need for a reassessment of Russia's past
and understanding of the present is more generally felt. Critics, such as Natalia
Ivanova? and lurii Shcheglov3, believe that, when the current situation calms
down, Trifonov will reappear and the greatness of his achievement in
researching the verticals of history and the convolutions of memory under

difficult and sometimes dangerous circumstances will be fully understood.

2 Interview with Natalia Ivanova, 14 October 1993.

3 See 'Drugaia zhizn' ', Literaturnaia gazeta, 6 September 1995, p. 6
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