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Preface

I wish to express my gratitude to the many persons who
helped me in the course of my work on Zamjatin. I am most
deeply indebted to Professor Gleb Struve for the direction of
my doctoral dissertation (University of California at Berkeley,
1965), from which this work is adapted, and for his continued
advice during the writing of this book. I am grateful also for
the suggestions and encouragement of two other members of
my dissertation committee, Professors Oleg Maslenikov and
C. Bickford O’Brien, and for the comments of Professor Nicho-
las Riasanovsky on the biographical chapters.

To the late Mme Ludmilla N. Zamiatine and Professor Philip
E. Mosely 1 am indebted for permission to use the Zamjatin
materials at the Archive of Russian and East European History
and Culture at Columbia University. I am very grateful for
the help extended by archive curator Lev F. Magerovsky, and
I am forever in debt to Professor Herman Ermolaev of Prince-
ton University for performing the invaluable and herculean task
of cataloging the Zamjatin materials and preparing them for
microfilming.

I owe special thanks to the many librarians who made pos-
sible the acquisition of materials for this study — in particular,
the staffs of the Hoover Institution at Stanford University, the
inter-library loan departments of the University of California



at Berkeley and Davis, and the Slavonic section of the Helsinki
University Library. I am also grateful to the University of Cali-
fornia Humanities Institute for the grant which enabled me to
complete this study, and to the American Council of Learned
Societies for a grant-in-aid which enabled me to use the Helsinki
University Library. I also thank Professor Marc Slonim, Joan
London. and the late Charles Malamuth for sharing their mem-
ories of Zamjatin with me. And 1 wish to express my unlimited
gratitude to my wife Milla for her suggestions, encouragement.
and patience, as well as for endless typing and proofreading. Fi-
nally. I should like to acknowledge my debt to Mrs. Judith Kart-
man of the editorial staff of the University of California Press
for her numerous helpful suggestions in editing the final version
of this book.

The transliteration generally accepted by Slavic scholars has
been used throughout this work. For the uninitiated, it may be
helpful to note that j is pronounced as v in boy or yvou, x as a
guttural A, c as ts in boots, ¢ as ch in cheer, § as sh in shop, ¢ as
sheh in fresh cheese, and y as i in hit. Old orthography has been
transliterated as new. Dates prior to February 1, 1918, have
been given in Old Style (add thirteen days for twentieth-century
dates, twelve for nineteenth, in order to convert to the Gregorian
calendar used in the West).

AM.S.



Infroduction

More than thirty years have passed since the Russian writer
Evgenij Zamjatin died in self-imposed exile in Paris. To call
him a “White émigreé,” as several scholarly Soviet publications
have recently done, however, would be not only inappropriate,
but highly misleading. The basic facts of Zamjatin’s biography
differ greatly from those of most White émigré writers, artists,
and scholars who emigrated from Russia during the civil war
and the early twenties to settle in such European capitals as
Berlin, Prague, Paris, Belgrade, and Riga. There, they created
an active émigré press in their Russian cultural communities,
through which they loudly voiced their irrevocable hostility to
the Bolshevik Revolution and the Soviet regime. Although
highly critical of many aspects of the Soviet regime, Zamjatin did
welcome the Bolshevik Revolution, and he remained in the
Soviet Union until November 1931, when he went abroad with
the consent of Stalin himself. During his fourteen years (1917
to 1931) in Soviet Russia, he was extremely active in Peters-
burg/Leningrad literary life as a writer, lecturer, editor, and
playwright. More than two dozen monographs bearing his name
were published in Soviet Russia. Despite being close friends with
such émigrés as the writer Alekse] Remizov, literary critic Marc
Slonim, and artists Jurij Annenkov and Boris Grigor'ev, Zam-
jatin did not frequent Russian émigré circles when he was



abroad. nor did he contribute to émigré periodicals. In June
1934, although he had been absent from the Soviet Union for
almost three years, he was nevertheless elected to the newly
created Writers’ Union, as some of his Soviet friends were still
expecting his return. He apparently retained his Soviet passport
to the day of his death, March 10, 1937. Although he was an
émigré, Zamjatin clearly was not a White émigré writer in the
usual sense of the term.

On the other hand, Zamjatin cannot be labeled a Soviet Rus-
sian writer without some qualification. He was a Soviet Russian
writer in that he lived, wrote, and published his works in the
Soviet Union; that is one reason why most histories of Soviet
literature which have been written by Western critics include
a section — frequently an entire chapter — on Zamjatin. From
the Soviet critic’s point of view, however., Zamjatin was in no
way a Soviet Russian writer, for, as Professor L. I. Timofeev
has stated in his extensive introduction to the three-volume So-
viet Academy of Sciences History of Soviet Russian Literature,
“the concept Soviet writer was by no means a geographical con-
cept; it was from the very beginning a political concept, and
herein lay its strength, value, and honor.” ! With the end of the
civil war, the introduction of the New Economic Policy (1921
to 1928), and the resumption of extensive publication in the
early twenties, Communist critics branded Zamjatin an anti-
Soviet, bourgeois writer who championed bourgeois individual-
ism, apoliticalism, and hostility to the October Revolution. In
1929 he came under especially severe criticism in connection
with the purge and reorganization of the All-Russian Union of
Writers ( Vserossijskij sojuz pisatelej, VSP), and, since his de-
parture in November 1931, none of his works have been pub-
lished in the Soviet Union. His name all but disappeared from
print in the Soviet Union during the thirties, reappearing briefly
in 1946 in Andrej Zdanov's attack on Anna Axmatova and
Mixail ZoS¢enko as one of the sources of Zo¥¢enko's apolitical-
ism and lack of ideology. It was only in the late fifties that he
at Jast received mention. albeit cursory and negative, in standard
scholarly histories of Soviet Russian literature; there, several of
his works were cited as examples of bourgeois works directed
against young Soviet literature and “Soviet reality.” No attempt



at literary analysis was made, and there was no description of
his literary activity or his influence on young writers. In this
respect the recently published History of the Russian Soviet
Novel marks a step forward, for it speaks of Zamjatin, with
Andrej Bely] and Aleksej Remizov, as one of the “decadent”
writers who “exerted a definite influence on young writers.” It
mentions that in the years immediately after the October Revo-
lution their works “seemed to be almost masterpieces,” although
subsequently Zamjatin was criticized as a proponent of “lin-
guistic naturalism” and “formalistic refinement.” * Since 1934
only two of Zamjatin's works have elicited more than a sentence
or two of negative commentary: “Uezdnoe.” which, in an inter-
esting, seven-page analysis by Sergej Kastorskij, was viewed as
a continuation of the Gor'kian antiphilistine tradition, and the
anti-utopian novel My, which was considered by Mixail Kuzne-
cov to be symptomatic of bankrupt modernism and was rather
unimaginatively labeled a “straightforward, maliciously lucid.
rationalistic piece of propaganda.”” O. N. Mixajlov's well bal-
anced article in the recently published Cencise Literary Ency-
clopedia, which gives a fairly accurate sketch of Zamjatin's
literary production, represents the current Soviet view of Zam-
jatin: his post-Revolutionary output is “permeated with hostility
to the Revolution and a deep pessimism,” while My is branded
a “malicious pamphlet on the Soviet government.” *

Fundamentally different approaches to literature by Soviet
and Western literary scholars have resulted in extremely diver-
gent — indeed irreconcilable — assessments of Zamjatin’s role
in Russian literature, For the Soviet critic today, Zamjatin re-
mains a bourgeois, anti-Soviet writer of no consequence, an
inner-émigré who left the Soviet Union rather belatedly. For
the Western critic, Zamjatin is a talented writer of considerable
originality. who influenced some of Soviet Russia’s most promis-
ing young writers and wrote a remarkably prophetic anti-uto-
pian novel. Wherein lies the truth?

At issue is Zamjatin's anti-utopian novel My. From the Soviet
point of view, the novel not only lacks the proper ideology, but
actually propounds an ideology hostile to that of the Communist
party. Therefore, 1t was unacceptable to the Soviet government
in the early twenties and remains so today. Consequently, the



inclusion of this work in the category of Soviet literature by
Western scholars has been consistently viewed as anti-Soviet
propaganda in the hands of “reactionary imperialist groups.”®
Furthermore, Soviet scholars completely reject the anti-utopian
novel as a legitimate genre because it attempts “to destroy faith
in the coming happiness of man” and because it is “permeated
with an incurable historical pessimism, a zoological hatred for
the people and for democracy.” ® Accordingly, none of the clas-
sic twentieth-century anti-utopias— Zamjatin's My, Aldous
Huxley's Brave New World, or George Orwell’'s 1984 — have
been published in the Soviet Union, although the titles are famil-
iar, and they are the objects of negative pronouncements. In the
West My, aptly described by George Woodcock as the “first of
the significant contemporary anti-utopian novels,” * has become
a classic in this genre. In view of the growing number of transla-
tions, it may justifiably be considered Zamjatin's lasting contri-
bution to world literature. The appearance of half-a-dozen new
translations of My, as well as a spate of articles (both scholarly
and popular) on Zamjatin during the past decade, reflect a grow-
ing interest in the West toward this original writer. Regrettably,
however. most of the articles have dealt exclusively with My,
ignoring the rest of Zamjatin’s creative output. which by and
large has remained unknown to the general reader. Fortunately
for the English reader, Random House has recently published
The Dragon.® a good collection of Zamjatin’s stories translated
by Mirra Ginsburg. and the University of Chicago Press plans
to release a collection of his essays soon.” Although My probably
will remain Zamjatin’s sole contribution to world literature, it
is his other works that have played an important role in the
development of Russian literature and, through their technical
excellence. have exerted considerable influence on the vounger
writers in the early twenties. The negative evaluation of Zam-
jatin’s “linguistic naturalism™ and “formalistic refinement”
expresses Soviet critics” avowed opposition to stylistic and struc-
tural experimentation. This. coupled with Zamjatin's ideological
unacceptability, means that no scholarly studies of his life and
works will be made by Soviet critics until there is a radical
change in their basic conception of literature and its role in
society.'” The task of evaluating Zamjatin’s literary heritage till



then is left to Western scholars. To date, only one monograph,
D. J. Richards’ Zamyatin: A Soviet Heretic(London: Bowes and
Bowes, 1962), has appeared, but, since it was published in the
popular series “Studies in Modern European Literature and
Thought.” the work lacks both the extensive bibliography and
the critical apparatus that could facilitate further research.

In this book, which consists of three major parts, I have at-
tempted to lay a toundation for the further investigation of
Zamjatin’s work and his role in Russian literature. In the first,
Zamjatin's life and literary activities are described in detail, and
an attempt 1s made to trace the evolution of some of the ideas
expressed 1n his critical essays. The second part consists of a
critical analysis of all of his known published prose fiction, or-
ganized according to chronological, thematic, structural, and
stylistic considerations. The third part, the bibliography, is of
particular importance to further study, because no extensive
bibliography on Zamjatin has been published previously. It
should be noted that, although the Zamjatin materials in the
Archive of Russian and East European History and Culture at
Columbia University have been used extensively in this study,
archives in the Soviet Union, which undoubtedly contain much
unknown and interesting information, have not been consulted.
It is hoped that, on the basis of the material presented here with
an aim of objectivity and thoroughness, the reader will evaluate
for himself Zamjatin's importance in Russian and — depending
on his definition — Soviet Russian literature.
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PART |
1he Biography of a Herelic

And the world lives only through its heretics,
through those who reject the seemingly unshak-
able and faultless today. Only the heretics dis-
cover new horizons in science, in art, in social
life; only the heretics, rejecting today in the
name of tomorrow, are the cternal ferment of
life and ensure life’s unending movement for-
ward,

Zamjatin, Robert Majer






CHAPTER ONE
Early Years, 1864-1917

If I mean anything in Russian literature, I owe
it all to the Petersburg Secret Police.
Zamjatin, Autobiography

On the steep west bank of the River Don, some two hundred
miles south of Moscow, lay the sleepy nineteenth-century town
of Lebedjan’. Across the Don to the east and to the south
stretched broad, flat plains which were frequently cut by deep
ravines. Here began the rich, black soil characteristic of southern
Russia and the Ukraine, and here was the center of old provin-
cial Russia — the Russia of Tambov, Tula, Orel, and Voro-
neZ—unhurried and untouched by the changing times.
Foreigners had not penetrated this virgin corner. Almost the
entire population of Lebedjan’ County, which was famous for
its craftsmen, consisted of native-born Russians. Even the names
of the major rivers — Don, Voronez, Krasivaja Meca — and
their numerous but insignificant tributaries — Glinka, Rakit-
naja, Skvirnja, Semenek, Skromna, Gaek, Ust’'e — reflected the
Russian character of the area.

Founded late in the sixteenth century, Lebedjan’” had grown
by the 1880’s into a town of 700 buildings and 6,500 persons.
It had become notorious for its swindlers, gypsies, horsefairs,
and robust Russian language and had been immortalized in Ivan
Turgenev’s story “Lebedjan’.” Although the town was the com-
mercial center and county seat, its dusty streets were overgrown
with wild mallow and were used as much by pigs and chickens
as by people. The educational needs of the populace were served
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by four schools —a county school, a Progymnasium, and two
church schools — one for men and one for women.

Evgenij Ivanovic Zamjatin was born in Lebedjan’ on Janu-
ary 20, 1884, Very little is known of his family,. His father, Ivan
DmitrieviC, taught at the local Progymnasium. His mother, Ma-
rija Aleksandrovna, was a competent musician under whose
piano young Evgenij spent many childhood hours. Other mem-
bers of the household included a grandmother and Evgenij’s
sister. Apparently the only other relative was a maternal aunt
who lived in VoroneZz and whom Evgenij had once seen bathing
naked in the river. Rather massive (polar bears wallowing in
a pool were later to remind him of her), she inspired both
curiosity and trepidation in her young nephew. The bathing in-
cident gave early meaning to the boy’s concept of woman, and
some incidents later depicted in his stories about the provinces
seem to recall this aunt.

Equally little is known about Zamjatin’s childhood, and bi-
ographers must rely solely on what he himself chose to reveal
in three brief autobiographies, all written and published in the
1920’s.* Some of the incidents that he described are of purely
biographical interest and are not revealing of the future author
and his work: for example, his childhood impressions of melting
snow. a near-fatal illness during his second year, a cholera epi-
demic with his awareness of death, his first walk to the Progym-
nasium in long trousers and tunic, and so forth. More interesting
are those mncidents and details that underline themes later pre-
dominant in Zamjatin’s life and works: solitude, books, analytic
scepticism, a perverse stubbornness, revolution, and things pro-
vincial.

A sense of loneliness was characteristic of Zamjatin's entire
life. One of his few recorded impressions of early childhood
describes being separated from his parents in a large holiday
crowd at a Zadonsk monastery: “The service ended. people
shoved, I —a fragment — am carried out with the crowd, now

* Quotations from Zamijatin’s three autobiographies are identified in
the text as A.l (written in 1922), AII (1924), and A.III (1929),
Page citations refer to the place of first publication. For more infor-
mation, see [177], [178], and [179). (Bracketed numbers refer to en-
tries in the bibliography.)
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I am alone in the crowd: father and mother are gone and they
will never return, I am alone forever. I sit on some sort of grave;
the sun is shining, 1 cry bitterly. For a whole hour I lived alone
in this world.” (A. 111, 8.)

Zamjatin himself stated that as a child he had been without
companions and that later, during his school years, he also had
experienced much loneliness. His awareness of being alone un-
doubtedly contributed much to formulating the outward re-
straint and reserve typical of his mature years, a reserve well
illustrated by the opening lines of his first autobiography: “So
you still insist on having my autobiography. but you will have
to limit yourself only to an outside inspection and perhaps a
glimpse into half-dark windows. I seldom ask anybody to enter,
and you will see little from the outside™ (A. I). It is also signifi-
cant that in Zamjatin’s earliest published stories, “Odin”
(*Alone”™) and “Devuska” (“The Girl”), loneliness is a domi-
nant theme.

It is natural for a lonely child to turn to books for companion-
ship, and Zamjatin was no exception. Books took on human
characteristics and replaced the childhood friends he never had.
Years later, long after he had achieved literary fame, books still
retained their human qualities for him and even replaced the
children he also never had. Zamjatin himself made the com-
parison: “When my children go out in the street poorly
dressed — I am sorry for them; when boys throw rocks at them
from around corners —1I am hurt; when a doctor approaches
them with forceps or a knife — 1 would rather have him operate
on me. My children are my books: I have no others.” !

Zamjatin learned to read at the age of four. His father sub-
scribed to Syn otecestva (Son of the Fatherland), a Petersburg
political, literary, and scientific newspaper whose inexpensive
edition was very popular in the provinces during the late 1880’s
and 1890’s. Zamjatin would wait in a high state of excitement
till dinnertime in order to unfold the newspaper and ceremoni-
ously spell out the title.

In 1892, at the age of eight, he entered the Progymnasium
and began in earnest the reading of Russian classics. Among his
favorite authors were Fedor Dostoevskij, Ivan Turgenev, Niko-
laj Gogol’, and — considerably later — Anatole France. In his
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writings Gogol' seemed to be a friend, while Dostoevskij and
Turgenev seemed older and more frightening. Works like “Ne-
totka Nezvanova” and “Pervaja ljubov’” (“First Love”) sent
shivers down the young boy’s spine and did much to develop
his already active imagination and sensitivity.

From 1896 Zamjatin attended the gymnasium at Voronez, a
city of 60,000 persons located ninety-five miles south of Lebed-
jan’. Voronez, the birthplace of the poets Aleksej Kol'cov and
Ivan Nikitin, was situated on a high, steep bank overlooking
the Voronez River and at that time was considered one of Rus-
sia’s most beautiful provincial towns. Evidently, the beauty of
the town was lost on young Zamjatin, who recalled only the
dull, gray years of school life, whose monotony was broken
at infrequent intervals by a wonderful red flag which signaled
that the temperature had dropped to five degrees below zero,
Fahrenheit, and that classes were canceled. As a student Zam-
jatin excelled in Russian composition. Upon graduation in 1902,
he was awarded a gold medal, which he pawned for twenty-five
rubles promptly on arriving in Petersburg. Indifferent to tokens
of honor, he rarely sought after public success.

The first indications of the future heretic became manifest
during Zamjatin's gymnasium years. At the age of twelve a
healthy skepticism was fostered in him by an older student’s
fist. Zamjatin's description of the incident includes a clever
play on the word forar’, which denotes a lantern, but which col-
loquially can mean a “shiner” or black-eye: “At the age of
twelve — Diogenes’ lantern of skepticism. The lantern was lit
by a brawny second grader and — blue, purple, red — it burned
under my left eye for two whole weeks. 1 prayed for a miracle —
for the lantern to go out. The miracle did not happen. I began
to think™ (A. III, 9-10).

During his years in VoroneZ, Zamjatin sought to analyze and
test himself in various ways. This self-experimentation became,
along with Russian composition, his major special interest; but,
unlike his composition, his testing was carried out In strict
secrecy. Once, bitten by a rabid dog, Zamjatin decided to await
the first symptoms of madness. His feelings and sensations were
duly recorded in a diary, the first and the last he ever kept. Two
weeks later, when no signs of illness had appeared, he told
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school authorities of being bitten and was immediately rushed
to Moscow for immunization.

In addition to skepticism and analysis, a rather perverse stub-
bornness emerged in his teens which even motivated his career
choice. Zamjatin's description of this provides an insight into
the motivation of his actions thereafter: “In the gymnasium I
would get 4 plus for composition and was not always on good
terms with mathematics. Perhaps because of that (out of sheer
stubbornness) I chose the most mathematical of all careers —
the Department of Naval Architecture at the Petersburg Poly-
technic Institute” (A.1).

Zamjatin displayed a similar obstinacy during the 1920’s. Re-
maining true to his own views on man, literature, and the writer’s
role in society, he courageously persisted in expressing them,
despite continued harassment by Communist critics which cul-
minated in public defamation.

Zamjatin's decision to become a writer also can be attributed
in part to the same stubborn perversity. On the day of his grad-
uation the vice-principal had admonished him against becoming
a writer and sharing the fate of Pavel E. S¢egolev (1877-1931),
a native of VoroneZz who had been arrested and exiled in 1899
for participating in the revolutionary movement, but who later
was to become a well-known historian, literary scholar, and edi-
tor of the journal Byloe (The Past) :

I remember: the last day, the vice-principal’s office (according to
the gymnasium system of rank — “the old nag™). His glasses up
on his forehead, he hitches up his trousers (his trousers were al-
ways slipping down), and hands me some sort of a brochure. I
read the author’s inscription: “To my alma mater, of which I can
remember nothing but the worst. P. E. S¢egolev.” And the vice-
principal, admonishingly, speaking through his nose, rounding
his o’s: “Good? He also graduated with a medal, but look what he
writes! And he was put in jail. Take my advice: don’t write, don’t
take that road.” The admonishment did not help. (A. III, 11.)

History repeated itself: Zamjatin did become a writer and was
twice imprisoned. The vice-principal’'s admonishment turned
out to be an accurate prophecy.

The first eighteen years of Zamjatin’s life, spent in provincial
Russia, did not pass without leaving their mark on him and his
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works. Raised in a family of at least moderate education, Zam-
jatin hardly felt himself to be a part of provincial life. In his
autobiographies the reader senses a distinction between life in-
side Zamjatin's home and the provincial life outside: “My
mother used to play Chopin at the piano. Two paces from
Chopin was the provincial: geraniums in the windows, and in
the middle of the street— a little pig fastened to a stake and
hens flapping their wings in the dust™ (A. 1).

From the general tone of his autobiographies it is apparent
that Zamjatin did not look back on his childhood in the
provinces with affection. To the contrary, he viewed provincial
life as he did in the gvmnasium: gray, boring, set to a single
pattern. Nonetheless. Zamjatin's childhood did provide ample
material for his early stories. He rarely modeled his characters
on real people. but when he did. the literary character would be
so much altered that only Zamjatin would know whose shadow
it was. The one exception to this was the unforgettable Cebota-
rixa of “Uezdnoe™ (“The Provinces” ), who was patterned after
an aunt of the writer Mixail PriSvin: “T had seen this aunt of
Prifvin’s many times in my childhood; she became firmly im-
bedded in me and — perhaps in order to rid myself of her —
I had to tear her free and put her in a story. 1 didn’t know her
lite. all her actions are imagined. but she really did own a leather
factorv and her external description in ‘Uezdnoe’ is true to
lifes™*

It is highly doubtful that works such as *Uezdnoe.” “Na kulic-
kax™ (“Out in the Sticks™). and “Alatyr’ " could have been suc-
cessfully created without the experience and insight acquired
during Zamjatin's early vears. Only after Zamjatin's departure
from the provinces did his rebellion against the boredom of pro-
vincial hife find expression in the revolutionary movement.

Upon enrolling at the Petersburg Polytechnic Institute in the
autumn of 1902, Zamjatin was immediately caught up in the fer-
ment of Petersburg life. a striking contrast to the torpor of the
provinces. In retrospect. this era with its demonstrations on
the Nevskij Prospect. galloping cossacks, and huge meetings
at the university and various institutes seemed to him a whirl-
wind. During the winters he attended lectures at the institute,
but 1n the summers he worked at shipyvards and factories along
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the Kama River and in such cities as NiZnij Novgorod, Odessa,
and Sevastopol’.

The summer of 1905 was especially memorable because Zam-
jatin’s assignment included a trip to the Near East, with stop-
overs at Istanbul, Izmir, Salonika. Beirut, Jaffa, Port Said, and
Alexandria, and a ghmpse of Mt. Athos. The high point was a
week’s stay with an Arab family in Jerusalem, which he de-
scribed as “extraordinary, distinct from everything, astonishing”
(A. ITI, 12). The journey must have been rich in experience for
Zamjatin, but. surprisingly. it found no direct reflection in his
later literary work.

Zamjatin’s winter activities were not confined to his technical
studies, and the rebellious energy which had been pent up at
last found direction in the revolutionary movement of the early
1900’s. His decision to join the Bolshevik party was motivated
more by his rebellious spirit and craving for excitement than by
concrete political considerations. As he himself wrote in the
1920’s: “To be a Bolshevik in those years meant following
the path of greatest resistance. so I was a Bolshevik then” (A.
II, 12).

In 1903 he first saw a public demonstration. Soon after,
he became involved in subversive activities. and at one time he
had an illegal printing press in his room. The year 19035 was
eventful for Zamjatin, as well as for Russia: he returned from
his Near Eastern trip in time to witness the June general strike
in Odessa and the “Potemkin™ mutiny, an experience which
eight years later was to serve as the basis for an impressionistic
sketch, “Tri dnja™ (*Three Davs”). Upon returning to Peters-
burg, he continued his revolutionary activities throughout the
turbulent autumn of 1905, with its strikes, mass meetings. and
the famous October Manifesto.

In December the Petersburg police dissolved the soviet of
workers’ deputies, arrested the leaders, and began ferreting out
revolutionary groups throughout the city. A surprise raid on
the revolutionary headquarters of the Vyborg District caught
thirty persons, including Zamjatin, bent over battle plans and a
cache of arms. The culprits were arrested. searched, beaten, and
imprisoned. Zamjatin spent several months in solitarv confine-
ment at Spalernaja Prison, where he studied shorthand and Enz-
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lish, was in love, and wrote verse (which he termed an inevitable
consequence of confinement). A source of some anxiety during
the months of isolation were recurrent nightmares about a bag
of pyroxylin that had been left on a windowsill in his quarters
and a stack of leaflets hidden under his bed. Zamjatin had no
way of knowing that his friends had received the hastily scrawled
note which he had thrown from a prison window and that they
had cleared his room of the compromising materials prior to
the police search.

Released in the spring of 1906, Zamjatin was exiled to Lebed-
jan’. He was unable to bear the provincial quiet for long and
during the summer returned illegally to Petersburg. By July he
had made his way to Helsinki, where he rented a room on the
cliffs of Erdholmsgatan, overlooking the Gulf of Finland. It
was a time of unrest and expectation. The workers’ demands for
a more representative reorganization of the Finnish parliament,
which had been triggered by the Russian October Manifesto.
were on the verge of at least partial fulfillment. From his window
in the summer twilight Zamjatin could make out the faces of
the people who gathered on the granite banks at midnight meet-
ings. On Sundays the workers’ Red Guard, organized during the
general strike the previous November and grown much larger
under the able leadership of the famous Captain Kok, would
parade gaily through the streets of Helsinki with unfurled ban-
ners on their way to practice maneuvers and exercises in Tele
Park. Rumors of disquiet in the Sveaborg Fortress were ram-
pant. Two days after the Duma was dissolved in Petersburg on
July 9. a public meeting was held by the Bolsheviks in Helsink1's
Kaisaniemi Park. The main speakers were Mixajli¢enko, a mem-
ber of the Duma, and Leonid Andreev. who was well known as
a decadent writer, but who now was to speak out as an antimon-
archist revolutionary. Tickets sold quickly, as the entire Russian
colony rushed to see Andreev in his new role. Assigned to look
after the guest of honor, Zamjatin had ample opportunity to
converse with Andreev: and sixteen years later, in a collection
dedicated to Andreev, Zamjatin described the vibrant atmos-
phere in Helsinki and narrated an amusing anecdote about An-
dreev, who had playfully given a young admirer his governess’s

|

wet umbrella as a souvenir.® A week later, Zamjatin witnessed




EARLY YEARS, 1884-1917 11

the outbreak of the Sveaborg Revolt, but before the fortress had
been subdued he was on his way back to Petersburg in a disguise
complete with pince-nez.

That summer marked the apogee of Zamjatin's romantic at-
tachment to the Bolshevik cause. For him the Revolution was
not yet a legal wife, jealously guarding her legal monopoly on
love, but was rather a young, fiery-eyed mistress whom he loved
very much. Perhaps this erotic comparison (Zamjatin's own)
was prompted by his love for a girl with whom he shared his
evenings on the quay in Helsinki and whose identity remains as
much a mystery as do most of his personal relationships.

In Petersburg, Zamjatin resumed his studies at the Polytech-
nic Institute, was elected to the student parliament (which he
served once as chairman) and was active in party propaganda
and electioneering. He was soon discovered by the police and
called in to the district office. Shown an official document about
the exiling of “a university student Evgenij Ivanovi¢ Zamjatin,”
he was able to declare honestly that he had never attended
the university and that obviously there was some mistake in the
document. He then moved to another district. A year and a half
later, the police called him in again, but the mistake was still
unrectified. It took five years for the officials to correct the error,
so not until 1911 was Zamjatin exiled again from Petersburg.
By then, he had finished his studies at the institute, was a prac-
ticing naval engineer, and had written a few short stories.

Russians are justly accused of easy morals,” I, for example, am
a bigamist, and what is even worse — I am not ashamed to de-
clare it openly. As justification 1 can say only this: I am neither
the first nor the only one, for in the history of Russian literature
there have already been such cases. In his letters Anton Cexov
has confessed that he also had two wives: a lawful wife — medi-
cine — and a mistress — literature. My two wives are shipbuild-
ing and literature.*

The duality of Zamjatin’s interest was already manifest by the
spring of 1908, when he concurrently worked on his degree
project (the blueprints of a turreted warship) and his first short
story “Odin.” ®* That summer the story was submitted to the
pedagogical and popular scientific monthly Obrazovanie ( Edu-
cation ), where it appeared in the November issue. Although in-
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spired by his prison experiences of two years earlier, “Odin”
was more the product of romantic imagination than of fact and
clearly showed that Zamjatin had much to learn before attaining
recognition as a master stylist. “Odin” was not only unusually
prolix for Zamjatin, but also bore the unmistakable imprint of
Leonid Andreev at his worst, especially in its abstract. seemingly
symbolic beginning, as well as in a final tasteless paragraph de-
scribing a suicide’s crushed and oozing skull. Perhaps these
were the features, however, that prompted the literary editor of
Obrazovanie, the very popular sensationalistic novelist Mixail
ArcybaSev, to publish the young author’s work. The mature
Zamjatin twenty years later ruefully admitted that “when I now
meet with people who have read this story, 1 feel just as em-
barrassed as when I see an aunt of mine whose dress I publicly
wet at the age of two™ (A. 111, 15). Harsh but equitable, Zam-
jatin’s judgment explains why “Odin” has not been republished
in any of the numerous Zamjatin collections.

Zamjatin’s graduation from the Polytechnic Institute and
withdrawal from the Bolshevik party marked the end of him as
a student revolutionary.” He chose shipbuilding as his lawful
wife and, upon graduating, was retained by the institute’s De-
partment of Naval Architecture. He became a lecturer there in
1911. The intervening three years were spent in the construction
of ships, the consideration of problems relevant to naval archi-
tecture, and the publication of highly technical articles in such
journals as Teploxod (The Ship), Russkoe sudoxodstvo ( Rus-
sian Navigation), and Izvestija Politexniceskogo instituta ( Pro-
ceedings of the Polyvtechnic Institute).

His work entailed much travel throughout European Russia.
from the far north (Murmansk and Arxangel'sk) to the distant
south (the Crimea, the Caucasus, Astraxan’); and he traversed
the full length of the Volga River, as well as the Kama and Do-
nec regions, In March 1916, he was commissioned to supervise
the construction of Russian icebreakers in England. Prior to
World War I Russia had possessed only two icebreakers, the
“Ermak” and the “Car’ Mixail Fedorovil.” During the war ten
additional icebreakers. all bearing the traces of Zamjatin’s
work,” were built in Armstrong, Whitworth’s shipyard at New-
castle upon Tyne. The “Aleksandr Nevskij” (later renamed the
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“Lenin”), whose supremacy among icebreakers was challenged
only by the famous rescue ship “Krasin,” was Zamjatin’s special
project from conception to completion. Not only were the orig-
inal drafts drawn up by him, but all subsequent blueprints were
subject to his examination and bore the signature, “Chief sur-
veyor of Russian Icebreakers’ Building, E. Zamiatin.” After a
year and a half in England, Zamjatin, not without considerable
danger, returned to Russia a month before the Bolshevik Revo-
lution.

Despite his many creditable achievements as a naval engineer,
Zamjatin did not remain faithful to his “lawful wife” and de-
voted much time to his mistress, literature. Although he claimed
not to have published any of the stories written between 1908
and 1911 except for “Odin,” at least one other, “Devuska,” 1s
known to have appeared in print. More concise, better struc-
tured, and less sensational than “Odin,” “Devuska” represented
an important step in Zamjatin’s literary evolution. The two
stories, as well as Zamjatin’s reluctance to publish other early
efforts, indicate the experimental nature of his earliest stories
and suggest that he sought to develop a definite literary style.
He was aware of the shortcomings in his early stories and later
wrote that “in each I felt something that was ‘not quite it’ ™ (A.
IIL, 16). “It” finally came late in 1911 when he began work on
his first tale, “Uezdnoe.”

It should be mentioned that the Russian term povest’ (here
rendered as “tale”) refers to a fictional narrative of intermedi-
ate length and frequently has been translated into English by
the somewhat nebulous terms “long short story,” “short novel,”
or the pejorative “novelette.” The distinction between povest’
and rasskaz (translated here as “short story” or “story™) is both
valid and useful in an analysis of Zamjatin’s fiction.

Oddly enough, 1t was the Petersburg police in 1911 who had
provided Zamjatin with the opportunity to devote himself to
literature. After five years, the error in the document concerning
Zamjatin's exile had been rectified, and in 1911 he had been
deported again from Petersburg. Seriously ill, he first settled at
a summer home in Sestroreck, but, with winter impending, soon
moved to Laxta, a small village six miles west of Petersburg on
the Gulf of Finland. There he wrote “Uezdnoe.” Completed dur-
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ing the summer of 1912 and published in the May, 1913, issue
of Zavety (Behests), “Uezdnoe” was widely reviewed and ac-
claimed. Extensive excerpts were reprinted that autumn in
Bjulleteni literatury i Zizni (Bulletins on Literature and Life), a
publication similar in character to the Reader’s Digest.

In most sources the date of first publication is erroncously
cited as 1911, an error that stemmed from Zamjatin's second
autobiography where he stated, “I began to write in earnest in
1911 (“Uezdnoe” in Zavery).” This statement should have been
interpreted as, “In 1911 I began writing ‘Uezdnoe,” which was
first published in Zavety.” Since Zavety, a literary and political
jeurnal with a strong Socialist-Revolutionary inclination, com-
menced publication in April, 1912, *Uezdnoe” could not have
appeared therein 1911!

With the publication of “Uezdnoe” began Zamjatin’s lasting
friendship with Aleksej Remizov, Pridvin, Ivanov-Razumnik
(the pen name of Razumnik Vasil'evi¢ Ivanov), and others of
the Zavety group. In 1913, due to the tercentenary of the Roma-
nov dynasty, Zamjatin was granted permission to live in Peters-
burg again, but his return to the city was short-lived. Because
of ill health, he traveled south and spent the winter of 1913—
1914 in Nikolaev, a large military and commercial port on the
Black Sea at the mouth of the Bug River. Zamjatin continued
to play the role of bigamist with great success: in Nikolaev he
“constructed several steam shovels, several stories, and the tale
‘Na kulickax” ™ (A. III, 16), a satire on army garrison life. The
March, 1914, issue of Zavety (No. 3) featuring *Na kulickax.”
was quickly confiscated by the censor, who found that, “accord-
ing to Zamjatin the conduct of Russian officers is utterly dis-
graceful and reveals them to be crude, torpified people devoid
of human qualities and lacking consciousness of one’s own
dignity — which, undoubtably, is most insulting to military
honor.” * The censor also contended that Zamjatin’s description
of the intimate details of marital life and his use of “pornographic
expressions” were offensive to a sense of decency. On April 22
the Petersburg District Court upheld the censor’s decision to
deny the distribution of Zavety, No. 3, until Zamjatin's story had
been expunged. A second edition, numbered 3a and without
“Na kulickax,” was issued and circulated thereafter.” Due to
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the circumstances “Na kuliCkax™ reached but few readers, and
no extensive reviews or criticisms of it appeared in print until
the publication of three editions of the tale in 1923,

Zamjatin’s literary output in the four years immediately pre-
ceding his departure for England was considerable. During that
period he wrote and published three of his five tales: “Uezdnoe,”
“*Na kulickax,” and “Alatyr’”; seven short stories: “Aprel’ ™
(“April”), “Neputevyj” (*The Ne'er-do-well™), “Crevo” (“The
Womb™), “Star§ina” (“The Elder”), “Krjazi” (“The Diehards”).
“Pis'menno” (“In Writing”), and “Afrika” (*“Africa”}; the
sketch “Tri dnja”; and at least four of his twenty fables." In
October 1915 (notwithstanding the 1916 date on the title page)
“Uezdnoe” was published as a separate book, and in February
1916, it appeared as title piece in a collection of Zamjatin’s
stories. The collection was favorably reviewed by most of the
leading “thick” monthly journals, as well as by many newspa-
pers. Zamjatin was, according to general consensus, a very
talented, original, and interesting young author who displayed
an extraordinary verbal mastery, although several critics did
express serious misgivings about his excessive use of dialect and
hyperbole. Representative of contemporary critical opinion was
the statement of the popular and influential critic Julij Ajxen-
val'd, who claimed that with this book Zamjatin “undoubtedly
enters our imaginative literature as a master with very distinctive
characteristics and with a lively and brilliant talent,” "' an ap-
praisal which is still valid for the literary historian today.



CHAPTER TWO
Man of Letiers, 1917-1929

There is no target at which he, the Scvthian,
would fear to draw his bow.,
Ivanov-Razumnik, Skify 1

From the Revolution to the mid-twenties Zamjatin occupied a
prominent position in Russian literature. Even the Communist
critics, while continually hounding Zamjatin for “anti-Revolu-
tionary” 1deology, freely admitted his artistic mastery and his
influence on the younger generation of writers. His numerous in-
teresting articles, written in a sparkling prose style that rivaled
that of his fiction, revealed him to be an astute critic and an in-
curable heretic imbued with a passionate love for man and
literature. Acquainted with the foremost literary figures of Petro-
grad, he played a leading role in professional writers’ organiza-
tions and taught creative writing in several literary studios. He
also served on the editorial boards of several publishing houses
and did editorial work on numerous publications, including
three magazines. Because of his heretical views and his stubborn
refusal to follow the dictates of the Soviet regime, Zamjatin's
name has all but disappeared from Soviet histories of Russian
literature, and the Soviet reader has been denied knowledge of
his significant role in the early, formative years of Soviet litera-
ture. In view of this. it is all the more important that an objec-
tive and detailed account of Zamjatin's activities and ideas be
presented here.

Upon returning from England to Petrograd in September
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1917, Zamjatin devoted all his energies to writing and to the
literary life of the nation’s capital.* Through the renewal of his
acquaintance with Ivanov-Razumnik, a leader of the prewar
Zavety group, Zamjatin met the Scythians, a loosely organized
circle of philosophers and writers that published two miscel-
lanies under that same title (Skify). Ivanov-Razumnik was the
chief theoretician of the Scythians, and both miscellanies carried
his programmatic articles. Skify 1 was published in the summer
of 1917, prior to Zamjatin's return; Skify Il appeared early in
1918 and included Zamjatin’s fourth tale “Ostrovitjane™ (“The
Islanders™ ), which had been written in England and which was
praised by several critics as the best work in the two miscel-
lanies.’

Several aspects of Zamjatin's world view — his romantic con-
ception of the Revolution, his idea of an infinite series of revolu-
tions, his intellectual heresy, and his violent opposition to philis-
tinism — were akin to views prevalent among the Scythians.
However, his agreement with them was not total. Evgenij Lund-
berg, a minor writer and critic who in the early twenties organ-
ized the Scythian Publishing House in Berlin, described some
lively Scythian evenings in January, 1918, in the Carskoe Selo
home of Ivanov-Razumnik, where Zamjatin opposed certain
views expressed by the host and A. Terek ( pseudonym of Ol'ga

Ford):

Calmly, having assimilated something from “the islanders,” E. 1.
Zamjatin speaks of England.

Ivanov-Razumnik tells about Kerenskij's deviations, about
nuclei, about the death of the Carskoe Selo priest. about the non-
battle nature of civilian battle paintings.

E. 1. Zamjatin is in opposition. Ivanov-Razumnik expounds
permanent revolutionism, the eternal oscillation of the crests and
troughs of the populist wave, Terek measures the present epoch
with a multitude of her gods — morality, faith in good taste, an-
throposophy, etc. . . . and cannot reconcile them in any way.”

* Apparently Zamjatin also resumed lecturing at the Polytechnic
Institute, which he did until his emigration from the Soviet Union in
1931 [434], 160, but it seems doubtful that an engineer of his caliber and
experience would have “taught only English™ and not technical subjects
as has been stated in Mme L. N. Zamiatine's letter of December 9, 1962,
to me.
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His opposition was also reflected in Zamjatin's 1918 article
“Skify 1i?” (“Scythians?”), published under the pseudonym of
Mix. Platonov.” A sharp polemic on aspects of Ivanov-Razum-
nik’s Scythianism, the article proved to be of paramount im-
portance, for it represented Zamjatin’s first published expression
of philosophic conceptions which were not only the basis for
future essays, but which also altered the very nature of his prose
fiction.

The essence of the spiritual revolutionary was captured by
Zamijatin's description of the Scythian: *Over the green steppe
speeds alone a wild horseman with streaming hair — the Scyth-
1an. Where is he speeding? Nowhere. Why? For no reason.
He speeds simply because he is a Scythian, because he has be-
come one with his steed, because he is a centaur, and because
freedom, solitariness, his steed, the wide steppe are most dear
to him.” * The galloping Scythian symbolized freedom, unend-
ing movement, and solitariness — freedom to reject the present
in the name of the distant future, unending movement as a guar-
antee of man’s progress in the face of universal philistinism, and
solitariness because the spiritual revolutionary and heretic was
always an isolated figure who stood apart from the masses. In
the last point, Zamjatin took sharp exception to Blok’s poem
“Skify.” which spoke of “hordes, and hordes, and hordes™ of
Scythians.

Ivanov-Razumnik’s assertion that the spiritual revolutionary
“works for the near or distant future” was the point of departure
for Zamjatin’s polemic. Unequivocally rejecting the middle-of-
the-road conjunction “or,” Zamjatin argued that the true
Scythian works

only for the distant future. and never for the near future, and

never for the present. Therefore he has only one path — Gol-

gotha, and there is no other; thercfore he has only one conceiva-
ble victory — to be crucified, and there is no other,

Christ on ‘Golgotha, between two robbers, bleeding drop by
drop, is the victor, because He is crucified, defeated in fact. But
Christ, when in fact the victor, becomes the Grand Inquisitor. And
worse: Christ, the victor in fact, is the potbellied priest in a purple
robe with a silk lining, giving benedictions with the right hand
and collecting gifts with the left. The Beautiful Woman in legal
marriage is simply Mrs, so-and-so, with curlpapers at night and
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a migraine in the morning. And a down-to-earth Marx is simply
a Krylenko.*

Such is the irony and such is the wisdom of fate. Wisdom, be-
cause this ironical law guarantees unending movement forward.
The realization, the bringing to earth, the victory in fact of an
idea immediately philistinizes it.?

The true Scythian, for Zamjatin, invariably devotes his life to
revolution, to an endless seeking that promises no attainment.
Should a Scythian achieve his idea, then the idea becomes philis-
tinized, and for him to retain the idea proves that he 1s not a
true Scythian.

Remaining a true Scythian, Zamjatin rebuked Ivanov-Ra-
zumnik and the Scythians for extolling the Bolshevik Revolu-
tion which, by accepting the official title of “The Victorious
October Revolution,” had flouted the need for unending move-
ment and had succumbed to philistinism, whose surest symptom
was the hatred of freedom. Four years later the same thought
underlay his fond recollections of the year 1906: “The Revolu-
tion was not yet a lawful wife who jealously guarded her legal
monopoly on love. The Revolution was a young, fiery-eyed mis-
tress, and 1 was in love with the Revolution.” ® This does not
imply that Zamjatin decried the October Revolution as did the
émigré writers, for he welcomed sincerely both the February
and October revolutions and very much regretted his absence
from Russia during the former: “I am very sorry that I did not
see the February Revolution and know only October. . . . It
is as if I had never been 1n love and then awoke one morning
to find I had been married for some ten years” (A.1).

The heretic Zamjatin’s objections to the Bolshevik dictator-
ship and to the dogmatic glorification and canonization of Octo-
ber did not represent a disillusionment with the Revolution; they
were rather the logical consequence of his conception of heresy
and his belief in never-ending revolution. For him the October
Revolution always remained a positive, elemental force that did
not need the protective armor of dogma and deification, as was

* Ensign N. N. Krylenko, who was arrested in early August 1917 for
circulating Maximalist propaganda among the Russian troops, was ap-
pointed Commander in Chief of the Soviet Army by Lenin in November
1917, a position which he held until March 1918.
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also evident in his 1923 defense of the Serapion Brothers, a
group of young writers who were attacked by Marxist critics for
the lack of Communist ideology in their works: “There are no
writers now in Russia who are hostile to the Revolution — they
have been invented in order to alleviate boredom. This was
prompted by the fact that [the Serapion Brothers] do not con-
sider the Revolution to be a consumptive maiden, who must be
protected from the slightest draft.” 7

Although Zamjatin’s basic attitude toward the October Revo-
lution had been determined by philosophical rather than politi-
cal conceptions, political commentary on subsequent events did
enter into his minor writing during the turbulent year after the
Revolution, Despite his polemic at Ivanov-Razumnik, his po-
litical views probably were close to those of Socialist Revolution-
aries of the Left. Highly critical of some post-October Bolshevik
policies. Zamjatin attacked them in a series of political fables
in Delo naroda (The People’s Concern). a left-wing Socialist
Revolutionary newspaper whose moving spirit was Viktor Cer-
nov and which at one time carried a literary page edited by
Ivanov-Razumnik.

In the fables Zamjatin ridiculed the proclamation of ineffec-
tual decrees, the irresponsible destruction of cultural monu-
ments, and the results of a socialist equality carried to absurdity.
A strange little fellow named Fita, who came into bemg under
a pile of reports in the basement of the police department and
was adopted by the district police inspector Ul'jan Petrovic, fig-
ured in four of the fables. The stepfather’s name, Fita’s general
appearance (honorable, bald, with a small protruding belly)
and his innate ability to produce a prodigious number of re-
ports and orders (chancery ink flowed from his lips) left no
doubt as to his true identity —the Bolshevik leader Lenin
(pseudonym of V. L. Ul'janov). Zamijatin also published several
fables and eritical articles in Novaja Zizn' ( New Life), a Social
Democrat newspaper financially supported and edited by Mak-
sim Gor’kij. In the article “Elizaveta anglijskaja™ (*Elzabeth
of England™), Zamjatin deplored the mass terror propagated by
the Bolsheviks, comparing their role to that of Queen Elizabeth
in the execution of Mary Stuart. In the later article *O belom
ugle” (*Concerning White Coal”), he criticized the grandiose
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Bolshevik schemes for electrification and proposed instead a
very inexpensive and practical solution that could be effected
immediately. Within a year after the October Revolution, how-
ever, all dissenting publications had been closed down, and
Zamjatin ceased writing political articles and fables.

The arrest of Ivanov-Razumnik on February 13, 1919, by
the secret police (known then as the Cheka) led to the arrest
of many acquaintances. On the following day they were shep-
herded to Cheka headquarters at No. 2 Goroxovaja Street and
were questioned about a supposed Left Socialist Revolutionary
conspiracy. All were detained for many hours, except Zamjatin.
who managed to free himself within two hours. Ivanov-Razum-
nik’s written version of Zamjatin's account deserves to be cited
in full, for it graphically illustrates Zamjatin’s nimble thinking,
daring, and great sense of humor:

Having roared with laughter at the accusation leveled at him, he
described in detail our acquaintance and relations, and also filled
out the inevitable questionnaire, where in answer to the question
“Have you ever belonged to any political party?” he answered
briefly: *'T did.” After this the following dialogue took place be-
tween him and the interrogator:

“To which party did vou belong?” asked the interrogator, an-
ticipating the possibility of a political accusation.

“To the Bolshevik party!”

During his student years E. I. Zamjatin had indeed been a mem-
ber of the Party, but became a violent opponent of it during the
years of Revolution. The interrogator was completely nonplused.

“What! To the Bolshevik party?”

“YEE,'”

“And are you now a member?”

*No.”

“When and why did you leave the Party?"

“A long time ago, for ideological reasons.”

“And now, when the Party has triumphed, aren’t you sorry you
left?”

“I'm not sorry.”

“Please explain. 1 don’t understand.”

“But it is quite easy to understand. Are you a Communist?”

li-li-I 311_1"!1

“A Marxist?”

“IYES.,.“

“Then you are a bad Communist and a bad Marxist. If you
were a real Marxist, you would know that the petit bourgeois layer
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of Bolshevism's fellow travelers has a tendency to self-dissolution,
and that only the workers are invariably the class base of Com-
munism. And since I belong to the class of petit bourgeois intelli-
gentsia. I can’t understand why you are surprised.”

This ironic argumentation so affected the interrogator, that he
immediately signed the order for his release, and Zamjatin was
the first among those arrested to walk out of jail.?

After this episode Zamjatin was not bothered again by the
Cheka until his arrest in 1922. His breach with the Bolsheviks,
unlike those of Gor’kij and Aleksej Tolstoj, was never repaired.
As a Scythian he objected to the canonization of Bolshevik Com-
munism as the sole truth, and as a humanist he deplored the
terror and repression that were rampant during the civil war of
1918-1921. He astutely discerned Communism to be a religion
and. as such, subject to a tripartite development common to
all religions — through the prophetic, the apostolic, and the ec-
clesiastical periods:

The prophetic stage, of course, contained most of the peaks, the

grandeur, and the romanticism. The Christians in the catacombs.

In the apostolic stage they preach openly, but they still struggle

ideologically, they have not conquered. And, finally, in the ec-

clesiastical stage, they have conquered on the earthly plane. And
as all conquerors, the Christians begin forcible salvation: by force,

by sword. by fire, by prisons, Christ becomes the Grand Inquisi-
tor.?

As an avowed romantic, Zamjatin was interested only in the
prophetic stage of any cause he championed. His ardor would
cool at the apostolic stage. and the attainment of the ecclesiasti-
cal stage, with its concomitant philistinism, would turn him
against the very cause he had supported. To the question, “which
stage of rehigious development is Communism undergoing at the
present,” Zamjatin gave no answer, but it seems clear that he
greatly feared a transition to the third and final stage. The sub-
sequent history of the Soviet Union has borne out his fears.

Two of Zamjatin's basic theses — unending movement for-
ward and the rejection of the present in the name of the distant
future — were fundamental to his view of the Hegelian dialectic
as the true representation of man’s historical progress. Consider-
ing yesterday, today, and tomorrow to be immutably hostile to
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each other, Zamjatin saw them as the three members of Hegel's
dialectical formula — thesis, antithesis, and synthesis:

Today is doomed to die, because yesterday has died and because
tomorrow shall be born, Such is the cruel and wise law. Cruel, be-
cause it dooms to eternal dissatisfaction those who today already
see the distant heights of tomorrow; wise, because only eternal
dissatisfaction is the guarantee of unending movement forward,
of unending creativity. He who has found his ideal today, has al-
ready been turned into a pillar of salt as was Lot’s wife, has
already grown into the earth and moves no further, The world
lives only by heretics: Christ the heretic, Copernicus the heretic,
Tolstoj the heretic. Our creed is heresy: tomorrow is infallibly
heresy for the today which has been turned into a pillar of salt,
for the yesterday which has crumbled into dust. Today negates
yesterday, but tomorrow is the negation of negation: always the
same dialectical path, which carries the world into infinity along
a grandiose parabola. Thesis yesterday, antithesis today, and syn-
thesis tomorrow.*"

This conception of the dialectical process. which represents
a grafting of Hegel onto the eternally dissatisfied Scythian, un-
derlay all of Zamjatin’s future thinking. It ultimately was to lead
to the extreme contention that “fortunately, all truths are false:
the essence of the dialectical process 1s that today’s truths be-
come errors tomorrow; there is no final number.” ' He main-
tained that this sole truth existed only for the strong, not for the
weak who needed the “crutches of certainty” and lacked
the strength to include themselves in the dialectical process.

The key figure of the Hegelian dialectical spiral is the heretic
who rejects the accepted canons, be they social, political, scien-
tific, religious, or artistic, and looks ahead to the future. Without
him, progress would be impossible. Zamjatin chose the role of
heretic and in the ensuing years wrote several critical and philo-
sophical articles in which he boldly developed his ideas. As So-
viet Communism moved into the ecclesiastical stage. the heretic
became more and more 1solated, but not before he had played
a very important role in Russian literary life of the first post-
Revolutionary decade.

The pressures created by Russia’s prolonged participation in
World War 1 led to an economic breakdown, and the vicious
civil war that followed the Bolshevik coup intensified existing
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shortages and resulted in extensive destruction of factories and
estates. The subsequent three winters were a time of widespread
famine, extreme cold, and unrelieved privation. That literature
continued in any form during those terrible years is remarkable.
The grim years of War Communism have been dubbed the Café
Period in Russian literature, because verse, which is not de-
pendent upon the printed word, could be transmitted to eager
audiences at all hours in all places. The prose writer, however,
fared considerably worse than the verse writer, for by the mid-
dle of 1918 the non-Bolshevik press had been silenced and all
the traditional “thick™ journals had ceased publication. Prose
fiction ranked very low on the priority list for that very scarce
commuodity, paper; and most of what little was available passed
into the hands of preoletarian cultural organizations whose zeal-
ous but mmexperienced authors produced prodigious quantities of
naive tedium. For most writers, artists, and musicians the need
to survive supplanted the need to create. And their survival
depended in part upon recetving regular rations from the gov-
ernment in return for serving in one of several benevolent
organizations aimed at saving Russian intellectuals from starva-
tion:
For three vears we were locked up together in a steel shell, and
cramped in darkness we hurtled into the unknown with a whine.
In these seconds-years before death, we had to do something, to
accommodate and live in the hurtling shell. Humorous projects in
the shell: “World Literature.,” “The Union of Practitioners of
Imaginative Literature.” ““The Writers’ Union,” the Theater . . .
And all of the surviving writers jostled one another in these
cramped quarters — side by side were Gor’kij and Merezkovskij,
Blok and Kuprin, Mujzel’ and Gumilev, Cukovskij and Volyn-
skij.!?

The history of Zamjatin’s publications and of his organizational
activity accurately reflects the general situation during the civil
war, but it is surprising that the years 1917-1920 marked Zam-
jatin’s most intense and productive period of literary creativity.

When Zamjatin returned from England, he brought with him
two completed works: a short story, “Pravda istinnaja” (“The
Real Truth™), and the tale “Ostrovitjane.” Cast in the form of a
servant girl's letter which reveals her longing for the country
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despite her eulogy to town life, “Pravda istinnaja™ thematically
and stylistically is most closely related to Zamjatin's pre-Revo-
lutionary works. On the other hand, “Ostrovitjane,” with its
stylistic innovations and new handling of the old themes of love,
revolution, and philistinism, inaugurated a new phase in Zam-
jatin’s literary evolution.

During the “gay, frightful winter of 1917-1918, when every-
thing broke loose and flowed somewhere into obscurity” (A.
ITI, 17), Zamjatin remained in Petrograd and continued writ-
ing. His most Cexovian story, “Zemlemer” (“The Surveyor”),
was written late in 1917, as was “O svjatom grexe Zenicy-
devy” (“About the Sacred Sin of the Precious Virgin™), the first
of several irreverent stories in which sexual themes were treated
in the ecclesiastical style of saints’ lives. Written the following
year, “Znamenie” (“The Sign™) also touched on a sexual theme,
but lacked the ecclesiastical style. “Lovec celovekov” (“The
Fisher of Men"), which originally had been conceived as the
denouement to “Ostrovitjane™ and then discarded. became an
excellent story in its own right and continued the innovations
of the mother tale.* In addition to the political fables and ar-
ticles that appeared in Gor'kij's Novaja Zizn' and Cernov’s Delo
naroda, Zamjatin contributed several short fictional pieces, such
as the allegory “Glaza” ("The Eyes”) and the descriptive sketch
“Drakon” (“The Dragon”), both of which reflected his keen
concern for the preservation of human values at a time when
conditions tended to destroy them.T The same theme underlay
“Spodrucnica greSnyx” (“The Protectress of Sinners™), the first
in a series of satirical stories playing on incongruities of old

* Zamjatin expounded on this-at length in his contribution to the col-
lection Kak my pifem [156]. 29-47, even appending his original outline
and a variant ending for “Ostrovitjane.” This material, when compared
with the two works in their final forms. gives an excellent insight into
his creative process. Unfortunately, the four-page appendix (pp,
44-47), as well as some extremely interesting comments on consonant
and vowel instrumentation (pp. 38-39), were deleted in “Zakulisy,” the
widely read version reprinted in Lica [38], 259-274,

T Since the holdings of Novaig Zizn' and Pelo naroda in such Western
libraries as the Hoover Institution in Stanford, Calif., and the Helsinki
University Library are incomplete, other stories, fables, or articles by
Zamjatin may have been published during this period (September 1917
to July 1918).
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habits in post-Revolutionary Russia. He also penned four finely
wrought vignettes which appeared together as VereSki (Frag-
ments) 1n an attractive eight-page booklet graced with N. Ljuba-
vina's illustrations; characterized by remarkable brevity (none
exceeded eighty words), each vignette implicitly conveyed an
idea through a combination of realistic and impressionistic de-
scription of concrete detail. That summer Zamjatin also con-
tributed two chapters from an unfinished tale “Kolumb”
(“Columbus™) to a short popular miscellany edited by Gor'kjj
and V1. Rozanov.

Since the impending winter of 1918-1919 promised the
Petrograd intellectuals no relief from the shortage of food, fuel,
and employment, many traveled to the country in search of
provisions during the late summer months. Zamjatin returned
to his home town of Lebedjan’, where he completed his fifth and
final tale, “Sever” (“The North”). On September 8 he delivered
a lecture entitled “Sovremennaja russkaja literatura” ( “Contem-
porary Russian Literature™ ) at the recently established People’s
University of Lebedjan’ (Lebedjan’skij narodnyj universitet).'
In this lecture, which may be his most significant work of
criticism, Zamjatin defined the essence of what he termed the
Neorealistic movement in Russian literature, Applying the He-
gelian dialectic to literary development. he effectively demon-
strated that the Neorealism of the decade after 1910 could be
considered a synthesis of nineteenth-century Realism (thesis)
and early twentieth-century Symbolism (antithesis).

It is quite probable that Zamjatin had returned to Petrograd
by December 1 in time to witness the opening of the House of
Writers (Dom literatorov) on Bassejnaja Street. In any case,
by January 1919 he was again immersed in the literary life of
the capital. His activities at first centered around two organiza-
tions, both literary in character: the Union of Practitioners of
Imaginative Literature (Sojuz dejatelej xudozestvennoj litera-
tury, abbreviated SDXL) and the publishing house World
Literature (Vsemirnaja literatura); but within two years his
activity spread to include several others. Zamjatin’s participa-
tion in these organizations strengthened his friendship with Gor'-
kij, whom he had first met in the autumn of 1917. This explains
why the image of Gor'kij in Zamjatin’s memory was invariably
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connected with post-Revolutionary Russia. During the years
of War Communism (1918-1921) Gor’kij became an unoffi-
cial minister of culture and sought to alleviate the terrible pri-
vations of Russian intellectuals by the creation of numerous
institutions and establishments that provided employment and
housing for them. He was the chairman of virtually all such un-
dertakings, and Zamjatin, who was elected to the boards of di-
rectors of three or four, met with Gor'kij frequently throughout
this period. It is known that Gor’kij praised Zamjatin’s mind and
talent and that he considered him to be a connoisseur of the
Russian language. But by the mid-twenties Gor’kij’s opinion had
apparently changed. for he was highly critical of one of Zamja-
tin’s stories and especially of his novel My.* Nonetheless, in
1931 Gor'kij gave Stalin Zamjatin's frank letter protesting his
intolerable position, and it was through Gor’kij's influence that
Zamjatin was able to obtain a visa to go abroad.™

The SDXL was organized by the symbolist poet Fedor Solo-
gub and his wife Anastasija Cebotarevskaja in March 1918, in
an effort to provide material aid to Petrograd writers. Member-
ship numbered forty at the first general meeting on May 20.
Evidently, Zamjatin was a charter member. because two weeks
earlier, on May 7. he had been one of eleven writers participat-
ing in an afternoon SDXL public reading at the Academy of
Arts (Akademija xudoZestv).'” Offices and a meeting hall, as
well as a dormitory and dining hall, were set up later in what had
been the mansion of M. A. Ginzburg, which the government as-

* In his recollections, “Gor'kij sredi nas” [569], Fedin mentioned that
Gor'kij “praises Evgenij Zamjatin's talent and his intellect.” and Gor'kij
himself called Zamijatin a “fine connoisseur of the Russian lanzuage” in
his essay “Gor'kij o moloedyx,” [582], 19. Yet the following year in com-
menting on Zamjatin's “Rasskaz o samom glavnom” in a letter to the
émigré poet V. F. Xodasevi®, Gor'kij wrote: “I am in complete agree-
ment with your evaluation of Zamjatin. Having read his story, I made
a mental note: *a surplus of intellect hinders Zamjatin in making a proper
assessment of the extent of his own talent. Zamiatin's intellect is not
bright and deceives him. His thoughts are blind." " Novyj furnal, No, 31
(1952), 194. Five vears later in a letter to I. A. Gruzdev. Gor'kij again
criticized Zamjatin's excessive intelligence; “And Zamiatin is too intel-
ligent for an artist and should not allow his reason to direct his talent to
satire. My i1s hopelessly bad, a completaly sterile thing. Its anger is cold
and dry; it is the anger of an old maid." Sobranie soéinenij, XXX
(Moskwva, 1955), 126.
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signed to the SDXL on July 4. Because the governing body of
the SDXL was inactive, a new council, headed by Viktor Muj-
zel'. was elected on October 30. Appointed director of World
Literature in September 1918, Gorkij conceived of the SDXL
as a parallel publisher that would print Russian literary works.
ranging from the late cighteenth century to the present.

On January 13, 1919, a nine-man editorial board was elected
by the SDXL with Gor’kij as chairman and Zamjatin as a mem-
ber, and ambitious plans for various publications were drafted.
Two series of works by contemporary authors were projected
and approved: each series consisted of ten titles by ten different
writers, and 50 per cent advances were actually disbursed to
authors represented in the first series. which included Zamjatin's
“Uezdnoe.”

Plans for the publication of a journal titled Lireraturnyj sov-
remennik (The Literary Contemporary) were worked out in
great detail. Gor'kij was designated chief editor, with Zamjatin
and Cukovskij as co-editors, but the actual duties of editing were
assigned to Zamjatin, Conceived as a bimonthly, Literaturnyj
sovremennik, like all other projected publications of the SDXL.
failed to appear, even though manuscripts were solicited, se-
lected, and edited. In Zamjatin's account of SDXL’s magazine
project, the title was cited as Zavira (Tomorrow), and he was
entrusted with the task of writing a literary manifesto.'” Zamja-
tin’s account made no mention of Literaturnyj sovremennik, just
as P. Sirmakov's account of SDXL activities made no mention
of Zavtra; thus, it is not clear whether there were two different
magazines or one under two names. In any case. Zamjatin did
write a short programmatic article (“Zavtra™) which was pub-
lished that same year: and, interestingly enough, he helped edit
a miscellany under the title Zavira four years later for the Berlin
publisher Petropolis,

The SDXL editorial board also projected a series of literary
almanacs. At the third meeting of the editorial board on
March 5, 1919, the contents of the first almanac were deter-
mined. and Zamjatin’s most recent tale “Sever” was included.
Although none of the publication plans were realized. some
forty manuscripts (excluding books) were read and edited by
Gor'kij, Kuprin, Gumilev, Sikov, Zamjatin. MujZel’, and Cu-
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kovskij for the SDXL publications.* In addition to its ambitious
publication projects, SDXL organized a series of literary eve-
nings. Altogether, six such evenings were held in March and
April of 1919, and Gor’kij and Zamjatin were among those who
participated in the first, which took place on March 24 at the
Grotesk Theater. On April 25 at a joint meeting with the SDXL
council the entire editorial board gave notice of its resignation
from the SDXL. Although the reason has not been revealed, the
exodus may have been due to protests by SDXL founder Solo-
gub against government interference. The SDXL nominally
continued its existence until August, but actually ceased func-
tioning in May.

World Literature, the second organization to which Zamjatin
devoted much time during the first half of 1919 (as well as in
later years), had been conceived by four men — Gor'kij, Alek-
sandr Tixonov (who wrote under the pseudonyms of A. and N.
Serebrov), Zinovij Grzebin, and Ivan LadyZnikov. It had come
into being on September 4, 1918, when an agreement with the
People’s Commissariat of Education (known as Narkompros)
was signed.’™ Aimed at making world literary classics readily
available to the Russian people, World Literature was to have
been the most extensive translation enterprise in Europe, there-
by demonstrating and propagandizing the international scope
and cultural benefits of the proletarian revolution.

Specifically, it was the task of World Literature to select,
translate, and publish non-Russian literary works of the nine-
teenth and late eighteenth centuries, but later the program was
expanded to include works of earlier periods and of the twen-
tieth century as well. Each volume was to be annotated, illus-
trated, and supplied with an introductory essay. Gor'kij, as head
of the publishing house, was granted complete autonomy and
administrative control in carrying out the project. An editorial
board of eleven experts, consisting of Professors Fedor Batjus-
kov and Fedor Braun, Blok, Cukovskij, Gor'kij, Gumilev,
Andrej Levinson, Grigorij Lozinskij, A. Tixonov, A. Volynskij

“* Kuprin is said to have edited Zamjatin's “Zizn' nesmertel'naja”
(“Life Immortal™), but the work was probably written by Remizov and
not Zamjatin, as claimed by Sirmakov, [694], 471.
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(pseudonym of Akim Flekser), and Zamjatin, drafted a detailed
program and selected the authors and works to be translated.
Two hundred translators were employed, and an additional one
hundred and fifty writers and scholars were engaged to write
introductions and edit the texts.

The original program included only the literatures of Western
Europe and the Americas. but early in 1919 a section devoted
to literatures of the East was created. On April 29, only four
days after the editorial board of the SDXL had resigned, Nar-
kompros allowed World Literature to take over the documents,
manuscripts, and funds of the “liquidated™ editorial board and
establish its own section on twentieth-century Russian literature.
SDXL's first series was adopted with a few changes (Zamjatin
was still included). and soon most of the SDXL second series
evidently was approved, bringing the number of books planned
for the Russian section to twenty.' Thus, the work of the SDXL
editorial board was not wasted. but merely was placed under the
jurisdiction of a different organization. made up of essentially
the same people.

Although five hundred printer’s sheets (the equivalent of
twenty-five good-sized volumes) had been dispatched to the
typesetter, and manuscripts ready in the editorial office
amounted to another three thousand printer’s sheets, World
Literature was able to publish only two books during the first
nine months of its existence (September, 1918 to June, 1919).*
The meagerness of its output was due solely to the lack of paper.
which was impossible to obtain despite Gor’kij’'s desperate pleas
to various agencies and even to Lenin, himself. During the next
twelve months some paper was obtained, and fifty-two titles
were published by July 1920. The paper shortage continued to
limit the number of publications drastically, and although five
hundred printer’s sheets had been published by February 1921,
the backlog of manuscripts had risen to eight thousand printer’s

* [647], 85-86. Twentv-five good-sized volumes is only a rough esti-
mate, World Literature published books of two sizes: basic editions of
20 printer’s sheets (16 pp.) each and people's editions of 4 printer’s
sheets. In practice. the basic editions numbered about three hundred
pages, and the people’s editions, about one hundred; but the size limita-
tions were not rigorously followed.
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sheets. Thus, the publishing house was functioning at only 6 per
cent of 1ts capacity.

Zamjatin’s role in the activities and projects of World Litera-
ture was threefold. First, he served on the eleven-man editorial
planning board. Second, he personally edited and wrote intro-
ductions for many volumes. Among the first fifty-four publica-
tions were three volumes by H. G. Wells and three by Jack
London, all edited by Zamjatin.”" In the following four years
Zamjatin edited two more volumes by Wells, two volumes by
Bernard Shaw, another volume of London’s stories, a collection
of Romain Rolland’s plays, a collection of O. Henry’s stores,
and the magazine Sovremennyj zapad (The Contemporary
West, 1922-1924). Zamjatin's third and perhaps most impor-
tant contribution was the many hours he spent in World Litera-
ture’s studio for translators. Established in February 1919, the
studio was conceived as a practical workshop for literary analy-
sis and the composition of prose and verse translations. At first,
regular seminars were conducted by Gumilev, Levinson, Mixail
Lozinskij, and Valerian Cudovskij; and Zamjatin and Cukov-
skij delivered lectures on various subjects.** The results were
so gratifying that by June it was decided to enlarge the scope of
the studio and to grant admission to anyone interested in the
study of literature and composition. Apparently the studio was
still active four years later, during the spring of 1923, Although
Zamjatin was engaged in editorial work for World Literature
as late as 1924, it is not known how long he continued teaching
at the studio.

As new organizations continued to spring up and develop,
Zamjatin became more and more involved in an organizational
web, which, although it enabled writers to live, nevertheless
often diverted their energy and talents to activities that hindered
free creative expression. In an outspoken criticism of “nimble”
authors who changed their attitude to suit the prevailing political
breeze, Zamjatin cleverly illustrated the problem of subsistence
for the “non-nimble” writers, who remained silent during the
civil war years:

The writer who cannot become nimble must go to work with a

briefcase if he wants to stay alive. In our day Gogol’ would run
with a briefcase to the theatrical department; Turgenev would un-
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doubtedly be translating Balzac and Flaubert for World Litera-
ture; Gercen would be lecturing at the Baltic Fleet; and Cexov
would be working in the Commissariat of Public Health. In other
words, in order to live — to live as a student lived on forty rubles
five years ago — Gogol’ would have to write four Revizors [In-
spector Generals] a month, Turgenev — three Otcy i deti [Fathers
and Sons] every two months, and Cexov — a hundred stories a
month. This may seem an absurd jest, but unfortunately the fig-
ures are true and not a jest.**

Late in May 1919, at a meeting of the Major Art Council of
the Department of Theaters and Spectacles in Petrograd (Bol'-
50j xudozestvennyj sovet Otdela teatrov 1 zrehiS¢ v Petrograde ),
Gor’kij presented his idea for the creation of a cycle of plays that
would depict the history of the world. The unifying theme was
to be man’s intellectual development: the rise of superstition and
religious cults on the one hand, and the development of scien-
tific thought on the other, In Gor’kij’s own words: “It 1s neces-
sary to guide two-legged mammals through all earthshaking
events which are accessible to their senses and to show what
forced them to create a world of benevolent and evil deities
around and above themselves. Along with this should be de-
veloped the process of systematic observation — the work of
the practical mind, which in due time becomes scientific.” **

Gor’kij envisioned the myth of Prometheus as the beginning
of this vast history to be followed by dramas on such subjects
as the Idylls of Theocritus, the life of Christ, the sermons of
Buddha, the Nicene and other church councils, Byzantium,
Saint John Chrysostom, and various barbaric tribes. A commit-
tee consisting of Blok, Gor’kij, Gumilev, Tixonov, and Zamja-
tin, to be known as the Section of Historical Pageants (Seckcija
istoriceskix kartin), was established, and its members proceeded
to work out a detailed program for the cycle. Topics were as-
signed, and several plays were written — among them, Blok’s
Ramzes and Zamjatin’s Ogni svjatogo Dominika (The Fires of
St. Dominic). The section was promised its own theater, but
when that failed to materialize the plays were first assigned
to the People’s House (Narodnyj dom) and then passed on to
Vasileostrovski) Theater. Rather than having their plays per-
formed in theaters of such poor quality, the section chose to
veto production. The section was disbanded in 1921.*
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Zamjatin’s participation in the section marked the beginning
of an active involvement in drama. His first play, Ogni svjatogo
Dominika, written for the section, was completed by the spring
of 1920.** Although set in sixteenth-century Spain during the
Inquisition, the play was contemporary in thought, for it cen-
tered on Zamjatin's favorite themes of heresy, humanism, and
the fallibility of all monolithic “truths.” During the following
summer, he collaborated with Blok in translating and staging
King Lear at the BolSoj Dramatic Theater.* Zamjatin’s interest
in the theater proved to be a lasting one — for once, his organi-
zational activity led him to creative experimentation in a new
genre.

The House of Arts ( Dom iskusstv ), with the aid and blessing
of the Narkompros, was established in the autumn of 1919 to
unite the writers and artists of Petrograd and to use their talents
in cultural and educational projects. At the same time, provision
of work and lodgings would enable them to devote themselves to
their chosen professions. The initiative again belonged to Gor’-
kij, who, naturally enough, emerged as the head of the new
establishment. The governing council of the House of Arts at
first consisted of two sections, of writers and of artists. A third
section, of composers, was added in February 1920. Zamjatin,
a member of the original council, was reelected when the council
was reorganized in March 1921, and again in December 1921.*
which attests his popularity and competence in literary affairs.

Mondays at the House of Arts were devoted to literary eve-
nings and lectures open to the public, while Friday evenings
were for more intimate gatherings restricted to members and
their friends. The House of Arts was officially opened Decem-
ber 19, 1919,** and on the following Friday Zamjatin read his
story “Lovec celovekov.” The first Monday evening was devoted
to the memory of Leonid Andreev (who had died on Septem-
ber 12), and Zamjatin was among those who read their recollec-
tions. Throughout the next two years Zamjatin was a frequent
contributor to the literary evenings and lectures. On October 7,
1920, at an evening devoted to the magazine Dom iskusstv (of
which Zamjatin was an editor), he read his new story “Detskaja”
(“The Nursery”). Later that month at an evening dedicated to
the second issue of Zapiski mectatelej ( Dreamers’ Notes). Zam-
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jatin read his most recent story, “Mamaj,” and also his “Tulum-
bas; poslanie smirennogo Zamutija, episkopa obez'janskogo”
(“Tulumbas; the Epistle of Humble Zamutij, Bishop of the
Apes”), a clever satire on conditions in Russia, cast in the form
of a sermon. During the first half of 1921 Zamjatin, in connec-
tion with his work for World Literature, contributed two lectures
on the novels of H. G. Wells; and at the first of two evenings
devoted to imaginative prose he read his tale “Sever” and the
story “PeSCera” (“The Cave™), which depicted the personal
tragedy of two people during a cold Petersburg winter.

Another organization which helped revive cultural activity in
Petrograd was the House of Writers (Dom literatorov). Organ-
ized in the autumn of 1918 chiefly to relieve the material hard-
ship of writers’ lives, it opened on December 1, 1918, and
soon became the gathering place of the older intelligentsia. In
January 1919, the House of Writers began publishing Vestnik
literatury, which was the major magazine devoted solely to lit-
erature that managed to appear with some semblance of regu-
larity throughout the terrible years of War Communism.*® The
House of Writers continued to function as a gathering place and
refuge (it had a dining room and warm reading rooms) for its
members throughout 1919. On January 22, 1920, it launched
an ambitious cultural program of two hundred and seven eve-
ning gatherings in one year. Included in the program were thirty
lectures on literature and twelve “live almanacs,” where con-
temporary authors read their works. This intensive program was
continued for the next two years. In 1921 the House of Writers
began issuing Letopis’ Doma literatorov (The Annals of the
House of Writers). Three issues (unnumbered) appeared in
the Vestnik literatury, but beginning on November 1, 1921, the
annals were published separately as a bimonthly scholarly jour-
nal of literature, criticism, and bibliography.”™ Both the Vestnik
literatury and the Letopis’ Doma literatorov ceased publication
early in 1922. Another magazine, Literaturnye zapiski (Liter-
ary Notes), replaced the former and first appeared in May, but
it also ceased publication after only three issues.
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Evidently, Zamjatin was as active a member of the House of
Writers as he was of the Petrograd House of Arts. He contrib-
uted several articles to its various publications. One of the live
almanacs for 1920 was dedicated to him,*' and he was a major
speaker at an evening dedicated to the memory of Blok.** When
the House of Writers announced a literary contest in September
1920, Zamjatin was appointed one of eight judges, and it was
he who delivered a sparkling analysis of the fourteen winning
stories at an open meeting of the judges the following June.™
On December 27, 1921, he was elected to the nineteen-member
committee that governed the house and its activities.™

In view of Zamjatin’s numerous literary and editorial activi-
ties, it is not surprising that he was active in the formation of
the Petrograd section of the All-Russian Union of Writers
(Vserossijskij sojuz pisatelej, abbreviated VSP), which was or-
ganized in the spring of 1920. The VSP was the leading writers’
organization throughout the twenties. The constituent meeting
took place July 4, but the members vigorously protested the pro-
posed bylaws, which had been set up by the already established
Moscow section. Among other things, the Petrograd writers re-
fused to be subordinated to the Moscow section and demanded
that the criteria of admission be considerably widened. Zamja-
tin was one of nine members elected to a three-month provi-
sional directorate, empowered to carry out the changes
requested by the assembly; and he was among those retained on
the directorate when (with some changes in size and member-
ship) it acquired permanent status in October.?® With time, the
need for an independent professional publication of literary
criticism became acute, and the Petrograd VSP (with the agree-
ment of the Moscow section) decided to launch a biweekly pa-
per, Literaturnaja gazeta (The Literary Gazette). Elected as
editors were Cukovskij, A. Tixonov. Volynskij, and Zamjatin.
The publication of a newspaper was denied by the appropriate
government agencies, but they did grant the VSP permission to
publish a bimonthly magazine. The first issue, which included
Zamjatin’s essay “Pora”™ (“It's Time" ), was sent to the typeset-
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ter, but “due to circumstances beyond the editors’ control™ it
failed to appear.® In December 1921, at the yearly general meet-
ing of the VSP, Zamjatin presented a detailed report about the
ill-fated publication;®" unfortunately, that report has never
been published, although it may still be in the Soviet archives.
At the same December meeting, Zamjatin was elected to the
board for another year. Although no other information is avail-
able concerning Zamjatin's activity on the VSP board, he must
have continued to play a leading role until he resigned in Sep-
tember 1929. In an article dated July 1, 1926, militant Com-
munist critic Georgij Gorbatev complained that “the Union of
Writers in Leningrad did not elect leftist fellow travelers time to
its board at the present, but chose Zamjatin, the publisher of
the Russkij sovremennik Tixonov, [and] Si¥kov. . . .”*" In
1927, when the Leningrad section of the Federation of Soviet
Writers” Organizations (Federacija ob”edinenij sovetskix pisa-
telej, abbreviated FOSP) was being organized, Zamjatin was
one of four VSP members elected to its governing Soviet.*
Then, or perhaps somewhat later, he also served as chairman of
the Leningrad VSP." The reluctance of Leningrad’s VSP to
censure him when he was denounced in 1929, as well as the

eated debates which took place at that time, testify to Zamja-
tin’s popularity and the support which he enjoyed among Lenin-
grad writers throughout the 1920s.

The importance of Zamjatin's role as editor and administrator
during the early years of the Soviet regime cannot be denied. Of
greater and more lasting importance were his own creative work
and his influence on young writers. His work with beginning
writers started in 1919 at the literary studio of World Literature,
which has been described already. Among his pupils were three
gifted young prose writers — Lev Lunc, Nikolaj Nikitin, and
Mixail Zostenko,*" In December 1919, when the literary studio
of the House of Arts opened. its teachers included most of the
World Literature staff. At the new studio Zamjatin conducted
a class in creative writing entitled “The Techniques of Imagina-

* Anon., “Sojuz pisatelej,” Dom iskusstv, No, 2 (1921), 122. Xodase-
vi€ [727] mentioned his own lead article and a revolutionary story by
Zamjatin as the reason for the closing of the paper. Two sample copies.
which had been run off before the type was spilled from the galleys by
Cheka officers, may be extant today in the archives of the Pushkin House
or of the House of Writers.
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tive Prose.” *' Of the numerous students in that course, some,
like Lunc, Nikitin, and Zo&¢enko, were continuing their studies
with him; others, like Veniamin Kaverin ( pseudonym ot V. Zil'’-
ber), were just beginning.** In February 1921, a group of young
authors, including several of Zamjatin’s pupils, formed a literary
circle called the Serapion Brothers. Zamjatin frequently visited
their meetings, where he often spoke to them of plot, rhythm,
and instrumentation. Evidently, his efforts were not wasted. In
a House of Writers short story contest which attracted one hun-
dred and two entries, five of the top six places went to students
of Zamjatin or members of the Serapion Brothers."" In addition
to his work at the two studios, during the winter of 1920-1921
Zamjatin lectured on modern Russian literature at the Gercen
Pedagogical Institute (Pedagogiceskij institut imeni Gercena).

Despite his extensive organizational, editorial, and pedagogi-
cal activities, the four years from mid-1917 to mid-1921 marked
Zamjatin’s most intense and productive period of literary crea-
tivity. During that time he wrote a novel, a play, two tales,
fifteen stories, fourteen fables, four vignettes, and a dozen ar-
ticles. The year 1920 had been the zenith of Zamjatin's imagina-
tive fiction, for, in addition to the anti-utopian novel My (We),
he had produced “Detskaja,” “Mamaj,” “Tulumbas.” “Pirog”
(“The Pie”).** and “O tom, kak iscelen byl inok Erazm” (“How
the Monk Erazmus Was Cured”). which was the best example
of Zamjatin’s unusual satiric combination of sexual and re-
ligious themes in a pseudo-ecclesiastical form and style. The
adverse effect of his numerous activities upon his creative writ-
ing was manifest earlier, if at all, during 1919, when Zamjatin
apparently failed to produce even one work of prose fiction.
However, it is quite possible that he had already begun marshal-
ing ideas and drafting plans for My. The thought of writing a
fantastic novel had occurred to him as early as the winter of
1917-1918, but the conception he had then described to Gor'-
kij bore no resemblance to the finished product.*® The necessary
stimulus for My undoubtedly came from Zamjatin’s editorial
work 1n 1919 on translations of H. G. Wells's sociofantastic
novels and perhaps from acquaintance with some works by
Anatole France as well. Apparently My was written in 1920,
but Zamjatin spent considerable time polishing and revising it

L T
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the following year.* Although its publication was announced
late in 1921 and throughout the next two years, the novel has
yet to be published in the Soviet Union. Translated into at least
ten foreign languages, My remains Zamjatin's major literary
work, his lasting contribution to world literature.

The marked decrease in the quantity of Zamjatin’s new prose
fiction after 1921 was obscured because much of what he wrote
from 1918 to 1920 was first published in book form under his
name in 1922 and 1923.*" This has led literary historians to at-
tribute the bulk of his literary production incorrectly to the twen-
ties. During the period 1921-1927, the time of the New Eco-
nomic Policy (NEP), his output of imaginative prose dwindled
to seven short stories, an average of only one a year. In the fall
of 1922, Zamjatin was asked to review a collection of Boris
Kustodiev's watercolors entitled “Russkie tipy” (“Russian
Types™ ) ; instead he was inspired to write the story “Rus’” (*Old
Russia™), which was published the following year in a slender

* The date of writing the novel is subject to question. In A. II [178],
43, Zamjatin wrote that “My was written in 1921-1922; the novel has
been translated into English in New York,” but in his letter to the edi-
tors of Literaturnaja gazeta on September 24, 1929 [188], he stated, “the
novel My was written in 1920. In 1921 the manuscript was sent . . . to
the Griebin Publishing House in Berlin.” There is good evidence that
the novel had not been completed before 1921. Three contradictory
announcements in the “Sud’ba i rabota russkix pisatelej, uenyx 1 Zurna-
listov za 1918-1921 g.” section of Rusvkaja kniga stated that “'a large
fantastic novel has been completed” ( Apr. 1921); Zamjatin “is working
on a long novel” (June 1921); and that he “has written the novel My,
which depicts a Communist society 800 years from now™ (Sept. 1921).
From this, one may postulate that in the spring of 1921 the novel was
near completion and was at last finished by that September. Other evi-
dence supports this assumption. In his memoirs of Zamjatin [300], 62, Ju,
Annenkov stated that during the summer of 1921 “Zamjatin ‘cleaned
up,’ as he used to say, his novel My,” which implies that Zamjatin had
already written the novel but was in his customary process of rewriting
and polishing. The publication of My in No. 5 of Zapiski me&tatelej was
announced in “Xronika; v Petrograde,” Pedat’ i revoljucija, No. 3 (Nov.—
Dec. 1921), 301, and elsewhere often throughout 1922, Gregory Zil-
hboorg was already translating My into English in 1922: “Evgenij Zam-
jatin’s novel My will appear in English translation in New York prior to
its publication in Russian; the translator M. [sic] Zil'burg is also busy
with an English translation of some of Blok's works.” Anon. “Litera-
turnaja xronika," Literaturnaja mysl’, No. 1 (Petrograd, 1922), 251.
When taken together, these announcements indicate that Zamjatin com-
pleted My during the second half of 1921,
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volume together with Kustodiev's drawings. Stylistically a re-
finement of the skaz manner of Zamjatin's early tales, “Rus’”
stood apart from them in its positive treatment of the love theme
and its eulogistic tone in describing a world that was no more.
The same mood prevailed in “Kuny” (“Midsummer Games”),
which was written at about the same time and in which the love
theme was expressed in midsummer day folk customs of north-
ern Russia. Zamjatin's major work of this period, the long story
“Rasskaz o samom glavnom™ (“A Story About the Most Impor-
tant Thing”), was written in 1923 and represented his sole
attempt to use the method of broken narrative conducted simul-
taneously on several parallel planes. That story was followed by
*O Cude, proisSedSem v Pepel'nuju Sredu” (“The Miracle That
Happened on Ash Wednesday™), a naughty anecdote about a
gullible homosexual canon who gave birth to a son.*” Several
years later Zamjatin used the same comic situation of a pregnant
monk when he parodied the history of his own play Bloxa ( The
Flea) from the moment of its conception to its closing night at
the Leningrad Bolfoj Dramatic Theater. The parody “Zitie
Bloxi . . .” was written for a special evening of parody held
at the House of Arts early in December 1926 by the Physio-
Geocentric Association ( Fizio-geocentriceskaja associacija, ab-
breviated FIGA, a pun) and its publication three years later
included Kustodiev's humorous illustrations. Earlier in 1926 he
had written the stories “Iks” (“X"") and “Slovo predostavljaetsja
tovarif¢u Curyginu” (“Comrade Curygin Has the Floor”), af-
fectionate satires on the superficial adaptations of some people
to the new Soviet environment.

Zamjatin’s rather meager production of imaginative prose
during the NEP can be attributed to several factors. First, with
maturity Zamjatin became more and more exacting and sought
to achieve the utmost in stylistic precision. He himself was
among the first to admit this early in 1922: “Now I write little —
evidently because I am becoming more and more demanding of
myself.” (A.I). Second, having essentially perfected the literary
technique of what he considered to be neorealism in such works
as “Detskaja.” “Peflera,” and My, Zamjatin, true to his belief
in unending revolution and avowed heresy, wanted to continue
blazing new trails in literature. “Rasskaz o samon glavnom”
represented such an attempt. but evidently it was not the answer.
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A third inhibiting factor was the atmosphere of constant
criticism from Communist and proletarian critics, increasing
difficulty in finding publishers. and surveillance by the govern-
ment. From the very beginning Zamjatin was branded a bour-
geois writer and inner émigré who was antagonistic to the
Revolution and the Soviet regime. In the fall of 1922 he was
arrested by the Soviet government, along with one hundred and
sixty other intellectuals whose activities were considered to be
oppositionist and undesirable.*> Most were given Soviet pass-
ports and sent permanently abroad, but Zamjatin, unfortu-
nately. was reprieved through the intervention of his friends. He
had been overjoyed at the idea of being sent abroad and was ex-
tremely disappointed when he learned that his friends had
“helped” him. Immediately afterwards Zamjatin requested per-
mission to be deported, but was categorically refused.* Exam-
ination of a bibliography of Zamjatin's works will reveal that
they were published exclusively in miscellanies and such short-
lived, politically “right-wing” journals as Isaj Leznev's Rossija
(Russia) and Zamjatin's own Russkij sovremennik (The Russian
Contemporary), but never in such leading Soviet “thick™ jour-
nals as Krasnaja nov' (Red Virgin Soil), Oktjabr’ ( October),
and Zvezda (Star). It 1s also highly significant that the leading
critical and bibliographical journal of the twenties, the Com-
munist Pecat’ i revolucija (Press and Revolution). conspicu-
ously ignored Zamjatin and failed to review any of his more
than twenty-five books in the period 1922-1930. The publica-
tion of My has never been permitted in the Soviet Union. And
apparently Zamjatin's foreign correspondence was subject to
censorship.®

A fourth factor limiting Zamjatin's literary production was
his ever-expanding editorial work and his continued activity in
literary organizations and studios. Although the latter have been
discussed, it should be added that when the Petrograd Institute
of the Living Word (Institut Zivogo slova) was reorganized and
expanded in 1923, Zamjatin was one of the instructors actively
employed there.” When the Z. I. GrZzebin Publishing House was
established in Stockholm in the spring of 1919 as an independent
and privately owned foreign extension of World Literature,
Grzebin drew heavily on the staff and manuscripts of the parent
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publishing house.* Invited to collaborate in the section on Rus-
sian literature, Zamjatin edited and wrote an introduction for a
three-volume collection of Cexov’'s works. He also wrote a brief
but very interesting biography of the nineteenth-century Ger-
man physicist Julius Robert von Mayer (1814—1878) and was
rumored to have done a biography of Thomas Edison.”® Zamja-
tin also served as editor for the Alkonost Publishing House,
founded by S. M. Aljanskij in 1918, and contributed to Alko-
nost’s periodical Zapiski mectatelej (Dreamers’ Notes), pub-
lished from 1919 to 1922 and edited by Andrej Belyj (pseu-
donym of Boris Bugaev).™ His excellent study on the novels of
H. G. Wells was published by Epoch (Epoxa), a Petrograd
publishing house founded in 1921 in which Zamjatin and Cu-
kovskij were co-editors.” Soon after, collaborating with Mixail
Kuzmin and M. Lozinskij, he edited the miscellany Zavtra for
Petropolis; and from 1924 to 1926 he prepared a twelve-volume
edition of H. G. Wells’ collected works for the Thought (Mysl’)
Publishing House.” In 1924, with A. Tixonov, Abram Efros,
and Cukovskij, he edited Russkij sovremennil, the best privately
owned journal in the Soviet Union. Gorkij, who was living
abroad and boycotting all Soviet publications at that time be-
cause the Soviet government would not allow the distribution
of his Berlin journal Beseda (Discourses) within the Soviet
Union, agreed to contribute to Russkij sovremennik and was
listed as one of its editors. The address of the editorial offices
was the same as Zamjatin's.” which would indicate that the
bulk of editorial duties had fallen on him. The journal ceased
publication after four issues, due to financial difficulties, and
desperate efforts the following year failed to resurrect it. When
one considers that Zamjatin also had been actively engaged in
editing the magazines Dom iskusstv (1921) and Sovremenny|
zapad (1922-1924), then it becomes obvious that his editorial
work must have become a major occupation during the early
years of the NEP.

Zamjatin's preoccupation with such nonfiction genres as
biographv, essay, criticism, and book reviewing during the early
twenties also helps account for the corresponding decline in the
amount of his prose fiction. It is true that many of his essays
stemmed from his editorial activities and were simply introduc-
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tions to articles or collections by such writers as Jack London,
H. G. Wells, O. Henry, Cexov, Georges Duhamel, and Bernard
Shaw, while others were inspired either by death (Andreev,
Blok, Anatole France, Kustodiev) or by anniversary celebra-
tions (Cexov, Sologub) and ranged from purely personal recol-
lections to critical commentary. In addition to a handful of book
reviews, Zamjatin did write two extremely perceptive and in-
teresting critical articles on the new literature that had begun
to appear in 1922 and 1923, “Novaja russkaja proza” (“New
Russian Prose”) and “O segodnjaSnem i o sovremennom” (“On
the Topical and on the Modern™). But of greatest interest were
his three programmatic essays “Ja bojus™ (“I Am Afraid”), O
sintetizme” (*On Synthesis”), and “O hiterature, revoljucii, en-
tropii 1 0 procem” (“On Literature, Revolution, Entropy, and
Other Things™ ). in which he further developed the philosophic
ideas expressed previously in “Skify i7" and “Zavtra.”

The sixth and probably decisive factor was Zamjatin's grow-
ing interest in drama and the theater after 1924. That spring
Aleksej Dikij, director of the Second Moscow Art Theater
(MXAT 2-7). visited Leningrad on tour with his troupe and
asked Zamjatin to write a stage adaptation of Nikolaj Leskov’s
popular story “LevS§a™ (“Lefty”).” Zamjatin’s adaptation,
Bloxa (The Flea), was written that summer and was first per-
formed by MXAT 2-j on February 11, 1925. The play, ac-
knowledged as one of Dikij's most significant productions, was
“astonishing in the audacity of staging, richness of fantasy, emo-
tion, and love for the Russian craftsman Levsa and for the Rus-
sian land.” ™ During the summer of 1924 Zamjatin also wrote
an adaptation of “Ostrovitjane™ which he called Obicestveo po-
cetnyx zvonare] (The Society of Honorable Bellringers). The
play was approved for performance by the local repertory com-
mittee on September 29, 1924, but was first performed a year
later, on November 21. 1925, by the Mixailovskij Theater in
Leningrad.” The second play, however, was well known in
literary circles long before then: a week before the premiere of
Bloxa Zamjatin had given a public reading of Ob3cestvo pocet-
nyx zvonarej at the Moscow House of Scholars (Dom ucenyx)."
With the staging of Bloxa and the rehearsals of Obicestvo poce-
inyx zvenarej in progress, the autumn and winter of 1924-1925
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were indeed busy for Zamjatin. He wrote in March 1925: “The
theater interests me very much, but takes much time. The thea-
ters and magazine Russkij sovremnnik have eaten up five months
of my time; with the exception of two or three essays I have writ-
ten nothing during this time.” **

In the same letter Zamjatin announced that he had given up
writing prose to take up a much more prosaic profession — that
of playwright. In the fall of 1924 he had begun work on a long
tale dealing with the struggle between dying Rome and the
barbaric hordes of the East, but by March of 1925 he was al-
ready considering the possibility of turning the same material
into a play.* Zamjatin continued working on this theme simul-
taneously in the two genres. By 1927 the play Atrila, a tragedy
in verse, had been completed, and the tale had begun to assume
the proportions of a novel, although 1t was still very much 1n
the drafting stage.®* The actual conception of the basic theme
undoubtedly goes back to May 1919 when Gor'kij, in present-
ing his idea for a cycle of historical plays, suggested the topic,
“The Huns — Attila’s reception of the Roman envoys.” ** Thus
it can be said that Zamjatin’s participation in the Section of
Historical Pageants inspired his first two original plays, Ogni
svijatego Dominika and Atiila.

By 1927 the theater had begun to attract many young writers,
and Zamjatin devoted more and more time to it. His two-scene
adaptation of “PeSCera” was accepted by the Vaxtangov Studio
of MXAT after the first reading. Furthermore, at the request of
Vsevolod Mejerhol’'d, Zamjatin made a stage adaptation of
Mixail Saltykov-8¢edrin’s novel Istorija goroda Glupova (The
History of Sillytown).*® The following vear in collaboration
with Dmitrij Sostakovi¢ he wrote the first act libretto of Nos
(The Nose), an opera which was included in the repertory of
the Malyj Academic Opera Theater.”” It is probable that his
interest in writing plays was to some degree stimulated by the
promise of lucrative royalties at a time when few of his works
were being published. In his own words, “The successful play-
wright, who gets his 5 or 6 per cent of the box office receipts,
1s the only legitimate bourgeois in Russia today; and nobody in-
terferes with his wealth.” *® Zamjatin'’s skill in handling dia-
logue, his tendency to show (pokazyvanie) rather than to
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narrate (rasskazyvanie). and his predilection for dynamic plots
with a prominent love interest in his prose works made the tran-
sition to writing plays both natural and easy. The very same
features did much to assure his success as a scenarist in the
rapidly expanding motion picture industry. He first tried his
hand at that “in self-defense™ in 1927, but then unfortunately he
devoted most of the last five years of his life to it:
It happened like this. There is a story of mine called “Northern
Love” [“Sever”], a bit Knut Hamsun-ish, full of Laplanders and
reindeer. Ivanovsky, who afterwards did Decembrists, produced
it. He shot most of the scenes at Alexandrovsk, on the Murman
Coast, and there is some glorious Arctic scenery in the film. It
was a great success in the heydey of the silent film. When I say that
I had to act in self-defense, it was simply because they gave my
story to one of their sworn-in scenario hacks: so I had to take it
away from him.%

The filming of Severnaja ljubov’ (Northern Love), which was
closely followed by Soviet theater magazines, was filled with in-
cident. On the Murman Coast the troupe found an unnamed
waterfall which they promptly christened “Northern Love.”
LLater during the shooting of a bear hunt in Moscow’s Sokol'-
niki Park, the bear, frightened by a random shot, attacked the
actors, severely mauled his trainer, and had to be caught by a
detachment of police.™ This incident was caricatured by A. Ra-
dakov in a cartoon showing several policemen at the precinct
station holding a shackled bear who is testifying. “Comrade
chairman, if you read that scenario, you'd start attacking people,
too!” 7' Evidently Zamjatin was in full agreement with the bear;
in disgust at Sovkino's script changes, Zamjatin requested that
his name be withdrawn from the film. The premiere took place
on February 24, 1928, and Zamjatin's name appeared both on
the film and in newspaper advertisements.”™ He immediately
published a letter protesting that “a trite, middle-class happy
ending had been added. a series of cuts which weakened the
moments of highest tension had been made, stylistically inap-
propriate titles had been added.” and rejecting any responsi-
bility for the artistic “merits™ of the film.™

Zamjatin’s second attempt at scenario writing, an adaptation
of “Pe$era,” proved to be even more abortive: “I started writ-



MAN OF LETTERS, 1917-1929 45

ing the scenario; but when I saw what they were doing with it
[ gave it up. My story was the tragedy about two ordinary hu-
man beings; they turned it into a propaganda film about the
‘rotting ex-upper classes’ — though Ermler, I admit, is a pretty
able producer.” ™ The scenario was eventually done by Leoni-
dov, although Zamjatin was credited with the original story, and
the film Dom v sugrobax (The House in the Snowdrifts) was
released on March 23, 1928.7

After this brief excursion in the world of cinema, Zamjatin
returned to prose. During the following two years he continued
work on his novel about Attila and also wrote three stories — a
brief anecdote entitled “Desjatiminutnaja drama” (“A Ten-
Minute Drama™). and two excellent long stories, “Ela” (“The
Yawl") and “Navodnenie” (“The Flood™ ). These stories, which
marked the beginning of a new period in Zamjatin's prose, were
characterized by greater simplicity, less elaborate imagery, and
a noticeable affinity to contemporary European models. Unfor-
tunately Zamjatin's new direction was cut short by a vicious
campaign to destroy his position of influence among fellow
travelers.

Zamjatin's provocative articles of the early twenties are the
key to understanding the significance of the campaign directed
against him by Communist critics. At stake were not merely a
few political fables and an unpublished satire on collectivism:
the real 1ssue was the definition of the writer’s role in a socialist
society. Since Zamjatin's views were incompatible with those of
his critics, he eventually had to be silenced and discredited. But
before the fascinating mechanics of the campaign are unfolded.
the ingredients and developments in Zamjatin's philosophy
should be examined.

The basic elements of Zamjatin’s world view, as expressed
in his earliest essays “Skify 1i?” and “Zavtra,” had included ac-
ceptance of the Hegelian dialectic, a denunciation of absolutism
and the topical with a corresponding assertion of relativism and
revolution, and the glorification of heresy as the sole means of
human progress. These ideas found concrete expression in his
exciting biography of the founding father of modern thermo-
dynamic theory, Julius Robert von Mayer, whom Zamjatin de-
picted as a heretic and prophet, a scientific romantic whose
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heresy had exploded the stagnant inertia of scientific dogma.
The opening three pages of the biography, published in 1922,
are the best articulation of Zamjatin’s conception of human
progress and the heretic’s role in society:

Between the old and the new, between tomorrow and today, there
exists an eternal struggle. This struggle exists in all walks of hu-
man life — including science, and science too has its own tomor-
row and today. Today consists of everything that has already been
mastered, determined, generally recognized, and is considered to
be incontestable and infallible. And this belief 1n their own in-
fallibility sometimes makes the representatives of “today’s” sci-
ence a conservative element, retarding the never-ending move-
ment of science forward. . . . Even now, when science has
adopted the correct view that everything which seems infallible is
infallible only relatively, is infallible only today — even now
traces of former reverence before dogma occasionally crop up.
So recently, in our time, the miraculous properties of radium were
discovered, which upset the seemingly most infallible scientific
laws — and in our time more than one orthodox scientist skepti-
cally mocked the heretics who had encroached upon these still
recently sacred foundations. And the world lives only through its
heretics, through those who reject the seemingly unshakeable and
infallible today. Only the heretics discover new horizons in sci-
ence, in art, in social life; only the heretics, rejecting today in the
name of tomorrow, are the eternal ferment of life and ensure life’s
unending movement forward.™

As he traced the evolution of Mayer’s thought from his first
primitive formulation of the law of the conservation of energy
to his teachings on entropy. Zamjatin's interests and excitement
grew. Undoubtedly he was struck by the analogy between May-
er’s thermodynamic concept of entropy and his own idea of
human society, as reflected in such recent works as “Ostrovit-
jane” and “Sever.” Mayer defined entropy as the “tendency of
the universe’s energy toward rest — toward death,” as the grad-
ual dissipation of energy (in the form of heat) from concentra-
tions capable of work in hot bodies toward a passive energy
equilibrium among warm bodies incapable of work.”” For Zam-
jatin, entropy represented the universal tendency toward philis-
tinism, toward spiritual death, while solar energy (Mayer’s
energy source corresponded to Zamjatin's symbolism) stimu-
lated the ardent passion, spiritual or corporeal. which disrupted
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the tendency toward a lukewarm philistine equilibrium. Zamja-
tin considered Mayer’s conception of entropy to be one of “the
greatest philosophic deductions of all contemporary teaching
on energy,” ™ and immediately used it in his novel My, where
the heroine I-330 says “there are two powers in the world —
entropy and energy. One leads to blissful rest, to a happy equi-
librium; the other — to the destruction of equilibrium, to a tor-
mentingly endless movement.” ™

Although Zamjatin had originally drawn the analogy between
his own views of human society and Mayer's thermodynamic
theories in 1920, he did not elaborate on the energy-entropy re-
lationship until October 1923, when the summation of all his
basic philosophical thinking was cast in the form of the brilliant
essay “O literature, revoljucii, éntropii i o profem.”®™ The
stimulus for this final crystallization probably was an unusual
essay on solar energy by the British physicist and physiologist
Frank C. Eve.* Examining life and its origins in terms of energy,
Eve concluded that the tendency of energy to flow to a lower
potential, which admittedly was the motive force in the physical
universe, was also the basic motive power of life itself. In so
doing, Eve was essentially removing the barriers between or-
ganic and inorganic chemistry. Entranced by the scientific ex-
tension of physical (thermodynamic) concepts to biology (life
itself), Zamjatin went a step further and extended the concepts
of energy and entropy to the social sciences and philosophy.
Conversely, he extended socio-philosophic concepts, such as
revolution, to the physical and biological sciences.

Revolution is everywhere, in everything; it is infinite, there is no
final revolution, no final number, The social revolution is only one
of innumerable numbers; the law of revolution is not social, but
immeasurably greater — a cosmic, universal law — like the law
of the conservation of energy, of the dissipation of energy (en-
tropy). Someday the exact formula for the law of revolution will
be established. And in this formula nations, classes, stars, and
books will be numerical quantities.®

Revolutions were vast, flaming bursts of energy ignited by
heretics, and, having disrupted existing dogmas, each revolution
was followed by gradual evolution (entropy). which consisted
in the loss of ardor and the growth of new dogma:
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When the flaming, boiling sphere (in science, religion, social life,
art) cools, the fiery magma becomes covered with dogma — a
hard, ossified, immovable crust. Dogmatization in science, reli-
gion, social life, in the arts, is the entropy of thought. That which
has become dogma no longer burns, it only warms; it is warm,
it is cool. Instead of the Sermon on the Mount under a blazing sun,
above uplifted arms and groans, a drowsy prayer in a splendid
abbey; instead of Galileo’s tragic “But nonetheless it revolves,”
calm calculations in the warm office of an observatory. On the
Galileos epigones slowly, polyp-like, as corals, build their own
edifice: this is the path of evolution, until a new heresy explodes
the crust of dogma and all the most solid stone structures that
have been raised on it.53

The slow building process of evolution is, Zamjatin admitted,
beneficial and useful to man today, but tomorrow, he said, it
will lead to the entropy of human thought, “Someone today must
already see and heretically speak of tomorrow,” and that is why
“heretics are the sole (bitter) medicine against the entropy of
human thought.” ** Since heretics are pernicious to slow, bene-
ficial evolution, they are quite properly persecuted and de-
stroyed. The crucifixion of heretics ensures the intellectual
health of humanity by stimulating thought, but the victory of
heresy results in gradual ideological entropy that can be stopped
only by a new heresy. A true heretic, like a true Scythian, can
never be victorious; victory is defeat, because victory is inevit-
ably followed by dogma and philistinism. The essence of Zam-
jatin’s doctrine, although cast in a new scientific form, had
remained unchanged.

Although Zamjatin maintained that the entropy of human
thought was an ever-present tendency among the masses, his out-
look was essentially optimistic, for he believed that the univer-
sal law of infinite revolution would prevent man from reaching
a state of complete entropy. Late in 1921 he wrote: “Fortu-
nately, this idyll [the cessation of all polemic] will never come to
pass. Because as long as human thought lives, there will never
be ideological entropy and there will be revolution, storms, re-
bellions, explosions, whirlwinds, no matter how much others
may desire constant zephyrs.”* For Zamjatin, who viewed
the world in terms of Platonic becoming rather than being, the
process was of much greater importance than the final results,
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and his ultimate hope was the guarantee of unending movement
forward, not the attainment of some preconceived goal or uto-
pia. This was clear in his answer to Fedin's review of “Ja

Xy,

bojus’

“It is better to be silent now, if there is no music,” says Blok. And
this is true. But children should not be allowed to play with Brown-
ings and with quotations: Fedin does not understand that these
words of Blok are deadly for him. Yes, the essence of the matter
18 precisely that now “there is no music,” that “'the great music of
the future,” of which Blok spoke, is absent: the future has be-
come the present; it has taken on flesh, earth, and steel, grown
heavy, become topical, and because of this it no longer has music,
there is no pathos of a utopia of dreams, and a new utopia, to-
morrow’s and the day after’s, must be created for man. . . . That
which everyone knows and accepts as something true is a sure
sign that it is something false.®

This was a reaffirmation and restatement of the ideas symbolized
by the galloping Scythians: a never-ending denial of the present
in the name of the future, so that goals would remain 1deal and
not be philistinized in their realization. As this concept was
typical of most Romanticist thinking, B. G. Guerney’s compari-
son of Zamjatin to Lermontov’s lonely white sail was quite ap-
propriate.™

Zamjatin’s conception of man might best be characterized as
a mixture of uncompromising individualism and idealistic hu-
manism. Uncompromising individualism underlay the galloping
Scythian, the stubborn heretic, and Zamjatin’s criticism of the
Bolshevik Revolution: “Yesterday there was a tsar and there
were slaves; today there is no tsar, but the slaves remain; to-
morrow there will only be tsars. We march in the name of
tomorrow’s free man — the tsar. We have experienced an epoch
of the oppression of the masses; we are experiencing an epoch of
the oppression of the individual in the name of the masses; to-
morrow shall bring the liberation of the individual in the name
of man.” *

Most of Zamjatin’s essays were dedicated to the liberation
of the individual from the ever-present threat of philistine con-
formity. In “Skify 1i?” he cautioned against the philistinization
of ideals; mn “Ja bojus’” he warned against the growth of a
catholicity spawned by nimble authors who slavishly followed
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changing political winds; in *Raj” (“Paradise”) he ridiculed
the “majestic, monumental, all encompassing unanimity” of the
proletarian poets which produced gray, monophonic banality.
In “O literature, revoljucii. éntropii i o profem” he hailed sedi-
tious literature as the only means of combating ideological
entropy. Again, in “O segodnjasnem i o sovremennom™ he criti-
cized the nimble writer who wrote with fearful glances over his
shoulder, and he ended with a passionate warning against the
erowth of the philistine who, sprouting from all crevices like a
weed, was stifling mankind; and in “Belaja ljubov’ ™ he again
warned of the return of the cowardly, limited, stupid, self-as-
sured, and all-knowing philistine, who, after apparently having
been burned to the ground by the Revolution, was again creep-
ing out from under warm ashes like some form of mold.

Zamjatin’s frequent and repeated attacks against philistinism
and fawning servility expressed the central idea of the Scythi-
ans — the struggle for the spiritual liberation of mankind, waged
agamst universal philistinism and the spirit of minimalism.™
This idea was not peculiar to the Scythians, but had for many
years concerned a large portion of the Russian intelligentsia and
was reflected in the works of such disparate writers as the nine-
teenth-century revolutionary exile Gercen and the twentieth-
century symbolist Merezkovskij. If, for example, the latter were
divested of his Christian mysticism, the similarity between his
impending boor and the universal philistine of the Scythians
would be striking.

Zamjatin’s faith in the ability of the self-determining man to
strive for self-protection, and his belief in an all-encompassing
brotherly love, were the basic elements of his idealistic human-
ism. His criticism of the Revolution was directed not only at the
oppression of the individual, but at the release of degrading,
destructive animal passions: “Man 1s dying. The proud homo
erectus is getting down on all fours, is growing fangs and fur,
the beast is conquering in man.” * Zamjatin’s solution to such
growing primitivism was to recognize that all men were broth-
ers, and he envisioned the future in the classless society as a
“time of a tremendous intensification of man’s loftiest emotions,
a time of love.” ' Although his belief in the positive power of a
universal brotherly love was a recurrent theme in his essays, his
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conception of this love was not consistently drawn, and it some-
times took on a decidedly nationalistic coloring: “Ivanov-Ra-
zumnik is blind to the basic, best, and greatest quality in the
Russian soul: Russian nobleness, Russian gentleness, the love
of every last man and every last blade of grass. And it 1s pre-
cisely this best quality of the Russian soul that is the basis of the
invincible Russian yearning for peace on all earth. The love for
the sickle and the hatred for the sword is truly Russian, of the
people.” *

Six years later, in the essay “Belaja ljubov’,” Zamjatin con-
cluded that Sologub’s intense “hating love” of his most beloved
literary creations stermmed from a boundless love of man, which
Zamjatin again proclaimed to be a basic trait of the Russian
soul:

But beneath the austere, sustained European dress, Sologub pre-

served an impetuous Russian soul, The love which demands all or

nothing, that absurd, incurable, beautiful disease, is not only

Sologub’s, Don Quixote’s, or Blok’s disease (Blok actually died

of it), but it is our Russian disease — morbus rossica. The flower

of our intelligentsia suffers from this disease and, fortunately,
always will. Fortunately, because a country in which there are
no more irreconcilable, eternally dissatisfied, ever-restless roman-
tics and in which there remain only the healthy. only the Cicikovs
and Sancho Panzas, sooner or later is doomed to snore beneath
the quilt of philistinism. Perhaps this Russian disease could be
born only in the huge expanse of the Russian steppes, where re-
cently, as it were, galloped the Scythian that knew no settledness.®

The love described in the two passages quoted above differed in
some respects: one was a gentle love that yearned for universal
peace and was rooted in the Russian people; the other was an
all-devouring love, a disease that was consuming the Russian
intelligentsia. The important thing, however, was that both types
were rooted ultimately in a boundless love for man. and both
were qualities peculiar to the impetuous Russian soul. which
Zamyjatin contrasted to the mechanical and spiritually bankrupt
soul of the European. Yet Zamjatin greatly admired European
refinement and the European’s verbal whip of irony, sarcasm.
and satire, which he considered to be the most effective means of
ensuring human progress, of raising homo erectus up from all
fours and freeing him of his unquestioning servility. The contrast

BEBUER LI
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of the European and Russian cultures was evident in Zamjatin's
comparison of Anatole France and Lev Tolstoj, which reflected
the two basic but divergent modes of dealing with life —- the
ironic, with unbounded relativism and skepticism, and the tra-
gic, with unbounded love and hate.”™ Perhaps through his own
life and work he had sought to create a synthesis of the two.

Zamjatin’s conception of the writer and the social function of
literature was derived from his general view of mankind. By his
definition the writer inevitably was a romanticist,* and real
literature could be created only by “*madmen, hermits, heretics,
dreamers, rebels, and skeptics, not by reliable executive func-
tionaries,” " for genuine literature. like any other genuine
discipline (whether scientific or humanistic), was a rejec-
tion of existing canons and dogma. Zamjatin was never an
advocate of “art for art’s sake.” For him the writer had a
definite social role — that of a prophet. The writer-prophet was
a man of the distant future, and his task was to struggle in the
name of the future. His fate was a Faust’s eternal dissatisfaction
with the present and the attainable. The comparison to Faust was
not accidental, for Zamjatin’s essentially romanticist philosophy
stemmed in part from Goethe and the nineteenth-century rep-
resentatives of romanticism, as is evidenced by his definition of
literature, written in answer to Fedin’s assertion that the concept
of real literature is relative and changes with each period or
generation:;

L

No, real literature says “no” to that to which everyone says “yea.”
Real literature is a carrot hung in front of a mule’s snout, a carrot
which he cannot reach and which continually forces the stubborn
mule to go forward, For mules are stubborn, their essence is an
inertia toward rest. a desire to rest on laurels, to set themselves
a daily, attainable task. Real literature must speak of tomorrow’s
unattainable tasks in the realm of the beauty of form, in the realm
of the beauty of life, in the social realm. And if the mule today
devoured the carrot of paradise, of earthly paradise, then it is my

*In an unpuhlished lecture, Zamjatin had defined romanticism as
“Two psyvchological moments: (1) negation with regard to today and
(2) aspiration to unending movement forward, These two moments com-
prise that attitude to the world which is called remanticism. Any true,

living artist is inevitably a romanticist.” *Xudoznik i ob&estvennost’,
LA 4177,
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task to find and fasten to his shafts a new carrot, tomorrow’s. Pa-
radise for me is not at all a utopia; it shall be, it is almost here
today, but that is precisely why it already does not exist for me.
I want to think, speak, and write about that which will be to-
morrow, after this paradise, because in this corporeal, physical,
Euclidean paradise with its excellent electrification, canalization,
and assonantization, man will not stop: a real man 1s always
Faust, and real literature is without doubt Mephistopheles.
And Mephistopheles is the world’s greatest skeptic and at the
same time the greatest romanticist and idealist. With all of his
devilish poisons — pathos, sarcasm, irony, gentleness — he de-
stroys any attainment, any today, not at all because he 1s amused
by the fireworks of destruction, but because he secretly believes
in man’s power to attain godly perfection.”®

In denying the present, real literature looked to the future, to the
ultimate aims of mankind, to a classless society without govern-
ment, in which freedom was supreme.®” Zamjatin's primary goal
was the guarantee of man’s spiritual freedom, the freedom of
human thought. He opposed any attempts by critics to standard-
ize art or to impose a “social order” on writers ** and fervently
believed in the free, anarchic competition of ideas.® Zamjatin
demanded that literature above all be truthful, that it compre-
hend the current epoch, depicting repulsive features along with
the fine and creating a truthful transcription of it for posterity.'"
This did not mean that literature should simply mirror life. for
Zamjatin believed, on the contrary, that literature should organ-
ize life, that it should infect and excite the reader by means of
pathos and irony (the cathode and anode of literature ). and that
it should speak of the great goals of humanity.""" With respect
to infecting the reader, Zamjatin came rather close to Tolstoj,
who believed that the one indubitable sign distinguishing real
art from its counterfeit was its infectiousness.

As a writer and avowed heretic, Zamjatin was not concerned
with creating a well developed and consistent philosophic sys-
tem. Most of his essays represented a fascinating patchwork of
a few basic conceptions artistically stated and restated in varying
contexts and reducible to one basic, paradoxical premise: that
the sole, unchanging truth consists in the recognition of the fal-
libility of all truths, that through the dialectical process today’s
truths become tomorrow’s errors. From this stemmed Zamja-



54 THE BIOGRAFPHY OF A HERETIC

tin's stubborn refusal to accept the finality of any dogma, his
rejection of all authority other than himself, and his dedicated
struggle in the name of man against any form of philistinism.
The incompatibility of such principles with those of any totali-
tarian society was obvious, and with the Soviet consolidation of
power and the emergence of a monolithic Communist party,
Zamjatin's presence became intolerable. The alternatives were
clear — enforced silence, or a public recantation of errors, as
was to become so fashionable in the early thirties.



CHAPTER THREE
Denunciation and Defamation, 1329-1931

Service to the ruling class based on the fact that
the service is profitable should by no means
arouse mooncalfish raptures in the revolutionary;
the revolutionary should be sickened by such
“service,” which soon turns into fawning. Only
the typical products of a transitional epoch like
Gorbacev or Lelevic (perhaps others, like Aver-
bax, are not far from them), who completely lack
a sense of smell, can rejoice in this.

Zamijatin, Lica

The New Economic Policy, with its accompanying relaxation
of controls 1n all branches of national life, was recognized from
its beginning in 1921 as a temporary tactical retreat. With the
death of Lenin in 1924, factional differences among the Com-
munist leaders came to the surface, and the ensuing power strug-
gle resulted in Stalin’s victory, the termination of the NEP, and
a retightening of controls in all areas. Since Marxism demands
that the writer be responsible to society for his actions and that
his works be imbued with the proper ideology, writers like
Zamjatin who championed maximum individualism, who had
been tolerated during the NEP, now had to be either converted
or divested of power and eliminated. An examination of the sus-
tained hostility of Communist critics toward Zamjatin will not
only delineate Zamjatin’s role in Russian literature in the twen-
ties, but will also give an account of the attempt to impose
political and ideological conformity on an intellectually respon-
sible and creative community of writers.

Negative Soviet criticism of Zamjatin dates from the first few
years of the NEP, when most of his works were being published
and widely circulated. Marxist critics branded Zamjatin as a
bourgeois writer who had rejected the October Revolution, al-
though many of them admitted both his excellence as a literary
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master and his influence on noted young writers like those of
the Serapion Brothers group.

In 1922 Nikolaj Aseev, a disciple of the futurist poet Maja-
kovskij) and a bitter enemy of the “bourgeois” NEP, deplored
the lack of an integrated ideological world view in contemporary
literature and spoke of Zamjatin’s works as a thing of the past,
as “dad’s old frock coats and cutaways, carefully stored in the
closet.” ' At about the same time the prolific Soviet novelist 11'ja
Erenburg, who was then living abroad, stated that “a deep or-
ganic estrangement from the upheaval . . . in the real world
hindered the great master Zamjatin in becoming the architect of
the new prose.” *

Zamjatin's estrangement from the present became an often
repeated condemnation among Communist critics. It was the
keynote of an article later that year by Aleksandr Voronskij —
the first extensive Soviet criticism devoted exclusively to Zamja-
tin and his works.” Voronskij. the editor of Krasnaja nov’ and
one of the most broad-minded Marxist critics, regretfully as-
serted that Zamjatin “had approached the October Revolution
obliquely, coldly. and with hostility: the Revolution was alien
to him not 1n its details, even though of essential importance, but
in its essence.” * While criticizing Zamjatin's world view, Voron-
skij retained a high degree of objectivity in praising his verbal
mastery, epic skaz style, and irony, even going so far as to state
that My, from the artistic point of view, was excellent. Unlike
Aseev and Erenburg, Voronskij did not pass by or even mini-
mize Zamjatin's influence on contemporary literature; on the
contrary. he ended his eizhteen-page analysis by stressing its
importance: “Our article would be incomplete if Zamjatin’s in-
fluence, his specific gravity in contemporary imaginative life,
were not noted. Undoubtedly he 1s important. It 1s enough to say
that Zamjatin to a large degree determined the character and
direction of the Serapion Brothers™ circle.” *

A similar opinion was expressed by Valerian Pravduxin, an
eclectic critic, contributor, and one-time editor of the magazine
Sibirskie ogni (Siberian Lights) and the husband of the novelist
Lidija Sejfullina. Pravduxin's generalizations and statements
about Zamjatin were never supported by literary analysis and
rarely exceeded a page or two in length. In his earliest articles
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on contemporary literature he described Zamjatin as a writer
embittered by the Revolution and on the verge of joining the
ranks of grumbling philistines, but saved for the moment by his
immense talent.” He admitted Zamjatin’s influence on the
younger generation of writers, but described him as an evil
master who had tempted more than one of them.” In later ar-
ticles Pravduxin labeled Zamjatin a “haughty Salieri”* who
envied the progress of young literature that had passed him by
and sought to poison it with his ill-intentioned sarcasm.® In view
of these pronouncements. it is somewhat incongruous that Prav-
duxin named Zamijatin and Gor'kij as the “two most powerful
artists in Soviet Russian literature,”” and, along with Andre]
Belyj. as the three masters of Soviet literature, each with pupils
of his own.

Since Zamjatin’s talent and literary mastery were taken for
granted by most Marxist critics, it is not surprising that all but
one of the few who approached his works from a literary point of
view passed highly favorable judgments. Late in 1922 the liter-
ary scholar and folklorist I. N. Rozanov placed Zamjatin first
among young writers who had gained recognition prior to the
Revolution, describing him as “an experienced master, who had
pupils and followers.” ' In 1923 Jak. Braun, who was active in
Petrograd literary circles, wrote the second extensive criticism
of Zamjatin's literary production. Braun, unlike Voronskij,
mentioned Zamjatin’s “reactionary” ideology only briefly and
devoted most of his attention to a formal and thematic literary
analysis. His evaluation of Zamjatin's formal achievements was
high:

Of course, Zamjatin's work on the form — refined, engineered —

of the plot and characterizations, the condensed (under the pres-

sure of 100 atmospheres) expression of 1mages, the rough econ-
omy of the word (which brings to mind only Gustave Flaubert),

a European erudition set in an artistic mold — all this will be-

come a rich treasure in Russian, perhaps, world literature. Zam-

jatin is the most polished, the clearest (despite his much beloved,

deliberate, slyly ironic device of leaving things unsaid) Russian
arhist: © o238

* The reference is to Aleksandr Pulkin’s “little tragedy™ Mozart i
Salieri, in which the competent but ungifted Salieri poisons Mozart, the
genius whom he envies with all his soul.
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Equally high— and unusual among Marxist critics — was
Braun’s enthusiastic appraisal of Zamjatin’s philosophical vision
in the novel My, a philosophy which he correctly traced back
to Dostoevskij’s Grand Inquisitor and Underground Man. To
this day Braun’s article remains the most fruitful general survey
of Zamjatin's works to have appeared in the Soviet Union. Some
years later the well known formalist critic Viktor Sklovskij
wrote a very thorough article on Zamjatin’s use of images, but it
dealt only with the imagery in “Ostrovitjane” and “Lovec cCe-
lovekov.” ' Although Sklovskij fully appreciated the mastery
with which Zamjatin created and developed his images, he none-
theless considered this technique to be limited and ended his
article with a brief mention of My as an unsuccessful work and
a proof that Zamjatin’s methods had exhausted their potential.
The article contained nothing new; several years earlier Sklov-
skij had succinctly stated the same thesis (that Zamjatin’s stories
were merely highly developed images and comparisons which
in technique were similar to Belyj) and also admitted that he
had never cared much for Zamjatin’s works.™

The appreciative articles of Braun and Sklovskij (which both
had very limited circulation) were the exception in Soviet criti-
cism, although one should also mention Jurij Tynjanov’s inter-
esting article on contemporary literature in which he gave a
positive evaluation of Zamjatin’s novel My, pointing out that
the fantastic was a logical development of Zamjatin's stylistic
devices.'” Voronskij's more ideological article, which was much
more typical of the prevailing view and which was twice re-
printed in the twenties. represented the moderate range of Marx-
ist judgments. At the extreme end of the spectrum stood critics
like Semen Rodov and Petr Kogan, the latter being a most utili-
tarian Marxist critic who voiced his utter contempt for all prob-
lems of form. In reviewing the literary output of 1922, a year
which he believed to be a turning point in Russian literature.
Kogan criticized Zamjatin for viewing the Revolution “through
the eyes of a malevolent intellectual whose finer feelings had
been insulted.” '® In an article attacking all writers who were
antagonistic to the Soviet regime, Rodov. a leading spokesman
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of the newly formed October group (Oktjabr’), branded Zam-
jatin as an anti-Soviet writer who could not be considered a part
of the world of Soviet literature."

The view of Rodov and other radical Communist critics pre-
vailed. In 1924 half a dozen short, damaging criticisms of Zam-
jatin’s attitude toward the Revolution (including Lev Trockij's
label of “inside-émigré”) were published together in the form
of a unanimous negative appraisal.’® In that same year the Rus-
skij sovremennik, the journal to which Zamjatin gave much
time, energy, and several contributions, first appeared and was
promptly branded by the journal Oktjabr’ as “an attempt to or-
ganize the right wing of literature ranging from inside-€émigrés
to fellow travelers who were most alienated by the Revolu-
tion.” ' In the following year, in one of the earliest histories of
Soviet literature, Georgij Gorbacev, an Onguardist (militant
Communist) critic, devoted less than a page to Zamjatin and
denounced his post-Revolutionary works for “ridiculing and hu-
miliating the people of October™” and for “lamenting over poor
Russian intellectuals who had perished under the conditions of
collapse and War Communism.” *" Zamjatin’s formal and sty-
listic influences on young prose writers were duly but briefly
noted.

The original position of the Onguardists with respect to the
fellow travelers was to declare open and irreconcilable hostility.
Their belligerence was very slightly modified by the admission
that the fellow travelers were not a homogeneous group and that
it would be possible to work with a few of them. In essence, this
position was affirmed by the resolution of the First All-Union
Conference of Proletarian Writers in January 1925. The reso-
lution maintained that some fellow travelers — by far the mi-
nority — served the revolutionary cause and should be used un-
der the guidance of proletarian leadership. The majority, which
slandered the Revolution, however, was pervaded with a spirit
of nationalism, imperial chauvinism, and mysticism, and should
be vigorously opposed. The subsequent June 18, 19235, resolu-
tion of the Party Central Committee “On Party Policy in the
Ficld of Imaginative Literature”, was a setback to the Onguard-
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ists in that it prescribed a tactful and careful attitude toward
fellow travelers, and an approach that would “guarantee all the
conditions for their earliest possible movement in the direction
of Communist ideology.”™ *' The resolution went on to state:

While discouraging antiproletarian and anti-Revolutionary ele-
ments (now quite insignificant), and while fighting to expose the
ideology of the new bourgeoisie which is taking form among a
part of the fellow travelers — those of the “change-of-land-
marks” stripe — the Party should have a patient attitude toward
intermediate ideological formations, patiently aiding those in-
evitably numerous formations to develop in the process of ever
closer comradely cooperation with the cultural forces of Com-
munism, *

While condemmning the Onguardists’ excessive demands, includ-
ing their hostility to the fellow travelers, the Party fully approved
their ultimate objective — the creation of a hegemony of prole-
tarian literature. Although the Party resolution obliged the On-
guardists to change their tactics, it actually strengthened their
position by affirming the very core of their program.

The Federation of Soviet Writers’ Organizations (FOSP ) was
set up at the request of the Onguardists in July 1925, in compli-
ance with a provision in the Party resolution which called for
the more extensive organization of literary forces, so that peas-
ant writers and fellow travelers might be induced to accept a
proletarian ideology. The more radical Onguardist leaders like
Grigorij Lelevi¢ (pseudonym of Labori) Kal'manson), Il. Var-
din (pseudonym of 1. V. Mgeladze ), and Rodov opposed such
a union, fearing that “close association with the fellow travelers
would result in the ideological degeneration of proletarian litera-

* Edward J. Brown, The Proletarian Epivode in Russian Literature,
1928-1932, [551], 237-238, Change of Landmarks was a movement
among a comparatively few émigrés — scholars, writers, and journal-
1sts — who decided to accept the Revolution as a fact without subscrib-
ing to its Marxist ideology. Many of them, like the novelist Aleksej Tol-
stoj, returned to Russia.

t This interpretation varies from the more widely accepted view ex-
pressed by G. Struve, M. Slonim, and others who have considered the
1925 resolution as a complete rejection of the Onguardist position. For
an extensive treatment of the Onguardists and the variant interpretation
of the Party resolution, see H. Ermolaev, Sovier Literary Theories, 1917-
1934, [794], chap. ii.
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ture.”* In the following year all three were expelled from the ex-
ecutive board of the All-Russian Association of Proletarian writ-
ers (Vserossijskaja associacija proletarskix pisatelej, VAPP),
and the control of VAPP passed to the “young” Onguardists.
The new leaders, headed by Leopol'd Averbax and Jurij Libe-
dinskij, fully accepted the Party resolution and were willing
to treat the majority of fellow travelers with tact in an effort to
gain their cooperation and bring them closer to a Communist
ideology. The general situation and plan of future attack were
outlined later that year by Averbax, editor of Na literaturnom
postu (On Literary Guard) and leader of VAPP (renamed
RAPP in May 1928).

What 1s our situation in the field of literary life? On the one hand,
there is the [VAPP] together with the All-Russian Union of
Peasant Writers [Vserossijskij sojuz krest'janskix pisatelej,
VSKP]. They associate with an extremely limited number of revo-
lutionary fellow travelers, such “fellow travelers” as Majakovskij
and Aseev— men who have completely identified themselves
with our Revolution! On the other hand, there is the All-Russian
Union of Writers [Vserossijskij sojuz pisatelej, VSP], which con-
sists of the entire mass of fellow travelers together with bourgeois
inside-émigré writers, The latter play the leading role. Our task
is to tear away the masses of fellow travelers from the bourgeois
writers and to create a unified block of fellow travelers and prole-
tarian and peasant writers.**

The plan of attack was clear. The influence of bourgeois writers,
such as Zamjatin, had to be neutralized: they had to be stripped
of their positions in the VSP, so that the majority of fellow
travelers could be brought under the control of VAPP leader-
ship. In 1926 Averbax lacked the power to do this, for the Party
resolution of June 18, 1925, had stated that in “giving general
leadership to literature, the Party cannot support any one faction
in literature,” and that “therefore the Party should declare itself
in favor of the free competition of various groups and tenden-

* [794], 5, Zamjatin, who believed that FOSP could be a fine peda-
gogical tool, had favored its formation, but had warned against possible
abuses: “There is one modest but indispensible requirement for the pos-
sibility of common work: to spit in your own handkerchief and not at
your neighbors, Everyone joining the federation will have to fulfill this
requirement whether he wants to or not” [155].



62 THE BIOGRAPHY OF A HERETIC

cies.” ** But by the end of 1928, the political scene was to have
changed, and RAPP would be able to carry out in 1929 the plan
which had been promulgated by Averbax some three years
earlier.

Prior to the autumn of 1929, several skirmishes took place
between Zamjatin and Communist critics. In 1927 the militant
critic Gorbacev attacked Averbax’s policy of uniting VSP and
VAPP 1n a broad federation and reiterated the demands of Le-
levi¢, Rodov, and others for the creation of a leftist federation
of proletarian and fellow traveler writers that would op-
pose VSP.** Although his strategy differed. Gorbatev's aims
were essentially the same: to separate the mass of vacillating,
middle-of-the-road fellow travelers from right-wing, bourgeois
writers like Efros and Zamjatin. Gorbacev’s article is of interest
because it shows that Zamjatin enjoyed great popularity among
the fellow travelers. Gorbacev revealed that the middle-of-the-
road fellow travelers defended not only the contributors of Ros-
sija (a “change-of-landmarks™ literary journal edited by 1.
Leznev) and Russkij sovremennik, but also the very journals
themselves. He went on to say that “even the leftist fellow
travelers are at times wont to speak good and ‘pitying’ words
about the Zamjatins and Efroses who are unjustly accused.” =
Appended to Gorbacev’s attack was a brief diatribe by Zel.
Stejnman attacking several of Zamjatin's post-Revolutionary
works, as well as his participation in two discussions held by the
VSP and chaired by Aleksandr Gizetti in June 1926.2¢

In September 1927 the first extensive analysis of Zamjatin’s
works by a radical Communist critic was published in Na [li-
teraturnom postu. According to the author Masbic-Verov,
Zamjatin’s literary output was divisible into two periods, the
pre-Revolutionary and the post-Revolutionary. As might be ex-
pected, the article stressed ideology. Zamjatin was branded a
bourgeois writer and a “has-been” who was living on his past
laurels. His pre-Revolutionary satires were called “inadequate™
because he had not portrayed the proletariat and was limited by
a petit bourgeois idcology, while his post-Revolutionary works
were viewed as artistic expressions of his hatred for the October
Revolution. Masbhic-Verov ended his article with an anachron-
istic reference to the nineteenth-century social critic Vissarion
Belinskij: “And 1 think that at one time Belinskij had in mind
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such people as Zamjatin when he said: ‘And you think that you
are free men? You should all be placed on the same rack as
tsars, priests, and plantation owners.”” **

The following year, in 1928, Zamjatin was involved in two
incidents which indicated subtle changes in the literary climate.
The first was in connection with the extreme shortage of grain.
During 1928 the major economic problem faced by the Com-
munist leadership was grain collection. Already apparent in
January, the shortage had become acute by July when Stalin
ordered the Party to “strike hard at the kulaks,” whom he blamed
for the situation. That same month several writers, including
Zamjatin, Boris Pil'njak, Leonid Leonov, and Valentin Kataev,
traveled to collective farms, with the ostensible aim of creating
literary works depicting the problems of grain collection which
would inspire the populace to greater efforts. This was one of
the earliest attempts at *‘social order” in literature, if the term
is interpreted in the narrower sense as a specific assignment to
a writer. The writers were given a friendly send-off by the Kom-
somol'skaja pravda which, among other things, printed a short
biography of Zamjatin that mentioned his anti-Revolutionary
attitudes and a poem by Vladimir Majakovskij which began:

Cto pozelat’ vam, What should we wish you,
sér Zamjatin? sir Zamjatin?
Vas trud [We know] already that your work
zaranee zanjaten. will be interesting.
Kritikovat’ vas I won’t attempt
ne berus’, to criticize you,
Ne nam It is not for us
sudit’ to judge
zanjat’e svetskoe, high society pursuits,
No prosim But we ask you
pomnit’, to remember,
slavja Rus’, in praising Russia,
Cto Rus’ That Russia
— uZ desjat’ let! — for ten years past
sovetskaja.=® has been Soviet!

Zamjatin’s summer excursion did not produce any literary
works, and it is rather surprising that he even took part in such
a program. He must have been conscripted into the program,
perhaps as a representative of the Leningrad VSP.

The second incident concerned the staging of Zamjatin's
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tragedy A ttila and provided ample proof that literary censorship
was gradually being tightened in 1928. On May 15, 1928, Attila
was read at a meeting of the Artistic Soviet of the Leningrad
Bol'Soj Dramatic Theater in the presence of eighteen factory
directors and was warmly received by those present. The play
was approved by the Central Repertory Committee (Glavre-
portkom) and was already being rehearsed when it was suddenly
banned by order of the Leningrad Regional Administration of
Literary and Publishing Affairs (Oblit). Evidently Attila was
widely known and had been frequently discussed in connection
with the dramatic repertory of 1928 at the meetings of various
organizations. A Comrade Sapiro, at the fifth plenum of the
Regional Union of Workers of Arts, (Oblrabis) complained
of the contradictory evaluations of Atfila and Mixail Bulgakov’s
Beg (Flight) that had been handed down by competent authori-
ties.*” And Comrade Sviderskij, presumably a member of the
General Repertory Committee was caricatured in Na literatur-
nom postu for saying that the plays of Bulgakov and Zamjatin
would be the best of the coming season.” In view of the play’s
generally favorable reception and its politically innocuous char-
acter, one may suppose that the ban imposed from above indi-
cated increased hostility toward Zamjatin the writer and had not
been provoked by the play itself. In any case, the death of Attila
was indeed a tragedy for Zamjatin and represented an important
incident among the many that culminated in his emigration from
the Soviet Union.

By the end of 1928 there was a decisive change in the political
situation of the U.S.S.R. Having overcome leftist opposition a
year earlier, Stalin began a test of strength with the rightists by
having the rightist N. Uglanov removed from his position as
chief of the Moscow Party organization, Stalin was quick to
follow up his advantage. and by the end of 1929 his victory
over the rightists in both Party and governmental apparatus was
secure. In connection with this, the Party and various sections of
the government were subjected to a series of purges. The NEP
line of compromise was discarded, and bourgeois elements were
attacked and rooted out. In literature the change in attitude was
already apparent in the Party Central Committee’s formal reso-
lution of December 28, 1928, on the needs of the mass reader,
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which was the result of an all-Union conference in the summer
of 1928 on questions of agitation, propaganda, and cultural
work.”' Making no distinction between imaginative fiction on
the one hand and propaganda brochures and educational writing
on the other, the 1928 resolution marked a distinct departure
from the tolerant policy of 1925. Addressed to publishing
houses, the 1928 resolution dictated a policy for selecting books
for publication and thereby determined the character of so-
called Five Year Plan literature. The publication of imaginative
fiction was to be increased, with an emphasis on works which
developed contemporary political themes and opposed bour-
geois influences, philistinism, and decadence.

With the formal adoption of the first Five Year Plan in April
1929, a new phase in Russian history was inaugurated. All of the
nation’s resources were directed toward socialist reconstruction,
and state control was systematically extended to all branches
of economic, social, and culural life. Literature was no excep-
tion. Discussion of “social order” had begun in 1928, and nu-
merous articles on the subject appeared throughout the first half
of 1929. In one article summarizing the results of the first All-
Russian Congress of Peasant Writers ( Vserossijski) s”ezd krest'-
janskix pisatele) ), from June 3 to 8, the Izvestija correspondent
A. Revjakin wrote that a strong front of proletarian-peasant
literature now existed and could be used by the proletarian van-
guard in its struggle for socialist reconstruction of all life and
human relations.” In view of the political situation, the time
was ripe for an assault on VSP, which was essentially an apoliti-
cal organization in which “bourgeois writers” such as Zamjatin
were leaders. The VSP came under concentrated fire in August
of 1929 and was brought down by the end of October. The
method by which the VSP was discredited and subordinated to
RAPP is of interest, not only because Zamjatin was prominently
involved but because it provides an excellent insight into how
the Communist conception of the writer and his social role was
imposed on dissident Soviet authors. L. I. Timofeev aptly char-
acterized that conception in the Academy of Sciences’ History
of Soviet Russian Literature: “The concept Soviet writer was by
no means a geographical concept: it was from the very beginning
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a political concept, and herein lay its strength, value, and
honor.” #

The all-out campaign against Pil'njak, Zamjatin, and the VSP
was preceded by a minor, but significant, incident. On May 2.
1929, a special Leningrad edition of the Literaturnaja gazeta
(an organ of FOSP) was issued jointly by the Leningrad sections
of FOSP and the State Publishing House (GIZ).* Included in
this edition were eleven epigrams under the general title “Zlye
epigrammy” (“Malicious epigrams”) written by Aleksandr Be-
zymenskij, a leader of RAPP’s left wing. One, entitled “Spravka
social'noj evgeniki” (“A Note on Social Eugenics”™), was aimed
at Zamjatin:

Tip: — Zamjatin, Species: Zamjatin.
Rod: — Evgenij. Genus: Eugene.
Klass: — burzuj. Class: bourgeois.
V sele: — kulak. In the village: a kulak.,
Rezul'tat pererozdenij. The result of resuscitation,
Snoska: Footnote:
vrag.ss an enemy.

There was nothing surprising in Bezymenskij's evaluation of
Zamjatin, which was probably shared by most Onguardists and
RAPP critics, but the events that followed were a prologue to the
drama. Almost two months after Bezymenskij's epigrams were
first published, the Literaturnaja gazeta published on June 25
an undated resolution issued by the executive committee of the
Leningrad section of FOSP.* The resolution, which had been
passed at the request of the VSP representatives to FOSP, re-
jected all responsibility for the publication of Bezymenskij's epi-
grams, which were described as “unacceptable material of a
non-literary character,” and censured Il'ja Sadof’ev and Leonti]
Rakovskij, who were the FOSP representatives on the editorial
board of the Leningrad Lireraturnaja gazeta of May 2, for their
failure “to check and edit” this issue. The FOSP resolution was
passed despite objections from RAPP representatives Libedin-
skij and Mixail Cumandrin. It elicited a lengthy response from
Bezymenskij in which he convincingly identified it as essentially
a defense of Zamjatin (of the eleven epigrams, only the one
about Zamjatin could without qualification be considered non-
literary)."” Bezymenskij then quoted nine critical statements,
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each of which pointed out Zamjatin’s hostility to the Revolution
and the Soviet regime. After observing that his attitude toward
Zamjatin was shared by “all Marxist criticism,” Bezymenskij re-
iterated the well known fact that “within the ranks of the VSP
there were writers close to the proletariat, writers that were
vacillating, and writers whose works were hostile to October
(Zamjatin, Bulgakov, Kljuev).” Appended in support of Bezy-
menskij’s article was a brief resolution of the RAPP secretariat
(signed by Vladimir Ermilov and Vladimir Sutyrin) attacking
the FOSP resolution.* The FOSP resolution was significant in
two respects: first, it showed that Zamjatin enjoyed firm support
in the Leningrad VSP, and, second, the passage of the resolution
over the protest of RAPP members indicated that the VSP
faction in the Leningrad FOSP was the more powerful. In mid-
1929 such a situation was intolerable to RAPP and the Soviet
regime.

The final phase of the RAPP campaign against the VSP and
the apolitical bourgeois writers was carried on in the Literatur-
naja gazeta and began with an attack on the newspaper itself.
From its beginning in late April 1929 as the sole rostrum for
writers of all oreanizations, Literaturnaja gazeta had been under
fire by RAPP and the Communist publications. At the insistence
of RAPP representatives, the executive committee of the Mos-
cow FOSP passed a resolution on August 5 (it was published
August 12) recognizing the validity of the Komsomol'skaja
pravda’s criticism of the Literaturnaja gazeta® Literaturnaja
gazeta was accused of failing to carry out the theses of the De-
cember 1928 Party resolution on literature and of lacking a
definite character (presumably, a political line). The faults
were attributed primarily to the organizational structure of the
editorial board. The rather vague accusations of the resolution
were bluntly elucidated in an accompanying lead article by
Boris Volin, a former editor of RAPP’s Na literaturnom postu
and director of the press division of the People’s Commissariat
of Foreign Affairs (Narkomindel) since 1927. The primary
target of Volin’s attack was the apolitical character of the paper,
for which he blamed the VSP. After discussing the paper’s er-
rors, as identified by Na literaturnom postu, Molodaja gvardija
(The Young Guard), and Komsomol'skaja pravda, Volin arrived
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at the following conclusions, which, as he admitted. were essen-
tially those of the RAPP Secretariat:

1. The influence of the leading revolutionary detachments of So-
viet writers has given way to the pressure of “bad fellow travelers,”
apoliticalism has taken the upper hand, and the newspaper has
become a neutral rostrum for literary advertisements, scandals,
and squabbles.

2. The clearest tendency in the paper has turned out to be the
rightist tendency; the most audible voice — the voice of the [VSP];
the strongest emphasis — on apoliticalism come what may.

3. The result is obvious — the effacement of the class struggle
in literature and art, the cultivation of literary philistinism.*

Volin's article, ostensibly a criticism of Literaturnaja gazeta,
was in effect an attack on the VSP and its influential position on
the newspaper’s editorial board.

The next issue of Literaturnaja gazeta (No. 18, August 19)
announced Efim Zozulja’s resignation from the VSP. Zozulja, a
leftist fellow traveler and member of the Moscow board, criti-
cized the VSP for not having a guiding political platform and
for the ideological diversity of its members (“from muystics to
Communists™ ) ; and he accused the board of dealing “only with
petty organizational questions.” *' Except for publicizing Zo-
zulja’s resignation, which repeated Volin’s accusations, the Li-
teraturnaja gazeta did not then follow up Volin's lead article of
the previous week. Evidently, Volin and company were await-
ing a reply from VSP betfore continuing their attack. That reply
was published on August 26: “Acknowledging the truth of sev-
eral 1solated assertions expressed by comrade B. Volin in his ar-
ticle ‘O Literaturnoj gazete,’ . . . the presidium of the [VSP]
nonetheless deems it necessary to disavow this article as a whole,
for [the presidium] considers that [the article] in essence contra-
dicts those bases on which the [FOSP] has been built.** This re-
ply could be interpreted only as a refusal to adopt an “accept-
able” political line and as an expression of satisfaction with the
structure of FOSP and with the Literaturnaja gazeta. Since it
had openly rejected RAPP criticism and political guidance, the
VSP had to be humbled and brought into line. This was to be
achieved by discrediting VSP leadership.®

* It should be remembered that at that time the Moscow and Lenin-
grad sections of V5P functioned essentially as independent groups, al-
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Volin's attack on the publication abroad of Pil'njak’s Krasnoe
derevo (Mahogany), Zamjatin’s My, and Erenburg’s Rvac ( The
Grabber) appeared in the same issue as the VSP reply and re-
flected the tactical shift in RAPP’s campaign against the VSP.*
Although Volin was concerned with the alleged fact of deliber-
ate publication abroad of these works, he emphasized that Pil’-
njak’s novel had previously been rejected by Soviet magazines
and that Zamjatin's novel had been “unacceptable to Soviet
literature,” thus implying that both writers had willfully violated
the best interests of Soviet society. Since the article began with
a discussion of the beneficial effects of public opinion on the
literary production of rightist fellow travelers and concluded
with the hope that all of Soviet society would uphold the con-
demnation, Volin's primary aim was to arouse public opinion
against Pil'njak and Zamjatin.**

The September 2 issue of Literaturnaja gazeta (No. 20),
which gave the entire front page to the Pil'njak and Zamjatin
affair, revealed the strategy of the RAPP attack. The unsigned
lead article, “The Writer and Politics”, attacked Pil'njak not
only for Krasnoe derevo, but for all of his recent works, which
had shown a definite break with the Socialist Revolution. The
essence of the article was contained in the following statement:

The events which have taken place [presumably the publication
abroad of Krasnoe derevo and My] pose concretely, rather than
academically, the question of a Soviet writer’s relationship to
politics. The concept Soviet writer is not geographic, but social.
Only he who ties himself and his work to socialist construction
during the present period of reconstruction — a period when the
proletariat attacks the remnants of capitalism, a period of fren-
zied resistance [on the part] of the class enemies of socialism —
can call himself a Soviet writer.*

Evidently the transgressions of Pil'njak and Zamjatin had been
introduced as concrete examples of the objectionable VSP apo-
liticalism. This contention is supported by an anonymous edi-
torial comment appended to Pil'njak’s explanatory letter: “We
hope today, as well as in the future, that the public opinion of

though delegates from one section often attended meetings of the other,
The same was true of FOSP, where the difference between sections was
even greater because apparently the Moscow section was dominated by
RAPP, while the Leningrad section was dominated by VSP,
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men of letters and all Soviet society will force B. Pil'njak to con-
sider the questions: what constitutes a Soviet writer, what his
work should be like, and what his conduct should be within the
Soviet Union and beyond its extensive borders.” **

Although Volin’s two articles and the FOSP resolution of
August 5 were probably inspired by RAPP leadership, RAPP
“officially” entered the fray only on September 2 with a resolu-
tion addressed to all members of the VSP. The resolution cen-
sured Pil'njak’s anti-Soviet works and condemned the VSP
leaders for having become the mainstay of bourgeois influence
in Soviet literature. It also went so far as to claim that the VSP
delegations to FOSP consisted of bourgeois writers who were
“typical bureaucrats that had no direct relationship to litera-
ture.” In fact, the RAPP resolution was a pointed restatement
and extension of Volin's conclusions in his August 12 article.
The resolution ended unequivocally: “Life has formulated the
question facing the fellow travelers brusquely and directly: ei-
ther in favor of Pil'njak and his defenders, or against them.
There is no third choice.” ** A declaration in favor of Pil'njak
would be tantamount to joining the ranks of anti-Soviet bour-
geois writers, while the condemnation of Pil'njak implied the
acceptance of a proper political tendency as basic to all literary
works.

At first glance, it seems curious that Pil'njak bore the brunt of
what had begun as an attack on Pil'njak, Zamjatin, and Eren-
burg. But several reasons determined this strategy. First and
most important, Pil'njak was the chairman of the Moscow sec-
tion of VSP. Since the RAPP attack had been ostensibly aimed
at the apolitical infiuence of the VSP in the Literaturnaja gazeta,
a Moscow publication, it was only appropriate that the purge
begin in that city. Second, RAPP’s power was concentrated In
Moscow, the capital and political center of the U.S.S.R. Once
the Moscow section had been humbled, a much greater pressure
could be brought to bear on Leningrad, where as subsequent
events proved there was stronger resistance to RAPP policies.
Therefore, Zamjatin was virtually ignored during the most vio-
lent phase of the attack on the VSP (September 2 and 9), while
the case against Erenburg was never developed since it was not
essential to the discrediting of VSP leadership. Also, the case
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against Zamjatin's foreign publication was considerably weaker:
My had been written nine years earlier, an English translation
had appeared in 1924, a Czech version had come out in 1927,
and the Russian excerpts which led to the charge of collaborat-
ing with the White émigré press had been published more than
two years earlier in the spring of 1927.%% In addition, although
Zamjatin was still influential in the affairs of the Leningrad
VSP, he was no longer its chairman.*”

The Moscow VSP was quickly humbled, as was evidenced
by two resolutions which were published in the September 9 Li-
teraturnaja gazeta (No. 21). The title of the first resolution,
“Not Only an Error, But a Crime!” indicates its contents: the
publication abroad of Krasnoe derevo and Pil'njak’s subsequent
conduct were unequivocably censured, his resignation from the
VSP directorate was accepted, and the participation, voluntary
or involuntary, of any Soviet writer in the White émigré press
was condemned. It is interesting that the Moscow VSP did not
censure Zamjatin; it neutrally stated that “the board considers
it imperative that the question concerning Zamjatin be investi-
gated immediately.” * A second resolution of the Moscow VSP,
dated September 6, criticized the content of Krasnoe dereve and
labeled it ““a slander on the Soviet Union and its construction.” 5
Zamjatin was not mentioned. The resolution of the Moscow
FOSP appeared in the same issue and, due to the influence of
RAPP representatives, was stronger than the VSP resolution.
Aside from demanding that the “executive committee of the
Leningrad section of FOSP immediately investigate the circum-
stances of the publication abroad of Zamjatin’s My and reach
a decision,” it actually condemned the actions of Pil'njak and
Zamjatin “in the name of all Soviet literature.” ** Zamjatin later
commented on this resolution with justifiable irony: “So, first
the sentence, then the investigation. In all probability, no court
in the world has known of such a case. This was the action of
the [FOSP].” *

At a general meeting on September 15, the Moscow VSP
capitulated to the demands of RAPP critics. Among the major
concessions was the admission that a writer could not be apoliti-
cal and that the VSP could not continue without social aims. The
new board was given two weeks to work out a political platform,
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and a “purge of the Union’s rank and file” was instigated. In ad-
dition, the “general meeting sharply censured the objectively
slanderous attacks of B. Pil'njak and E. Zamjatin, their collabo-
ration with White émigres, and decisively rejected attempts to
depict the disclosure of these anti-Soviet actions of B. Pil'njak
and E. Zamjatin as the baiting or discrediting of the Union.” ™
This was the first condemnation of Zamjatin by either Moscow
or Leningrad sections of the VSP. In only three weeks the re-
sistance expressed in the Moscow VSP's August 26 reply to
Volin's first article had been reduced to abject surrender.

The submission of the Leningrad VSP was not achieved so
easily and quickly. The September 2 RAPP resolution had in-
cluded a special appeal to the Leningrad sections of the VSP
and FOSP, as well as to all writers and literary groups, “to deter-
mine their attitude toward the actions of E. Zamjatin and B.
Pil'njak and toward the situation within the VSP.” This appeal
indicates that, while progress had been made in Moscow. no
concessions had been granted by the Leningrad VSP. This sup-
position is supported by an editorial which appeared two weeks
later in the September 16 Literaturnaja gazeta. Entitled *Na-
calo pereloma™ (“The Beginning of the Crisis”), the editorial
welcomed the resolution of the Moscow VSP general meeting
and the election of the new board, in accord with Soviet public
opinion. The article went on: “The crisis in the Union of Writers
has begun. It is necessary that it be reinforced and carried
through to completion. It is necessary that it be fully reflected
in the work of the Leningrad section of the VSP.” *®

A week later (September 23 ), ostensibly in answer to this. a
resolution of the Leningrad FOSP, dated September 16, was
published.”™ The Leningrad section accepted the undated reso-
lution of the Moscow FOSP published on September 9 and ap-
proved the expulsion of Pil'njak from the Unmion of Playwrights
(Dramsojuz); but they shelved the discussion of Zamjatin until
representatives of the VSP and the Union of Playwrights had
reported the results of their investigations to the executive com-
mittee of the Leningrad FOSP. The resolution went on to de-
clare its dissatisfaction with the September 6 resolution of the
Leningrad VSP (never published), “which had attempted by
means of purely formal explanations to minimize the political
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significance of the Pil'njak issue.” The FOSP resolution did ap-
prove a second resolution by the Leningrad VSP (dated Sep-
tember 10, but “due to the fault of the newspapers” not pub-
lished then), declaring it to be “a significant step forward on the
way to satisfying the demands of Soviet public opinion.” This
September 10 resolution was then (evidently for the first time)
published with the September 16 FOSP resolution. It affirmed
the Moscow VSP resolution of September 6 condemning Pil’-
njak and the publication abroad of Krasnoe derevo. Zamjatin
was not mentioned, and an excuse was even offered for so-called
collaborators with the Whites: “The Leningrad section of the
board considers 1t mandatory to point out that writers whose
works were reprinted in the émigré press in most cases had not
protested m good time simply because they were unaware of the
fact of republication.” **

A special general meeting of the Leningrad VSP on Septem-
ber 22 generated extraordinary interest in the Zamjatin affair.
Many outsiders were turned away at the doors of the hall, which
was barely large enough to house the membership. The two
points of interest on the agenda were the situation within the
Leningrad section and Zamjatin’s explanation of the publication
of Mv. After the Moscow delegation — Leonov, Vladimir Kiri-
lov, a certain Smidt, and Viktor Kin (pseudonym of Viktor Su-
rovkin) — had reported on recent developments in their section,
Zamjatin's explanation was read. The subsequent heated discus-
sion included a vigorous defense of Zamjatin by Gizetti, whose
speech was reported as having an “anti-Soviet and obscurantist
character.” The correspondent at the meeting for Literaturnaja
gazeta continued: “The sympathy elicited by Gizetti’s ‘speech’
left a somewhat depressing impression. This was simply another
proof that the Leningrad section was in need of a serious
purge.” **

Although many writers accepted Zamjatin's explanations,
“the majority found it safer to condemn [Zamjatin’s] act” *® and
upheld the September 15 resolution of the Moscow VSP. In
addition, the Leningrad VSP passed its own resolution about
Zamjatin’s explanations. Although dated September 22, the
resolution was not mentioned in Literaturnaja gazeta's report
on the general meeting. and it was not published until three
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weeks later, on October 14.%" This leads one to suspect that
the resolution was drafted somewhat later, perhaps after the
Leningrad opposition had been subdued. The resolution is of
interest because it pinpoints the basis of Zamjatin’s guilt. The
facts as stated by Zamjatin were recognized as true, and he was
therefore exonerated of collaboration with the White émigre
press. However, the publication abroad of My in translation
(with Zamjatin’s consent) after the U.S.S.R. had banned it
was acknowledged to be a political error. Furthermore, the
resolution noted that Zamjatin’s explanations contained neither
“a confession of his error,” nor “a repudiation of the ideas
which were expressed in the novel and which were recognized
as anti-Soviet by our public opinion.” This resolution of the
Leningrad VSP was seconded on October 11 by a resolution of
the Moscow VSP which also denied that Soviet public opinion
or the VSP had baited Zamjatin.®® Evidently such accusations
were widespread. The lead article of the October 14 paper also
rejected all talk of baiting and asserted that “the attitude toward
individuals in the politics of the working class is but a particular
instance of the attitude toward [entire] social groups.” %

The Leningrad section of the VSP offered considerably more
resistance than did Moscow to the new line which subordinated
the writer to definite political aims, namely, the struggle for so-
cialist reconstruction. The general meeting of September 22 in
Leningrad represented the final pitched battle in the defense
of the VSP as an apolitical writers’ organization. On Septem-
ber 30, the VSP was renamed the All-Russian Union of Soviet
Writers (Vserossijskij sojuz sovetskix pisatelej, known as VSSP),
and a purge, euphemistically called a reregistration of members,
was begun in the Moscow section.* The new name was highly
significant, for the addition of the term “Soviet” stressed the so-
cio-political responsibility of the writer. This was seconded in the
three criteria for admission to the VSSP: (1) the writer’s literary
ability. (2) his literary activity, and (3) his public character
(ob3cestvennoe lico).

By October 23 the Moscow section was essentially purged:
the membership had been reduced from 570 to 330. Of the 240
members who were dropped, 80 had not met the criteria; the
others were translators for whom a separate union was being
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established.® At the same time the Leningrad section elected a
new board and began its own purge.” By the end of November,
the Leningrad purge was nearing completion: of the 96 mem-
bers who had been examined, 16 had been dropped from the or-
ganization."® All told. 65 members were purged from the
Leningrad section.”” The subjugation of RAPP’s major op-
ponent was followed by an extensive critical discussion of FOSP
activities.®® A new editorial board for Literaturnaja gazeta was
appointed, although Semen Kanatikov was retained as chief
editor.”™ By November 1929, the apolitical VSP had been de-
stroyed and had been replaced by a new writers’ organization,
committed to support the socio-political aspirations of the Soviet
regime.

Standing firm in his belief that “an unyielding, stubborn
enemy was more worthy of admiration than a sudden Commu-
nist,”"® Zamjatin (unlike Pil'njak) yielded neither to his attack-
ers nor to the appeals of his friends throughout the campaign
against him and the VSP.

Once the accusation of collaboration with the émigré White
press had been made, he sent the Leningrad VSP a factual
explanation which clearly documented his innocence. When the
Leningrad section joined the Moscow VSP in censuring him,
Zamjatin replied by reiterating the facts of his case and then
demonstratively resigned from the VSP. He left declaring that it
was impossible for him to belong to a literary organization which
even indirectly took part in persecuting one of its members.™

Zamjatin’s position during the next two years was unenviable.
His “obituary” was prepared by A. Efremin (pseudonym of
Aleksandr Frejman), a critic specializing in Dem’jan Bednyj's
poetry. It appeared a few months after Zamjatin’s denunciation.
After enumerating Zamjatin’s sins, Efremin concluded:

A complete and unmitigated disbelief in the Revolution, a thor-

ough and persistent skepticism, a departure from reality, an

extreme individualism, a clearly hostile attitude to the Marxist-

Leninist world view, the justification of any “heresy,” of any pro-

test in the name of that protest, a hostile attitude to the factors

of class war — this is the complex of ideas within which Zamjatin
revolves, Thrown out beyond the bounds of the Revolution by its

centrifugal force, he, of necessity, is in the enemy’s camp, in the
ranks of the bourgeoisie. Decisive days have now arrived: every-
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one must look within himself and irrevocably say the final word,
and Zamjatin will have to say his word louder and more distinctly
than many others.™

Zamjatin chose not to compromise his principles and remained
silent. This was interpreted as an expression of hostility to the
regime, a view expressed unequivocally by the Communist
writer Mixail Cumandrin two years later:
Zamjatin's silence is extremely symptomatic. It undoubtedly sig-
nifies that this eminent writer scorns everything that could connect
him with our revolutionary reality. By his silence Zamjatin
strengthens his position of archbourgeois opposition to the work-
ing class that is building socialism and to those strata of the in-
telligentsia which are going along with the working class,™

Since Zamjatin refused to recant, his participation in hiterary
activities became increasingly difficult. The Moscow publishing
house, The Federation (Federacija), which had issued a four-
volume collection of his works during the first third of 1929,
received its share of criticism ** and was closed to Zamjatin
thereafter, His last outlet was the independent Writers' Publish-
ing House in Leningrad (Izdatel'stvo pisatelej v Leningrade),
which published his story “Navodnenie” in September 1930 as
a separate volume illustrated by K. Rudakov. The following year
they included his essay “Zakulisy” (“Backstage™) in an interest-
ing miscellany entitled Kak my pisem (How We Write).”® The
Writers’ Publishing House not only published Zamjatin’s works,
but also retained him as stylistic editor until April 1931, when
the Leningrad Association of Proletarian Writers (Leningrad-
skaja associacija proletarskix pisatele), known as LAPP) suc-
ceeded in having him removed from the editorial board. The
LAPP attack was spearheaded by Libedinskij who condemned
Zamjatin's “corrupting influence” and “gave a convincing an-
alysis of Zamjatin's obviously hostile position” at the yearly
meeting of shareholders. There 1t was decided to preserve the
publishing house as a private organization, but “not for Zam-
jatins.” ™ The last avenue for the publication of Zamjatin’s
works was then closed.

The extent of the repressions suffered by Zamjatin is well il-
lustrated by the difficulties he experienced in editing a Russian
translation of Richard Sheridan’s 4 School for Scandal for the
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Academia Publishing House. In addition to editing the text,
Zamjatin also wrote an extensive introductory essay about Sheri-
dan’s life and works. In March 1931, the Leningrad Regional
Administration of Literary and Publishing Affairs (Oblit) for-
bade the publication of his essay, and also refused to permit the
mention of his name as editor of the text. Only after an appeal
to Moscow did the central officials (Glavlit) reverse this deci-
sion, and A School for Scandal, with Zamjatin's introduction
and full credits, finally did appear in September 1931.™

During the first half of that year, Zamjatin’s essay “Zakulisy,"”
the first new work to be published since his denunciation in
1929, was subjected to heavy criticism. And the miscellany Kak
my pifem, in which the essay appeared, was deluged with nega-
tive reviews, some with such lurid titles as “The Disguised Raid
of a Bourgeois Writer,” “The Technology of the Unscrupulous,”
and “Something New 1n the Unmasking of Pil'njak and Zamja-
tin.” *® The essays of Zamjatin, Pil'njak, and, to a much lesser
extent, Bely] bore the brunt of the attack against the “false™” and
“pernicious” bourgeois ideology which viewed the creative proc-
ess as something “wondrous, elemental, involuntary and sub-
conscious.” ™ To some extent these reviews laid the foundations
for extensive discussions of the “creative method” conducted in
Leningrad in July and in Moscow in September. It is significant
that the opening speeches of both the Leningrad and Moscow
discussions, delivered by Zel. Stejnman and Aleksej Selivanov-
skij respectively, mentioned Zamjatin. He was, they said. a
major proponent of pernicious theories concerning the writer’s
creative process, theories that were completely unacceptable to
the Soviet writer and Soviet society.™ In 1929 Zamjatin had
been censured for committing a political error and for not re-
pudiating the anti-Soviet ideology expressed in his novel My.
Under attack now was his conception of the writer’s creative
process. Quite probably the persistent attacks on Zamjatin were
spurred on by the closing paragraphs of “Zakulisy” which
were essentially a defiant rejection of the criticism leveled at him
in 1929 and a resolute assertion of his own integrity and inde-
pendence:

I spend much time [in rewriting], evidently much more than is
necessary for the reader. But this is necessary for the critic, the
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most demanding and most caviling critic that I know of: for my-
self. I am never successful in deceiving this critic, and until he
tells me that everything that is possible has been done — the final
period cannot be placed.

If I consider anybody else’s opinion, then it is only the opinion
of my friends, of whom 1 know that they know how a novel, a
story, a play i1s made: they themselves have made them — and
made them well. For me, there is no other criticism, and how it
could exist, 1s incomprehensible to me. Just imagine that a smart
young fellow who has never drafted a single blueprint of a ship
were to show up at a factory, a shipbuilding pier, and begin to
teach the engineer and workers how to build a ship: the young
fellow would be quickly thrown out on his ear.

Because of our kindheartedness we don’t do this when such
young people sometimes hinder our work no less than flies in the
summertime. =

These words, and the tone of Zamjatin's letter of resignation
from the VSP, stood in marked contrast to the numerous abject
confessions and recantations that were voiced by others in 1930.
The banning of Atrila, the public campaign against My and
his subsequent resignation from VSP, the vociferous criti-
cism of “Zakulisy,” the difficulties in the publication of 4 School
for Scandal, the withdrawal of his books from circulation and
from the shelves of many libraries,* his removal from the edi-
torial board of the Writers” Publishing House in Leningrad, the
ever-increasing difficulty of publishing his works —all this
finally led Zamjatin to compose his audacious “Pis'mo Stalinu”
(“Letter to Stalin”), in which he described in detail the hope-
lessness of his situation in the Soviet Union. The general tone and
frankness are strikingly illustrated in Zamjatin’s summation:

If T am not a criminal, T ask to be permitted to go abroad with my
wife, temporarily, for at least a year with the right to return as
soon as it becomes possible to serve great ideas in literature with-
out fawning on small people, as soon as there is at least a partial
change in the prevailing view of the literary artist, . . . I do not
wish to conceal that the fundamental reason for my request for
permission to go abroad together with my wife is my hopeless
situation here as a writer, the death sentence which has been
passed on me here as a writer.®

The letter, dated June 1931, was given to Stalin by Gor’kiy. and
it probably was through the intercession of the latter that Zam-
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jatin and his wife were granted an exit permit and were allowed
to go abroad for a year.* In November 1931 he left the Soviet
Union, never to return.

Despite the difficulty of his situation during his last two years
in the Soviet Union, Zamjatin continued his literary work. Al-
though the full extent of his work will remain unknown until
Soviet archives are made public, a few facts concerning this
period are available. Zamjatin evidently continued to devote
most of his energies to the theater. His translation of the play
The Front Page by Ben Hecht and Charles MacArthur was ac-
cepted by the Vaxtangov Theater late in 1929, and the first
performance of Sensacija (Zamjatin’s translation) took place
the following year on May 29.% During the next theatrical sea-
son (1930-1931), Sensacija was included in the Vaxtangov
Theater’s standard repertory, and 1t was performed by provin-
cial theaters in such towns as VoroneZ and Bijsk.*® Reviews of
the play were mixed. Although most were not concerned with
the quality of the translation, one critic did mention that the
mild irony of the original was much intensified in Zamjatin’s
translation.” In addition to Sensacija, Zamjatin also worked
on two original plays, Afrikanskij gost' (The African Guest)
and RoZdenie Ivana (The Birth of Ivan). Afrikanskij gost’,
probably written during 1930 or 1931, was completed by De-
cember 1931, when Zamjatin stated:

Lately I have been working mostly for the theater. Among my
most recent works I would like to mention the Soviet farce Afri-
kanskij gost’, to which 1 have given the subtitle: an unbelievable
incident in three hours. It is a satirical cut at people who think
that they are Soviet but in reality are not and are only accommo-
dating to Soviet ways. I have there three tvpes of such people: an
exdeacon, a secretary of the local “authorities,” and a Soviet
poet.®8

Zamjatin’s farce is well written and to the point, but it has
never been staged and was published only recently.® In 1931
Zamjatin's other play, RoZdenie Ivana, was also being written:
“I have one play, RoZdenie Ivana, written for MXAT-2, which
is not quite completed. It is the history of a most common Rus-
sian Ivan, I would even say ivan with a small i; T am giving the
play a background of Russian rites and songs.” " RoZdenie
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Ivana, if written, has been lost, and all that remains is a six-page
scenario.”t The play was biographical: it was to have traced
Ivan’s life from his birth (around 1900) to the Revolution, at
which time Ivan and thousands like him became the rulers of
the nation. In this sense, the play was not to have been a bi-
ography of one Ivan. but a symbolic biography of all Russian
Ivans, proletarians and peasants. The title was also doubly
symbolic: the play began with the birth of the child and ended
with the birth of the man — the moment when Ivan was freed
from the horrors of war and was entrusted with the power of
building his own future. The whole development was to be ac-
companied by folk rites (for birth, death, marriage), incanta-
tions, and traditional circle songs and games. The finished
product would have been a highly original work that probably
would have been quite acceptable to the Soviet regime ideo-
logically.

Zamijatin did not completely give up writing prose. His short
story “Muceniki nauki” (“Martyrs of Learning”). which, like
Afrikanskij gost'. poked fun at “superficially” Soviet people and
continued in the light, satirical vein of such earlier stories as
“Tks,” was probably written in 1931, shortly before his de-
parture from the Soviet Union. At about the same time Zamja-
tin's interest in prose apparently was shifting from the minor
to the major genre, from the short story to the novel. He was
still preoccupied with the figure of Attila, but work on the
novel, which he had started in the autumn of 1924, had pro-
gressed very slowly: “In addition [to my plays] I am very much
interested in the figure of Attila. which I have already treated
in a drama and which is supposed to become the center of a
large novel; as always, T see historical parallels and compari-
sons, but it 1s far from being completed.” **

Work on the novel Bi¢ BoZij (The Scourge of God) contin-
ued slowly: it was not until four years later, in 1935, that the
first part — one hundred pages — was at last completed. Con-
currently, Zamjatin was working on *“a novel of contemporary
Russian life,” which he first mentioned in 1931.%* Judging from
the rough drafts. the novel. which he tentatively called Kolonny
(Columns). was to have been a large one.”™ Spanning a dec-
ade (1914 to the mid-twenties), it was set in Russia during
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World War I, the Revolution, and the civil war. Some forty
characters (including several commissars) were named and
sketched. The plot centered around Prince Andrej Porfir'evié
and his family of four sons and one daughter; several love in-
trigues were sketched; and the problem of adjustment to the
new situation in Russia seemed to be of major importance.
Among the materials for Kelonny were several pages of Old
Russian words, folk songs and cdastudki: evidently Zamjatin
intended to create a local, country flavor in some passages.

The striking feature about Zamjatin's works during 1930
and 1931 1s the evidence of a renewed interest in the earth-shak-
ing events of the decade after 1910, and an attempt to create a
synthesized appraisal of the Revolution’s effect on Russia and
her people. In this respect, both RoZdenie Ivana and Kolonny
were concelved as serious, all-encompassing works whose tone
was quite different from the gay. pointed irony of Afrikanskij
gost’, “Muceniki nauki.” and his post-Revolution satires. Un-
fortunately Zamjatin did not develop this trend after his emi-
gration,
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Exle and Death, 19311937

For five vears of life abroad, he always was hur-
ryving somewhere . . . or was it that his sce-
narios took up all his time? — movie scenarios!
W hat relation have they to verbal mastery?
And Zamijatin’'s work of his last vears —the
idiotic cinema appeared to me fo be so unneces-
sary; for his life’s work, all those typically Rus-
sian verbal constructions — that's ours, Russian,
that’s our Russian literary treasure,

A. M. Remizov

The primary reason for Zamjatin's departure from the Soviet
Union was his hopeless position there as a writer. Granted a
year abroad by the Soviet authorities, he chose not to return,
preferring to spend the last five years of his life in France. How-
ever, Zamjatin did not join the ranks of anti-Soviet White émi-
orés. With the exception of a few friends, such as the artists
Boris Grigor'ev and Jurij Annenkov, the literary critic Marc
Slontm, and the writer Aleksej Remizov, he generally avoided
contact with émigré literary circles. During his years abroad
Zamjatin did not publicly attack the Soviet regime, although he
did criticize certain literary policies, especially those of RAPP.'
In June 1934, he was elected to membership in the U.S.S.R.’s
newly created Writer’s Union, and some of his Soviet friends
still were awaiting his return to the Soviet Union.* Because of
his dire financial straits, Zamjatin turned his energies to writ-
ing film scenarios, the only literary activity that paid even a
minimum. And because of this he wrote little else during
this period. Aside from several articles for periodicals, he com-
pleted only four very short stories, “Casy” (“The Watch"”),
“Vstrec¢a” (“The Encounter™), “Lev” (“The Lion"), and “Vi-
denie” (“The Apparition”), and the first section of his long
novel Bi¢ BoZij.

Zamjatin had left Russia with hopes of traveling to the Uni-
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ted States, where he had planned to stage several plays and to
work in the film studios of Cecil B. deMille. He had expressed
his dreams of staging Bloxa in the United States as early as
1927.* and his intended collaboration with C. B. deMille was
not simply wishful thinking. In August 1931, the two men had
met in Moscow and had discussed various problems of the thea-
ter and the film industry at some length.* In February 1932,
while applying for an American visa in Berlin, Zamjatin asked
deMille for a letter of reference and received a warm and en-
couraging reply:
I have this day written to the American Consulate, in Berlin, as
you requested, and am hoping that we shall have the pleasure of
seeing you in our part of the world. We are in need of good dra-
matic brains more than ever at the present time, for good dramatic

fare is very scarce: and the “depression” makes it difficult for

even good dramatic entertainment to produce good financial re-
sults.

Looking forward to the pleasure of seeing you here with kindest
regards from Mrs. deMille and myself. . . .7

The trip to America never did materialize, even though as late
as 1935 Zamjatin still entertained hopes of getting there.”
Zamijatin’s first stop upon leaving the Soviet Union was Riga.
During his brief stay there, he visited the Theater of Russian
Drama (Teatr russkoj dramy ), met its actors, and, along with
the celebrated Russian violinist Mischa Elman, attended a per-
formance of M. N. Kuznecov’'s play Kibicer-klub ( The Kibitzer
Club)." Zamjatin, who was hailed as a visiting celebrity, had
been well known in Riga before his arrival; rivaled only by
Bulgakov’s Belaja gvardija (The White Guard), his play Bloxa
had enjoyed the greatest success, at the Theatre of Russian
Drama for two seasons. The quality of production there was
quite high. Zamjatin's Ob3estvo poletnyx zvonarej, which also
played at that theater for several seasons, was performed so well
there that Zamjatin later compared it favorably to the produc-
tion at Leningrad's Mixajlovskij Theater.® He also began pre-
liminary arrangements for staging his new plays (presumably
Afrikanskij gost' and RoZdenie Ivana), but it is highly doubtful
that they were ever performed. This was the first in a series of
setbacks in Zamjatin's attempts to stage his plays abroad.
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From Riga he proceeded to Berlin where, late in November,
he met the German playwright Karl Zuckmayer, who helped
him rework and expand Bloxa.” Although the famous producer
Max Reinhardt agreed to stage the play, the production failed
to materialize because of the rapidly deteriorating political situ-
ation, which Zamjatin described ruefully in Russianized Eng-
lish:

In Berlin now everybody is living as during some permanent earth-

quake, when one always could expect to be suddenly swallowed

up by an abyss, This fate before my eyes experienced Max Rein-
hardt who was made to close up five of his six theatres in Berlin.

And I should add that this occurred just on the eve of his decision

to perform in German translation my play The Flea, So and 1

have made acquaintance with this abyss . . . No, there in Berlin
is now quite impossible to do anything.'”

While in Berlin, Zamjatin was invited by the Artists’ Circle
(Umélecka Beseda), a Prague literary and art society, to give
a lecture in the Czech capital. Many years earlier, attracted by
Czechoslovakia and its culture, he had expressed a desire to
visit Prague, and he had even studied the language; so he ac-
cepted the engagement readily.’ He arrived there in mid-De-
cember, and on the nineteenth he appeared at the circle’s
customary Saturday evening meeting. He read his short story
“Desjatiminutnaja drama” in Russian, and then his translator
Vaclav Koenig, editor of the newspaper Lidové noviny, read
one of Zamjatin's fables and a chapter from “Navodnenie™ in
Czech. The reading was warmly applauded by an audience
that included Prague’s most prominent writers and artists. The
following week both the Prager Presse and Lidové noviny car-
ried extensive interviews with Zamjatin; another appeared
somewhat later in the Rozpravy Aventina.'* Zamjatin's public
lecture, “Sovremennyj russkij teatr” (“The Contemporary Rus-
sian Theater”), was delivered in Russian on December 29. It
was widely reviewed by the Prague press and was published in
Czech translation the following month.

This lecture triggered a new attack on Zamjatin by Com-
munist and Soviet critics. The Prague Communist newspaper
Rudé prdvo, which published a highly distorted review of the
lecture, attacked Zamjatin as a non-Soviet writer and claimed
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that he was in complete accord with his audience which 1t said
consisted almost entirely of White émigrés. The reviewer failed
to mention that Zamjatin had come to Prague and lectured as
the guest of the Czech Artists’ Circle, whose chairman Dr.
Hlavaé had introduced him. And he ignored the fact that the
audience had included the Soviet ambassador Arosev, repre-
sentatives of the Soviet Trade Mission and the Czech Ministry
of Foreign Affairs, Czech playwrights, directors, and writers,
in addition —to be sure —to some White émigrés, and that
a week earlier Zamjatin had been warmly greeted by V. Rabas,
chairman of the Committee on Plastic Arts."® A second attack
on Zamjatin appeared soon after in the Prague Communist
magazine Tvorba (Creative Work), in an article reiterating
many of the distortions in the Rudé prdavo article.™ Word of the
lecture soon reached the Soviet Union. A Russian translation
of the slanted piece from Rudé prave was published in Litera-
turnaja gazeta with a commentary by a Mixail Skackov which
ended with a familiar appeal to public opinion: “This counter-
revolutionary performance of a ‘non-Soviet” writer cannot but
evoke the indignation of Soviet writers. Widespread proletarian
public opinion must brand Zamjatin's performance as the sally
of a class enemy.” '°

Apparently it was still necessary to discredit Zamjatin in the
eyes of sympathetic fellow-traveler writers, and if he could be
branded a counterrevolutionary, so much the better. That many
Soviet writers still did sympathize with Zamjatin was evident
in several articles by proletarian writers in the last half of 1931.
One July article claimed that the Zamjatin question was very
topical in that a well known group of writers was still con-
nected with him: two months later RAPP wrter Cumand-
rin attacked the VSSP for remaining silent about the Zamjatin
question, for not attacking Zamjatin “who is connected by a
thousand threads to the [VSSP] and to individual writers who
are even close to us.” "

In response to Skackov’s article, Zamjatin's Czech translator
and friend Koenig published a brief article denouncing the
Rudé prdvo review as untrue, attacking Skackov, and praising
Zamijatin for doing more to strengthen Czecho-Russian cultural
ties than any other cultural representative who had spoken in



36 THE BIOGRAPHY OF A HERETIC

Prague.'” SkaCkov retaliated with a second article in which he
viciously attacked Koenig for an earlier “malicious essay in a
nationalist-fascist magazine Sobota (Saturday) on Soviet litera-
ture.” He then berated Zamjatin for association with such peo-
ple, citing numerous distorted quotations taken out of context
from Zamjatin’s lecture.’® When Zamjatin finally read Skac-
kov’s two articles, he fired off a letter, dated March 30, 1932,
to the editors of Literaturnaja gazeta in which he presented the
facts and demonstrated with clever irony that the Rudé prdvo
review was false and distorted. The letter was typical of Zamja-
tin in its straightforward denial of false accusations, in its re-
fusal to compromise his principle of intellectual independence
in the face of criticism, and in its somewhat haughty and biting
tone. Beginning with the assertion that “I do not consider it
superfluous to declare that I am still alive and that, conse-
quently, abuse cannot be heaped on me as on a dead man,” he
went on to compare the false quotations with what he had ac-
tually said. The letter ended on the following note:

Whether the “quotations” were taken out of the blue or from a
free rendition of some foreign newspapers does not change the
matter: I can answer only for what I publish under my own signa-
ture and not for the inventions of others, especially if they are
unintelligent. Thomas Aquinas correctly considered stupidity to
be the very last of mortal sins. 1 accept all other sins with pleasure,
but it seems difficult to suspect me of this last sin: I assume that
everyone except Skackov knows me well enough for that.™

Although Zamjatin had written in March, his letter was not
published until September 17; and when the RAPP leader
Averbax was asked (presumably in April or May) whether
Zamjatin’s letter had been received, he answered: “It has been
received, but shall not be published. Zamjatin writes about what
he did not say. But he does not write about what he did say.” *"

Soon after, the Party Central Committee dissolved RAPP.
and there was a partial reversal of Party policy in literature.
During the flux. Zamjatin’s letter finally appeared in print, five
months after being received. Its publication must have been a
great surprise to many Soviet writers, as it was to Konstantin
Fedin:

I am sending vou [Zamjatin] a wonder of wonders: your letter
published in the Literaturnaja gazeta! Without a commentary,
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without a remark, without footnotes, without marginal notes,
without the editor’s promise “to return” to the matter, without an
“in general,” without a “however,” without a “but.” And they
say: “there is nothing mystical.” Not on your life! Of course there
is! In general, what can’t happen?! Anything can happen!*!

Fedin and Zamjatin had been good friends in Leningrad and
had enjoyed playing poker in the same congenial group. During
Zamjatin’s first three years abroad (1932-1934), they carned
on a sporadic but interesting correspondence.* One of Fedin’s
letters, written June 21, 1932, is especially interesting in that
it aptly summarizes the rift between Zamjatin and his critics in
both the 1929 and 1932 incidents:

Your letter [of March 30 to the Literaturnaja gazeta] will not be
published even now. The crux of the matter is that you fight
against the distortion of facts, the reporters’ falsifications,
i.e., against particulars, but leave untouched the important ques-
tion of the general. The goal and sense of the distortions and falsifi-
cations is to prove that you are a counterrevolutionary. Your task
should consist in the converse. But you have always come forth
catching vour adversaries in dirtiness and lies, focusing your blow
on the lowly means to which they have resorted. In this case, in
attempting to dishonor you, they have begun to accuse you of
almost outright “treason.” It seems to me that you should have
struck at this calumny with all your strength (and at its essence).
The matter should not be reduced to counteraccusations against
Smith, Jones and others, but to the routing of miserable inten-
tions to make you a bugbear of insidious counterrevolution. And
this time, too, just as before, you have left open the question —
how you regard the Revolution — (obviously, the Revolution
which is now taking place here and not revolution as an abstract
phenomenon).

I fear that this question, in the sphere of your individual being,
belongs to the eternal questions. And you will never say anything
decisive about this. But can you remain silent?

Zamjatin not only could, but did remain silent. He despised
sycophancy and refused on principle to extol the Revolution
and the wisdom of the Party at the demand of servile critics who
unjustly accused him of counterrevolution. Because he believed
in never-ending revolution, he refused to canonize October as

* Fedin's letters to Zamjatin have recently been published; see G.
Ermolaev and A. Sejn, “Pis’'ma Konstantina Fedina k Evgeniju Zam-
jatinu,” Novyj furnal, No. 92 (1968).
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the final revolution. And because he considered satire to be the
best means for elevating man above the level of animals and
slaves, he categorically refused to repudiate his own satirical
works. Zamjatin was an obstinate romantic; for him there could
be no compromise, so he chose to remain abroad.*

After spending three weeks and very cheerful Christmas holi-
days in Prague, Zamjatin returned to Berlin. He remained there
till late February 1932, when, thanks to the efforts of the writer
Pierre Drieu La Rochelle,* he obtained a French visa and went
on to Paris where he was cordially greeted by writers and the
press. On March 4, Zamjatin, Henri Barbusse. II'ja Erenburg,
and Ovadij SaviC, were guests of honor at a dinner given by the
Groupe des Ecrivains Prolétariens de Paris.*® A month later
several newspapers printed interviews with Zamjatin. He also
began negotiating about the production of Bloxa and Obicestvo
pocetnyx zvonarej with Jouvet, the director of the Comédie des
Champs-Elysées.**

Zamjatin stayed in Paris about a month before traveling to
the Riviera where he wvisited his old friend. the artist Boris
Grigor'ev. Grigor'ev's cottage, the picturesque “Villa Borisella™
which served as his studio and art school. was situated a mile
from the sea near Cagnes-sur-Mer, a medieval Provengal town
seven miles west of Nice. As soon as Grigorev had read of
Zamijatin’s arrival in Riga, he had sent an invitation which Zam-
jatin had accepted quickly. Zamjatin finally arrived there in
early April 1932.*" While resting, Zamjatin made plans toward
four objectives: (1) the production of his plays, (2) a series of
articles on Soviet theater and literature, (3) a new novel about

* Although I believe the term “romantic” to be most appropriate in
describing Zamjatin's world view, his close friend Charles Malamuth
argued in his letter to me of August 18, 1964: “Perhaps I don’t under-
stand vour reference to him as a ‘romantic’ but he struck me as alto-
gether too realistic for that sort of appellation. He was a man of great
courage, great integrity; hence, uncompromising in his devotion to cer-
tain basic principles and standards. Does such a stance make one a ro-
mantic? Is the rotten compromiser, by comparison or contrast, the
realist? I would challenge that, Surely, there is nothing sentimental or
fanciful or unrealistic in being faithful to one’s ideals, provided one
faces the consequences with open eyes. There was no self-deception, no
flight from reality in Zamyatin's stance on issues and principles. Hence,
in my humble judgement. he was no romantic. That designation seems
somehow out of tune with his personality, his awareness of the realities
around him.™
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Attila, and (4) a lecture tour of the United States in October.
Of the four projects, Zamjatin staked most on his plays, three
of which had been translated into French by May 1932.*" He
returned to Paris in late May or early June to check on the
progress of his various enterprises. On June 24 at a literary
evening Zamjatin proved himself to be an excellent reader, as
an appreciative audience listened to his rendition of “Navod-
nenie,” an act from Bloxa, and two fables.*” Unfortunately, his
negotiations with Jouvet led nowhere, and his plans to stage
his plays in Paris evidently were never realized.

Apparently all but one of Zamjatin's attempts to have his
plays produced outside the U.S.S.R. proved unsuccessful. While
in Czechoslovakia, Zamjatin had investigated the possibilities
at the Prague National Theater and in Brno, but by March
1932, Koenig, his representative in Czechoslovakia, informed
him that nothing had materialized.*® Repeated attempts to
stage the plays at the Bulgarian National Theater in Sofia were
also unsuccessful.*® An inquiry to Theodore Komisarjevsky, a
Russian theatrical producer who had been active in London
since the Revolution, also bore no fruit.*® The sole ray of light
was Paul Oettly’s decision in August 1933 to stage Zamjatin’s
Bloxa, which he did in Brussels that same year.”' The difficulty
in staging his plays soon convinced Zamjatin that he should
seek his fortune elsewhere, so he wrote no new plays after leav-
ing Russia.

Zamjatin had considerably better success with the publica-
tion of about a dozen articles on theater, literature, and ship-
building in the Soviet Union. The first of these writings. titled
“BuduScee teatra” (“The Theater’s Future™), appeared in the
French journal Le mois. “Sovremennyj russkij teatr” (“The
Contemporary Russian Theater”), a more extensive article
which represented a polished version of Zamjatin's Prague lec-
ture, was published somewhat later in German, French, and
Serbo-Croatian translations. In December 1932, a short article
entitled “Sovetskie deti” (“Soviet Children™), which depicted
the psychological makeup of Soviet children in a series of con-
versations and anecdotes, appeared in the French weekly
Marianne.® The following year he wrote his longest and most
ambitious article, “Moskva-Peterburg,” an extended compari-
son of the seven arts in Russia’s two capitals.™
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The Zamjatin Archive contains manuscripts of several other
articles and reviews on Soviet literature, but the place of publi-
cation has not been ascertained in all cases. Written in Russian.
many articles bear French titles, which would suggest that
they were intended for French periodicals. They include: (1)
“En 'URSS.” a brief two-page essay on the effects of RAPP;
(2) “Actualités soviétiques,” a sketch on literary formalism and
the “struggle against formalism;” (3) “Lettres russes,” an essay
on the historical novel including reviews of Aleksej Tolstoj's
Petr Pervyj (Peter the First), Ol'ga ForS's Jakobinskij zakvas
(The Jacobin Leaven), and Georgij Storm’s Trudy i dni Mixaila
Lomonosova (The Labors and Davs of Mixail Lomonosov):
(4) “Lettres russes,” an extensive review of Jurij German's Nasi
zhakomye (Our Friends) and of Nikolaj Ostrovskiy's Kak za-
kaljalas’ stal' (How the Steel Was Tempered); and (5) an out-
line for an article entitled “Teatr i kino v sovetskoj Rossii” (“The
Theater and Cinema in Soviet Russia™), which apparently was
intended for The Manchester Guardian.” Two more articles
titled “Lettres russes,” the first with reviews of Aleksej Novikov-
Priboj’s Cusima, Aleksandr Lebedenko’s TjaZelvj division (The
Heavy Division ), and Boris Lavrenev's Sinee i beloe ( The Blue
and the White ), and the second of Pri¥vin's Zen'-fen’ ( Ginseng)
and Jurij Janovskij's Vsadniki (The Riders), were published
in the French weekly Marianne. but the Russian manuscripts
are not in the Zamjatin Archive.”

Upon the death of Andrej Belyj on January 8, 1934,°° and
Maksim Gor'kij on June 18, 1936, Zamjatin wrote interesting
recollections of both men. Since Zamjatin had known both
personally, the memoirs not only sketched their lives (as was
customary ), but they also included personal observations which
revealed something of them as human beings. During his years
abroad Zamjatin did not completely ignore his first wife, ship-
building. He wrote a very interesting essay entitled “O moix
zenax, o ledokolax 1 0 Rossi” (“About My Wives, Icebreakers,
and Russia™) in which he drew some amusing and astute paral-
lels between icebreakers and the Russian people. In addition to
his literary articles, three of his technical articles, which sur-
veyed Russian shipbuilding during the years 1932-1934, were
published in the Glasgow Herald's “Trade Review.” *7
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Zamjatin's third project, a new novel about Attila, was real-
ized only in part. The book had been conceived in 1924, and
Zamjatin had worked on it in a desultory fashion since then.
The first seven chapters about Attila’s childhood in Rome were
completed in 1935. The novel, Bi¢ BoZij, was to have had four
sections: “Nakanune” (“On the Eve”), “Dnevnik Priska”
(*Prisk’s Diary™), “Mec” (“The Sword"”), and “Nevesta™” (“The
Bride”). When compared to Zamjatin's synopsis of the novel,*®
it becomes apparent that the first seven chapters represented
only half of the first section, or approximately one-eighth of the
whole, as it was conceived. The seven chapters were published
posthumously in 1939.*

Zamjatin’s fourth project, a lecture trip to America, did not
take place, even though he still entertained the idea as late as
1935, In June 1935 he did, however, undertake a brief lecture
tour to Belgium and the Netherlands. In Amsterdam and Brus-
sels he lectured on the crisis in European theaters, with special
reference to the Soviet Union. Although the manuscript of his
lecture “Teatral'nye paralleh” (*Theatrical Parallels”) has
been preserved, it apparently has never been published.*® While
in Brussels and Antwerp he also gave readings of his stories.*”

It did not take long for Zamjatin to discover that the life of
a Russian writer in France during the Depression was not easy.
By July 1932, he undoubtedly realized that none of his four
projects would earn him a living, so he turned to the film indus-
try. Upon returning to the Riviera, Zamjatin settled at the “Villa
Simple Abri” in Cros-de-Cagnes, wrote a synopsis of a film
scenario for his novel My, and spent the summer making the
rounds of film studios in search of a director.* He managed to
arrange for the filming of a novel (presumably My) with Fea-
ture Productions. but unfortunately the project had fallen
through by December.** After a brief stint with the Gaumont
Productions, which proved to be “too inartistic” for his taste.
Zamjatin wrote a scenario for Feodor Chaliapin about the folk

* [36]. The publication date is frequently and erroneously given as
1938. The Biblicgraphie de la France, No. 7-8 (Feb. 16-23, 1940),
1376, cites the date as May 3, 1939. This is corroborated by the appear-
ance of reviews in mid-May and July of 1939 and by Mixail Osorgin’s
statement of March 10, that “in the near future a volume of unpublishea
works by E. I. Zamjatin, Bi¢ BoZij, will be published in Paris,” [433].
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hero Sten’ka Razin. The scenario, which he characterized as “a
romantic, revolutionary affair, based on the folklore about the
great robber chief of the Volga, and at the same time the hero
of the first great peasant uprising,” was sold to Vandor Films."”
In March 1933, Zamjatin was commissioned to do a scenario
of Lev Tolstoj's Anna Karenina for Pathé-Natan to be directed
by Fédor Ozep.** Zamjatin made some interesting remarks in
connection with this scenario: |

But my biggest cinema job since leaving Russia has been my
scenario of Anna Karenina . . . I admit that the holy shade of
Tolstoj was an awful bother. You see, in turning the novel into
a film I simply had to cut out all the non-visual matter, and.
naturally Levin, the Tolstoyan hero with his grasshopper phil-
osophizing, had to be thrown overboard at once, I limited myself
to the Karenin-Vronsky triangle, The dialogue had to be cut out,
for both the dialogue and the psychology had to be translated into
cinematic terms. The thing had to be visual and dynamic. The
method of flash-presentation instead of narrative exposition was
the method that vou will find in all my books: so the medium was
familiar enough to me. The dialogue is, naturally, also reduced to
bare essentials. to mere significant flashes. . . . On the screen
things have to be shown, not rold. In a way, all my literary work
has been cinematic; 1 never explained; 1 always showed and
suggesied.

And after all (Zamjatin concluded, with a twinkle of self-satis-
faction) you know where Soviet cinema learned its method and its
basic idea. Was it not from the flashily obscure Soviet books of
the early twenties? Quorum pars magna fui*

Although similarities between Zamjatin's prose style and
certain cinematic techniques may have helped stimulate his
original interest in writing scenarios, his enthusiasm waned
quickly. Necessity forced him to continue working in this new
profession, but he resented the time lost to creative writing and
became more and more dissatisfied:

So as you see, | am alive. But, honestly speaking, I don’t like the

way 1 live. There is much good material in my head, but I waste

it on Ersatz, on the writing of all sorts of scenarios — just because
this is the only work here with a not-too-miserable compensation.

And even this, by your American standards, is poor. I simply can-

not manage “to get ahead” in my budget for — say — some six

months in order to sit down and work on a novel.*®

More than a dozen scenario synopses have been preserved.”
but the full extent of Zamjatin's scenario work has not been
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determined. The scenario which undoubtedly gave Zamjatin the
greatest satisfaction was his adaptation of Gor'kij's Na dne
(The Lower Depths) for Jean Renoir's film Les Bas-Fonds. The
Paris premiere was on December 10, 1936, and two weeks later
the film was voted “the Best French Film of 1936.”* In an
interesting review, Georgij Adamovi¢ pointed out that the film
version was much altered from Gor’kij’s original, but he did
admit that “taken by itself, the scenario was artistically done.” **
Zamjatin's success as a scenarist did not, however, add to his
stature as a master of Russian prose, and his readers, along
with his good friend Remizov, may justifiably regret that his
scenarios kept him from writing new prose works and from
completing Bi¢ BoZij.

Zamjatin's last vears were difficult. The VSSP refused to send
him author’s honorariums, and his ability to make a decent liv-
ing was hindered by failing health.”™ When Zamjatin left the
Soviet Union, he already had chronic colitis; ** during the sum-
mer of 1932 he contracted the grippe: ** and when Fedin visited
him in the first week of 1934, he was suffering from sciatica.
The seventy of the attack may be judged from Fedin's letter of
April 1934: “Why is it that Gene [Zamjatin] writes of feeling
badly and of sleeping poorly? Is it his sciatica again? . . . But
when [ remember how Gene crawled and limped so that the
attacks even stopped his movement when he made his way
across the street, my heart is pierced by a really Christian com-
passion.” ™ In the fall of 1936 Zamjatin's doctor pronounced
him incurably ill. Suffering from angina pectoris, he was forced
to stay in bed for weeks at a time.” His heart ailment was com-
pounded by a stomach ulcer. and on March 10, 1937 at seven
in the morning he died of a heart attack.® A small group of
friends including Marc Slonim (who had made the final ar-
rangements ), Avgusta Damanskaja. Marina Cvetaeva, and Ro-
man Gul’, followed his coffin to the cemetery of Thiais near
Paris, where he was buried on the wet and dismal morning of
March 12."" His death went unnoticed by the Soviet press.

A month and a half after his death, a private evening gath-
ering in commemoration of Zamjatin was given at a Mrs.
Lowell's by his friends and admirers. Marc Slonim'’s introduc-
tory speech about Zamjatin's works was followed by readings
of several stories — “PeSCera™ in French translation by V. Sirin
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(pseudonym of Vladimir Nabokov), “Drakon” in Russian by
Ivan Bunin, and “Aprel’ ” in French by the actress Maria Rein-
hardt. Drieu La Rochelle recalled his meeting with Zamjatin,
Oettly spoke of the Brussels performance of Bloxa, and the
evening ended with Jean Renoir’s reminiscences of Zamjatin’s
activity as a scenarist.”

So died one of Russia’s most talented twentieth-century writ-
ers. To many he will remain the cool, reserved “Englishman”

so aptly described by Slonim:

He was lean, of medium height, clean shaven, with reddish-blond
hair parted on the side. Then in his early fifties, he looked much
younger, and the malicious twinkle of his gray eyes gave a boyish
expression to his handsome face. Always wearing tweeds and with
an “unextinguished” pipe in his wide, generous mouth, he resem-
bled an Englishman. His whole appearance was neat and con-
trolled. His manners were reserved, and to those who knew him
but little he seemed all “buttoned up,” a man who kept an “‘un-
melting icicle” inside — some hard core of strong will, perfect
self-mastery, and sharp intelligence.*®

But to those who knew him well, Zamjatin possessed a ready
sympathy and kindly disposition, even a hidden ardor.”® In
thought and deed Zamjatin was certainly a passionate lover of
freedom, a romantic with uncompromising ideals, in short. an
incurable heretic.



PART Il
The Evolution of Zamjalin's Prose Fiction

All the complexities through which I passed
turned out to be necessary in order to achieve
simplicity.

Zamjatin, Lica






CHAPTER FIVE
Early Period, 1908-1917

During these vears [1908-1910], amidst the
blueprints and figures were several stories. I did
not submit them for publication: in each still
I felt somethine that way not quite “it.”" “It"”
turned wp in 1911,

Zamjatin, Autobiography

Using such criteria as the date of writing, theme, structure,
and style, Zamjatin’s creative work can be divided into four
periods. The first period (1908-1917), beginning with his
maiden story “Odin” and terminating with the story “Pravda
istinnaja,” comprises his early works.® The setting for most of
these is provincial Russia — the small town, the village, or the
distant garrison. Local dialects and colloquialisms are abun-
dant, and the skaz manner of narration is employed extensively.
The second period (1917-1921) begins with the tale “Ostrovit-
jane” and culminates with Zamjatin's only complete novel, My.
The works of this period depart from the folksy skaz and are
characterized by the elaboration of a concise, elliptical style in
which the role of imagery is highly intensified: several are set
in great urban communities. The third period (1922-1927)
shows a decided drop in the production of prose fiction (only
seven stories were written in those years): these pieces are distin-
guished by much experimentation with form and a comic
treatment of post-Revolutionary life, accompanied by new
forms of skaz narrative. The major works of the final period
(1928-1935) are simpler, have less elaborate imagery, lack
skaz, and reflect the influence of the modern European novella

* For a chronological list of Zamjatin's prose fiction, see page 229.
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in their plot dynamism and their use of surprise endings and
false resolutions. These generalizations suggest considerable
variety in Zamjatin's literary technique. Indeed, in Zamjatin’s
work the elaboration of one technique was followed by a search
for a new and different technique — a search that reflected his
philosophy of never-ending revolution in all spheres of life.

Zamjatin's belief that life 1s essentially tragic is expressed in
all his early works. In “Odin” the imprisoned student-revolu-
tionary commits suicide because his love 1s frustrated. In “De-
vuSska” the heroine’s needs for love remain unfulfilled. In
“Uezdnoe™ the rise of the ignorant, bestial Anfim Baryba to a
powerful administrative position is in itself a tragic reflection
of provincial life. The hero of “Neputevyj” dies uselessly on the
Moscow barricades, and the heroine of “Crevo,” thwarted in
her irrepressible desire to have a child, murders her drunken
husband whose beatings have caused her to miscarry. “Na-
kulickax™ depicts the spiritual bankruptcy of a distant army
garrison and the destruction of a genuine love between Captain
Smit and his wife Marusja. In “Alatyr’” the dreams and aspira-
tions of the central characters are thwarted, and in “KrjaZi” the
love between two strong personalities remains unrealized at the
death of one. Konyl's inability to comprehend a situation
(“StarS§ina”) provides one more tragic example of provincial 1g-
norance. Dar'ja (“Pis'menno™), overjoyed by the imprisonment
of her hated husband. discovers a year later that she loves him.
Fedor Volkov (“Afrika”) abandons his shrewish wife in search
of happiness, only to die. In “Pravda istinnaja”™ the letter of a
country girl working as a servant in the city unintentionally be-
trays her unhappiness with her life there. The sole bright spot
in Zamjatin's early stories is blossoming puppy love between
two teen-agers in “Aprel’,” but even there a tragic note is
sounded when the uncomprehending adult world momentarily
turns the emotion into a source of shame for the girl.

Despite the characteristically pessimistic endings of his early
works, Zamjatin believed that life’s tragedies could be sur-
mounted either by religion or by irony. In contrast to the Sym-
bolists, who had turned to religious mysticism, Zamjatin chose
irony. It is ironic that Marusja (“Na kuli¢kax™), who loves Smit
so deeply, is not present at his funeral, while General Azanceev,
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the man who destroys Smit and his love for Marusja, delivers an
impassioned eulogy. It is ironic that Kony¢, who in his ignorant
zeal to serve the government has transgressed the law. is incapa-
ble of recognizing his error even after the trial. It 1s ironic that
the meek and submissive Kostja Edytkin (“Alatyr’”), upon per-
ceiving the hopelessness of pitiful Alatyr’ life, is led off to prison
surrounded by a clamoring mob that considers him a dangerous
killer. Permeating all of the early works, irony underscores
life’s incongruities and illuminates the contradiction between
truth and what people think to be true. Since the ironic re-
jection of the lives depicted is accompanied neither by solu-
tions, nor by comments from the author, nor by an explicit
ideology, the reader must make his own deductions which,
hopefully, will stimulate him to seck a better life.

The apparent pessimism of the early stories is only a literary
device; the critic Gizetti astutely observed that the indignation
aroused by the denouement of “Uezdnoe,” for example, was
proof that beneath Zamjatin’s artistic devices resided a firm
faith in man’s potential goodness.' Although Zamjatin once
quipped that the Neorealists believed neither in God nor in
man,* his critical essays left no doubt about his own deep-rooted
belief iIn man’s capacity for self-improvement on earth. His
faith in the verbal whip of satire as the sole means of preventing
man'’s reversion to lower, inhuman behavior underlay his early.
essentially satiric works. On the other hand, Gizetti went too
far in seeing “excellent opportunities for regeneration™ in some
of Zamjatin’s early stories.” for within most of the stories them-
selves such hope is rare. The opportunity exists only for the
reader.

Man’s inhumanity, love, and revolution — set invariably in
provincial Russia — are the central themes of Zamjatin's early
period. The theme of man's inhumanity, which is basic to all
three of Zamjatin’s tales and the majority of his stories. is the
keynote of the early period. It is first introduced in “Uezdnoe,”
Zamjatin’s first extensive work in which he found “it” and which
brought him widespread recognition.® Beginning with Anfim

*In [470], 48, Mark Slonim wrote that Zamjatin's “Uezdnoe” had re-
ceived 300 reviews within two months, a claim that was reiterated in
1962 by D. J. Richards [454], 31.



100 THE EVOLUTION OF ZAMJATIN'S FICTION

Baryba’s expulsion from school and home for laziness and stu-
pidity, Zamjatin traces his activities over two years of theft,
gluttony, sadism, rape, and professional perjury, until Baryba
finally attains the position of town constable where, presumably.
he can indulge his sadistic bullying unhindered. Although the
adventures of Baryba are the organizing principle of the work,
contemporary critics were correct in construing the author’s
aim to be the satiric depiction of the extremely negative aspects
of provincial Russian life. As V. Polonskij put it:

And when you have read to the end of the tale, it turns out that
Anfim Baryba is of no importance, Anfim Baryba is simply an
cxcuse, and the tale is not at all about Anfimka. One after another
the little chapters flow together into one large chapter, they dis-
solve, drown in one general, unified picture, and the name of that
picture is Russia, limited, dark, provincial Russia.*

Although Polonskij’s conclusion is sound, one cannot agree
that Baryba is simply a literary device, of no importance in him-
self. He is, after all, a product of his philistine environment and
1s neither better nor worse than the other characters of the tale.
His crude. angular, and heavy features, especially his iron jaws,
reflect the essence of his personality; and Zamjatin’s frequent
use of the epithet “stone™ not only reinforces the basic picture
of his heavy awkwardness but reveals the central problem of
the tale: the petrification of human feelings within man.” What-
ever human feelings Baryba may begin with (he yearns for
human companionship while living among the dogs, and he is
genuinely touched — if only momentarily — by Aprosja’s care
during his illness) are completely petrified by the tale’s end,
when he can neither bear the sound of human laughter nor
recognize a momentary twinge of conscience. The final com-
parison — “as if it were not a man walking, but an old resur-
rected heathen idol, an absurd Russian stone 1dol” — endows
the figure of Baryba with symbolic significance. It shows him as
the embodiment of a cruel, stagnant, provincial Russia devoid
of human compassion.

Resembling Baryba in their bestial, ignorant, and senseless
existence, the other characters of “Uezdnoe” present variant
expressions of inhumanity. Foremost among them is the well-
to-do merchant's widow who owns the town bathhouse and
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leather factory, the incomparable Cebotarixa. A veritable
mound of quivering, doughy flesh, she cannot resist the sight
of young Baryba’s tensed, firm, animal-like body, and, instead
of punishing him for stealing her chickens. she takes him into
her arms and her bed to feed her insatiable appetite. Timosa,
the town tailor and philosopher who is aware of Baryba’s lack
of soul, nonetheless befriends him. A chronic alcoholic with
consumption, TimoSa forces his three children to eat from his
plate in order to tempt God. in the tradition of the Dostoevskian
rebels: Will He allow the suffering of innocent children? In a
few instances TimoSa serves as the author’s ironic mouthpiece:

It’s nothing unusual [Baryba’s being the ‘companion’ of a certain
respected widow]. It’s a matter of trade. Everything now, in ac-
cord with the times, is a matter of trade, that’s how we make a
living. The merchant sells herring, the gal sells her belly. Each
has his own trade. And in what way is the belly any worse than
herring, or the herring any worse than conscience? Everything is
a commodity. (S.S. I, 86.)*

Timosa's words forecast all that follows: Baryba does indeed
sell his conscience and even sends his friend Timosa to the gal-
lows by perjuring himself for a hundred and fifty rubles and an
appointment as town constable. The irony of Timosa's execu-
tion is purposely intensified: his intercession on behalf of one
of the apprehended thieves. a slight lad who is being severely
beaten by the tavern-keeper Curilov, leads to his false convic-
tion as an accessory to the crime: “Do you want to kill the kid
because of a hundred rubles [the amount stolen]? Maybe you've
already killed him? Look, he’s not breathing. Devils, animals,
isn't a man even worth a hundred rubles?” (S.S. I, 96.) The
answer 1s an ironic negative, for this sole prominent humane
impulse is rewarded by ostracism and death. This bleak picture
is supplemented by a host of other grotesque characters: the
fly-watching priest Father Evsej, the sensual and deceitful law-
yer Morgunov, the presiding colonel at the military court whose
upset stomach interests him more than justice, the prosecutor

* Sobranie sodinenij, 1, [30], 86. Hereafter quotations from this four-
volume edition of Zamjatin's collected works [30]-[33] will be identified
in the text by the initials “S.S.” plus volume and page numbers in roman
and arabic numerals, respectively.
BURLINGAME
PUBLIC

IRRARY
LIER Ak



102 THE EVOLUTION OF ZAMIJATIN'S FICTION

who wants a victim more than he wants the actual robber, and
the district police officer who prefers pleasing his superiors to
saving an innocent man.

Zamjatin’s satire is not limited to any one group. In “Uezd-
noe” he attacks small town inhabitants (Baryba, Cebotarixa,
Aprosja, TimoSa), the clergy (Evsej, Innokentij, d'jakonok,
Savka), and the courts (the colonel, the prosecutor, the district
police official, Morgunov). In “Na kulickax,” which further de-
velops the main theme of “Uezdnoe,” he shifts his attention to
the military personnel of a remote Siberian garrison, but in this
tale he endows some characters (Smit, Marusja, Polovec, Tix-
men ) with human qualities which raise them above their en-
vironment. The tragedy is therefore all the more poignant when
the three basic lines of action lead to the destruction of these
four people. Polovec, ostensibly the central figure of the tale
and a man of some capabilities and aspirations, cannot carry
anything through to completion. Seeking love and fame, he de-
cides to begin life anew out in the sticks, far away from his
native Tambov. A dreamer and idealist, he resembles Lieuten-
ant Romasov, the ill-fated hero of Aleksandr Kuprin's “Poe-
dinok™ (“The Duel”), to which “Na kulickax™ has frequently
been compared. Both works give extremely negative pictures of
garrison life, and they have similar plots: both heroes fall in
love with married women, which forces them into duels; in both
instances — for different reasons — the women request the he-
roes to play passive roles in order to ensure the husband’s safety.
The two women, however, differ greatly: Marusja has integrity
and loves her husband, not the hero; Surocka (“Poedinok™) is
a schemer who does not love her husband, but will sacrifice the
hero RomaSov’s life for her own advancement. The outcome
of the two works is quite different: Romafov 1s shot in cold
blood, a victim of SuroCka’s seduction, but Polovec, in despair
at Marusja’s enmity after her husband Smit’s suicide, is later
drawn into the drunken, bestial revelry of the other officers:
“Suddenly Andrej Ivanovi¢ was swept up, whirled away by a
drunken, hopeless revelry, by that very last revelry in which
revels Russia, chased out into the sticks™ (S.S. 11, 129).

As in “Uezdnoe,” the finale takes on symbolic proportions.
The frenzied. hopeless revelry of the garrison out in the sticks
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engulfs not only Polovec, but all of Russia. This apocalyptic
vision of impending catastrophe. which anticipated World War
I, the Revolution, and the Civil War, stresses the need of a
spiritual regeneration within Russia.

The love between Smit and his wife Marusja represents the
second line of action. Their two-year marriage 1s based on an
unusually personal, human, faithful relationship which, envied
and despised by the others,* stands in sharp contrast to “nor-
mal” garrison life. The tragic destruction of this unique love is
effected by General Azanceev. In order to punish Smit for men-
tioning his theft of government funds, Azanceev forces Marusja
to submit to him. Unable to accept a profaned idol despite his
continuing love, Smit cruelly torments both Marusja and him-
self in a truly Dostoevskian love-hate relationship that culmi-
nates in his suicide.

The successful interweaving of three plot lines contributes a
structural complexity to “Na kulickax” which reflects Zamja-
tin's increasing literary maturity. Joined by a traditional love
triangle (Polovec-Marusja-Smit), the two major plot lines are
resolved by the dissolution of the triangle (Smit’s suicide and
Marusja’s departure). And the tale’s structural integration is
strengthened by an undeniable spiritual harmony between Ma-
rusja and Polovec. Established at their first meeting, this rap-
port is symbolized by a light golden web floating through the
blue air (S.S. II, 21, 25). The central figure in the third plot
line is Lieutenant Tixmen’, who (like the tailor TimoSa) is
afflicted with a penchant for thought; he seeks to discover
whether he 1s the father of KatjuSka's ninth child. The sub-
ordinate plot is allied to the major triangle by a relationship
both prognostic and contrastive: The suicide of Tixmen’' in
the face of an insoluble problem foreshadows that of Smit, but
KatjuSka's behavior sets a garrison norm from which Marusja’s
i1s sharply differentiated. All lines of action are ultimately united
by the central theme of man’s inhumanity, expressed in the
ignorance, spiritual bankruptcy, and utter boredom of Zamja-
tin's extensive gallery of negative characters: General Azan-

* Molocko and KatjuSka speak enviously of it (8.S. IT, 18) and Azan-
ceev in a fit of rage lashes out at this relationship knowing it to be
Smit’s only sensitive point (S.S. 1I, 35-36).
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ceev, the froglike culinary artist, the Raphael of potatoes, who
thrives on gluttony, embezzlement, and sex; the garrison cuck-
old Captain Necesa whose favorite pastime is to skewer cock-
roaches with a needle; his round little wanton wife Katjuska;
the garrison gossip and busybody, Lieutenant Molocko, who
sleeps with the general’s half-witted wife, with KatjuSka and
with anyone else who is available; the stupid, fish-eyed orderly
NeprotoSnov; the orderly Gusljakin whose predilection for key-
holes furnishes the garrison with the details of each other’s
personal lives; the officers as a whole, flotsam of humanity who
delight in howling endless songs at nightly drinking bouts and
in shooting down passing coolies.

Although both tales depict the negative aspects of provincial
life, there is a difference in their emphasis. In “Uezdnoe™ Zam-
jatin focuses on the successful rise to power of an animal-like
provincial amidst others like himself, while in “Na kuhckax”
he shows the destruction of sensitive people amidst the animal-
like inhabitants of a provincial garrison. The central tragedy
of both works, however, is the same—man’'s inhuman be-
havior.

Love. the second major theme in Zamjatin’s tales. is depicted
in two aspects, the physical and the spiritual. For the negative
characters of “Uezdnoe™ there can be no question of a spiritual
love. Baryba, for example. has haisons with three women —
Cebotarixa, her cook Pol'ka, and his landlady Aprosja. And
in all three cases Baryba is merely satisfying a natural urge,
without thought and without passion. The striking feature is
Baryba’s sexual indifference. Desire is aroused in him simply
by the proximity of the woman, and, once gratified, it becomes
an automatic daily function. The attitudes of the women vary.
The sight of Baryba’s body immediately arouses Cebotarixa,
and, in showing him how to make the sign of the cross, she
envelopes him in her doughy flesh. Baryba's reaction is instine-
tive: he turns, sinking his hands into her flesh, and later falls
asleep contented. Cebotarixa’s desire proves to be too demand-
ing even for such a fine animal as Baryba, and one day, as he
watches the cook Pol’ka tearfully run to the cellar to escape his
sadistic bullying. the idea of possessing her occurs to him. In
her master’s hands Pol'ka becomes a rag doll, submitting fear-
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fully and tearfully, which gratifies Baryba’s sadistic nature.
Pol'ka is not a source of sexual gratification to Baryba, but rep-
resents a chance to bully someone, to avenge himself for Ce-
botarixa’s demands. This primitive trait of vengeance is the
mainspring of Baryba's personality, and as the story ends he
is bullying others because his father has again repudiated him.
His third affair begins like the first, but unlike the others it is
satisfactory to both parties. Every night, after completing her
chores, the tired Aprosja, vawning, takes off her clothes, car-
ries Baryba’s freshly shined boots to him, and half an hour later,
still yawning, returns to her own room, says her prayers, and
falls fast asleep. Love has been reduced to a passionless, every-
day, physical function that does nothing to dispel the boredom
of provincial life.

The treatment of love is considerably more varied in “Na
kulickax.” The automatic, instinctive, Baryba-like behavior 1s
exemplified by Katjufka. who sleeps with any man. General
Azanceev, like Katjugka. 1s interested only in physical love, and,
like the lawyer Morgunov in “Uezdnoe.” he has a jaded desire
for a variety of mates. By contrast, Polovec’s love for Marusja
is that of an idealistic dreamer. spiritual in nature. And the re-
lationship between Marusja and Smit, portrayed only frag-
mentarilly in Gusljakin’s gossip. appears to be a healthy
combination of the spiritual and physical aspects, which sets
them apart from the rest of the garrison. Nevertheless. for the
majority in “Na kulickax™ and in “Uezdnoe” love is a physical
function which becomes an automatic part of their humdrum
daily routine.

In Zamjatin's third tale. “Alatyr’.” the love theme assumes
central importance. The women of the provincial town of Ala-
tyr’, once famed for its fertility, have come upon barren times.
with a dearth of eligible bachelors. In particular, Glafira, the
daughter of the district police chief, is like succulent rye, ripe
for harvest. Her dreams of a lover-general on a white stallion
manifest her physiological need for fulfillment: and her ideal
of ultimate happiness is exemplified by the police chief’s cat
Milka, who is contentedly suckling her four new kittens. The
presentation of physical love in a positive, even lyrical, manner
contrasts strongly with the negative treatment in “Uezdnoe”
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and “Na kulickax.” However, the archpriest’s daughter Vara-
vara, who is driven by the same physiological need and who is
Glafira’s chief rival for the affections of the new postmaster
Prince Vadbol'skij, has a malicious character and is frequently
likened to a dog, as her nickname Sobaceja (a derivation of the
Russian word for dog) would indicate.

The masculine protagonists, both lacking this strong physio-
logical urge, belong to the dreamer-thinker category and view
Glafira as a godly embodiment of an ideal. In the third tale.
however, the dreamer is not isolated amidst a mass of unthink-
ing beings, since most inhabitants of Alatyr’ are striving toward
some particular dream or goal. It is true that their striving seems
ridiculous and that, without exception, their aspirations are
completely frustrated. Kostja Edytkin, a self-made peasant poet
who is tutored by Glafira in preparation for civil-service ex-
aminations, seeks literary fame and aspires to Glafira’s hand.
Shy and timid, his romantic idolization of Glafira resembles
Polovec’s love for Marusja. His major work, Vnutrennij Zen-
skij dogmat boZestva (The Inner Feminine Tenet of Godli-
ness), provokes the laughter of his whole audience, including
Glafira, and his love is never reciprocated. Prince Vadbol'skij
believes that all the problems of the world would be solved if
everyone would speak one language. But his attempts to teach
Esperanto to the townspeople fail miserably. Instead of estab-
lishing universal brotherhood and world peace, his efforts pre-
cipitate a pitched battle for his affection between his two best
pupils, Glafira and Varvara. The police chief is always seeking
to invent something beneficial to mankind, but all his attempts,
including bread baked with bird droppings instead of yeast, are
failures. Glafira’s dreams of a general on a white stallion like-
wise remain unrealized. All of these dreams are needed to dis-
pel the terrible tedium of the provinces, which is established in
the first chapter: “All day in the police chief’'s home tedium
loudly cuckoos like a cuckoo™ (S.S. 1, 116). And later, when
Prince Vadbol'skij looks at the darkening sky, which appears
“so terribly empty, so silent forever,” there is a catch in his
throat and he feels like howling (S.S. I, 145). In this environ-
ment all dreams are frustrated, and at the tale’s end, in a mo-
ment of truth, Edytkin and the reader see how pitiful the people
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of Alatyr’ are. There is prophecy in Edytkin’s final cry of an-
guish, “We are doomed! Doomed, doomed . . . ,” (S.8. I,
171) which recalls the symbolic finale of Zamjatin's other two
tales.

Of the three tales, “Alatyr’” is the briefest and the most
tightly structured. Centering on Glafira’s need for a mate, the
action develops quickly, with each of the eight chapters con-
tributing to the forward movement of the plot. In integrating
the motifs of frustration with the central love intrigue, Zamja-
tin displays great skill in attaining a remarkable unity of action.
The police chief’s frustrating experiment in bread baking in-
troduces Edytkin into the narrative, thus altering the initial
situation (suitorless Glafira). Edytkin’s literary debacle not
only foreshadows his failure in love, but makes him ridiculous
in the eyes of his beloved, thus stimulating his envy and despair.
The prince’s Esperanto classes provide a field of rivalry for the
two heroines and provoke the anonymous love notes which ul-
timately lead to the resolution of the love intrigue and the
destruction of the prince’s hopes for world peace through Es-
peranto. In comparison, the three plot lines of “Na kulickax”
provide less actional unity. Of the two central thrusts of action,
Polovec’s love is treated directly and fully., while the Marusja-
Smit relationship is seen primarily through secondary sources
and consequently is somewhat blurred. The third line of action
(Tixmen’) is primarily used to retard the others, and the major
unifying element is theme, rather than action. The purely epi-
sodic structure of “Uezdnoe” deemphasizes action, thereby
stressing descriptive elements and bringing the theme into promi-
nence as the central unity. Although divided into twenty-six very
short chapters, the tale contains not tweny-six individual *“vig-
nettes” or “watercolors,” as claimed by some critics,® but seven
episodes in the life of Baryba: his failure in final examina-
tions (Chapter 1), life with the dogs (Chapters 2-3), Cebo-
tarixa (Chapters 4-9), the theft of Father Evsej’s money
(Chapters 10-12), life at Aprosja’s (Chapters 13—-16), pro-
fessional perjury for Morgunov (Chapters 17-19), and his ap-
pointment with the police (Chapters 20-26). The unity of ac-
tion resides solely in the person of Baryba, who, like Gogol’s
Cicikov, serves as a structural device which enables the author
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to depict many scenes and characters. In their structure Zam-
jatin’s early tales show a definite progress toward greater ac-
tional unity, from an episodic to an internally cohesive plot
structure. Greater actional unity tended to deemphasize the
unifying role of theme and descriptive elements, which was one
of the main factors contributing to the diminishing force with
which the theme of ignorant, inhuman, provincial Russia struck
the reader in “Uezdnoe,” “Na kulickax.” and “Alatyr’.”

In sheer volume, the three tales comprise more than half*
of Zamjatin's output of imaginative prose for the years 1908 to
1917, and they are typical examples of the stylistic maturity he
achieved prior to the Revolution. Significant structural features
distinguish the tales from Zamjatin's stories, which exhibit
much greater thematic and stylistic variety. This variety is
more pronounced In the stories, especially the earliest ones, be-
cause the short form is better suited for experimentation. The
size of the tales, which average ninety pages each, considerably
exceeds that of his stories — six of the eleven stories number
fewer than twenty pages each, and only three exceed thirty
pages. The importance of brevity in the perfection of Zamja-
tin’s literary technique, is clearly indicated by a significant de-
crease 1 the length of the later stories. In contrast to his first
six stories (written from 1908 to 1913) which average thirty
pages, the next five (written from 1914 to 1917) average only
ten pages each. Although some of the stories (“Odin,” “Nepu-
tevyj,” “Crevo,” “Krjaz,” “Afrika™) contain numbered chap-
ters. only in his tales does Zamjatin consistently use chapter titles
which stress the central theme or event. Partly because of the
greater length, each tale has eight to ten significant characters.
while most of the stories, except “Neputevyj,” have only one or
two. The stories are comparatively static, often depicting only
one or two events rather than a whole series, although “Ne-
putevyj,” “Crevo,” and “Afrika” are exceptions to this. These
distinguishing features testify to Zamjatin's acceptance of the

* The figure is closer to two-thirds if “Odin” and “Devuska,” his first
two stories which he never allowed to be reprinted, are excluded. Zam-
jatin’s prose of the early period covers 500 pages of the 1929 collected
works (including projected equivalents for those two stories). Since each
page holds about 165 words, Zamjatin's pre-Revolutionary output was
only about 83,000 words.
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established Russian genre differentiation between story and
tale during the first decade of his literary career.

Although the love theme is central in Zamjatin's first four
stories, which in many respects anticipate his tales, the treat-
ment differs in that love is never reduced to the level of an
automatic, daily physical function as in “Uezdnoe” and “Na
kulitkax.” Apparently the negative depiction was dictated by
the choice of man’s inhumanity as the major theme. The student
Belov (in *“Odin"), who is in solitary confinement because of
his revolutionary activities, disdainfully rejects love on the
basis of rationalistic argumentation, yet his solitude and his il-
licit correspondence with his friend Lel'’ka combine to produce
dreams of happiness and, ultimately, of love. Despite occa-
sional lapses into sensual thoughts, Belov’s love for Lel'ka is a
spiritual feeling that alters his outlook on life by being a source
of hope and joy for him. Learning of her marriage, he dies
spiritually, cursing his sacred love; his subsequent suicide is
merely the physical counterpart of his spiritual death. Belov’s
idealization of his beloved is echoed in Polovec’s love for Ma-
rusja and in Edytkin’s and the prince’s love for Glafira. The
motif of a destroyed idol recurs in “Na kulickax.” where Ma-
rusja’s degradation results in Smit’s spiritual bankruptcy and
ultimately in his suicide. In Zamjatin’s second story, “Devuska,”
the heroine Vera experiences a strong desire for love, the prod-
uct of daydreams stimulated by a strong physiological urge. In
this respect Vera is the precursor of both Glafira and Varvara,
and her behavior with the librarian on the park bench is re-
markably similar to Varvara’s behavior with the prince at the
archpriest’'s home.* The presentation of the love theme in
“Aprel’,” Zamjatin’s third story, remains unique in his work.
Told in a light and fresh tone from the point of view of Nastja.
a teen-age girl, the story describes her first kiss and the growth
of her first love. Threatened by the action of adults (Nastja's
kiss was observed and reported to her mother) and by her
boyfriend’s feigned indifference, her budding love is reasserted
with renewed vigor at the story’s end. Unlike the love of Vera
or Glafira, hers has no overwhelming physiological desires, but
only a wonderful innocence and purity. The fourth story, “Ne-

* Compare the two passages quoted on page 127-129,



110 THE EVOLUTION OF ZAMIJATIN'S FICTION

putevyj,” is an extended character sketch of a lovable, good-
for-nothing Moscow student, Senja Babuskin, whose character
is endowed with the softness of a warm summer day in the
Kostroma Province and an irreconcilable duality: he reveres
old Russian things, especially those connected with the Ortho-
dox church, yet as a radical student he denies the existence of
God. He expounds cynical theories about love, reducing it to
physiological function, and at the same time he mawkishly cher-
ishes sentimental ideas about it. Senja’s vacillation on love
echoes Belov’s, However, unlike Belov who spends much time
in self-examination and rationalization, Senja simply falls in
love without thinking — and, in his typically ingenuous man-
ner, with two girls at the same time. Unable to reconcile his two
loves, Senja directs his energies to the revolutionary movement
and, discontented with his lot, chooses a useless death on the
barricades to a life without love. Senja, whose love, despite his
theories, is spiritual rather than physical, represents an interest-
ing variation of the frustrated dreamer; and his death on the
barricades, so reminiscent of the death of Turgenev’s Rudin, is
a form of suicide like Belov's and Smit’s.

All of the remaining six stories of the early period were writ-
ten after Zamjatin had established a stylistic and thematic
norm. They differ from the tales, however, in that the protago-
nists are peasants rather than merchants, officials, priests, intel-
ligentsia, or nobility. Vanjatka Kony¢ Tjurin (in “Starina”),
a huge bull-like peasant noted for his stupidity, i1s by chance
elevated to being a village elder and is awarded a gold medal
for his service to the tsar. Inspired by rumors, he takes it upon
himself to appropriate the land of the local nobility in the name
of the tsar and distributes it among the peasants of Lenivka
(Lazyplace). He is tried and acquitted, for it is evident that
his misdemeanor stemmed from ignorance rather than mali-
cious intent. Kony¢, however, never understands his error and
glows with righteous self-satisfaction: “Well, there you are:
acquitted, I'm going home. I know. I acted by decree. in the
proper manner. You can’t fool me!” (S.S. II. 280). Konyc,
with his extreme ignorance and bullying abuse of power, is a
peasant version of Baryba, and the story is just an appendix to
“Uezdnoe.” In describing Konyc’s stupidity as a recruit, Zam-
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jatin points out the incompatibility of the peasant with military
order, a theme which he elaborates more directly in the peasant
soldier Arzanoj in “Na kulickax”.

The treatments of love, dreams. and aspirations in “Crevo,”
“Krjazi,” and “Afrika” represent variations on motifs in “Ala-
tyr’.” The heroine of “Crevo,” like Glafira, has a strong physio-
logical urge which dominates the entire work, motivating all
action: she must bear a child. Married to the old widower Petra
against her wishes (the motif of forced marriage to a repulsive
mate recurs in “Pis'menno” ), Afim’ja fails to become pregnant
after more than a year of marriage and takes a lover, Van'ka
Selifontov. After conception all her attention centers on her
womb and the developing fetus, but one night after a merciless
beating by Petra, she suffers a miscarriage. The loss of her child
fills Afim’ja with a deep. primeval hatred for her husband, so
one night, mechanically, she kills him with an axe. With Van'ka
Selifontov’s aid, she buries him. The murder of vengeance
brings no relief, and during a late summer hot spell she begins
imagining that the stench of Petra’s decomposing body fills the
air, permeating her hut. She retrieves the body and, mechani-
cally again, cuts it into pieces, salts it, and stores it in her cellar,
But she gains no inner peace until she at last confesses and is
taken into custody. This powerful story, one of the most ex-
treme examples of Zamjatin’s primitivism. ends with an expres-
sion of the Russian peasant’s typical compassion for criminals:
“Farewell, Afim’juSka. God will forgive you™ (S.8. 11, 193).

On the other hand, “Afrika.” the first of three stories set
in the distant north on the shores of the Arctic Ocean. shows a
dreamer much in the fashion of “Alatyr’.” Fedor Volkov, an
Arctic boatman who fermes passengers from ships to shore.
hears some gentry, including a lovely girl, speak a language
that 1s not Russian. When he asks where they come from, they
laughingly reply, “from Africa.” Africa, the lovely girl, and
Fedor’s conception of ideal happiness merge into one illusory
dream, quite different from his surrounding reality. The next
spring Volkov attempts to realize his dream by earning passage
to Africa as a harpoonist, but after missing the whale which
would have brought his passage money. he falls dead. The au-
thor ironically comments: “There i1s an Africa. Fedor Volkov
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has reached it” (S.5. 1V, 86). Unlike the dreamers of Alatyr’,
Volkov does not live to see his dreams and illusions frustrated.
The author’s message here seems to be that men should die
striving for their goals, rather than live to discover them to be
false illusions. This idea was to be stated explicitly two years la-
ter in the article “Skify-li?" A similar message can be extracted
from the brief story “Pis’'menno,” where Dar’ja 1s forced by her
mother to marry Eremej, a repulsive, heavy-handed widower.
She wishes for his death and is overjoyed at her freedom when
he is sent to Siberia for killing a man. She takes a lover, Sa-
vos'ka, and lives happily for a year, until she receives a humble
letter from her husband begging forgiveness and describing his
dire circumstances. After much thought, Dar’ja forsakes her
lover and sets out to Siberia to help her husband. The narra-
tor's comment, “What fools women are, oh what fools!.” leaves
the reader in a quandary which lends the tale its charm. Was the
author, in contrast to the narrator, in favor of the humaneness
of her sacrifice, or did he agree with the narrator in lamenting
Dar'ja’s denial of her happiness with Savoska?

The story “Krjazi" expresses Zamjatin’s opinion that neither
pride nor convention should stand in the way of the reahization
of love. Through stubborn pride, the strong physical attraction
between Ivan and Mar’ja remains unrealized. The need to prove
his worth results in Ivan’s death, which is Mar’ja’s loss, for,
although she loves him, she has been too proud to encourage
him. Zamjatin's final story of the early period. “Pravda istin-
naja,” is in the form of a peasant girl’s letter to her mother. It
reveals DaSutka’s unhappiness as a domestic in town, despite
her lip service to the happiness and the supposed benefits of
town life. The letter, like many of Zamjatin's early works, dis-
closes the negative aspects of provincial town life. Since the
piece was written in England, one may speculate that it was in-
spired by a similar feeling on Zamjatin's part about his life in
England.

It is rather surprising that the Revolution of 1905 to 1906
did not find a greater place in the works of Zamjatin, a one-
time Bolshevik, exile, and student revolutionary. Discounting
“Tridnja,” an impressionistic, first-person, eye-witness account
of the “Potemkin” mutiny, this revolution only appears as a
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minor theme in “Odin” and “Neputevyj.” In “Odin™ Belov, like
Zamjatin, has been imprisoned for revolutionary activity, and
we find a brief two-page narrative by his imprisoned fellow revo-
lutionary Tifleev, telling how a government agent has been
murdered. The sensational element in Tifleev’s account and its
psychological eftect on Belov are of much greater importance
in the story, however, than the theme of the Revolution itself.
The same 1s true in “Neputevy],” where Senja joins the move-
ment of 1905 to fill an inner emptiness after losing Tanja and
Vasilisa, and not because of political conviction: “I wouldn't set
eyes on all those programs of theirs. Thank Geod, for the first
time 1n ages we have overflowed the banks, and they want to put
us back in them. I think that if it’s flood time, then let it really
flood. like the Volga. Right or not?” (S.S. II, 163 ). The revo-
lutionary movement provides Senja with an opportunity to live,
and the proximity of death makes life seem all the more valu-
able to him: “You queer fellow, it's gay, you understand, it’s
gay in the streets: life. I think that the people who are most alive
are there now. A-ah, you say that they are close to death; that’s
why they are close to death, because they are most alive . . .”
(S.S. 11, 163). Never having been able to carry anything through
to completion, Senja remains on the barricade after his com-
rades have wisely retreated. This does not indicate extraordi-
nary bravery or extreme dedication to the Revolution; it is
instead a tragic solution to his failures in life. For once, he
finishes something.

The theme of revolution deserves fuller consideration here.
It has been mentioned earlier that, under the influence of Rob-
ert Mayer, Zamjatin in 1920 and 1921 systematized his phil-
osophic views, setting forth the thesis that energy (revolution)
and entropy (stagnation) were the two cosmic forces governing
the universe, man, and man’s thought. The Communist critic
Voronski) asserted that “all of the works published by Zamja-
tin . . . symbolize the struggle between these two princi-
ples,” 7 but this generalization, valid for Zamjatin’s major works
of the second period (1917-1921), does not hold true for his
early efforts. In works like the tale “Ostrovitjane™ and the novel
My, revolution represents a conscious rebellion against the ac-
cepted norm, and love is treated as a primitive physical passion
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that disrupts the regulatory mechanisms created by an auto-
mated society. This is not true, with minor exceptions, in Zam-
jatin’s early works. In “Uezdnoe” love itself has been degraded
to a tedious physical process. The strong physiological urge of
Glafira and Varvara is indeed a primitive feeling, but it does
not represent a rebellion against the status quo and the sur-
rounding environment, for these women seek gratification and
fulfillment within the existing social framework. Essentially
the same 1s true of Anfim’ja’s desire to have a child. Although
her love might be considered a mamifestation of energy in re-
volt against the forces of entropy (represented by her husband ),
D. J. Richards has embarked on rather risky speculation in
attributing political significance to the story (“the conspiracy
of Anfimya and her young lover against the old man represents
the rebellion of young, politically revolutionary Russia against
the decaying old order™).”

It is true that elements of revolution can be detected in Zam-
jatin’s dreamers insomuch as their dreams represent rejection
of the existing order, but the aspirations of these dreamers are
presented in a comic light and never are coupled with a primi-
tive revolt of the passions symbolic of man’s irrational impulses.
In depicting a growing primitivism, the entropy of human
thought and feeling. Zamjatin’s early works fail to portray the
disruptive force of energy (revolution). And the retroactive
application of the entropy-energy dichotomy to these works is
not really justifiable. At most, it can be said that the tedium
shown in Zamjatin’s early works *is but an unconscious demand
for freedom, for struggle, for the conversion of ‘entropy,’ of rest,
Into ‘energy,’ revolution.”™ " As such. it is the seed from which
Zamjatin’s later theories developed.

In 1915 Zamjatin started writing his fables. Of the twenty
he published, only four appeared before the Revolution, al-
though two others evidently had been written by then.' A skac
narrative in which the narrator speaks a colloquial Russian
studded with regional and substandard lexical items prevails in
these fables, whose protagonists are often animals, Frequently
oblique 1 meaning, the fables center on themes of human
frailty and ignorance. In “Bog” (“God”) the carousing and
bullying cockroach Sen’ka who does not believe in God is
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struck speechless with reverence for the poverty-stricken post-
man Mizjumin, a kind and omniscient diety who rescues him
after a disastrous fall. The fable is probably aimed at ridiculing
stupid people who ignorantly glorify or diefy the ordinary and
commonplace.

A similar moral can be drawn from “D’jatek™ (The Dea-
con”) and “Pet'’ka.” A stupid boy Pet'ka, “too bright for his
age,” is given a beautiful talking doll with moving eyes. Curious
to discover what makes it move and speak, he takes it apart
with a knife, only to find uninteresting bearings, sawdust, a di-
aphragm, and a horn. His angry parents repair the toy, but it is
no longer the same, so they punish the boy. Probably the doll
represents the unquestionable “truths” and beliefs that igno-
rant men blindly accept. To question these false “truths,” is to
destroy or alter them; therefore ignorant men punish those who
are either intelligent or naive enough to question them, just
as parents punish questioning children. Latent in this fable is
Zamjatin’s conception of philistinism and heresy. The third
fable “D’jacek.” tells of a deacon who, having won a 5,000
ruble lottery, decides to experience the vision of Moses, to look
into the blue vault of the heavens from the top of Mt. Sinai.
After forty days of fasting and climbing, he gains the mountain-
top. only to discover that beautiful clouds are nothing but a
damp, dark, autumnal, foggy drizzle. The moral is essentially
that of “Pet’ka,” and in this formulation we can discern the be-
ginnings of Zamjatin's idea (expressed two years later in “Skify
117”) that the attainment of an ideal philistinizes it. Zamjatin
again returned to this image (beautiful distant clouds becom-
ing damp, dismal fog at close quarters) in describing the Sym-
bolists’ disillusionment with their search for the beautiful ideal
on earth."" The basic message in these fables would seem to be
that man should not only be intelligent and curious enough to
examine his own and others’ conceptions and ideals, but he also
should have the strength to recognize, accept, and apply any
newly found truth in his life, without despair and disillusion-
ment. The fables “Petr Petrovi¢” and “Angel Dormidon” ridi-
cule ignorance more openly by showing that haste coupled
with uncomprehending stupidity leads to disastrous results.

No survey of Zamjatin's works would be complete without a
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discussion of style, perhaps the most distinctive aspect of his
imaginative prose. A leading exponent of the Neorealist move-
ment in Russian literature, Zamjatin was preoccupied with style
and literary techniques as a direct consequence of his philoso-
phy. As a firm believer in the Hegelian dialectic, Zamjatin con-
sidered Neorealism to be a synthesis of nineteenth-century
Realism (thesis) and Symbolism (antithesis): “The symbolists
did their part in the development of literature, and to replace
them in the second decade of the twentieth century came the
Neorealists, inheriting features of former Realists as well as
features of the Symbolists.” ' The Realists were excellent mir-
rors — their stories attempted to depict a segment of life. The
Symbolists sought to describe man's complex feelings and to
depict the essence of man’s spiritual being: in doing so, they re-
jected the “real” world. The Neorealists, like the Realists, de-
picted the real world, but they found their truth by focusing on
a few, carefully chosen features, enlarging them to grotesque
proportions. Zamjatin firmly believed that “apparent im-
probability — nightmarishness — reveals the true essence of a
thing — its reality — more than probability does.”

Quoting Dostoevskij's statement that “the real truth is al-
ways improbable,” Zamjatin repeatedly utilized effective anal-
ogy to drive home his point." Where the Realist saw only
smooth skin covered with downy hair, the Neorealist with his
cruel, ironic microscope saw gullies and mounds, thick stems
of unknown plants (hair), and huge masses of earth and mete-
orites (dust particles)." In accordance with his aim. Zamjatin
frequently used the grotesque in his early works. His depiction
of life and people was exaggerated, deformed, and fantastic,
which led some critics to protest Zamjatin's “excessively thick-
ened paints” and moved some to contend that instead of depict-
ing life, he caricatured it."® Others were more perceptive: in his
review of Zamjatin’s first collection of stories, A. Gvozdev made
an excellent analysis of his technique:

the author does not attempt to delineate the byf* in detail, but is
constantly drawn to a synthetic image, frequently resorting to the

* Byr: a peculiarly Russian term which indicates the general tenor of
life, from customs and habits to social and economic conditions (usually
of a particular social group).
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aid of comic grotesque. His art consists in the ability of imbuing
exaggeratedly massive figures with a touch of some sort of bright
truth of life. Isolating, in the characterization of his heroes, some
one of their characteristics, E. Zamjatin imparts his character
sketch with the extraordinary, sketches comic contours that bor-
der on the absurd, and widely utilizes exaggerated parody as a
means of artistic embodiment. But angular contours, paradoxical
situations, and the extraordinary harshness of the author’s satirical
inspiration do not keep the reader from the truth.'®

In the characterization of Cebotarixa, for example, the pri-
mary, exaggerated feature was her excessive obesity, indicative
of her unbridled gastronomic and sexual appetites. The read-
er's first glimpse of Cebotarixa comes through Baryba's eyes
and immediately establishes her gluttony: “They finished eat-
ing, and Cebotarixa herself crawls out into the yard: red, set-
tling, unable to walk because of overeating™ (S.5. 1, 29). When
Cebotarixa is presented directly to the reader, the motif of not
being able to walk recurs and is developed into an explicit pres-
entation of the central characteristic:

After the evening vespers or liturgy the priest of Pokrov Church

would catch up with Cebotarixa, shake his head and say: “It’s

unseemly, mother. You must walk, take a promenade. Or before
you know it, the flesh will completely conquer.”

But Cebotarixa would spread out like dough on her wagon and,
knitting her lips, would say: “It’s impossible, father, kintinual
heart murmur.” And Cebotarixa rolls onward through the dust,
stuck to her wagon, inseparable from it, corpulent, flowing,
springy. So no one had ever seen Cebotarixa in the street on her
own feet without wheels, (8.5. I, 30.)

The impression of doughy obesity was maintained by the recur-
rent use of key words or new words which were associated with
the original presentation: “The smell of her sweaty, sticky
flesh” (S.S. I, 38). “Nonetheless, she flowed off, . . .” (S.8. 1.
52). “Cebotarixa turned white and began shaking like leavened
dough that had swollen to the very edges of the mixing bowl”
(S.S. I, 52). **What's up, have you gone nuts?’ said he, disen-
tangling himself from her flesh. But she stuck to him like a spi-
der” (S.S. I, 55). The last of these four examples is doubly
effective in that it recalls another image associated with Cebo-
tarixa’s gluttony: “Her greedy mouth — a red wet hole” (S.S.
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I, 38). This mouth image is repeated with a variation (“a
greedy, gaping, sucking mouth”) some six lines before the spi-
der comparison, which, because of its proximity and the easy
association with a spider sucking its prey, recalls the “greedy
mouth” sequence and reinforces the idea of Cebotarixa's un-
bridled appetite.

Zamjatin's use of grotesque to underline a single basic char-
acteristic was motivated by his own central subjective impres-
sion of a character, in which he trusted firmly and completely.
Frequently originating as an explicit comparison or simile, his
impression is usually continued in a recurrent implicit compari-
son — a metaphor: “Kipa, all in bows, frills, gathers, with a
comb on her forehead — a Brahmaputra hen. As soon as Senja
saw the Brahmaputra, he stuck at herside . . " (S8.5. 11, 148).
And later: “Petr Petrovic . . . looked at Senja and the Brah-
maputra hen. They were alone in the room, Senja and Kipa-
Brahmaputra, in a corner behind the plam tree™ (S.S. 11, 149).

External description and character depiction are kept to a
minimum in Zamjatin's early work and usually consist of
a basic impression which undergoes varying degrees of de-
velopment depending upon the story, the importance of the
character, and the felicity of the chosen impression. The im-
pression is usually conveyed in one of three ways: The character
can be compared to some animal, as above, in which case he
assumes both the external features and the character traits of
that animal. The girl Kipa (*Neputevyj”) not only looks like
a hen, but she 15 also a featherbrain. Pimen (“Afnka™), small
and skinny and persistent, is compared to a mosquito: “Pi-
men . . . began to follow Fedor, hovering about him like a
mosquito and biting him continually” (S.5. IV, 76). “Pimen
hovered and hovered” (S.S. IV, 76). “Pimen sang, a caress-
ing mosquito, and bit into Fedor Volkov's very ear” (S.S.
IV, 77). “Pimen stretched forth his mosquito mug” (IV,
77). “Oh-ho! A mosquito soul?” (S.S. IV, 77). The same
technique is used in characterizing General AzanCeev as a
frog (“Na kuli¢kax™). the tailor Timo%a as a sparrow and
the coachman Urvanka as a devil (“Uezdnoe™); Kostja
Edytkin as a chicken, Varvara as a dog, Rodivon Rodivo-
novic as a rooster, the archpriest as a small. hairy sprite, and
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the county police chief's wife as an elephant (“Alatyr’”). In
each case the physical and character similarities are equally
important, and the numerous comparisons with animals are a
major factor contributing to the central theme of animal-like
provincial life.

A second technique for conveying the central impression
consists in focusing attention on some physical characteristic
associated with a basic character trait. The arctic fisherman
Fedor Volkov is first described (“Afrika”) as having huge
shoulders, small ingenuous eyes, and a “crock-like head cropped
like a kid’s” (S.S. IV, 70). The crock-like head and ingenuous,
inoffensive eyes are mentioned throughout the story in connec-
tion with his dreams of Africa; they symbolize his naive sim-
plicity:

He shook his cropped crock: “And what if it ain't — Africa —

that is?"” (S.S. IV, 72.)

. . . himself unseen, just a head, a cropped crock, rocking
above the light sea. “What are you looking for, Fedor? Are you
waiting for some guests from beyond the sea?” Fedor would
glance with his ingenuous, inoffensive eyes and shake his crock-
head. But whether he shook yes or no could not be fathomed.

(5.5. 1V, 75-76.)

Fedor Volkov was silent: only his inoffensive eyes dumbly
spoke to Jausta, but what they said could not be fathomed. (S.5.
IV, 76.)

And he tripped over something, began to cry woefully, put his
cropped crock on the table. “I'll leave . . . T'll le-e-ave you
all . . . Leave,” (8.8. IV, 78.)

He kept standing at the rail, hanging his cropped crock over
the water, and kept smiling to himself. (S.S. IV, 80.)

“Ugh!” Fedor only shook his crock, cropped like a kid's; only
his small inoffensive eyes glimmered as a candle to God; and,
really, what words could be found here? (5.S. IV, 84.)

The reader learns nothing more of Volkov’s external appear-
ance, nor does the author directly reveal any of Volkov's
thoughts. There are no inner monologues, the narrator is not
omniscient. The reader must deduce everything for himself
from Volkov’s actions and from the reported dialogues. The
recurrent motifs of “cropped crock™ and “ingenuous, inoffen-
sive eyes” stress his most essential characteristic: a childlike
simplicity which enables him to idolize distant Africa as the



120 THE EVOLUTION OF ZAMJATIN'S FICTION

embodiment of all his dreams. The same technique 1is used with
numerous other characters. Polovec’s broad forehead, which
contrasts sharply with the rest of his nondescript features, is
symbolic of his intellectual and spiritual aspirations which are
incapable of being realized. Marusja Smit is characterized by a
“hint of unchildish lines near her lips” which become marked
and old-womanish after her relationship with Smit has been de-
stroyed by Azanceev. Prince Vadbol'skij's crafty nature (“Ala-
tyr'7) is indicated by his receding chin. Indrik’s sad, unsmiling
eves (“Afrika™) hint that he 1s aware of things forbidden to
mortals, and they serve as a disquieting foreboding of the de-
nouement, which imparts a genuinely tragic element to the
story. Lieutenant Tixmen® (“Na kulickax™) is endowed with
a long nose that not only indicates his predilection for serious
thought but also causes his shyness with women. The orderly
NeprotoSnov’s stupidity is reflected in his inhuman, “hopelessly
fishy eyes.” yet the one time he experiences a human feeling, his
eyes become human and pour forth tears (S.S. I1, 127).

The association of one or several attributives with a given
personage 15 Zamjatin's third method of conveying his impres-
sion. The effect of the attributives is produced. as in the other
two methods, by their frequent recurrence. But in this method
the same attributive refers to all aspects of the person — some-
times to a physical feature, sometimes to an action, and
sometimes directly to his character. Roundness, for example, is
the basic attribute of the captain’s wife KatjuSka Necesa; and,
associated with her yearly pregnancies, it recurs in different
environments:

The captain’s wife lay in bed, small and all round: a little round
face, round quick eyes, round curls on her forehead. all of the
captain’s wife's charms were round. (S.S. 11, 17.)

She laughed roundly . . . (8.5, 11, 18.)

. she shook the round curls on her forehead. (8.5, II, 51.)

Tixmen® kissed her round little hand. (S8.5. I, 53.)

The captain’s wife's eyes, round as thev were, became even
rounder . . . (S8.8. 11, 54.)

She laughed so roundly, so clearly, (8.8, 11, 57.)

The same is true of Baryba's squareness and of Captain Smit's
hardness, although in these cases, because both characters are
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of central importance, a combination of all three methods is
used.

The basic impression associated with a personage is often
reinforced by the choice of an appropriate name, for Zamjatin
claimed that: “Surnames, names, become attached to person-
ages just as firmly as to living people. And that is understand-
able: if the name is felt, chosen correctly, then it indispensibly
contains a phonic characterization of the personage.” '’
In some instances the choices and significance are obvious. In
“Uezdnoe” a lawyer's slyness is indicated by his blinking eyes,
by his blinking gait, and by his name Morgunov (derived from
the Russian verb morgar’, “to blink™). In other cases the choice
is more subtle and depends on phonic features that evoke as-
sociations between the name and some physical feature or char-
acter trait. The surname Edytkin, used to designate a tall, lanky
person with a pitiably thin neck, brings to mind — by means of
the infrequent phonic combination dytk — the word for Adam’s
apple (kadyk), which reinforces the image of a thin neck. The
ignorance of Polovec’s orderly is exemplified by his recurrent
mispronunciation of the phrase “exactly so. your excellency.”
And the mispronunciation fak to¥no, vase-brodie, which makes
a significant play on the words “exactly” (fecno) and “nauseat-
ing” (to¥ne), is echoed in the orderly’s name NeprotoSnov.
Most frequently, however, the name of a personage is simply
appropriate to his social position and psychological makeup.
Cebotarixa is a typical. merchant-class name, and the suffix
-ixa has an appropriate pejorative significance which the more
usual suffix -eva lacks. The German name Smit suits an unbend-
ing, honest military man whose severity borders on cruelty. In
addition to using indicative and appropriate names, Zamjatin
frequently employs such obvious nicknames as Sobaceja (a
derivation of sebaka, “dog™) for Varvara (“Alatyr’”), who is
endowed with the characteristics and behavior of a dog.

The predominance of “a very strong, 90 proof byt that had
been concentrated by centuries of aging”™'* was highly condu-
cive to Zamjatin's grotesque imagery and would indicate that
Zamjatin had utilized provincial Russia mainly as a stylistic
device. The center of gravity in his treatment of bestial, igno-
rant, provincial life resided not in provincial life itself, but in
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bestiality and ignorance, which is in line with the humanism
so basic to Zamjatin's world view and so dear to his lifelong
heresy.

Furthermore, the provinces provided him with numerous col-
loquial and regional expressions to use in renovating the literary
language. In all of his tales and in all but four of his earliest
stories (“Odin,” “Devuska,” “Aprel’,” and “Tri dnja”) Zamja-
tin used skaz, a special mode of narrative prose in which a nar-
rator manipulated by the author, but usually differing from the
author in language, social position, and outlook, is introduced
explicitly or implicitly as a stylistic device, Zamjatin’s narrator
speaks a Russian which grammatically is basically correct, but
which contains numerous regional words and collogquial ex-
pressions that normally would not be considered appropriate
to standard literary Russian. The peculianties of the narrator’s
language are not only lexical: his speech also displays a highly
stylized syntactical structure characterized by numerous inver-
sions. The following sample, from “Uezdnoe,” illustrates several
typical features:

Vstanet Baryba na utro smuryj i ves’ den’ kolobrodit. Zal'etsja do

noci v monastyrskij les. Ucilisce? A, da propadaj ono propadom!*

(5.5.1, 24.)

The word kolobrodit, the expression propadaj propadom, and
the use of zal'etsja with the meaning of “he set off” are all ex-
amples of colloquial speech; and the word smuryj1s a substand-
ard dialectal distortion of xmuryj. The inversion in the first
sentences which places the verb in the initial position, the rhe-
torical question U¢ilif¢e?, and the use of the interjection @ in
the initial position followed by the emphatic particle da all con-
tribute to the stylistically oral orientation of the narrative, so
fundamental to skaz. In reported speech a few of Zamjatin’s
characters, unlike the narrator, use substandard phonetic and
grammatical forms:

“Gospodi, da pofli Z ty, Stob uciliS8sa sgorela 1 mne ba tuda ne

wat™ .. . 0 (Konye: 5.8, 11,:273.)

“Tak tosno, vase-brodie . . .” (Neproto$nov: §.5. I1. 9.)

#*“In the morning Baryba'd get up glumpy and fool around all day,
He'd take off to the monastery woods till night. School? Aw, the hell with
it
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“Vase prevosxoditel'stvo, uz dozvol'te pojtit’ vzjat’. Ved’ nase
takoe, znyct’, delo krest'janskoe, den’gi-to vot kak nadobny.
podatja opjat’ ze . . ."* (Arzanoj: S.8. 11, 69.)

Such grammatically substandard speech, however, is not wide-
spread in Zamjatin's writing, where it is restricted to peasants.
On the other hand, substandard literary speech in the form of
regional words, colloquial expressions, and casual syntax is ex-
tremely frequent and typical of most of his characters, including
the implicit narrator. When Zamjatin’s first collection of stories
appeared 1 1916, most critics censured his style severely. A.
Derman wrote that “all of the author’s remarks, all descriptions
are expressed . . . by this repulsive, half-dead, vulgar lan-
guage, depressive in its monotony and hopeless grayness.” "
Another critic was appalled by the “depressive . . . character-
less deterioration of the language.”** Critics notwithstanding,
the skaz narrative became a hallmark of Russian literature
of the twenties and was immortalized in the stories of Mixail
ZoSCenko. a student of Zamjatin.

Another characteristic of Zamjatin's early prose was a con-
cise, compressed style that he said was dictated by life itself,
which had become more complex, more rapid, feverish, and
Americanized — especially in the cities that were the cultural
centers for which he intended his works.”® The Neorealists
learned to say in ten lines what would have taken a page before
and to condense material suitable for a novel into a tale or a
story. This may explain why none of Zamjatin's works, except
the novel My, ever exceeded one hundred and twenty-five small
pages. In this respect the main teacher of the Neorealists was
Anton Cexov, “who had provided amazing examples of brevity
in the art of writing.” ** Cexov’s legacy was not limited to brev-
ity, for he was the first Russian to employ “impressionism.”

* Lord, make the school burn down so I won't hab to goes there . . "
“Eksickly so, yvour beardship . . . “Your excellency, let me go git it.
You knows, it's us peasants’ business, we needs the money, taxes
again . . ."

T Zamjatin, “Cexov,” [38], 48. One example Zamjatin cited of
Cexov's impressionism was: “the district elder and district clerk had
become imbued with falsehood to such a degree, that the very skin on
their faces was knavish.”
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Directly related to his impressionistic imagery and his noted
brevity was Zamjatin’s tendency to demonstrate, rather than
narrate. This was first pointed out by Ivanov-Razumnik early
in 1914, In discussing L. Dobronravov’s tale “Novaja bursa”
(“The New Seminary”), he stated that “the young author knows
how to observe and fo narrate his observations. A. Terek and
Evg. Zamjatin know how fo demonstrate — that is the differ-
ence between them.” * Seeking a greater economy of words
and a more lively impression of life’s activities, Zamjatin
avoided static passages describing the hero and the setting. The
external description and the character of a personage are indi-
cated by a brief phrase or two, usually a recurrent motif, and any
further information is demonstrated by the character’s actions
rather than being narrated by the author. Zamjatin himself
cited his description of Morgunov's (Blinkman’s) character as
an example of demonstrating:

“Semen Semenovic blinked continually: blink. blink, as if he were
ashamed of his own eyes. And why speak of eyes: all of him
blinked, When he would go along the street and begin to limp on
his left leg, actually all of him, his entire being, would blink.” Here
there is no word of slyness, which comprised the essence of Mor-
gunov’s character; here action is given, and in the action, imme-
diately, concisely, all of Morgunov, as if alive.*!

Despite the importance of the Cexovian origins of Zamjatin’s
stylistic development, the latter’s intense interest in verbal mas-
tery was the result of much more immediate influences, namely
the works of Alekse) Remizov and the Symbolists. In reviewing
Zamjatin’s first tale, Ivanov-Razumnik had written that: “The
young author has not yet found himself:; consciously or uncon-
sciously there is much of Remizov in him, but already there is
much of his own. If examples of how ‘realism’ can utilize the
many technical achievements of ‘modernism’ are needed. then
here 15 one of those examples, Eve. Zamjatin's tale.” = With-
out a doubt, Zamjatin's great attention and interest in the style
and form of his literary work was a legacy from the Sym-
bolists, which Zamjatin himself freely admitted: “In the cul-
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tivation of the form of the work, in the perfection of the
mastery of precisely the technique of writing, lies the greatest
and fundamental service of the Symbolists.” ** Zamjatin did
not, however, blindly ape Symbolist innovations; he adapted
only those techniques that were congenial to his conception of
art. Of specific importance to him were Sologub’s Melkij bes
(The Petty Demon), the novels and tales of Remizov, and to a
lesser extent the prose works of Belyj. Melkij bes may justifiably
be considered the forerunner of Russian Neorealism, for it was
characterized by ironic laughter, by the depiction of provincial
ignorance, by the grotesque, and by recurrent impressionistic
imagery. Similar features frequently appeared in the early works
of Remizov, who also developed a refined stylization of the
skaz manner and showed a decided tendency toward colloquial
and regional expressions. In respect to language, Remizov was
the single most important influence on Zamjatin.
Considerably less discernible was the influence of Belyj.
whose Neorealistic tendencies were most clearly expressed in
his novel Peterburg. which first appeared in 1913 to 1914, well
after Zamjatin had established his style.*
Traces of Zamjatin's interest in the rhythmic and musical
qualities of prose were already manifest as early as 1914:
Zabeleli utrenniki, zazjabla zemlja, leZzala neujutnaja, Zalas’
snezku by, I na Mixajlov den’ — sneg povalil. Kak xlynuli belye
xlop'ja — tak i utixlo vse. Tixim kolobkom belym laj sobadij ply-
vet. Mol¢a moljatsja za ljudej staricy-sosny v klobukax belyx.*
(S.S. II, 267.)

Zamjatin attempted here to create the impression of falling,
circling snowflakes by the repetition of the clusters x/ and k/,**
but this only begins to suggest the rich rhythmic and phonic
qualities of this passage. Each sentence is endowed with a syn-
tactic rhythm that 1s reinforced by stress distribution, word or-
der, and alliteration. In the first sentence, three di-stress
phrases were followed by two mono-stresses, a rhythm which is

* The frosts whitened, the earth froze, lying uncozily, shriveling: oh
for some snow. And on Mixajloy Day snow fell. As white flakes flowed,
all became quiet. In a silent white ball dogs™ barking floats, In their silent
white cowls the monk-pines pray for people.”
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further emphasized by the alliteration and assonance of za.
zazja, z. Za, Za, and by the verb-noun contrast in the initial posi-
tion. The next three sentences are each rythmically divided into
equal halves emphasized twice by the dash (the stress distribu-
tion is two-two, three-three. three-three) and leads up to the
final sentence, which has a three-two-two distribution reinforced
by alliteration: molCa moljatsja; staricy-sosny; klobukax belyx.
The continuity between sentences stems not only from the cen-
tral motif of falling snow and the use of x/ and &/, but also from
the frequent repetition of the liquid /; the recurrence of the key
words sneg. sneZku, belvj (three instances of the latter, twice In
inverted order); wrixle, tixim (connected semantically with
molda): and by the phonetic similarity of kolobkem and klobu-
kax. Such rhythmical and musical organization reflects con-
scious manipulation by the author and goes far beyond the
scope of normal skaz narrative. Despite his use of such instru-
mental features as alliteration and assonance in his prose, how-
ever, Zamjatin rejected the use of metrical feet in prose, which
was so typical of Bely) at that time.?

The preceding discussion of stylistic features has been ac-
companied by examples from Zamjatin’s early works. However,
although all of the stylistic features enumerated are present in
varying degrees in all three of Zamjatin's tales, they exist only
in some of his stories, His first stories (“Odin,” “Devuska,” and
“Aprel’ ) seek neither to achieve a symbolic synthesis by means
of grotesque. impressionistic, and recurrent images. nor do they
utilize regional expressions and the skaz narrative. This is true
also of the sketch “Tn dnja.” although Zamjatin did attempt
there to recreate the spirit and feelings of the time by means of
an impressionistic pastiche of events. Lacking the later com-
pressed brevity and differing in thematic treatment. the earliest
stories aim at narrating, not demonstrating. Close scrutiny re-
veals an interesting stvlistic evolution. which was essentially
complete by the time Zamjatin had written “Alatyr’.” A com-
parison of the following two texts will graphically illustrate
this evolution: *

* Text 4 is from “Devuika™ (Novyj Furnal dlja vsex, No, 25, Nov.
1910, 63—64), and Text B is from “Alatvr.” (Russkaja mysl’, No. 9,
Sept. 19135, 25-26).
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Text A

Beside them, nearby, the
flowers smell pungently and
sweetly. Vera inhales them
and says: “Do you smell
them? That’'s the flowers
caressing each other and dy-
ing, and that’s the scent of
their caresses.”

Vera feels his glance. Her
heart pounds so that she
wants to grab it with her
hands and restrain it,

“How  shameful, how
shameful,” Vera tells herself,
*He's looking!™

And with terror she under-
stands: she wants to grab and
tear the lace on her breast
and her dress, and give every-
thing to him: look, here I am,
for you alone . . . kiss me,

But he is silent. He has
lowered his heavy head onto
his arm.

Something was on the
point of dying out and falling.
She must grab it, hold it. She
must quickly, quickly tell him
something,

Vera’s teeth rattle and she
says: “Well, why do you sit
like that? Amuse me.”

And then she turms cold.
Did she, did she say that? And
it seems that she is on the
verge of plunging into a hole,
and, to keep from falling, she
must grab the air with her
hands.

Vera waves her arms and
laughs loudly and strangely.
He looks at her intently and
says: “There you are laugh-
ing, Vera. But it seems to me
that you are not at all gay.

17259
Text B

“Father is visiting the parish.”
Varvara greeted the prince.
She fingered the lamp in her
hands, but for some reason
did not light 1t.

Only then did the prince
notice: why, it's rather late.
Beyond the window the moon
rose, waning, dull, narrow.
And the sky appeared so ter-
ribly empty, so silent forever,
that his throat gagged, and he
felt like howling.

To remain silent was ter-
rible. The prince forced him-
self to smile: “You know, I
was coming to your place in
a cab. And a pig gave a gru-
u-unt at the horse. Your pigs
are so fleet-footed!™

Varvara was silent, gazed
out the window at the moon.

“And you've got all sorts of
fences, empty lots, empty lots,
the dogs howl . . .7

Varvara covered her face
with her hands and strangely
slipped from the chair to the
fioor. The prince got up star-
tled.

“Don’t leave . , . No! Nol,”
cried Varvara convulsively.

Her eyes had such an ex-
pression, such pity began to
ache in the prince, that he
lacked the strength to leave,
He sat down again on the
chair.

“Well, 1 hope that soon . . .
We will begin our work for
the general good . .. .)”
muttered the prince turning
away; he was embarrassed to
look at Varvara, she had such
eyes . . .
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Text A (continued)

You have some sort of woe.”
Vera again waves her
hands and laughingly says:
“Why, no. What sort of woe?
You are such an interesting
escort, I am gay with you.”

Impatiently he stirs, and
his voice i1s so strange: I
can’t understand you. You
areso . . .sucha . . . It’s
difficult to talk to you.”

He leans back, rustles in
the grass behind the bench,
looks for his cap. It's better
to leave quickly, while this
has passed. Why, even the
musicians are leaving.

Vera screams to herself. I
don’t want to, I don’t want
to, and wrings her hands.
Then she adjusts her hat and
says: “Today the night is cold,
you can catch a cold, 1t’s time
to go.”

The distant lanterns die
out. The flowers smell more
furiously — they have but a
minute to live. And it seems
that the moon will move just
once more and they will ex-
hale the sickenly sweet breath
of a corpse.

Vera inhales and speaks in
a soundless voice, hidden by
darkness: “Give me your
hand.”

She takes his hand and feels
in it a scarcely perceptible
caress. And suddenly, not
knowing why, she slowly
raises that hand to her lips.
And at the end of the dark
pathway stands the earlier
Vera, waves her arms in mad
terror and shouts at her;
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Text B (continued)

It seemed that something
was rubbing at his feet — the
archpriest’s dog, How did it
get in from . . . He looked,
but at his feet on the floor
crept Sobaceja-Varvara. Ca-
ressingly she barred her
canine teeth, pleaded with her
eyes, pleaded: “Well, if you
don’t want to, then at least hit
me, at least hit me.,” she
rubbed against his legs .

The prince exclaimed,
pushed away, jumped out on-
to the square without his hat.
He broke into a run.
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Text A (continued)

“What are you doing, what
are you doing?”

She raises his hand to her
lips and kisses it suddenly —
quickly and greedily.

Then her whole body slips
down from the bench onto the
sand, she embraces his knees,
presses to him with her breast
and whispers, gasping: *“I
have mnever kissed, never
kissed.”

No, what is one to do with
her? Bewildered, he grasps
her head in his shaking hands,
*Vera, I don't understand.
Vera —forgive me. I'll go
now. For God’s sake.”

He tears free his legs from
her tenacious hands, the toe
of his boot grazes something
soft. Hurriedly he leaves,
stumbling over tree roots
crawling below. . .

The situations in the two passages are essentially the same:
a girl prompted by strong physiological drives throws herself
at a man who does not reciprocate. But the styles differ. Zam-
jatin’s progress toward a condensed style is reflected in the
lengths of the passages: Text A is twice as long as Text B.
Although Text B is not the best example of demonstrating. in
comparison with the extensive description of the protagonist’s
thoughts in Text A4, it definitely does indicate a tendency away
from narrating. The extended use of an impressionistic image,
absent in Text 4. assumes central importance (Varvara—a
dog) in Text B. In general, Text A contains several literary
clichés left over from the decadents: the furious caresses of
dving flowers, the smell of corpses, rattling teeth. pounding
heart. The mature Zamjatin was careful to purge his style of
the trite and banal. In Text B the waning moon, the sole item
of external description, is well integrated into the action (both
the prince and Varvara look at it and presumably experience the
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same feeling) ; and the moon has symbolic significance in evok-
ing the major mood of the tale —silent, empty, provincial Russia,

Zamjatin's early works, then, represent the evolution of an
original literary style which is equally distant from the unhur-
ried narrative of the Realists and the abstractions of the Sym-
bolists. Irony and satire were the tools Zamjatin chose for
surmounting the essential tragedy he saw in life; and his early
works, with their seemingly pessimistic denouements, rejected
the life they depicted, in the hope if inspiring the reader to
strive for a better one.

The underlying philosophy of these writings is humanistic,
and their primary subjects are bestiality and ignorance, not
provincial Russia as it might at first appear. Mankind’s lack of
human values is shown especially in Zamjatin's portrayal of
love either as a physical necessity (negatively as an automatic
function and positively as a lyric expression of physiological
drives) or as a spiritual need that is frustrated by the inhuman
environment of provincial Russia. The theme of revolution,
aside from a few references to the Revolution of 1903, is not
explicit in Zamjatin's works.

These works do not stem from abstract generalizatinnﬁ* as
those of the Symbolists did, but are firmly rooted in byt. One
obvious sign of this is the quantity of colloquial and regional
expressions which permeate both dialogue and skaz narrative.
Unlike the Realists, Zamjatin sought neither to depict the minu-
tiae of this byt nor to analyze the spiritual tribulations of his
heroes: he attempted to convey both to the reader by a seem-
ingly fantastic grotesque which would underline the significant
features and thereby create a synthesis which was symbolic not
only of the individual character but of the universal human con-
dition as well. In character depiction Zamjatin developed one
central impression, relying heavily on animal imagery and the
recurrence of select attributes and physical features having sym-
bolic significance. Related to this technique, also, was his growth
toward brevity and demonstration.

Inspired by a genuine humanism, Zamjatin’s early works in
many respects did represent a synthesis between the two diver-
gent schools of Realism and Symbolism, and, as such, they
played a significant role in the manifestation of Russian Neo-
realism during the second decade of the twentieth century.



CHAPTER SIX

Middie Period, 1917-1921

The philistine is growing, he is sprouting from
all cracks like a weed, smothering man.
Zamijatin, Lica

The period when Zamjatin produced his greatest amount of
imaginative prose began with the tale “Ostrovitjane,” which
was written in England, and ended with the completion of his
novel My late in 1921. The novel, two tales, fourteen stories,
four prose miniatures, one play, and a dozen fables were writ-
ten during these four years. In addition, Zamjatin found time to
pen more than a dozen essays, articles, and reviews, as well as
a seventy-page biography of the German physicist Robert
Mayer. His articles and the biography of Mayer reflected his
formulation of the philosophical conceptions of man and so-
ciety, which had been stimulated in him by the October Revolu-
tion and by his participation in the Skify group. As he elaborated
his philosophical system of humanism, heresy, revolution,
never-ending progress, and anti-philistinism, the influence of
these key concepts became very apparent in Zamjatin's im-
aginative prose. As his system developed, new themes were in-
troduced, and old themes were displaced or were treated in a
different manner. Instances of intrusion by an “omniscient” au-
thor became frequent. and on occasion characters voiced 1deas
that clearly were the author’s. In many respects the novel My
was a culmination of these tendencies and represented an ar-
tistic synthesis of his prose fiction and his philosophical essays.

The tragic conception of life which underlies Zamjatin’s
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early works did not change in the middle period, and most of
the middle stories end sadly. As in the early works, irony is used
frequently to emphasize the incongruities of life’s tragedies. The
character Kemble's* stolid propriety, for example, obliges him
to return a borrowed fountain pen to his friend before murder-
ing him for seducing his betrothed (“Ostrovitjane™). The hero
and heroine of “Zemlemer,” too inhibited to declare their love,
are assigned the same bedroom, but a servant’s arrival ends
forever their chances of establishing rapport. In the brief alle-
gory “Glaza,” a dog escapes from a detestable master, but re-
turns in order to be fed. Marej (“Sever”) becomes aware of the
importance of life and love only a few minutes before being
crushed to death. The gentle bibliophile Mamaj is driven to
cruelty when he discovers that mice have eaten the money he
has so painstakingly saved and hidden under the floor. While
the blackmailer Craggs (“Lovec celovekov™) is searching out
lovers in the park, his wife is being seduced by the church or-
ganist Bailey.! The monk Seliverst (“Znamenie™) achieves a
miracle, only to perish with profane thoughts. Having lost his
wife at cards, Semen Semenyc¢ (“Detskaja™) becomes unable to
distinguish dream from reality and is not even sure of his own
identity. Although this does not exhaust the list of tragic situa-
tions in Zamjatin's stories of this period, it does indicate how
Zamjatin’s writings continued in the vein of his earlier works.

That the apparent pessimism in the stories is a literary device
to spur the reader to thought and action becomes more obvious
in some of Zamjatin’s mature works, where he introduces op-
timistic elements supported by authorial intrusion. Despite the
tragic conclusion of “Sever.” the hero and heroine do experi-
ence one summer of beautiful love, which is depicted with lyric
sympathy. The servile dog who rejects freedom for a bowl of
rotten meat has beautiful eyes with a sad, “human” wisdom

* Since the transliteration of English names from their Russian rendi-
tions often leads to bizarre results, transliterated forms will be replaced
by appropriate English names that closely correspond to the Russian:
Kembl is given as Kemble (although Zamjatin may have intended the
Scottish name Campbell), O’Kelli as O'Kelly, Mak-Intos as MaclIntosh,
D'juli as Dewly, DZesmond as Jesmond, Krages as Craggs, Bejli as
Bailey, and Missis Lori as Mrs. Laurie.
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in their depths. In the face of imminent death in an air raid,
Mrs. Laurie Craggs realizes that she lacks what is most impor-
tant and finds it in the arms of Bailey. In depicting such mo-
ments, Zamjatin abandons the apparent neutrality of his earlier
works and enters the stories with explicit statements of his own
views. “Lovec celovekov™ begins with his assertion that “deler-
ium is the most wonderful thing in life, and the most wonder-
ful delerium is being in love” (S.S. III, 95); and as the story
approaches a climax, Zamjatin again inserts his own evalua-
tion: “To live — five minutes more. The most important thing
was needed” (S.S. 111, 123 ). “Ostrovitjane,” the major work of
this period except for My, contains several passages, some with
several paragraphs, where the author intrudes in order to de-
scribe sarcastically the philistine uniformity of the inhabitants
of the town of Jesmond (S.5. II1, 19, 37-38, 59-60). Although
such intrusions occur but rarely in the shorter stories of this
period. the reader nonetheless is frequently made aware of the
author’s judgments about the events being set forth.

The thematic differences between the early and middle works
may at first glance seem rather pronounced. For example, pro-
vincial Russia recedes in importance, and the large city looms
in the foreground: “Ostrovitjane™ and “Lovec celovekov” are
set in urban England; “Mamaj,” “Drakon,” and “PesCera” oc-
cur in Petersburg: and the action of My takes place in a large
city of the future. The difference, however, is primarily one of
setting and not so much of theme, for the focus of Zamjatin’s
interest was on the people that inhabited these worlds. Whereas
in his early tales Zamjatin had depicted the ignorance, besti-
ality, and spiritual bankruptcy of provincial inhabitants, in
“Ostrovitjane” and “Lovec celovekov” he displayed the smug
self-satisfaction of the spiritually bankrupt urban bourgeoisie,
which were neither more intelligent nor more human than the
provincials. The depiction of philistinism, a central theme in
most of Zamjatin's works, reflects his deep concern about the
negation of the human personality and its free development.
The consideration of provincial Russia and industrial Europe,
as Jak. Braun has correctly pointed out, resulted in remarkable
similarity in Zamjatin’s works: on the one hand there is pro-
vincial philistine absurdity and darkness; and on the other, an
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inert philistine automation in the lifeless glitter of electric
lamps.®

Unlike “Uezdnoe™ where the actional unity (a series of epi-
sodes connected by the person of Baryba) is subordinate to
thematic unity, “Ostrovitjane™ is a well structured work in
which the author achieves a fine balance between action and
theme. The plot centers on Kemble, the son of an impoverished
noble family who falls in love with Didi, a dance-hall enter-
tainer. Upon discovering that his bethrothed has become his
friend O'Kelly’s mistress, he murders O’Kelly, is tried, and then
executed. All of the characters are motivated by either of two
forces — passionate love or philistine conformity. Both forces
operate in Kemble, and his destruction is the result of philistin-
1sm’s gaining the upper hand. Likened to a lumbering tractor
and truck, Kemble is characterized by squareness, a family
trait that symbolizes the philistine need for order, respectability,
and conformity:

And now everything was as it should be: a rug and a fireplace, and

above the fireplace a portrait of the late Sir Harold (that same

square chin of the Kembles’), and a mahogany table by the win-

dow, and a vase for Sunday carnations on the table. In all houses

on the left side of the street could be seen green vases; on the

right — blue ones. Lady Kemble lived on the right side. so she
had a blue vase on her table. (S8.S. 111, 38-39.)

To the product of such an environment, passionate love is a
disrupting influence. Despite his love for Didi, Kemble's re-
spectability is so deeply ingrained that he will neither marry
her nor consummate his love before it can be clad in the gar-
ments of respectability — the acquisition of one of the thousand
identical homes, complete with furniture and all appliances,
including a ten-shilling iron. This electric iron, a symbol of
Jesmond philistinism, assumes gigantic proportions in his mind:
“And Kemble dreamed of an electric iron: huge, glistening; 1t
crawls and irons everything, and nothing remains, neither
houses, nor trees, only something flat and smooth like a mirror.
Kemble admired it and thought: *And it’s only ten shillings!"”
(S.S. 111, 64-63).

Zamjatin mocked this desire for a smoothly ironed, universal
conformity through the words of O'Kelly:
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And by the way: have you heard that a bill has been introduced
in Parliament, stating that all Britons must have noses of the same
length? Well, it’s the sole dissonance, which, of course, should be
eliminated. And then — everyone will be the same, like . . . like
buttons, like Ford automobiles, like ten thousand copies of the
Times. Grandiose, to say the least. (S.S. 111, 43.)

Love is presented as a natural physical passion in opposition
to the man-made conventions which tend to atrophy the human
personality. An anarchical element that makes itself felt at
night in the Jesmond park, love is kin to the disorderly growth
of new foliage and ultimately to the hot, life-giving sun under
which Didi first succumbs to O'Kelly. Even the philistine Kem-
ble is subject to its physical stimulus. He loses all propriety at
ringside and challenges the champion because Didi brushes
against him with her breasts (S.S. I, 47); and later a glimpse
of her breasts sets off noisy, red waves in Kemble's head (S.5.
I11, 60).

Philistinism in its purest form is embodied in Lady Kemble,
for whom the maintainance of the established order and its rules
of conduct are the most essential thing, in Vicar Dewly, and in
the other numerous but nameless ladies and gentlemen of Jes-
mond. The ultimate achievement in automated philistinism is
Vicar Dewly's Zavet prinuditel'nogo spasenija ( The Testament
of Compulsory Salvation), a rational schedule for all human
activities which would make of life a “well made machine that
will lead us to the desired goal with a mechanical inevitability™
(S.S. 111, 8). The importance of the Zavet and the concurrent
theme of philistinism is stressed by the very structure of the
tale, which begins with a description of the Zaver and ends with
Vicar Dewly’s impassioned address pleading for its legisla-
tion. Vicar Dewly’s role in the story is twofold: thematically
he is an extreme expression of philistine conformity; in the ac-
tion he precipitates the murder by informing Kemble of Didi’s
infidelity and showing him the scene of her trysts with O'Kelly.
The ties between Dewly and Kemble are further strengthened
through the Vicar's wife. Thematically Mrs. Dewly echoes the
conflict between conformity and love that engulf Kemble (her
slight transgressions of the Zavet show her to be capable of
passion): and she contributes to the forward movement of the
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plot by spying on Didi (motivated by her own jealous love for
Kemble) and discovering the infidelity with which her husband
then confronts Kemble. The lawyer O'Kelly is also important
on both levels. A bystander when Kemble 1s struck by a car,
O’Kelly carries him into Vicar Dewly’s home, gives him em-
ployment after his recovery (thereby enabling him to meet
Didi). and then seduces Didi after her bethrothal to Kemble.
Thematically the Irishman O'Kelly (a stock device in English
literature ) serves as a foil to English respectability and 1s allied
with Didi (which is emphasized by his resemblance to her ugly
porcelain pug). This duality of function, sustained in each of
the main characters, creates a closer structural unity in both
action and theme than is achieved in any other major work by
Zamjatin.

It 15 not surprising that the same conflict between love and
philistinism underlies “Lovec ¢elovekov,” a discarded variant
ending of “Ostrovitjane.”" Mr. Craggs, who is an apostle of
The Society Against Sin (ObSCestvo bor’by s porokom) and a
monumental model of philistine respectability, has something
of Vicar Dewly in him. His home is a fine example of metallic
order, where every item has its designated place —even each
teaspoon has its own case. Unbeknown to his respectful neigh-
bors and to his own wife Mrs. Laurie, Craggs makes his living
by blackmailing lovers whom he hunts out in the public parks.
Mrs. Laurie, like Vicar Dewly’s wife, 1s not completely satisfied
with her ordered existence, and it becomes progressively clearer
that she desires passionate love and children. While Craggs is
out hunting, Mrs. Laurie, threatened by falling bombs and
thinking there may be only minutes to live, rushes into the yard
and gives herself to her adoring neighbor, the church organist
Bailey. The motivation is the same as in Didi’s surrender to
O’Kelly. The difference in emphasis stems from a difference in
genre. In “Lovec Celovekov.” a short story centered on the
ironic juxtaposition of two simultaneous events (while Craggs
is busy blackmailing a pair of lovers, Mrs. Laurie falls into
Bailey’s arms ). primary emphasis is on the love theme: All of
London swims in a delirtum (S.S. I11, 95), all of delirious Lon-
don pours into the parks (S.S. III, 108), lovers drink the mad
champagne of the sun (S.S. 111, 110), and finally Mrs. Laurie



MIDDLE PERIOD, 1917-1921 137

realizes the overriding importance of love. In “Ostrovitjane,”
whose greater scope permits more characters and a fuller pres-
entation of society and social interrelations, considerably more
space is given to Jesmond's victorious philistine conformity than
to the outbursts of passionate love.

Shortly after writing “Ostrovitjane” and concurrently with
“Lovec Celovekov,” Zamjatin wrote his first extensive philo-
sophic article “Skify 117" in which he defined philistinism:

And for any philistine the unsubmissive person who dares to think

differently than he, the philistine, is the most hateful of all. Hatred

of freedom is the surest symptom of this mortal disease: philis-
tinism.

To clip all thoughts to the same zero; to dress everyone in a
prescribed uniform; to convert heretical lands to your own faith
by means of artillery fire. That is how the Osmanlis converted the
giaours to the true faith; that is how the Teutonic knights saved
the pagans from the eternal fire by the sword and temporal fires;
that is how in our Russia the Old Believers, Molokans, and So-
cialists were treated for their errors. And is it not the same now?*

The particular reference is to the events that followed the Octo-
ber Revolution. The thought is expressed again in the political
fable “Poslednjaja skazka pro Fitu” (“The Last Fable About
Fita™), where Fita's (clearly a caricature of Lenin) efforts to
clip all thoughts to the same zero result in universal idiocy. The
sentiments in the quoted passage, however, are applicable not
only to the Revolution, but reflect Zamjatin's attitude toward
Vicar Dewly's Zavet prinuditel'nogo spasenija and Mr. Craggs’
Society Against Sin as well,

Written less than two years later, Zamjatin’s first play, Ogni
svijatogo Dominika, which is set in Seville in the second half
of the sixteenth century, deals with the same problem. Al-
though the Spanish Inquisition has come to stand for fanaticism,
extreme cruelty, and efficiency in the philistine persecution of
heresy, for Zamjatin it was just one more infamous example
of “salvation™ by fire and force. The protagonist Ruy de Santa-
Cruz is betrayed to the Inquisition by his brother Baltasar for
reading Juan Perez’s translation of the New Testament, a work
on the Index librorum prohibitorum.,” and is burned unre-
pentant at the stake. As he is about to die, he momentarily
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breaks free and shouts: “You! Slaves! You look on calmly
while those who dare to call themselves Christians . . .” (S.S.
III. 323). Ruy’s last words stress two of the basic themes —
the fawning sycophancy of the people who do not protest their
loss of freedom and the betrayal of truly Christian principles by
the Inquisition. In ridiculing the Church’s doctrine of infal-
libility, Zamjatin not only attacks the Catholic Church, but all
philistine condemnation of those who dare to think independ-
ently. He also attacks the corollary that unselfish devotion to
the Church is the sole criterion in all spheres of human en-
deavor:

Notarius: 1 wanted to know: have vou, your Reverence, read the
poem written by Fra Sebastiano? So aptly: “the sword Tison with
flashing fire” — notice the word fire. And your Reverence as the
valorous Cid.

Munebraga: Yes, he, of course, is not a Petrarch. But . . ., (fe
takes raisins from his pocket and puts them in his mouth) the
author does have an unselfish devotion to the Church, which
makes him more valuable than Petrarch . . . Ah, by the way!
Let me thank you, Fra Pedro, for the starhing. Why, you perform
absolute miracles with your birds! You understand, Senor No-
tarius — a starling whistles Te Deum.

Notarius: Te Dewm! To have used so wisely the natural in-
clination of birds to sing! T'e Deum! How I'd like to hear it .
(S.S. II1, 283-284.)

Infusing his play with a fine ironic humor, Zamjatin attacks
philistinism by artistically philistinizing the Grand Inquisitor
Munebraga. Unlike Dostoevskij’s Grand Inquisitor, who was an
astute philosopher and a worthy opponent to Jesus Christ, Mu-
nebraga i1s a dimpled, rosy-cheeked gourmet who constantly
munches raisins and who signs death decrees without interrupt-
ing his chatter about a delectable sauce for English lobsters.

Soviet critics interpreted the basically philosophical play as
“a lying and insulting degradation of the Soviet system of pro-
letarian dictatorship” and censured the “falsity of the basic
idea and its analogy with Communists.” ®* The objection of
Efremin, who seemed particularly incensed that Zamjatin had
“endeavored to depict matters in such a way as if we only
valued starlings that could sing Te Deum,” " was not without
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foundation, for, of course, Zamjatin valued heresy above all
things and was among the first to defend freedom of expression
against orthodoxy and ideological regimentation. His answer
to Efremin and other critics could well have been the ironic
comment of the First Grandee as he watches one of the un-
repentant heretics being gagged: “Ah, if only one could put a
gag on all Spaniards at once! Just think, no one’s hearing would
be insulted by such . . . discomfiting words. It would be the
surest means!” (S.S. 111, 322).

The summation of Zamjatin's philosophy is contained in his
novel My, which he once described as the “most jocular and
most serious thing” that he had written. This paradoxical de-
scription is apt, in that My depicts a world of the future too
fantastic to be true, yet the philosophical problems which under-
lie its conflicts were and still are of primary importance to man-
kind. The incompatibility of freedom and happiness. explicitly
expressed in the legend of Adam and Eve as narrated by the
poet R-13, is a transparent restatement of the philosophic ker-
nel of Dostoevskij's “Legend of the Grand Inquisitor.” ®

You see, the ancient legend about paradise . . . It was about
us, about today. Yes, think it over. Those two in paradise were
given a choice: either happiness without freedom or freedom
without happiness. There is no other choice. They, the block-
heads, chose freedom, and what happened? Naturally, for ages
thereafter they longed for shackles. For shackles, you understand.
That’s what the world has been yearning for. For ages! And only
we have again guessed how to regain happiness, . . . No, listen,
listen further! God of the ancients and we, side by side, at one
table. Yes! We have helped God to defeat the Devil once and for
all, for 1t was he who urged people to transgress the interdiction
and to taste pernicious freedom, he was the cunning serpent. But
we placed a boot on his head and cr-runch! And we're all set:
paradise again. And again we are simpleminded, innocent, like
Adam and Eve. None of that jumble about good and evil: every-
thing 1s very simple, paradisical, childishly simple. The Benefac-
tor, the Machine, the Cube, the Gas Bell, the Guardians — all this
s good, it's all majestic, beautiful, noble, exalted, crystal-pure, for
it guards our unfreedom, that is, our happiness.*

*[37]), 56. Future references to this novel will appear directly in the
text. The pagination is identical in the 1967 Inter-Language Literary
Associates’ edition [40],
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It has been stated quite justifiably that Zamjatin's My was
the first major anti-utopia, “the first novel of literary impor-
tance that presented a relatively complete vision of the negative
results involved in the realization of Utopia.”* Although it was
inspired by Zamjatin’s acquaintance with the fantastic novels
of H. G. Wells, the question of Wells’s influence has not yet re-
ceived extensive, systematic study.” Several features of Wells's
novels attracted Zamjatin, among them the accuracy of nu-
merous prognoses, but of prime importance for Zamjatin was
the expression of a sincere humanism.' In attacking human
cruelty and the destruction caused by war, Wells had dealt with
problems that were of central importance in Zamjatin’s essays
written in the two years immediately after the October Revo-
lution. Zamjatin's influence on anti-utopian novels written after
My had appeared in English translation —in particular on
Aldous Huxley's Brave New World and George Orwell’s
1984 — has been extensively discussed in numerous articles,
but it should be noted here that, while Zamjatin’s influence on
Orwell 1s beyond dispute, his influence on Brave New World
has been categorically denied by Huxley ever since 1932, the
vear Huxley's novel was published. ¥

* [502], 90. Unlike many who have erroncously assumed that the
novel is set in the twenty-sixth century, Woodcock places the action “al-
most a millenium ahead” (p. B6). In the Russian original and in the
English translations of My, it is clearly stated on the first page that “a
thousand years ago your heroic ancestors subjected the whole earth to
the power of the Single State.”

7 The most extensive works on this subject are the articles of G. Struve
[484], 1. Deutscher, [348]. G. Woodcock [502], and D). Richards [452]:
and W. Browning's unpublished dissertation [339]. Orwell first learned
of My in 1944 when he already was thinking of writing an anti-utopian
novel (Orwell's unpublished letter of Feb, 17, 1944, to Gleb Struve). He
immediately became interested in Zamjatin’s novel, obtained the French
translation late in 1945, and reviewed it in the Tribune (London), No.
471 (Jan. 4, 1946), 15-16. In an interview with Frédéric Lefévre, Zam-
jatin stated that “Drieu La Rochelle told me the other day that in the
course of a conversation with Huxley, he had asked him whether he
had read My: he had not read it, which proves that these ideas are in
the stormy air we breathe.” [404], 1. In a conversation with me in 1959,
Mme L. N. Zamiatine claimed that Huxley had repeated his denial to
Zamjatin in person later in 1932, In view of this, Huxley's more recent
statement (Oct. 25, 1962) that “Oddly enough I never heard of Zam-
jatin's book until three or four years ago . . .” is rather ironic (see
[342], 351, fn. 1).
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As a satire on rationalist, utilitartan, utopian collectivist
ideas and ideals, the novel again reflected the Dostoevskian
heritage, particularly the ideas of Sigalev and the revolt of the
Underground Man. The influence of the latter on My was first
pointed out by Braun and more recently has been examined at
some length in Robert Jackson's study of the Underground
Man." Jackson was, of course, justified in seeing a satire on
utopianism as one of the novel’s “twin objectives,” but one can-
not agree with his assertion that the other objective was “to
show that man is essentially an irrational being.” ** Although
Zamjatin was very concerned with the preservation of the in-
dependent creative personality and was very aware of the dan-
gers of rationalistic utopias, he did not reject rationality as
did the Underground Man. This important difference 1s evident
even in Zamjatin's choice of mathematical imagery. The essence
of the Underground Man’s rebellion, a desire to assert both
himself as an individual and the supremacy of irrationality in
human behavior, was symbolized by the equation 2 > 2 = 5,
which is a renunciation of 2 > 2 = 4 and, consequently, of
the entire real number system. The symbol of irrationality in
Zamiatin’s novel \/-1 (the square root of minus one) is an in-
tegral part of the imaginary number system, which does not
reject, but includes the real number system and the equation
2 X 2 = 4. By this Zamjatin implies that irrationality is inherent
in man and, rather than being eliminated as the rulers of My's
Single State would wish, should be integrated with rationality
in the complete man. The implicit is made explicit in the words
of D-503 to I-330 when he (D-503) first learns from her of the
existence of other men beyond the Green Wall:

Aha! You won't leave yet! You won't leave until you have told
me about them, for you love . . . them, and I don’t even know

who they are, where they come from. Who are they? The half
that we have lost, H. and O, and in order to obtain H.OQ, streams,

seas, waterfalls, waves, storms — it is necessary that the halves
unite, (My, 140-141.)

The small remnant of humanity that has been forgotten beyond
the wall (irrationality) has reverted to an animal existence and
has preserved primitive instinctive impulses and emotions, while
life in the Single State has developed along rational lines with



142 THE EVOLUTION OF ZAMIATIN'S FICTION

the suppression of instinct and feeling. Zamjatin's contention,
as Edward J. Brown has observed, was that “only through the
union of the two parts could a fully human being again de-
velop.” '* The validity of this interpretation is confirmed in
Zamjatin’s own commentary about his novel in a letter to An-
nenkov: “There are two priceless fountainheads in man: brains
and sex. From the first proceeds all science, from the second —
all art. And to cut off all art from yourself or to force it into
your brain would mean to cut off . . . well, yes; and to re-
main with only a pimple.”

The Faustian spirit of infinite development, expressed in the
idea of unending revolution, represents another important com-
ponent in the philsophical framework of My. I-330’s eloquent
assertion of an infinite number of revolutions (My, 149-150)
and her metaphysic of energy and entropy (My, 142) are in
one way simply new formulations (under the influence of Rob-
ert Mayer) of the Scythians’ unending movement forward.
However, the Faustian doctrine of always aspiring, but never
attaining, 1s also an element in the Dostoevskian legacy. for
it was articulated by the Underground Man in connection with
the formula 2 X 2 = 4;

But man is a frivolous and unseemly being and perhaps, like a
chess player, he likes only the process of attaining a goal, and not
the goal itself. And., who knows (one cannot vouch for it), per-
haps the whole goal on earth toward which mankind strives, con-
sists only in the continuity of the process of attaining, in other
words —in life itself, and not at all in the goal which, to be sure,
must be none other than two times two, that is, a formula; but two
times two is no longer life, gentlemen, but the beginning of death.
At least man has always been somewhat afraid of this two times
two, and I fear it now. Let us suppose that the only thing man does
1s to search for this two times two; he surmounts oceans, sacri-
fices his life in this search, but of finding it, of really finding it —
by God, he is somehow afraid. For he feels that when he finds it,
then there won't be anything more to search for . . . He loves
attaining, but not quite to attain . . .'%

The influence of Dostoevskij, which is so great in the basic
philosophical problems of My, is also perceptible in numerous
incidents of lesser magnitude. The effect on D-503 by the re-
cital of nineteenth-century music is significantly compared to
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an epileptic fit (My, 19). Before the seizure, in that moment
of great clarity and brilliance which is familiar to all those
who have read Dostoevskij's Idiot, D-503’s inner self responds
to the wild music before his conditioning rejects it. And, as is
the case in Dostoevski)'s novel, this brief illuminating flash
must be regarded as a true insight into the real essence of things.
The number who suddenly shouts “I am a genius, a genius
above the law” clearly is a reference to Raskol'nikov, especially
in view of D-503"s comment that “fortunately the antideluvian
times of all possible Shakespeares and Dostoevskijs — or how-
ever you called them — have passed” (My, 40), a statement
infused with irony in the light of future events. Upon becoming
aware of his own individual personality (his “I"), D-503 con-
siders this awareness to be an alienating sickness and compares
those who are so afflicted to thousands of microbes that have
infested the city (My, 111). Is this not reminiscent of Raskol’-
nikov’s dream about a world gone mad due to microbes which
enlarge each man’s ego to such a degree that he considers and
understands only himself? It i1s all the more so since Zamjatin
prefaced the passage with the asertion that “we” came from
God. while “T” came from the devil, which recalls Dostoevskij’s
formulation of the Christian ethic in the epilogue to Crime and
Punishment, This is not to imply that Zamjatin’s views on Chris-
tianity were similar to those of Dostoevskij— quite the con-
trary. Grouping socialism, atheism, and Roman Catholicism
together, Dostoevskij condemned them all for their rationalistic
oppression of freedom and opposed them to genuine Christian-
ity, represented by Jesus Christ and the Russian Orthodox
church.’® As a humanist Zamjatin believed that all men were
brothers, and he abhorred senseless violence; but he rejected
Christian pacifism, particularly meekness, humility, and salva-
tion through suffering as championed by Dostoevskij. Zamja-
tin’s attitude toward Christianity was no different from his at-
titude toward any other area of human experience: Since man’s
thought was subject to entropy, he welcomed new ideas, heresy,
and revolution. Zamjatin admired Christ the heretic and sym-
pathized with the early Christians because they had carried on
an ideological struggle; but he condemned dogmatism, the
Grand Inquisitor, the potbellied priest, and forcible salvation
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as expressions of universal philistinism. Significantly, the an-
cestors of the Single State in his novel were the Christians who
had taught that “we” came from God and “I"” from the devil
and who had reverently deferred to entropy as to God (My,
111, 142). The revolutionaries from beyond the wall, on the
other hand, are anti-Christians who symbolically bear the name
Mefi (derived from Mephistopheles, whom Zamjatin elsewhere
called “the world’s greatest skeptic and . . . idealist”).'” In
this respect Struve was correct in pointing out that Zamjatin’s
novel carried anti-Christian overtones, a contention borne out
by Zamjatin’s assertion that Neorcalism had been an antireli-
gious movement.*

Although the philosophic nucleus of the novel stems from
Dostoevskij's works, there is much in it that had been fore-
shadowed by some of Zamjatin’s own works during the years
immediately preceding. The idea of unending movement for-
ward expressed in “Skify 1?” underlies I-330’s conception of
infinite revolution; and to the reader familiar with that article.
the intentional irony in D-503’s straightforward evaluation of
life in the Single State, the antithesis of the Scythian’s, is very ap-
parent: “For it is clear: insofar as we know, all human history
15 a history of transition from nomadic to more settled forms of
life. Does 1t not then follow that the most settled form of life
(ours) 1s also the most perfect (ours)?” (My, 13).

The philistine idea of salvation by force and torture, which
Zamjatin had first denounced in “Skify 1i?" and later satirized in
the play Ogni svjatogo Dominika, is the means by which the
Single State originally was established (My, 141). The related
philistine idea that any torture can be justified if it serves a just
cause 1s expressed in the Inquisition’s justification of its use of
instruments of torture and in D-503’s approbation of the Single
State’s use of the Gas Bell (My, 71). However, the work most
closely related to My is “Ostrovitjane.” Vicar Dewly’s Zavet
prenuditel'nogo spasenija, with its mathematical regulations for
all aspects of human life, including sex, clearly is the precursor
of the Single State. O’Kelly's facetious reference to a bill in Par-
liament decreeing that all noses be of the same length reappears
in My, but this time as a serious and potentially realizable goal
of the Single State (My, 10-11). The depiction of a mathemati-
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cal and a mechanical life yield identical metaphors: Both the
introduction of Kemble into the Dewly household (S.S. 111, §)
and the intrusion of 1-330 into the thoughts of D-503 (My,
31) are compared with the insertion of a foreign body into a
smoothly functioning machine; and both Kemble’s and D-503s
deviations from the prevailing norms of behavior are compared
to the breakdown of a steering mechanism (My, 74; S.S. III,
44, 47-48).

Unlike numerous other writers of utopian and anti-utopian
novels, Zamjatin does not depict a static society whose develop-
ment is complete. Although the Single State is a thousand years
old, many imperfections still exist: the personal hours are not
yet completely regulated, the weather 1s not controlled, the
world beyond the Green Wall has not been subjugated, and —
most important — the inhabitants have not been purged of fan-
tasy (irrationality). The use of the first-person narrative diary
form indicates that Zamjatin was concerned not so much with
a description of technological achievement as with the depiction
of the growing psychological conflict within D-503 and the re-
lationship of the individual with a completely rational, totali-
tarian system. On the level of individual psychology, the emer-
gence of latent irrationality in D-503, his failure to achieve
a synthesis between the rational and irrational within himself.
and his forced submission to the fantasiectomy (which creates
a model citizen, happy in his non-freedom), are indeed tragic.
The element of adventure in the plot 1s sustained by the Mefi's
attempt to seize the spaceship and their destruction of the Green
Wall. Final victory, however, seems to rest with the Single
State; but this pessimistic denouement is the familiar literary
device aimed at spurring the reader to action. Zamjatin stated
in 1932 that “This novel is a warning against the twofold dan-
ger which threatens humanity: the hypertrophic power of the
machines and the hypertrophic power of the State.”** More than
thirty-five years have elapsed since then, and the double danger
has not been alleviated. On the contrary, in an age of computers
and massive political states, 1t has greatly increased, and Zam-
jatin’s novel remains pertinent today. In successfully integrating
significant philosophical questions with a penetrating psycho-
logical study of the protagonist, a description of a satiric anti-
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utopia, elements of adventure, and love intrigue, Zamjatin
created a literary work that has become a part of world — if not
Soviet — literature.

In My love 1s a strong sexual attraction which, as in “Ostro-
vitjane” and “Lovec Celovekov,” symbolizes revolution against
an existing philistine order. A similar glorification of natural,
passionate love, but without the development of a contrasting
philistinism, is the central theme of Zamjatin's fifth and final
tale, “Sever.” The arctic setting of “Sever” and Marej’s child-
like simplicity recall “Afrika,” while his fruitless efforts to build
a beacon capable of dispelling the winter darkness continue
the theme of frustrated dreamers from the early tales. Similarly,
the rich, sensual merchant Kortoma continues the line of nega-
tive sensuality established by the lawyer Morgunov and General
Azanteev. Despite such affinities with the early period, the lyric
treatment of the love between Marej and the tempestuous Saami
nomad Pel'ka endow the work with a new romantic admiration
of the unspoiled primitive, recalling Zamjatin's appreciation of
the northern stories of Jack London and Knut Hamsun.*'

The stories of Zamjatin’s middle period display several dif-
ferent thematic tendencies which do not reflect the attitude of
his major works toward philistinism and love. The theme of love
in “Zemlemer” is not at all typical of Zamjatin. One summer
a Moscow land surveyor and Lizaveta Petrovna, a provincial
landowner, fall in love; but the surveyor, self-conscious about
his thin, flylike legs, effeminate shoes, and huge head, is afraid
to reveal his feelings. Fleeing an outbreak of peasant unrest,
they find temporary refuge in a crowded monastery, where they
are assigned one room. As the surveyor gently embraces Liza-
veta Petrovna, her servant, unaware of their emotions, arrives,
makes up a bed for herself. and warns the surveyor not to miss
his train. He departs meekly, presumably never to see Lizaveta
Petrovna again. The minor key throughout the story, the muf-
fled ending, and the inability of the two people to communicate
lend this story a strong Cexovian flavor that is most unusual for
Zamjatin,

“Detskaja,” one of the finest stories of Zamjatin’s middle
period, is reminiscent of “Na kulickax.” Set in a distant seaport
on the Pacific, the action occurs in the back room of a tavern
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where the thick tobacco smoke resembles the dense Pacific fog,
in which everything seems like a dream — unreal, absurd, and
simple. The gamblers are lost souls, much like the officers of
“Na kuli¢kax,” and to a great degree they too have lost all
human feeling. The ruler of this kingdom is the imperturbable
and unfathomable Captain Krug. Among the victims sucked
into this vortex is Semen Semenovi¢, who loses his beloved wife
Pavla to Krug at cards. Although passion— an intense desire
to possess Pavla at any cost — is the motivating force behind
Krug’s actions, the central theme is the loss and perversion of
basic human values.

Shortly after the Revolution, Zamjatin reported, “Man was
dying. The proud homo erectus was getting down on all fours
and growing fangs and fur; the beast was conquering man,” **
His humanism and concern for the increasing loss of human
values 1s reflected in his stories about the Revolution. In “Pe-
S§Cera” post-Revolutionary Petersburg, besieged by famine, cold.
and want, is likened to a wasteland of the distant glacial epochs
when mammoths once roamed the earth. Focusing on the in-
habitants of one of Petersburg’s cave-like apartments, Zamja-
tin describes how Martin Martiny¢ and his sick wife Ma3a,
surrounded by the remnants of culture and civilization, retreat
before the invading cold. The deprivation of warmth and proper
nourishment saps Masa's strength, and she no longer can leave
her bed. In order to provide her with warmth on her name day,
Martin Martinyc steals some logs. The fire momentarily restores
some vitality in MasSa, but soon it dies down. The theft is re-
ported, and, unable to face the winter, Masa prepares to com-
mit suicide, and Martin Martiny¢ goes out into the wintry
street so that she may be alone. Essentially a tragedy about two
ordinary human beings, “PeSfera” was vehemently attacked by
Communist critics for being hostile to the new regime. Accept-
ing Zamjatin’s depiction of conditions, they censured his “com-
passion for those disappearing people that were unfit for life”
because they said the story had been intended to arouse malice
against the Bolsheviks, who were responsible for those condi-
tions (although in the story the Bolsheviks are not mentioned ) .*"
The critics missed the main point which was reflected in Martin
Martiny¢’s struggle with himself at the moment of the theft:
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And on a line delineated by his scarcely perceptible punctuated
breathing, two Martin Martinyces grappled in a struggle to the
death: the one, of old, of Scriabin, who knew he must not, and
the new one, of the cave, who knew he must, He of the cave, with
teeth grinding, trampled, strangled, the other . . . (S8.8.III, 190.)

Man was getting down on all fours, and Zamjatin once again
reminded him that he was homo erectus, that he should get up
on his two feet. Although cavemen and animals live only for
today, because “ ‘tomorrow’ has no meaning in the cave” (S.S.
II1, 191), man should be man — he should love his fellow men
and should look to the future, to tomorrow.

A similar concern for man’s human elements is to be found
in “Mamaj” and “Drakon.” “Drakon” 1s merely a two-page
sketch of a Bolshevik soldier standing on the platform of a thun-
dering streetcar. After coolly commenting on how he has dis-
patched in cold blood some “intelligent mug”™ to the heavenly
kingdom, the dragon-soldier bends over to pick up a sparrow
and warms it with his breath. The contrast of his behavior to-
ward man and bird represents the author’s plea for brotherly
love. Sharing certain features of “PeS¢era” and “Drakon,” “Ma-
maj” contains an element of bitter humor which the other two
stories lack. Petr Petrovic Mamaj. an ardent bibliophile mod-
eled after Zamjatin’s childhood friend Jakov GrebensCikov
(also the prototype for Senja of “Neputevyj”),** has laboriously
saved 4,200 rubles in order to buy rare books. He abhors vio-
lence and seems to be incapable of killing a fly. One day in fear
of an impending search, he hides the money under a loose floor-
board, only to have it eaten by a mouse. Unable to bear the loss
with equanimity, he seizes a letter opener and mercilessly, like
the Mamaj of the 1300's,* skewers the guilty mouse. Although
the effect of Mamayj's tragedy — the tragedy of an ordinary little
man — 1s mitigated by the warm humor with which Zamjatin
describes the relationship between him and his wife (a balding
little boy cared for by a grand, all-encompassing Buddha) and
his discovery of a two-hundred-year-old book (likened to a

* A high Mongol army officer who ruled the Golden Horde west of the
Volga River through a puppet khan, Mamaj was feared throughout Rus-
sia before he was routed in the Battle of Kulikovo Plain in 1380, Russia’s
first great victory against the Golden Horde.
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voluptuous, enticing woman), the expression of Zamjatin's
keen concern for human values is not dulled. It centers in Ma-
maj’s conversation with Osip Malafeev as they stand guard one
night at the house entryway:

“I am a peaceful, natural man, It's difficult for me to live in such
hate like this. Well, 1 thought, I'll go to my place in Ostaskov, I
come there, and the international situation is simply impossible:
everybody at everybody else’s throat, no better than wolves. 1
can't live like that; I am a peaceful man . . .”

In the peaceful man’s hands was a revolver with six deaths com-
pressed into cartridges.

“How did you manage in the Japanese War, Osip? Did you
kill?”

“Well, in war! In war, of course.”

“Well, how was it with a bayonet?”

“How . . . Its something like a watermelon: first it goes
hard — the rind, and then nothing to it, very easy.”

The mention of the watermelon sent shivers down Mamaj's
spine.

“But 1. . . If you were to kill me now, I could not do it for
anything!”

“*Wait! The time will come, and you too . . .” (8.8, III, 175-
176.)

But Mamaj is wrong, for in his own little world, the attack on
the mouse bears the same weight as killing a man: and the final
lines of the story clearly are intended to recall Mamaj's con-
versation with Osip: “And with his sword Mamayj bloodthirstily
skewered his foe. A watermelon: for one second, hard — the
rind; then easy —softness—and stop: the parquet square,
the end” (S.S. ITI, 181). Under the proper circumstances, any
man 1s capable of killing, and Zamjatin’s story is a warning to
those who believe they could not. Man, he urges, must make a
special, conscious effort to rise above fratricide. Thus, again
Zamjatin’s main interest is the preservation of humanism at a
time when the primitive and the elemental threaten to sub-
merge it.

The brief allegory “Glaza” may be the clearest expression
of Zamjatin’s humanism. In the course of the author’s direct
address to a mangy cur, the reader learns of the dog’s life: how
it lives on a chain, licks the hand that feeds it, and how it gave
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up freedom in order to fill its belly with rotten meat. Yet a sad
human wisdom in the depth of the dog’s eyes causes Zamjatin
to ask: “Perhaps you were once a human, and you will be a
human again. But when?” (S.S. III, 203). The dog is a symbol
of man, perhaps of the Russian people in particular. Its master
is the ruling oligarchy, and its subservience to changing mas-
ters is a commentary on the fickleness of the masses. The dog’s
escape to freedom and its return to its new master might well
be an allegory of the Revolution: the masses break free only
to submit later to the hand that feeds them. Zamjatin 1s asking:
When will man put aside things of the flesh and think of the
spirit? And Zamjatin is optimistic, for he sees in the eyes of
man the possibility of a spiritual regeneration that will over-
come his primitivism in the name of humanity.

A somewhat different treatment of the Revolution appears in
the story “Spodru¢nica greSnyx.” Sikidin and his two men try
to appropriate convent funds in order to aid the peasants of the
village Manaenki, but at the most crucial moment the mother
superior Nafanaila unwittingly disarms Sikidin with liqueur and
solicitous attention to his bandaged hand. The story lacks the
tragic element of “PeScera” and “Mamaj,” because of its basic
warmth and gentle irony. The rough peasants and the mother
superior are from different worlds. yet, being human, they are
susceptible to kindness and love. “Spodrucnica greSnyx” was
the precursor to a whole series of ironical anecdotes that Zam-
jatin wrote during the twenties, showing that people had re-
mained essentially the same despite the upheaval of revolution.

“If I firmly believe in an image,” wrote Zamjatin in 1930, “it
invariably gives birth to a whole system of derivative images;
it sends roots through paragraphs, pages. In a short story the
image may become integral, extending throughout the entire
work from beginning to end.” *® The prose of Zamjatin's mid-
dle period, which represents the zenith of his impressionistic
techniques, can be distinguished stylistically from his earlier
works despite many similarities. In the middle works, height-
ened impressionistic imagery is accompanied by the intensifica-
tion of various related techniques common in the early works.
The grotesque is still used in character depiction. with a focus
on one or two characteristic features, and external depiction re-
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mains at a minimum. The difference in the middle works is an
intensification of the early technique. For example, the basic
impression is repeated more frequently than before, and central
characters often are endowed with three or four such impres-
sions. Lady Kemble is characterized by wriggling worms (her
lips) and an unseen rein that pulls her head higher; and she is
compared both to a mummy and to the carcass of a broken
umbrella. The grotesque quality of such impressionistic char-
acterizations is typical of both early and middle works, but
their systematic use, the frequency of their occurrence, and the
extension of their use to all characters are later developments.
In discussing “Ostrovitjane,” Viktor Sklovskij has pointed out
quite correctly:
The characteristic feature of this tale does not consist in its mo-
tivational banality, but in that Zamjatin for the first time has con-
sistently applied his device. The device consists in the fact that a
definite characteristic, something in the nature of an extended
epithet, accompanies the hero throughout the entire work, and he
1s shown to the reader from this side only. If it is necessary to
alter the hero, then the alteration is represented in the plane of
that same original characteristic.
For example, if the hero is defined as a tractor, then when

aroused he will be compared to a tractor without a steering
wheel. ¢

In his extensive analysis of Zamjatin’s imagery, Sklovskij dis-
tinguishes between two types of images, the fixed and the ac-
tional. Fixed images (proxodja¥lie) consist of unchanging
attributes or characteristic depictions which accompany the
character throughout a work, like Kemble's squareness and
rigidity, Lady Kemble’s worm lips, and Bailey’s coltish lips
(“Lovec Celovekov™). Actional images (sjuZetnye) are not static:
their change and development throughout a work represent
changes in the character himself. Kemble’s movements, which
originally are compared to those of a tractor, are later likened
to those of a tractor mired in mud, then to a stalled tractor, and
finally to a tractor with a broken steering mechanism.*” Adopt-
ing Sklovskij's distinction between fixed and actional images,
the generalization can be made that actional images occur only
rarely in Zamjatin’s early work and are used primarily during
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his middle period.* Fixed images have been utilized during both
periods, but much more systematically and more frequently
during the middle period.

In the preceding chapter it has been pointed out that Zam-
jatin conveys his subjective impression by a comparison, by a
physical characteristic, or by some general attributive. The
same devices are employed in his middle works, but with con-
siderably greater frequency, and often two or even all three
devices are used with a single character. Not only is Kemble
depicted as a tractor (comparison), but he also frequently
wrinkles his forehead (physical characteristic), and he has a
physical and mental squareness and rigidity (general attribu-
tives ). Mr. Craggs is pictured as a cast-iron monument (com-
parison) and also 1s endowed with modestly lowered lids and
crablike hands (physical characteristics, the latter being also
a comparative ).

In addition to the superimposition of several methods in the
depiction of a single character, there are significant changes
within each method. Whereas comparisons in the early works
refer primarily to the animal kingdom (Brahmaputra hen, mos-
quito, chicken, dog, frog, elephant), the comparisons in the
middle works are much more varied: Kemble is a tractor, Cec-
ily an Easter lamb (“Ostrovitjane™): Mamaj is a forty-year-old
bald-headed boy, his wife is a Buddha, and Elisej EliseiC is a
gloomy Atlas (“Mamaj”); Kortoma is a copper samovar, his
wife is a glove turned inside out, Babka Matrena is a Russian
mother-stove (“Sever”):; Mlle ZorZ is a bird, Semen Semeny{
is a dusty daguerreotype, Father Nikolaj is the image of
Saint Nikolaj Mirlikijskij (“Detskaja™); and a Bolshevik sol-
dier is a dragon (“Drakon”). In part the result of a greater
variation of setting and theme, the more various comparisons
represent an extension of Zamjatin's search for original and
audacious images. The search for originality is also reflected in
his choice of the particular physical characteristic (often com-

* An interesting and detailed analysis of another actional image (show-
ing the correlation between the number of gold crowns displayed in Viecar
Dewly’s smile and the intensity of his mood) is given in Hongor Qula-
nofl's discussion of the metonymic representation of character in The
Serapion Brothers: Theory and Practice [659], 116-119,
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parative) which best reveals the hero’s character or some basic
aspect of it: for example, Marej's childlike eyes and huge
shoulders (reminiscent of Fedor Volkov), Pel’ka’s teeth, and
Kortomixa’s painfully gay smile (“Sever”); Captain Krug's
eyebrows and the midshipman’s dimples (“Detskaja”); O'Kel-
ly’s red hair and waving arms, Didi Lloyd’s boyish bob and
knitted brows, Vicar Dewly’s gold teeth and raised brows,
and Mrs. Dewly's pince-nez (“Ostrovitjane™”); Osip’s glasses
and Mamaj's penguinlike arms (“Mamaj”); D-503s hairy
hands, I-330's brows and sharp teeth, and S-4711’s ears and
bent body (My). The loss of a specific attribute 1s sometimes
used to indicate a change in a person’s character, the two out-
standing examples being Mrs. Dewly’s pince-nez and the rosy
curtain that covers Mrs. Laurie's lips. With her pince-nez in
place Mrs. Dewly is extremely cold in appearance; without
them, she has a somewhat lost, blissful look. The presence or
absence of the glasses not only accompanies a change in her
character, but is even treated as the cause of the change. As the
story develops, the presence of the pince-nez becomes a symbol
of her jealousy of Kemble's interest in Didi, while its absence
indicates her love for him (or at least her repentance for her
jealousy).*® Less tangible but equally real is the curtain of light,
rosy silk that clings to Mrs. Laurie’s lips. A symbol of Mrs.
Laurie’s suppressed instinctive desires for passionate love (the
most important thing) and children, it disappears after she has
fulfilled her desires with Bailey. Both these symbols also are
examples of Sklovskij’s actional images.

The intensification and systematization of Zamjatin's ima-
gery sometimes results in an overemphasis on the image at the
expense of plot, a tendency that was indicated by Sklovskij in
the extended subtitle of his essay on Zamjatin: “The weaken-
ing of the plot as the consequence of the shift of attention to the
image. The systematization of the image, the sham saturation of
form mechanically by means of image building.” ** Although
Sklovskij was not an admirer of Zamjatin, he did recognize
the writer’s “great and conscious skill” in the use and develop-
ment of his images. The word “conscious™ is of great importance
here, for Zamjatin firmly believed in the conscious creation
and repetition of images as an important literary device. claim-
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ing that the accidental image resulted from an author’s in-
ability to concentrate. In some of Zamjatin's shorter works the
integrating image, or mother metaphor as D. Mirskij has called
1t,"" becomes the major unifying principle, relegating the plot
to a position of secondary importance. The two most extreme
examples of this are the stories *Pescera™ and “Mamaj,” where
the integrating images of a cave and a ship, respectively, have
each determined an entire system of derivative images.
Zamjatin once wrote that “in words there is both color and
sound: painting and music go farther together.”* For him
images were visual leitmotivs that helped fix impressions in the
reader’s mind. Another aspect of his “painting” in words was
his use of color. The attentive reader may be struck by the pau-
city of color in Zamjatin's early works (except in “Odin™). This
may be due in part to their brevity or the absence of external
description, but nonetheless it is surprising that sometimes only
a single color adjective appears in the space of two or three
pages.”™ This is not so in the works of Zamjatin’s middle period,
where colors have great importance and are used with studied
care. In describing a scene, the nineteenth-century realist would
usually strive for an accurate rendition of the colors perceived.
including their nuances. Zamjatin occasionally utilized color
in such a fashion, but more often he used it impressionistically;
that is, a particular color would be associated with one object
or person and would convey the author’s impression by repeti-
tion, much in the manner of a general attributive. Realizing that
the overuse of this technique would destroy its effectiveness.
Zamjatin used color primarily to intensify central images. An
examination of the use of color in “Detskaja™ will illustrate
several distinct devices in Zamjatin’s color technique. In this
fifteen-page story, nine colors including gold and copper are
mentioned thirty-four times. The dominant color is black, which
1s mentioned eleven times; white is second, with eight mentions:
copper appears five times; and the remaining six colors occur
only a total of ten times altogether. Black and copper are as-
sociated with the features of Captain Krug, the protagonist:
“Of small height; a clean-shaven face, copper from the sea
wind and closed forever by a lock. And suddenly brows; two
harsh, straight, coal-black lines; and his face, among all others.
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would be remembered forever” (S.S. III, 149). The initial de-
scription of Krug consists of a cluster of images that reappear
throughout the story. As the story develops, the color copper
reinforces the image of a lock. Latent for the next seven pages,
it is then discharged by four successive mentions: “A slight
tremor appeared, it ran along the copper to the lips closed by
a lock™ (S.S. III, 156). And six lines later: “But copper was
once again copper, and copper laughed” (S.S. 111, 156). Here
we have an excellent example of Zamjatin’s masterful use of
synecdoche: originally introduced as a modifying adjective,
copper reappears as a noun standing first for Krug’s face and
then for Krug himself.

Different devices occur in the development of black. One of
four leitmotivs associated with Krug's brows (harsh, straight,
black, line), black remains dormant during the development of
the other three until the climax of the story. Mentioned only
once in the first ten pages, it reappears to reinforce the other mo-
tifs at the crucial point in the card game: “Semen Semeny¢ does
not see, but clearly hears the harsh black line” (S.S. III, 159).
The black line refers not only to Krug's brows, but also to the
black line that Semen SemenyC must cross morally: he stakes
his wife Pavla Petrovna and loses. Krug has him testify in writ-
ing to the loss of Pavla Petrovna in lieu of 9,500 rubles:

Captain Krug slowly folded the sheet of paper. A face closed by

a lock, The harsh, black line of his brows.

It was like this very long ago in class: a blue sky cemented in
the frame of the classroom window, shrill sparrows on the win-
dowsill. And Semen Semeny¢ had written a class essay about
spring, in verse. And then had stood at the lectern, and a goose
quill [his teacher’s] — scr-ratch! — a black line through spring.

The black line of brows crossed out Semen Semenyc: “Well,

there. Everything’s in order, Tomorrow I'll go and collect my
bill.” (S.S. II1, 161-162.)

By association, the black line of Krug's brows reminds Semen
Semeny¢ of the childhood incident which then becomes sym-
bolic of Semen SemenyC's present situation. By depriving him
of Pavla Petrovna, Krug takes away the only thing of value in
Semen Semenyl’s life — love (easily associated with spring):
metaphorically, Semen Semenyc¢ ceases to exist — he is “crossed
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out.” This conclusion is emphasized in Semen SemenyC’s final
thought: “Who am 17 I do not exist. Nothing exists™ (S.S. I1I,
163 ). The metaphoric symbolism of the climax is tied together
by the use of black.

The color black also appears symbolically in other images:
the sharp hateful black ace (S.S. 1II, 157) which Semen Se-
menyc is dealt three times in a row symbolizes death, and after
his loss the black cross of the window frame that becomes visi-
ble as day breaks also is intended as a symbol of his death (S.S.
ITI, 162). Elsewhere black is used with white just for sharp
contrast: black bullet holes on white wallpaper (S.S. 111, 150),
rosy flesh between the black and the white (S.5. III, 151). and
a lightning flash on a black background (S.S. 111, 156).

Zamjatin also utilizes compound adjectives in which one
component is a color and the other component is an object of
that color, like foam-white (belokipennyj), coal-black (ugol'-
no-cernyj), and gold-edged (zolotoobreznyj). Although in
present-day English such compounds are not uncommon, the
Russian forms used by Zamjatin were rather unusual and would
have appeared so to the reader. The distribution of color n
Zamjatin’s middle works, whether in the form of compound
adjectives, recurrent epithets, contrastive description, or sym-
bol. is a deliberate and systematic stylistic device aimed at em-
phasizing the visual aspects of his images.

During the middle period, furthermore, especially in such
works as “Lovec celovekov,” “Sever,” and My, specific colors
invariably accompany certain basic concepts. Human flesh —
especially the breast which is one of Zamjatin’s favorite leit-
motivs — and human vivification are usually characterized by
pink (often more felicitously rendered by rosy in English trans-
lation). In “Detskaja” Mlle ZorZ’s *“flesh shows pink” (S.S. 111,
151) and Semen SemenycC’s “faded, daguerreotype smile turns
rosy” with hope (S.S. III, 161). In “Lovec celovekov,” pink
sets the general mood of the story. for all of London is caught
up in a “pink milky mist” that symbolizes the delirium of love
(S.S. 111, 95). Mrs. Laurie succumbs to love and is depicted in
pink: her lips are covered by a pink curtain (S.S. III, 98, 99,
121), her flesh is rosy (S.S. 111, 97, 99, 120, 121), and her lin-
gerie is pink and white (S.S. 111, 99, 121 ). Raspberry, a variant
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shade of pink peculiar to this story, colors the parasol of lovers
in the park and becomes the symbol of their blissful universe of
love (S.S. 111, 110-113), and also of Mrs. Laurie’s one moment
of love (S.S. 111, 123). In My the coupons for sexual hours are
pink. and 0-90, who loves D-503 and passionately desires to
experience the joys of motherhood, 1s depicted in pink: she 1s
round like a mouth, a pink O (My, 8); her own mouth is pink
(My, 20, 69); her lips are a pink crescent (My, 17, 69); she
laughs rosily (My, 38): and she smiles rosily in her happiness
at being pregnant (My, 146).

In the same way that pink is the color of the flesh, yellow and
gold are attributes of the sun and frequently are used to sym-
bolize ardent passion, the life-giving force in man. In “Lovec
celovekov” the atmosphere of love is depicted as champagne.
a light mist suffused with sharp. golden sparks (5.8. III, 110).
[-330, the object of D-503’s passion, has golden eyes, wears a
saffron dress, and seduces D-503 in a room saturated with a
golden-rosy sap (the life-force) as a smiling, golden Buddha
looks on.*® The pink of flesh and the gold of the life-giving sun
are combined in the primitive world beyond the Green Wall:

And if you too were ever as sick as [ am now, you know the kind
of sun there is — the kind of sun there can be in the morming —
vou know that rosy. transparent warm gold. And the very air is
slightly rosy, and everything is saturated with the tender blood of
the sun; everything is alive: the rocks are soft and alive; iron is
warm and alive; people are alive. and every last one of them is
smiling. It may happen that in an hour everything will disappear.
in an hour the rosy blood will seep away, but in the meantime
everything is alive, (My, 72.)

The warm golden sun beyond the Green Wall, quite different
from the “light, blue sun™ (My, 7) that shines on the rational
Single State (blue and blue-gray symbolize rationality and or-
der), 1s the source and symbol of the life-force in most of Zam-
jatin’s middle works. In “Sever” Pel'’ka and Marej consummate
their love in a sunlit forest suffused with gold, and they are
intoxicated by the sun the following spring (S.S. TV, 36). Didi
and O'Kelly (“Ostrovitjane™) are drawn together by the heat
of the scorching sun (S.S. TIT, 68-70), and the final chapter
of the tale is “The Triumphant Sun,” an irony underscored bv
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the author: “The sun was very bright. The sun was triumphant,
that was clear to everyone, and there remained only the ques-
tion, was it celebrating the triumph of justice and, consequently,
of culture, or was it . . .” (8.S. III, 89). The implication is
that the sun is celebrating the triumph of passion over philistine
culture and justice. The representatives of philistinism abhor
the sun: Lady Kemble finds “the bright summer sun to be shock-
ing” (8.S. 111, 38), and Vicar Dewly delights in the “comfort-
able, portable, pale suns™ which filtered into his dining room
through thick. cut glass (S.S. 111, 66). Concomitant with the
imagery of a golden, rosy life-force from the sun are red and
green images of blood, flame. and vegetation. D-503 compares
his passions to a crimson sea of fire within himself (My, 51—
52); the people outside the Green Wall have preserved their
hot red blood (My, 141 ); and in the depths of 1-33(0’s eyes there
18 a blazing fire (My, 27). Green, the color of the growing
plants 1s but another expression of the life-force emanating from
the sun. The Green Wall separates the inhabitants of the Single
State from the wild, illogical growth of the plants beyond. O-90’s
rounded, pregnant contours are compared to green sprouts
reaching toward the sun (My, 146); and Pel'ka, who wears
fresh green wreaths throughout her summer of passionate hap-
piness, sleeps with Marej (“Sever”) on a bed of green moss
(8.8. 1V, 39).

The colors black and white have no recurrent symbolic val-
ues, as pink, yellow, red, and green do, yet they too are used
systematically as attributives and to create vivid contrast. The
night sky dissected by searchlights in “Lovec Celovekov” 1s re-
peatedly described in black and white (S.S. III, 116, 118, 122);
[-330°s black dress sharply accentuates her white flesh (My,
19):and in “Mamaj” the contrast between black and white un-
derlies the expression “white flies,” an unusual metaphor for
snowflakes (S.S. I11, 175, 176). Zamjatin was particularly fond
of the contrast between white and pink, using it especially with
his heroines. Their flesh, invariably pink, either 15 delineated
by white cloth or shows rosily through white. A rather original
treatment of a trite metaphor in “Ostrovitjane” will serve as a
good example: “Didi would undo still another button on her
blouse, and waves would rhythmically undulate in front of
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Kemble: white — of cambric, and still others — pink, and
still others, noisy and red —in Kemble's head” (S.S. 111, 60).
These examples do not begin to exhaust the relationships be-
tween color, imagery, idea, and symbol in Zamjatin's middle
works.

Impressive as are Zamjatin's attempts to bring the elements

of painting to his writing, no less significant are his achieve-

ments in endowing his prose with musical qualities. His interest
in thythmic and other musical effects is already apparent in
some of his early works, but later it is self-evident in every story.
Each sentence has been carefully honed, and the choice and
order of words have attained paramount importance, as the
following passage from “Sever” illustrates:

V stanoviice nikogo net. Cernye dyry v tumane — raskrytye okna
pustyx izb. Vse — na tom beregu, za Tunezmoj. Tam, na poljane
s pritoptannym belym mxom, es¢e belee, Zzemcuznej tumana —
dymnye stolby ot kostrov. Tixo tren’kaet trexstrunka, i kruzatsja
figury v tumane, prixodjat, uxodjat v tuman. Lopskie parni—s
medlennymi, belymi zdesnimi devkami, zdeSnie — s ¢ernymi lop-
kami, 1 sredi Cernyx —ryzee, bystroe — kak ot solnca na sosno-
vom stvole — pjatno. (8.8, IV, 17-18.)*

The rhythmic effects of the passage are deliberate. Three sen-
tences consisting of short staccato phrases are followed by a
long, flowing sentence. All four sentences are static and de-
scriptive; and all four are without verbs, for Zamjatin has used
a natural feature of the Russian language (the omission of fo
be in the present tense) to intensify the effect of ellipsis. In con-
trast the fifth sentence contains four verbs, emphasized by inver-

* “There is no one in the camp. Black gaps in the mist — the open
windows of empty huts. All are on the other shore, across the TuneZma.
There, in a glade with trampled white moss, still whiter, more pearly than
the mist are the bonfires' smoky pillars. Softly strum the strings, and
figures whirl in the mist, appearing, disappearing into the mist. Saami
fellows with slow, towheaded local girls; local fellows with dark
Saami girls; and amidst the dark ones, like sunlight on a pine trunk, a
rapid, reddish spot.” This passage is also typical of Zamjatin's use of
color. Black and white are juxtaposed effectively, first contrasting the
mist with open windows and then contrasting towheaded Russian and
dark Saami girls. Pel'ka, represented by a reddish spot, is compared
appropriately with sunlight on a pine trunk, for Pel'ka is filled with
passion, with the life-force that stems from the sun.
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sion and morphologic rthyme (prixodjat, uxodjat). The final
sentence again lacks verbs (prixodjat and uxodjat are deleted
from the first two clauses, and there is no verb in the third), and
its long flow is emphasized by the parallel construction of its
first two clauses.

The rhythmic effects are enhanced by the studied repetition
of such key words as tuman, belyj, ernyj, and zde¥nij and also
by alliteration and the repetition of certain consonant clusters
(poljane s pritoptannym,; stolby ot kostrov; tixo tren’kaet trexs-
trunka; and solnca na sosnovom stvole). Stemming from Zam-
jatin’s belief that consonants were the solid matter — the
earth — of the language and were imbued with emotional over-
tones, instrumentation in the form of consonant repetition be-
came particularly noticeable in his infrequent landscape depic-
tions.* The depiction of fog in “Ostrovitjane” is enhanced by
what Zamjatin considered to be the dull, dark f's and ds.

Tuman, dusnyj, kak vata, 1 zakutannye stranno zvucat Sagi—
budto kto-to neotstupno idet szadi. (S.S. 111, 71.)*

The rising wind is felt in series of s's culminating in ¢; the bird-
like cloud covers the sky with &’s; and darkness slowly falls in
a series of m’s and n’s.

Osennij veter besilsja, svistel, sek. S morja nasedala ogromnaja
seraja ptica, zakryla kryl’jami polneba, nagibalas’ vse blize, neu-
molimaja, nemaja, medlennaja, i vse bolSe temnelo. (S.S. III,

85.)7

Actually, the emotional overtones are not inherent in the con-
sonants, but are skillfully determined by the initial instrumental
environment of the image. The emotional overtones of dark-
ness, oppression, and dullness are created by the semantic value
of tuman, dusnyj, and vata (fog, stifling. and cotton), and be-
come associated with 7 and d by the consonantal repetition in
tuman, dusnyj kak vata. Although s does not occur in the Rus-
sian word for wind, its recurrence in all four words surrounding

* “The fog, stifling as cotton, and muffled steps sounding strangely,
as if someone is persistently striding behind.”

f “The autumn wind raged, whistled, whipped. From the sea a huge
grey bird settled, its wings covering half the sky, stooping closer and
closer, inexorable, mute, sluggish. It grew darker and darker.”
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veter, as well as the semantic value of the three verbs besilsja.
svistel, and sek (raged, whistled, and whipped), immediately
associate it with the wind’s violence. The same technique 1s used
in creating an external characterization of each character
through the phonic qualities of the attributive images, many of
which stem from the phonic qualities of the characters’ names.
Kemble is characterized by blunt, stubborn b, [, r (“Gromad-
nye, kvadratnye baimaki, Sagajustie kak gruzovoj traktor” or
“Verxnjaja guba Kembla obiZenno, po-rebjac’i, navisla™ ) ; Lady
Kemble by squirming, crawling & ¥ v (“Guby . . . tontajSie
i neobylajno-dlinnye kak Cervi— izvivalis’, savehh Vniz 1 vverx
xvostikami . . ."); Craggs, by grasping k, g (“Mister Kraggs
guljal, IIES]EI \-’pEI‘EdI na zivote, gromadnye krabovye kles-
ni ). Although Zamjatin had always taken pains to se-
lect appmpnate names for his characters,* the consistent
application of phonic characteristics in names and accompany-
ing imagery represented an innovation of the middle period
which suggests Belyj's influence.

The marked tendency of the early works toward brevity 1s
continued in the elliptical prose and staccato rhythm of the
middle period. Brevity and condensation, a consequence of
Zamjatin’s stress on the primacy of impressionistic imagery
were, he thought, essential in establishing a creative rapport be-

* Even in My the letter-names (a significant mixture of Latin and
Cyrillic letters in the Russian text) are appropriate, the most obvious
being round, pregnant 0-90, slender and angular 1-330, and the doubly
bent secret-service man S-4711, Derivatives of bryzgat’ (to splash) and
xlestat’ (to lash) characterize the speech of R-13 and are examples of
consonantal phonics based on the expressive liquids r and I. In the case
of the three cyrillic letters the link is associative: in J1-503, the name
of the architect of the spaceship “Integral,” ]I stands for the mathe-
matical symbol for increment 2, as well as for the d of differential (Zam-
jatin once remarked that a “differential without an integral was a boiler
without a manometer,” [38], 239); & (I-330's lover) stands for figa
(fice) and is most appropriate for J[-503°s discovery of I-3307s infidelity
(My, 189); and KD is a playful combination of the two women in [I’s
life, I plus O. On another level, the inclusion of R-13 and [1-503 in the
same family triangle (My, 39, 41) indicates that Zamjatin perhaps en-
visioned R-13 as an archetypal shadow of [1-503 (R is the mirror image
of §l, the Russian word for the first-person, singular, pronoun I), and
further investigation of the letter symbolism would give support to Col-
lins’ archetypal analysis, [343].
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tween author and reader which he considered to be the aim of

Synthesism, a term which he used synonymously with Neo-
realism;

Not one secondary detail, not one extra line, not one word that
could be crossed out: only the essence, an extract, a synthesis,
which is revealed to the eyes for a hundredth of a second when
all feelings are focused, compressed, sharpened . . . Today's
reader and spectator will be able to complete the picture, to ex-
tend the word, and that which he extends, completes for himself,
will be etched into him immeasurably more brightly and durably,
will organically grow into him. Thus Synthesism opens the way
to a joint creativity of the artist and the rcader or spectator. In
this lies its strength.*

One final characteristic of his middle works which distin-
guishes them from those of the preceding period is the marked
modification of the skaz narrative. While all of Zamjatin’s early
works, except the four earliest stories, are written in the skaz
manner, only four of his shorter middle stories utilize skaz in
the narrower sense as defined on page 122. Of the four, only
“Znamenie” is written in the skaz manner of his early works, and
even there we see a slight difference in that regional and dialect
expressions occur considerably less often. In “Spodrucnica
greSnyx” elements of Zamjatin’s early skaz manner are com-
bined with the staccato and elliptical style of “Mamaj” and
“Peiera.” The result is an interesting hybrid style in which ele-
ments of colloquial speech, purged of regional and dialectal
expressions, blend with the author’s own literary style. In “O
tom, kak iscelen byl inok Erazm,” a tale purportedly set down
by the monk Innokentij, Zamjatin uses typically ecclesiastical
elocution to create a parody of the genre of saints’ lives in early
Russian literature. His familiarity with ecclesiastical lexicon and
syntax is especially evident in his use of coordinate independent
clauses, in the length of his sentences, and in the absence of
ellipsis — features not at all characteristic of Zamjatin’s own
literary style. “Tulumbas; poslanie smirennogo Zamutija, epis-
kopa obez'janskogo,” a brief, two-page oration written in the
style of a sermon, presents an ironic commentary on contem-
porary conditions in Russia— namely, hunger, poverty, and
fawning servility. Again, the distinguishing features are the
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selection of ecclesiastical lexicon, the use of exhortation, and
the unusually long sentence structure. The style of both these
works, although representative of one type of skaz narrative,
has little in common with the skaz that became a hallmark of
Zamjatin’s early works. The modification of the first skaz prob-
ably was due to several considerations. First, the use of skaz
had been determined in part by the theme and setting of Zamja-
tin's early works: the ignorance and bestiality of provincial Rus-
sia. The use of colloquial expressions, of regional dialect and
expressions considered substandard to the literary norm, was
suitable and effective in describing provincial Russia. but
was not at all appropriate in describing England, the Russian
capital, or an anti-utopia of the distant future. Second, Zamja-
tin had for all practical purposes reached the zenith of this tech-
nique in such works as “Na kulickax” and “Alatyr’ ” and there-
after sought new directions.

Some critics may, with some justification, prefer to consider
the style of the middle works to be only a more subtle form of
skaz than that of the early works. Irwin Titunik has defined
skaz as:

a mode of narration in fiction brought about by the interpolation
into the narrative structure of a reported-reporting text which is
oriented toward the perceptibility of its speech event or, insomuch
as the interpolated text is a text A [statements by author, i.e.,
reporting speech] in function, oriented toward the perceptibility
of the speech event of the narration itself.?®

This means that any form of narrative that makes itself per-
ceptible to the reader can be defined as skaz. In this case, the
rather unusual elliptical style of Zamjatin’s mature works with
its musical instrumentation and syntactical peculiarities, which
certainly did aim at the perceptibility of the speech event, could
be described as a skaz narrative. Such an interpretation, how-
ever, would make the term skaz almost meaningless by enlarg-
ing its scope to include all forms of literary stylization.

Boris Ejxenbaum defines skaz differently: “By skaz I mean
that form of narrative prose which in its lexicon, syntax, and
selection of intonations reveals an orientation toward the oral
speech of the narrator . . . a form which fundamentally de-
parts from written discourse and makes the narrator as such 2
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real personage. . . .”*" This more closely approximates the
traditional meaning of the term and is still useful today if “an
orientation toward the oral speech™ is interpreted as the artistic
use of oral speech, and if the distinction is made between orien-
tation toward the oral speech of some fictitious narrator (who
then becomes a character within the work) and toward the
author’s own oral speech.

By skaz narrative I refer to narratives where the presence
of a narrator other than the author 1s indicated explicitly or im-
plicitly to the reader. Most of ZoSCenko’s better known stories
would be examples of skaz with an explicit narrator. Most of
Zamjatin’s early works are examples of skaz with an implicit
narrator,* while his middle works are examples of stylized prose
with a marked orientation toward conversational style and
would not fall under this author’s conception of skaz. Zamjatin’s
own definition of skaz, which he expressed in his essay on O.
Henry, 1s not far removed from Ejxenbaum’s:

The type of O. Henry's stories is closest to that of the skaz form

(till now still one of the favorite forms of the Russian story): an

unconstrained dialogical language, authorial digressions, purely

American words typical of the streetcar and sidewalk which can-

not be unearthed in any dictionary. However, O. Henry has not

carried the skaz form to completion, when there is no author,
when the author is an actor, when even the authorial remarks are

given in a language close to the language of the depicted environ-
ment. "

Like Ejxenbaum, Zamjatin stresses the need for a conversa-
tional narrative, the use of local and dialectal lexicon, and a
perceptible narrator; but in demanding that the language of the
narrator approximate that of the depicted environment, he goes
a step further than the well known formalist critic. Zamjatin’s
conception of skaz was derived from three basic theses: the epic
work (normal prose fiction) was a play in which the author
was an actor; the language of prose fiction should be the lan-
guage of the age and environment depicted; and the written

* The effect of implicit skaz was described by Kastorskij in his com-
mentary on “Uezdnoe™: “The narrator does not appear in person in the
tale, but in the tone of the entire narrative it is felt that behind the author

there is hidden some provincial man to whom the story has been en-
trusted.” [396], 324,
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language should approximate as closely as possible the uncon-
strained, conversational, living language. Comparing the au-
thor to an actor adhering to the Stanislavskij method (which
Zamjatin labeled Neorealistic), Zamjatin claimed that the
writer must think like his characters and experience their life.
In demanding that the author’s language be that of the depicted
environment, Zamjatin rejected a literal rendition and argued
for a stylized artistic synthesis of that language, while his insist-
ence on narrowing the gap between the written and spoken
languages echoed a basic premise of the Karamzinian reform
a century earlier.” In accord with his theories, the language in
all Zamjatin's works shows a decided orientation toward the
oral idiom and in varying degree reflects the environment de-
picted. However. while an actor-narrator is indubitably present
implicitly in the early works and explicitly in such stories of the
twenties as “Iks.” “Slovo predostavljaetsja tovaris¢u Curyginu,”
and “Desjatiminutnaja drama.” his presence in works of the
middle and late periods is scarcely. if at all. perceptible. Al-
though 1t can be argued (depending upon definition) that the
middle and late works represent only a more subtle and refined
skaz than those of the early and transitional periods, an obvious
difference in narrator and narrative style must be admitted.
Zamjatin's literary works of both the early and the middle
periods reflect his conception of hife as tragic and his belief in
rony as the best means of overcoming this tragedy. Basic to
both periods 1s a broad humanism and a firm belief in man's
capabilities and in human progress. Whereas the earlv works
are essentially satires on non-human, provincial bestiality, the
middle works attack the automated philistinism of the large
city. In either case. what is at stake is the preservation of the in-
dividual personality. In the middle works passionate love be-
came associated with the rebellion of the individual against the
philistine conformity and dogmatism of society. The shift in
thematics was reflected by changes in setting and style, Provin-
cial Russia was replaced by population centers: England. Pe-
tersburg. the Single State. Correspondingly, the skaz narrative
with its regional and dialectal expressions was modified in favor
of a condensed. staccato, and elliptical narrative that nonethe-
less was based on a contemporary conversational style. The
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tendency to brevity, already apparent in the early works, was
continued. The impressionistic imagery of the early works
was systematically extended and developed to such an extent
that in many instances it became a dominant organizing princi-
ple; in some short stories it even relegated plot and psychology to
secondary positions. With the intensification and primacy of the
image system, visual and acoustical elements assumed much
greater importance: the rhythmic and musical qualities of prose
were intensified, and a semi-symbolic color system relating to
the central images was developed. Conceived as an expression
of the new age with its tempestuous headlong rush forward,
Zamjatin's elliptical, staccato prose aimed at conveying only
the bare essence of his vision by using impressionistic 1mages.



CHAPTER SEVE
[ransifional Period, 1922-1927

And therefore “socialist” or “bourgeois” realism
is unrealistic: immeasurably closer to reality are
projections onto speeding curved surfaces, that
which new mathematics and new art do alike.
Realism that is neither primitive, nor realia, but
realiora, consists in displacement, in distortion,
in warping, in nonobjectivity.

Zamijatin, Lica

The completion of Zamjatin’s most extensive prose work, the
novel My, was followed by a sharp decline in his output of prose
fiction. The reasons for this decrease — Zamjatin's greater de-
mands for stylistic perfection, his search for new literary forms,
his extensive editorial activities, a growing interest in drama
and cinema, the adverse criticism of Communist critics, and the
increasing difficulty of having his work published — have al-
ready been discussed in the biographical chapters and need no
further elaboration here. Whatever the reasons, only seven
stories. amounting to about one hundred and twenty pages,
were written and published during the six-years of 1922 to
1927. In some respects their basic themes represent a continua-
tion of Zamjatin’s previous works, but in their styles, these
stories, unlike those of the early, middle, and late periods, are
extremely varied.

The first of these, “Rus’,” was inspired by a series of drawings
by Boris Kustodiev entitled “Russkie tipy” (“Russian Types”),
which the Akvilon Publishing House had sent Zamjatin for
review in the autumn of 1922. Considering himself unqualified
to write an essay on Kustodiev's painting technique, Zamjatin
laid out the pictures as if they were on exhibit and then wrote
the story “Rus’.” In reminiscing about a Kustodiev painting
that he had seen at a Petersburg exhibition when he was writing
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“Uezdnoe,” Zamjatin remarked that both he and Kustodiev had
painted provincial Russia, but that “Kustodiev had seen Russia
through eyes different from mine; his eyes had been much more
affectionate and gentle, but there was only one Russia — she
united us. . . .7 Zamjatin went on to say that ten years later
when the two men first met in person, “Magnificent, Kustodie-
van Old Russia already lay dead. One did not wish to speak
about a dead person in the way one could talk about the living;
the easy victory of booting a dead lion did not attract me. So it
turned out that Kustodiev's Old Russia and mine could now be
placed on canvas and paper in the same colors.” !

Kustodiev’s water colors were published together with Zam-
jatin’s story by Akvilon in an attractive, brief brochure that
appeared in two limited editions of a thousand copies each. The
lyric three-page introduction. rich in musical and rhythmic ef-
fects, creates a eulogistic tone in the first paragraph which con-
tinues as the dominant mood for the entire work:

A pine forest— dense, ancient, with bears’ lairs, the pungent

scent of mushrooms and pitch, with gray shaggy mosses. It has

seen the iron helms of princes’ martial retinues, and the monks’
cowls of the old, true faith, and the torn hats of Stepan’s free-
booters, and the frozen plumes of Napoleon’s Frenchies, And —
it all passed, as if it never existed: and once again — blue winter
days, the rustle of snowy hunks dropping down along the twigs,

a vigorous frosty crackle, the woodpecker pecking; yellow sum-

mer days, wax candles m gnarled green hands, the transparent

honeyed tears along firm, crusted trunks. the cuckoos counting
the years. (8.S. IV, 121.)

An air of antiquity is created not only by the mention of his-
torical events long past, but also by the choice of such archaic
or infrequently used words as hardy (kondovyj), helms (3e-
lomy), cowls (kukoli), and Stepan’s freebooters (stepanova
vol'nica) .* The vividness of the description is enhanced by such
original imagery as wax candles in gnarled green hands (sun-
light in the foliage) and by the use of such stylistically expres-
sive words as vigorous (jadrenvj). gnarled (korjavyj), and

* Stepan Razin (died, 1671), a Don Cossack (known as Sten’ka Ra-
zin) and freebooter on the shores of the Caspian Sea, led a peasant up-
rising along the Volga against the boyars and landlords in the late 1660's.
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crusted (zakoruzlyj). But the seemingly indestructible and im-
perturbable Russian forest is, like all things, subject to the
ravages of time and nature. Sadly comparing the passing of Old
Russia (Rus') to a pine forest which has been destroyed by
flames, but which will live forever in the tales handed down
from generation to generation, Zamjatin goes on to contrast
Old Russia to Petrine Petersburg. And he culminates the im-
agery in the description of a genuine Russian beauty who, unlike
the waspish Petersburg coquette, is rather like the Volga —
“slow, imposing, broad. full-breasted, and . . . if you turn
from the main channel toward shore, into the shadows, and
look, backwaters . . ." (S.S. IV, 123). The undisguised hint
at the old proverb “quiet backwaters breed devils” anticipates
the denouement of the story. In shifting from general to particu-
lar (from true Russian, Volga-like beauties to the beauty Dar’ja
Ivanovna), the author skillfully utilizes the eulogistic introduc-
tion to endow the story and its characters with a degree of uni-
versality,

The plot is extremely simple. Dar’ja, ripe for marriage, se-
lects old Vaxramej as her husband, takes his virile coach-
man Pantelej as a lover, and then poisons Vaxramej and marries
Pantelej. Following the cue of Kustodiev's “Russkie tipy,” the
theme of old provincial Russia 1s expressed both in the charac-
ter-types of Zamjatin’s story (Dar’ja, the full-bosomed Russian
beauty; her aunt Felicata, the mother superior of a local nun-
nery; Sazykin, a self-willed, passionate merchant; Vaxrame;j,
the town mayor; the trunk-maker Petrov, who provides the
town’s sole link with the outside world; and the young coach-
man Pantelej with his coal-black, gypsy eves) and in the events
described (Dar'ja’s choice of her husband by drawing lots after
praying to the Virgin Mary. her Venus-like excursion to the
public baths, and even the “inadvertent” demise of Vaxrame;j
from a poisonous mushroom “accidentally” hidden among the
edible ones).

Continuing a theme from Zamjatin's middle works, love is
depicted as a strong, deeply-rooted sexual urge which is acti-
vated by the coming of spring, by the blooming of flowers, by
the heat of the sun. Desire is indicated by the tautness of Dar’ja’s
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dress on her breasts, a recurrent image that marks the thematic
intersection of full-blossomed Russian beauty and passionate
love.

The apple imagery is first associated with Dar’ja before her
marriage: “The bees hummed in the sun, and the scent of honey,
or of apples, or of Dar’ja was in the air. *“Well, Dar’ja,’ [said her
aunt]. ‘Don’t put off marriage. Apples should be picked when
ready, or the birds will come and peck them; don’t tempt fate!””
(S.S. 1V, 124). It recurs at such other important instances in her
life as after marriage (S.S. IV, 125-126) and just before she
takes a lover: “Heat. Yellow days, heavy with that yellowness
that is typical of apples that are already ripe and ready to fall —
just slightly rock them, just look or blow on them” (S.S. IV,
132). The image stems from “Lovec Celovekov,” where one of
the characters, a woman ripe for love, not only is compared to
an apple. but is known only by the recurrent appellation “Lady
Apple”: “She was all filled with the sweet amber juice of the
sun: 1t was tormentingly necessary that someone sip just a bit
of it. An apple on a windless, stifling evening: 1t is filled, be-
comes transparent, stifles — oh, the sooner to break free from
the branch and fall to the earth.” (S.S. III, 112). Basic to the
apple image are the elements of fullness, the color yellow, and
the sun’s heat — all of which are symbolic of elemental, pas-
sionate love in Zamjatin’s middle works. In “Rus’"” Dar’ja’s
love, however, does not so much symbolize a rebellion against
an existing philistine order as do the loves of Didi, Mrs. Laurie.
and I-330. But Dar’ja’s love is rather the expression of the es-
sential life force, pure and simple, in the manner of “Sever.”
The author clearly sympathizes with Dar’ja’s need for a young
lover and even goes so far as to condone her actions in the highly
lyrical concluding sentence:

And in the evening, in the blue slits of forty belfrys, all the bells

rock as one, and above the town, above the groves, above the wa-

ter, above the fields, above the travelers on the roads, above the
rich men and drunkards, above those who sin in a human way
and those who are sinless like grass — above everyone spreads
the copper velvet of the bells, and everything grows softer, more

quiet, more settled, like the dust of warm dew on a summer ¢ve-
ning. (S.S. IV, 135.)
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Of paramount significance is the phrase, “above those who sin
in a human way and those who are sinless like grass,” for in it
Zamjatin restates his thesis that for man to be man he must ex-
perience life and the full range of human passions — good and
bad — and not hide behind lukewarm, vegetative conformity
and philistinism. What begins as a eulogy to Old Russia turns
out to be a eulogy to passionate human love as well. The same
tone prevails in “Kuny,” a brief, descriptive sketch of traditional
mating games in the far north on Midsummer Eve, which very
strongly recalls the style and setting of “Sever.”

Zamjatin’s longest and most elaborate prose work of the
transitional period. “Rasskaz o samom glavnom,” and the first
issue of Russkij sovremennik, in which the story appeared, were
met with hostility by Soviet critics. The journal’s apolitical char-
acter was generally interpreted as an expression of inside-¢mi-
gré sentiments, and Zamjatin’s story was roundly censured for
its glorification of sexual love and for its supposed hopeless-
ness.” One of the more moderate critics, A. Leznev, devoted a
page and a half to a literary analysis of Zamjatin's story, but
he found that it contained nothing new, that the connections
between the two central plot lines were obscure, and that the
author’s intent remained unclarified. He concluded: “Oh!
Pamour c'est une belle chose!”* Although the importance of
sexual love should not be minimized, such a nearsighted inter-
pretation overlooks the author’s underlying, all-encompassing
philosophy.

“Rasskaz o samom glavnom” depicts three worlds: the world
of a yellowish-pink caterpillar named Rhopalocera, the world of
the Kelbuj and Orel peasants who are fighting on opposite sides
of the Russian Revolution, and the world of a distant dying star.
The spacial intersection of the three worlds (Rhopalocera
falls into Talja’s lap as she converses with Kukoverov, leader of
the anti-Bolshevik Kelbuj peasants, and the dying star finally
collides with the Earth) is at best artificial. The basic unity of
the story resides in the underlying philosophic conceptions and
in the symbolic parallelism between events on Earth and on
the dving star. Rhopalocera symbolizes one of the few indis-
putable truths known to man: sooner or later — tomorrow —
all living things must die. The love latent in Kukoverov and



172 THE EVOLUTION OF ZAMJATIN'S FICTION

Talja, who have known each other only a week, is activated by
the realization that the world is speeding a hundred times faster
than before. At the moment of confession, Rhopalocera falls
from a branch into Talja’s lap, an event of double significance:
Symbolic of tomorrow’s death, it also serves as a literary device
foretelling Kukoverov’s fate. When he and Talja meet again
that evening before the Orel attack, she still has Rhopalocera,
and the theme of tomorrow’s death throws open Kukoverov’s
heart to real love (S.S. 111, 227). After Kukoverov is captured
by the Bolsheviks, the dead cocoon of Rhopalocera makes
Talja realize that Kukoverov will die, that something most im-
portant must be done quickly, that time is relative (S.S. II1,
243): and she is stimulated to action, to the consummation of
her love. Dorda, the Bolshevik leader who happens to have been
Kukoverov’'s old friend. looks into his prisoner’s eyes and can-
not bear the thought that this living man, like Rhopalocera, will
die tomorrow. The conflict between friendship and his firm
dedication to a cause makes him waver, and he leaves his pistol
within Kukoverov's reach. But Kukoverov has nothing to gain
by the death of his friend, so the opportunity passes, and Ku-
koverov's execution remains a certainty. In allowing the young
airl, Talja, to spend the night with the condemned man, Dorda
18 motivated by humanity — by love and respect for his fellow
man and friend, themes that are also reflected in the fruitless
efforts of the Orel peasants to end the rebellion with a minimum
of bloodshed. In the final scene between Talja and Kukoveroy,
the recurrent image of drops falling on a stone creates an effect
of timelessness which reinforces Zamjatin’s thesis that time is
relative.

The second line of action develops high above Earth on a
dying star that has lost its atmosphere, where the four remaining
persons of a great civilization are breathing the last reservoir of
air. The drama on the star is not, as Leznev put it, an “even
weaker and more banal episode,” but a symbolic mirror of events
on Earth that emphasizes the universality of Zamjatin’s vision.
The symbolic function is underscored by Zamjatin’s nam-
ing the four characters simply Mother, man, woman, and blind
boy. As Dorda races across the bridge, thinking only of the most
important thing (the defeat of the opposition), he does not
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know whether he will die. But on the distant star there is no
doubt — today is the end. The need for air has become acute,
and in order to live the man Kkills his brother, the blind boy, just
as the Orel and Kelbuj peasants kill each other. The man, how-
ever, is unable to kill the Mother (who, like Rhopalocera, is
ready to die), just as Kukoverov is unable to kill Dorda. Dor-
da’s sympathy for Kukoverov, his friend and enemy, is reflected
in the Mother’s sympathy for her elder son who has murdered
her younger son. The essence of the humanistic message here
seems to be that only man can truly understand and pity his
fellow man. And as Kukoverov's execution approaches, he em-
braces Talja and experiences love, just as man embraces woman
on the distant star as it rushes toward earth and destruction. The
importance of love is emphasized by the two parallel episodes,
but love represents “the most important thing” only in the rela-
tionship between man and woman. The Soviet critics should re-
member that in this story Zamjatin also states that for flowers
the most important thing is to bloom (S.S. I11, 242), for Dor-
da the most important thing is to cross the bridge (S.S. III, 230),
for Rhopalocera the most important thing is to die painfully in
a cocoon (S.S. 111, 211), and for man the most important thing
is to live (S.S. III, 234). Zamjatin's basic philosophy here is
comprehensive: life is truly life only when its basic function is
being fulfilled. At such moments seconds become ages, and one
moment of fulfillment is worth years of stunted existence. In
essence this is a restatement of the maximalism that underlay
his concept of the galloping Scythian.

“*Rasskaz o samom glavnom,” is the artistic embodiment of
philosophical conceptions expressed earlier in several of Zam-
jatin’s essays; it now stands out as a unique attempt to create
a new literary form. In “O sintetizme” Zamjatin had pointed
out that the extremely rapid tempo of the epoch was reflected
in contemporary art and literature, that the dominant trend was
toward a synthetism that sought to depict “only the essence, an
extract, a synthesis that was revealed to the eye in a hundredth
of a second when all feelings were sharpened, compressed.
focused.”* Zamjatin's story represents an attempt to create
such a synthesis on the theme of “the most important thing.”
and Kukoverov’s thoughts echo the author’s own: “Has it never
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entered your head that now the earth is rotating a hundred times
faster, and that all clocks —everything—is a hundred
times faster, and that this 1s the only reason why no one notices
it? And now, you understand, just one day, or a minute . . .
Yes, a minute is enough to understand suddenly that for you
another personis . . .7 (S8.8. 111, 213-214),

In another article, written the same year as “Rasskaz o sa-
mom glavnom,” Zamjatin states that contemporary literature
should be imbued wih immense philosophic visions, like the
view from a masthead or an airplane, that it should deal with
ultimate questions like “why?” and “what further?” He points
out that “for contemporary literature the plane of by is the same
as the earth for an airplane: simply a runway that enables flight
upward, from byt to being, to philosophy. to the fantastic.”®
“Rasskaz o samom glavnom™ represents a conscious attempt to
apply such theoretical pronouncements. Zamjatin places his
main emphasis on a moment of being (the realization of love)
and seeks to endow it with philosophic significance by the sym-
bolic use of the fantastic (the dying star). In the final paragraph.
as well as in the introduction. Zamjatin expresses his belief in
the birth of a wonderful new world through the collision and
flaming destruction of the old worlds. a belief that reflects his
central tenet of unending. cosmic revolution which creates new
life through the destruction of existing life.

Another factor contributing to the unity and philosophic
import of the story is Zamjatin’s studied use of the first person
singular in several crucial instances. The story is narrated in
the third person by an omniscient author; there is no consistent
attempt, as in most of Zamjatin’s early works, to suggest the
presence of an intermediate, earthy narrator by the use of skaz
style. The occasional shifts to the first person in this later story
represent the unmasked intrusion of Zamjatin himself; and,
significantly, in such intrusions the author always identifies
himself with his characters and their sensations, The effect is
that of a fluid. omniscient entity who is a part of each and every
living thing: the author is Rhopalocera, and his body is racked
with pain (S.S. 111, 211): he is both an Orel and a Kelbuj peas-
ant, shooting at himself as he runs across the bridge and falls
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(S.S. III, 211):; he is a corpse with naked, icy flesh on a distant
star (S.S. III, 211-212); he is also the last living man on that
same star, wanting to live, killing his brother (S.S. I1I, 221),
and loving the woman (S.S. III, 234); and he is Dorda and
every man charging across the bridge into the hail of machine-
gun fire (S.S. 111, 219). This technique, which apparently has
been overlooked by critics, creates a transtructural unity of plot
lines by identifying all the sensations depicted with a single
person, the all-encompassing spirit of the author himself. It is
an unusual attempt to combine the lyric form (the revelation
of the author’s personality) with that of the epic (a narration
about others in which the author is an actor).®

“Tks” is the most extensive and successful of Zamjatin's anec-
dotal stories in which ironic humor is combined with literary
parody. Love, gullibility, and the Revolution’s effect on the
ignorant population are the major themes. The story centers on
ex-deacon Indikoplev, whose public recantation of the Ortho-
dox faith, inspired by Marfism — not Marxism, is used iron-
ically to illuminate human gullibility: “Deacon Indikoplev,
having publicly repented for having deceived the people for ten
years, naturally now enjoyed the confidence of both the people
and the authorities™ (S.S. IV, 140). The superficial philistine
adaptation to the new environment is not only developed in
the conduct of Indikoplev and others, but is suggested also
In numerous incongruous juxtapositions such as the corner of
Pancake and Rosa Luxemburg streets. The heroine Marfa, a
buxom Russian beauty of easy virtue, with pearly teeth and rich.
ripe, golden tresses, is drawn with the same Kustodievan brush
that created Dar’ja; and at the moment of the deacon’s conver-
sion to Marfism (when he observes Marfa naked by the stream),
Zamjatin deliberately recalls “Rus’” and Kustodiev's Russian
beauties with the phrase, “Oh. if only the deacon were able to
draw like Kustodiev!” (S.S. IV, 147). Passionate desire is asso-
ciated with spring, the surge of nature, and the growth of vegeta-
tion — in this particular case, the bloom of fragrant lilac. The
center of all love intrigue, Marfa bestows her favors under the
blooming lilac in her backyard to all comers — to the telegraph
operator Alefka, to the Communist Xaskin, to the exdeacon,
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and to the fugitive Socialist Revolutionary Perepecko. “Cursed
with that heritage of capitalism — the proprietary instinct” (an
excellent example of Zamjatin’s frequent play on Communist
jargon ), Indikoplev jealously guards Marfa’s back yard, only
to be mistaken for Perepecko by the authorities. He is appre-
hended after a comic chase by agents dressed in white straw
hats, which prove to be the mysterious “special clothes,” that
unknown “x” (hence the title “Iks™”) which the citizens have
been eagerly anticipating since the story’s beginning.
Zamjatin's conscious play with literary form 1s the other
major comic element. The story opens with an original meta-
phor in which the thematic content is equated to a spectrum
whose major colors are gold, red, and lilac. Gold, the color of
church cupolas, represents religious elements; red stands for
the Revolution, the local authorities, and the new, post-revolu-
tionary environment; lilac, the color of the blossoming bushes,
symbolizes love. Having established the lines of the story’s color
spectrum, Zamjatin repeatedly and humorously refers to them:
On the corner of Pancake and Rosa Luxemburg there appears a
procession, evidently a religious one: eight clergymen, well known
to the entire town. But the clergymen are waving brooms, not
censers, which transfers all action from the religious plane to the
plane of Revolution: it is simply the non-working element fulfill-

ing its work obligation for the benefit of the people. Instead of
prayers, golden clouds of dust rise to the sky. (5.5, IV, 139.)

And a few pages later: “A catastrophe was in the making there:
the collision of two antogonistic lines of the spectrum — the
red and the gold, the revolutionary and the cupolic —in a cer-
tain human point” (S.S. IV, 144).

Zamjatin’s play with thematic lines, however, is only part
of an extensive parody of literary forms. The narrator’s refusal
to reveal what AleSka sees in Marfa’s garden (“very likely, 1t’s
not worth tearing sleeves and climbing fences after the poet:
it’s all the same — sooner or later we will find out what Aleska
saw there” (S.S. TV, 143) is a transparent parody of retarda-
tion. The rainstorm that “discharges” the emotional tension of
the people on the street (S.S. 1V, 146) probably parodies Viktor
Sklovskij's conception of a “false resolution,” and the extended
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description of events on Rosa Luxemburg Street in the manner
of a theatrical performance (8.S. 1V, 151-153) 1s intended as
a parody of ostranenie (the device of making strange).™ The
final scene at the Cheka headquarters parodies the ageless mo-
tif of mistaken identity (everyone in town knows who Indi-
koplev is); and the figure of Comrade Papalagi with his huge.
black moustache is undoubtedly a spoof on Stalin. Although
much of his previous work is essentially satirical, the extensive
parody of literary devices in “Iks” represents an innovation in
Zamjatin's work that had no precedent, with the possible ex-
ception of “O tom. kak iscelen byl inok Erazm.” the clever
parody of the genre of saints’ lives. But even that differs stylisti-
cally from “Iks™ and lacks the element of self-parody.

The theme of philistinism, which had receded to the back-
ground since My. reappears again here in a new form — the
superficial acceptance of the Soviet Revolution by ignorant
philistines who do not really understand it. This theme is further
developed in the story “Slovo predostavljaetsja tovaris¢u Cury-
ginu” and in Afrikanskij gost’, a three-act farce which is “a sa-
tirical cut at people who think that they are Soviet, but in
reality are only accommodating to Soviet ways.”? In “Slovo pre-
dostavljaetsja tovaris¢u Curyginu,” Zamjatin directs his irony
at the ignorance of the peasants who. upon hearing rumors of
unrest in the capital, attack the local landowner in the names of
Grigorij Efimy¢ (Rasputin) and Mars, and of the narrator
Curygin, who believes himself enlightened, yet whose speech
and actions show him still to be an ignorant peasant who has
been affected only superficially by the Revolution. Religious
faith is depicted as merely another expression of philistine habit.
The deacon’s renunciation of Orthodoxy 1s dictated by social
and sexual expediency, but old habits (making the sign of the
cross and invoking God) persist, causing him no small discom-
fiture. The same is true of Curygin who thanks the Lord that
he no longer believes in God. In both cases Zamjatin points
out that philistinism has only been converted from the religious

* Zamjatin knew Formalist methodology and must have been ac-
quainted with Sklovskij's essay “Iskussivo kak priem,” Poétika; shorniki
po teorii poétiCeskogo jazyka (Petrograd, 1919), which included a dis-
cussion of the “device of making strange.”
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to the Revolutionary plane. In this respect, the humorous anec-
dotes of Zamjatin's transitional period continue the line of his
fables, which also are aimed primarily at gullibility, ignorance,
and other human failings.

The remaining two stories of Zamjatin's transitional pe-
riod. “O C¢ude proisSedSem v Pepel'nuju Sredu™ and “Zitie
Blox1 . . . ,” are both anecdotal parodies centered on one
impossible situation: a humble, cloistered monk gives birth to
a child. In the first story, the presence of the Mephistophelian
Dr. Vojtek, with his green, goatlike eyes and red hair that
sticks up like horns on his forehead, combined with Archbishop
Benedikt’s caressing kindness to the dimpled, womanish canon
Simplicij (Zamjatin hints at a homosexual relationship), per-
mits the reader to believe with the canon in the miraculous
birth of his son Feliks. On the other hand, if one considers the
smiles that continually crawl about Vojctek’s face, his laughter
through tears as the dying Simplicij reveals the secret to Feliks,
and the death of a pregnant woman just prior to Fehiks’ miracu-
lous birth, then a more earthly answer becomes apparent. In
all probability a parody of some ribald medieval Czech tale
about the evil powers of the Devil, the story has modern sig-
nificance 1n that it mocks the gullibility of the simple, ignorant
people who are all too ready to accept the improbable.

A parodistic history of Zamjatin’s play Bloxa, the story
“Zitie Bloxi . . .” originally was intended only for a small
group of friends, the members of the Physio-Geocentric Asso-
ciation, which held numerous evenings of parody at the House
of Arts during the winter of 1926—1927." The monk’s name is
a legacy from Remizov's mock literary society the House of
Apes (Obez'janskaja palata), where Zamjatin had been dubbed
“Zamutij, Bishop of the Apes”, a title he previously used in
“Tulumbas . . . .” After a visit from the turbulent Dikij,
Zamutij begins to swell, just as Simplicij does after his evening
with the archbishop, and finally gives birth to a strange, promis-
cuous creature named Bloxa. The rest of the story is a comic
account of Bloxa’s trials and tribulations during 1925 and
1926. Although the basic situation of “Zitie Bloxi . . ." un-
doubtedly was inspired by “O Cude, proisSedSem v Pepel'nuju
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Sredu,” its pseudo-ecclesiastical style also continues the tradi-
tion of “O tom, kak iscelen byl inok Erazm”™ and “Tulum-
bas; i W

While the style of Zamjatin’s early works is generally charac-
terized by a form of skaz narrative which utilizes colloquial and
regional expressions, the technique of demonstrating, exagger-
ated grotesque. animal imagery, and the repetition of synthetic
attributes, the style of his mature period 1s distinguished by
greater brevity and frequent ellipsis, the intensification of im-
agery, and the creation of derivational image systems, the semi-
symbolic use of color, and a departure from skaz narrative. No
similar generalization can be made about the few transitional
works. Their styles are greatly dissimilar, especially since parody
occurs frequently in these pieces. The eulogistic styles of “Rus’”
and “Kuny” come closest to the skaz of Zamjatin's early works.
but differed in that the implicit narrator’s speech is generally
free from dialect. “Rasskaz o samom glavnom” is written more
in the style of Zamjatin's middle works, particularly in its use of
ellipsis in the passages dealing with the star hurtling through
space. The absence from this story of an intermediate narrator
and the presence of the author in first-person intrusions clearly
indicate new development in Zamjatin’s style. “Iks” and “Slovo
predostavljaetsja tovari$¢u Curyginu” are fine examples of a
skaz narrative quite different from that of the early works. The
narrative style in “Iks” is definitely oriented toward stylized oral
speech, and the narrator, a Soviet citizen of good education
with a literary bent, frequently resorts to addressing the reader
directly. His discussion of the three lines of the story’s spectrum
may very well be intended as a self-parody of the middle peri-
od’s color symbolism. “Slovo predostavljaetsja tovarif¢u Cury-
ginu” stands out as the purest example of Zamjatin's ska:
narrative. Consisting of a speech delivered by Curygin at a
meeting discussing the Revolution, the story is a masterpiece of
sustained skaz oratory. At the time of the Revolution Curygin
was an uneducated peasant living in the village of Kujmani, but
since then has acquired a vague knowledge of Marxist theory
and a smattering of Soviet jargon that he manages to misuse in
unbelievable syntactic periods:
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But since all this exists in a minute of Capitalism, there was like-
wise an opposite class at a distance of three versts, but more
precisely an ex-spider, that is the landowner Tarantaev, who, of
course, sucked our blood and brought back from abroad all sorts
of objects in the guise of naked statues, and these statues were
set every which way, especially one with a spear, like God — of
course, not our Orthodox God, but just a god. (S.S. IV, 172.)

Of the other two stories, the ecclesiastical style of “Zitie
Bloxi . . ."” has already been mentioned. The skaz narrative
of “O Cude, proisSedSem v Pepel'nuju Sredu,” although initiated
by the narrator in direct address to the reader, is sustained only
by infrequent authorial intrusion, such as “Yes, it's strange,
but. then, it seems right. Figures: there’s no arguing with them”
(S.S. 1V, 245), which is scarcely perceptible in what otherwise
is a third-person, highly stylized narrative. There are no dia-
lectal or regional expressions, no Soviet or ecclesiastical jargon.

The transitional period began with “Rus’” and “Kuny,” a
nostalgic return to the provincial Russia satirized in the early
works. Then came “Rasskaz o samom glavnom,” which, follow-
ing Zamjatin’s theories on literature, was an attempt to create
a new style and technique in accord with the new age. This at-
tempt failed, perhaps because, for once, Zamjatin created a
plot by deduction rather than induction (he first posed an ab-
stract idea and then embodied it in images, events, and peo-
ple).* Whatever was Zamjatin’s evaluation of this story, he
subsequently turned to new directions. Despite the differences
characterizing the remaining transitional works, they reveal
a definite trend toward the anecdote, the narration of a story
in which the action assumes a much greater importance than
the complex of images accompanying it. There 1s a tendency
for the elliptical prose of these works to be smoother — still
concise, but more like normal elocution. Images are still used,
but the extensive derivational systems of such works as “Pes-
cera” and “Mamaj” were a thing of the past. There is also a
definite turn to a skaz narrative in which a narrator other than

* Zamjatin himself had warned apprentice writers against the deduc-
tive technique, for “plots created by this method rarely were molded in
an irreproachably artistic form™ and were readily susceptible to schol-
asticism, [168], 149-150.
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the author is readily apparent. But perhaps most significant of
all is a decided predilection for parody — “most significant”
because parody of others precluded Zamjatin’s working out a
distinctive style of his own. Zamjatin's new style, the style of
his late works, finally crystallized in 1928 when he forsook
literary parody and once again took up writing prose fiction
In earnest.



CHAPTER EIGHT

Lale Period, 1928-1935

The philistine is like mold. For a moment it
seemed that the Revolution had burned him to
the ground, but here he is again, smirking, crawl-
ing out from under still-warm ashes — cowardly,
narrow-minded, dull, self-assured, all-knowing.
And satire’s whip must whistle over him
again . .

Zamjatin, Lica

Zamjatin's late works, beginning with “Desjatiminutnaja dra-
ma” and “Ela,” represent the final crystallization of his artistic
technigques. Taken as a whole, the works of this final period
stand out structurally, stylistically, and thematically from those
of his early and middle periods. In some respects, they repre-
sent the final expression of tendencies manifested in several
stories of the transitional period. The tragic conception of life,
evident throughout Zamjatin’s career, finds its most powerful
expression in “Ela” and “Navodnenie,” the two major stories
of his final period, and it was to have been a central theme in
his unfinished novel Bi¢ BoZij. The themes of love and human
ignorance, despite a somewhat different treatment, remain basic
in his late works. The tendency toward literary parody, so strik-
ing in his transitional stories, continues and, under the influ-
ence of Western models, gives rise to a new form of the story.
But, although many such stylistic features of the preceding peri-
ods are retained, there is a marked movement toward general
linguistic simplicity and the use of a simple, albeit syncretistic,
spoken language in the narrative.

Of the various changes in Zamjatin’s late works, perhaps the
greatest is in the structure of his stories. Throughout his early
and middle works. he maintained a distinction between the tale
and the story: as a general rule, the tale was considerably
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longer, was subdivided into numerous chapters (many with
titles which indicate their themes), and depicted many charac-
ters and events; the briefer story depicted only a few characters
and one or two central events. After “Sever,” written in 1918,
Zamjatin wrote no more tales. The story “Rasskaz o samom
glavnom,” almost as long as the shorter tales (fifty pages), 1s
nonetheless a story; for, despite its multilevel structure, it has a
definite unity of time (twenty-four hours) and of action (al-
though several events are shown, they are closely linked themat-
ically, symbolically, temporally, and spacially). Of the eight
stories written in the late period, two are quite long (“Ela” and
“Navodnenie”) and have no structural innovations.*® The re-
maining six stories (“Desjatiminutnaja drama,” “Muceniki
nauki,” “Videnie,” “Casy,” “VstreCa,” and “Lev"”), however,
do introduce a new form in Zamjatin's prose work — the ironic
novella.

Zamjatin’s six novelle are all brief (four are no longer than
nine pages each), and all have well developed action. The ma-
jor actional stress in them is on the denouement, usually a sur-
prise ending which gives the novella an ironic or parodic
character. In “Desjatiminutnaja drama” a drunken workman
informs a voung dandy in no uncertain terms what the working
class will do to the capitalists. Threatening words and gestures
build a dramatic tension, which is unexpectedly discharged by
a moist kiss from drunk to dandy, rather than a heavy blow. In
“Videnie” two drunken friends, haunted by an apparition of a
white elephant, begin to fear for their sanity, until they sud-
denly learn that the elephant is real. In “Casy” the meek Semen
Zajcer 1s spurred by his love for Verocka to resist a man whom
he believes to be stealing his precious watch, but his bravery
backfires: his watch has not been stolen, and it is he who in-
advertently has taken the watch of a passerby. In order to im-

* The stories are thirty and forty-four pages, respectively. (Length in
pages is cited according to the 1929 collected works [30]-[33]. If a work
was not in that collection, its length has been calculated here at the rate
of that edition — 163 words per page.) Although they have chapters,
these two stories are not tales, for they center on a single situation and
have very few characters. At first publication they were designated as
stories; they were called tales only once, pasthumously, in Grani, No, 51

(1962), 1, 43.
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press his girlfriend Katja, the timid Petja Zerebjakin (“Lev™)
becomes an extra in a ballet. In the role of a lion that is shot
and falls from a chff, Petja hesitates at the crucial moment
and — to the merriment of Katja and the rest of the audience —
fearfully makes the sign of the Cross before plummeting down-
ward. In “Vstreta”™ a pre-Revolutionary colonel encounters
Popov, a political prisoner whose chessboard he once took.
Remembering Popov’s vow of vengeance, the colonel blanches
with fear when he sees Popov recognize him and then reach
into his pocket. The colonel closes his eyes in fright. but, in-
stead of a gun, Popov pulls out a pocket chess set and asks him
to play. The longest of the novelle, “Muceniki nauki,” actually
has two surprise endings. The widow Varvara Stolpakova, a
doting mother who will do anything to ensure her son’s college
education, goes to the civil registrar’s office with her suitor Misa,
but unexpectedly marries her coachman Jakov instead. This
surprise 1s followed by another upon her return home: the
hitherto silent and submissive Jakov makes Stolpakova serve
him, now that she 1s his wife.

The irony of the surprise endings is supported by further
irony throughout these novelle, frequently attained by the pa-
rody of literary convention and the revelation of literary
devices — a technigue that had appeared in some of his transi-
tional stories. The very title, “Desjatiminutnaja drama,” for
example, reflects Zamjatin’s play with the dramatic form: he
speaks of the passengers as “actors in my story”; the conduc-
tor’s cry is described as “a prologue to the drama; in it were
evident the essential factors for a tragic conflict”; the arrival ot
the drunken workman 1s heralded as “the appearance of a sec-
ond element, indispensible for dramatic conflict”; and when
the workman approaches the young dandy and takes his hand
out of his pocket, Zamjatin interrupts the story with, “here, ac-
cording to the laws of dramatic composition, a pause 1S neces-
sary so that the audience’s nerves would be drawn taut, like
strings” (BB, 112-114).* Elements of literary parody are also

* Textual references to “Desjatiminutnaja drama” and “Casy” will be
cited from Bi& Bo#ij[36], abbreviated BB; references to “Lev,” “Vstreca,”
and “Navodnenie” will be cited from Povesti { rasskazy [39]. abbreviated
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present in “Casy,” where Zajcer “in terror awaited that laughter,
as the heroes of Tolstoj's novels await the explosion of a revolv-
ing bomb™ (BB, 99), where a happy, banal ending is falsely
predicted by the narrator (BB, 102), and where the emotions
of the newly declared lovers are merely hinted at. in coy imita-
tion of the usual banal descriptions: “It is not known whether
Comrade Zajcer slept that snowy spring night ( probably not).
It is not known whether Verotka slept (perhaps)” (BB,
102). Although there is no obvious literary parody in “Lev,”
the play with literary form begins with the initial description of
a drunken lion (it is not revealed till the second paragraph that
the “lion” is only a man in costume) and is sustained by au-
thorial remarks which reveal literary convention. For example,
“the secret was known only to Petja Zerebjakin and, to be sure,
the author of this story” (PiR, 243). And “however, all this
was a thing of the past: now he 1s speeding through the autumn
rain to Glinka Street. Luckily, it was near the theater and, luck-
ily, he found the militiaman Katja at home” ( PiR, 245). “Vstre-
¢a” and *Videnie” are narrated without explicit authorial in-
trusion or literary parody, although the device of beginning ex
abrupto, used with comic effect in “Lev,” appears again in
“Vstreca,” but at much greater length and with the intent of
confusing the reader with seeming fantasy.

[t 1s highly probable that Zamjatin's turn to literary parody
and to the composition of short, actional novelle was due to
Western influences, particularly O. Henry. Zamjatin’s interest
in English literature, first stimulated by his stay in England dur-
ing World War I, was developed further by his editorial activi-
ties for World Literature. His anti-utopian novel My, for
instance. was inspired by his work with the fantasies of H. G.
Wells. Zamjatin’s greatest exposure to the short story probably
came between 1922 and 1924, when he was an editor of Sov-
remennyj zapad, an interesting journal devoted to Western
literature. Among that journal’s translations were some of O.
Henry; furthermore, in 1923 Zamjatin edited a volume of
O. Henry’s short stories, which he supplied with an introductory

PiR: “Videnie,” from Mosty [92], abbreviated M: “Mudeniki nauki,”
from Novyj Zurnal [90], abbreviated NZ.
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essay. This essay is of considerable interest because it reveals
his great sympathy for O. Henry, as well as his admiration for
the style and structure of his stories. Glossing over O. Henry's
two major faults — sentimentality and didacticism (which, ac-
cording to Ejxenbaum, were responses to the demands of the
myopic American reading public) ' — Zamjatin examined O.
Henry's philosophy. He found it to be the philosophy of Charlie
Chaplin, millions of New Yorkers, and, implicitly, Evgenij
Zamjatin and the Russian Neorealists. “Perhaps his sole philoso-
phy.” wrote Zamjatin, “is that life must be conquered by a
smile.” * Zamjatin’s commentary on O. Henry's style could well
have been a self-evaluation. He praised O. Henry’s “biting lan-
guage, which sparkled with eccentric and unexpected symbol-
1ism” (a reference to O. Henry's use of imagery that was in-
ternally connected to the characters): his use of “integrating”
images (images that appear throughout a story, frequently un-
dergoing development): and his use of skaz style (conversational
language, authorial digressions, and colloquial slang). How-
ever, no claim of O. Henry's influencing Zamjatin in these areas
can be supported. Quite the contrary — it can be said that Zam-
jatin saw and valued in O. Henry only those stylistic features
which he had already valued and developed in his own prose.
Zamjatin did, however, adopt one aspect of O. Henry’s prose
which was not typical of his own works before 1922: the dy-
namism of O. Henry’s plots, with their surprise endings, some-
times achieved by means of false resolutions — that is, when
the reader’s conclusions are suddenly proved to be mistaken.”
A new stress on plot dynamism and on actional elements. which
soon appeared in such transitional works as “Iks” and “O Cude
proisiedSem v Pepel'nuju Sredu.” assumes central importance
in Zamjatin’s late novelle, whose chief aim is the artistic nar-
ration of an incident. The turn to plot dynamism, the recurrence
of surprise endings. and occasional false resolutions (the read-
er’s assumption that Zajcer is robbed. for example, or that the
elephant in “Videnie” is real) all suggest O. Henry’s influence.

The element of literary parody was also partly a legacy from
O. Henry. Ejxenbaum spoke at length on the extensive “literari-
ness” of O. Henry's stories in their unmasking of literary con-
vention, their play with motivation, their authorial intrusion,
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their ironic treatment of the banal, and their conscious under-
lining of constructive devices.* Most of his observations applied
equally to Zamjatin’'s novelle and some of his transitional works.
Zamjatin's use of O. Henry's techniques was not a haphazard
appropriation of foreign material, but was a natural develop-
ment of his own literary style and a reflection of the development
of Russian literature during the 1920’s. In commenting on O.
Henry's “A Night in New Arabia,” Ejxenbaum remarked that
“the entire novella is constructed on a continuous ironizing
and underlining of devices, just as if O. Henry had passed
through the ‘formal method’ in Russia and frequently had had
discussions with Viktor Sklovskij.”® It is therefore not sur-
prising that Zamjatin, who was very sympathetic to the Formal-
ists and whose style already had much in common with O.
Henry’s, should have assimilated his literary parody and certain
structural devices.

As much of the humor stemmed from Zamjatin's treatment
of thematic material (the incongruity of old habits after the
Revolution) as from his play with literary form and the unex-
pected endings, however. In this respect, the novelle are a
direct continuation of the transitional stories “Iks” and “Slovo
predostavljaetsja tovariS¢éu Curyginu.” There, the object of
Zamjatin's satire — the common, everyday citizen who is in-
terested primarily in promoting his personal interests —1s
treated with ironic affection. Zamjatin believed, as did Anatole
France, that “the irony which I recognize is not cruel; it does
not mock love nor beauty: it teaches us to laugh at malicious
and stupid people, whom we would have had the weakness to
hate without 1t.” * Zamjatin’s bent for satire may have found
further stimulation in the works of France, for whom he had
great respect; and the question of France’s influence, particu-
larly the relationship of such novels as L'ile des Pingouins and
La révolte des anges to My, certainly deserves investigation.

Although the novelle are essentially actional stories in which
attention is focused on the denouement, the Soviet Russian set-
ting 1s successfully integrated in them as an indispensible, ironic

* [38], 102. Zamjatin's enthusiastic appraisal of France’s satire, espe-
cially in this respect, was understandable. Significantly, he considered
France to be a literary heretic of the same magnitude as Lev Tolstoj.
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element. This is especially true in “Casy” and “Muceniki nauki,”
where the unusually extensive treatment of central figures re-
quires an uncommonly detailed depiction of their social envi-
ronment. Through the vicissitudes of the Revolution a tailor’s
apprentice, Semen Zajcer (“Casy”). becomes the director of
wood-fuel distribution in Petersburg. The modest hero gives
way to a “capitalistic” inclination and procures an exceptional
gold pocket watch in order to impress his secretary. Environ-
ment. meekness, love for VeroCka, and great affection for the
watch combine to bring about his ignominious downfall. Zaj-
cer, despite the Revolution, has remained a petty philistine who
needs a gold watch to win himself a wife. The traditional Com-
munist-bureaucrat conflict i1s parodied in Zajcer’s confrontation
with his rival Kubas, the leader of the local Communist cell and
editor of the departmental newspaper.

The widow Stolpakova (“Muceniki nauki”) is the best ex-
ample of Zamjatin's kindly but ironical treatment of superficial
adaptation to the new environment. Unlike Indikoplev, Zajcer,
and the accommodating philistines of Afrikanskij gost’ who
seek only personal gain, Stolpakova desires only the well-being
of her son. Deprived of her sugar beet factory by the Revolu-
tion, her imperious attitude toward her ex-coachman Jakov
nevertheless remains unchanged, just as his ignorance and in-
grained peasant psychology do. The ironic reversal of fortunes
at the story’s end, after Stolpakova marries her coachman to
give her son the desirable working-class status, illustrates the
basic unchangeability of certain human traits. Zamjatin’s irony,
however, is not directed only at failings in his characters, but
also at aspects of the Soviet regime, such as discrimination ac-
cording to a person’s socio-economic heritage (“Varvara Ser-
geevna Stolpakova’s first error was that she had chosen her
parents most improvidently,” NZ, 12).

Religious vestiges are a recurrent source of humor in many
of the novelle. Reflected in the title of “Muceniki nauki” (“Mar-
tyrs of Learning”). this theme is developed in the initial para-
graph of the story and reappears at a decisive moment in Var-
vara Sergeevna’s life:

At last the word had been said: “professor™. . . . She now knew
the name of the god for whom she would sacrifice herself.
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The mention of god, even without a capital letter, is really out
of place here. Life itself in those years had led everyone to a firm,
scientifically materialistic world view. (NZ, 16.)

The same theme is of central, comic importance in “Desjati-
minutnaja drama,” where it is combined with parody on dra-
matic form:

The conductor’s invocation began the action: *‘"Annunciation
Square, newly called the Square of Labor!™

This invocation was the prologue to a drama. In it were evi-
dent the essential factors for a tragic conflict: on the one hand,
labor: on the other hand. a non-labor element in the form of the
archangel Gabriel appearing before the Virgin Mary. (BB, 112.)

Embodied in a young dandy traveling to Vasil'evskij Island to
visit a “half-virgin” Mary, the “non-labor” religious element
becomes associated with the capitalistic element; and the con-
nection 1s sustained throughout the story by references to “his
Mary” and “Christian obligation.” In “Lev” a religious vestige
is the crucial element in the surprise ending: During the war
Petja Zerebjakin used to cross himself (“according to a country
custom™) before attacking, so it 1s only natural for this in-
grained habit to crop up in his moment of extreme stress. Of
the many other aspects of post-Revolutionary byt in Zamjatin's
novelle, some (like the men’s strong reaction to Katja, the first
militia-woman on the Nevskij Prospect, in “Lev”) give an op-
portunity to narrate a humorous incident peculiar to the period;
others (like the pock-marked Red Army guard who escorts the
tsar's white elephant to the Moscow zoo 1n “Videnie”) are not
in themselves comic, but serve to establish a post-Revolutionary
setting.

Thus, Zamjatin's comic portrayal of the post-Revolutionary
philistine, which began in the transitional story “Iks,” found
expression in a series of ironic novelle which were very differ-
ent structurally and thematically from the rest of his later works.
Lacking the intensity of a Gogolean “laughter through tears,”
Zamjatin’s mildly ironic presentation of the human comedy in
these novelle differed significantly from the stark and poignant
depiction of human tragedy in “Ela” and “Navodnenie.”

A sense of tragic fate, heightened by its inexorability, per-
vades the two major stories of Zamjatin’s late period. Human
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aspirations and emotions are of central importance in these
stories, where they are expressed tersely, but powerfully, in his
straightforward presentation of simple plots. Unlike the unex-
pected endings of the novelle, the denouements of both “Ela”
and “Navodnenie™ are the logical consequences of what has
occurred, for which the reader is well prepared and of which
he has been symbolically forewarned. The tragic mood is un-
relieved by comic moments, the action is not based on an anec-
dotal incident, and there i1s no play with literary forms or
conventions. The narration, unlike that in the early and middle
works, has a simple, unobtrusive literary style; there is no in-
termediate narrator, and the author himself is almost totally
Inconspicuous.

Numerous features of “Ela” recall Zamjatin's two earlier
works about the distant North. “Afrika” and “Sever,” and all
three are approprately grouped together in the fourth volume
of his collected works. The protagonist of “Ela,” a fisherman
named Cybin who lives on Deer Island near the Murmansk
Coast, has one ambition: to possess his own fishing boat. For al-
most three years he and his wife direct all their efforts toward
amassing enough money for a Norwegian yawl, the symbol of
a wonderful new life. As a hired hand for Klaus Ostrand, Cybin
finally earns enough to purchase his boat in Murmansk. How-
ever, as Klaus tows Cybin's unballasted yawl home to Deer
Island, a storm breaks, and the men are forced to cut the tow-
line and abandon it. At the final moment Cybin leaps onto
his new yawl and perishes with it. Like Volkov (“Afrika™) and
Marej (“Sever™). Cybin is a dreamer who seeks a better life.
For each of the dreamers, the vision is embodied in a concrete
object — for Volkov, distant Africa: for Marej, a huge beacon;
for Cybin, a graceful yawl. Each of the dreamers meets with
defeat: Volkov dies before attaining his goal and discovering
it to be an illusion; Marej's beacon is also an illusion, and he
loses his wife Pel'ka in his pursuit of it; and Cybin, too, in the
quest for a yawl, loses first his wife Anna (her health is broken)
and ultimately his own life. In all three instances the hero re-
jects the present in the pursuit of future happiness and finds
only death. Zamjatin does not deny human aspiration to an
ideal, but he does reject the naive hope that the attainment of
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a simple, material goal will automatically lead to a new and
wonderful life. In espousing progress (unending movement for-
ward) and in assailing all manifestations of philistinism, Zam-
jatin does not forget that man is human, that man is mortal, and
that he should live to his fullest capacity. And a very important
part of life for Zamjatin is, as we have seen, the consummation
of a love rooted in strong, physical desire. In this respect, the
dreamers of Zamjatin's northern stories have failed: Childless
Anna's withered breasts, once filled to brimming, are mute tes-
timony of a lack of love that cannot be set right by the purchase
of a yawl; passionate Pel'’ka’s infidelity is a direct consequence of
Marej's disinterest in her; and Volkov's disillusionment with
Jausta stems from her philistine attitude that a clean floor is of
more immediate importance than warm love (S8.5. IV, 75).
Thematic parallels and similarities in the northern stories
indicate that Zamjatin's world view did not change significantly
in the decade following the Revolution. Stylistic and structural
differences in the three works (even though “Afrika™ and “Se-
ver” are not quite typical of their periods) are significant in
themselves, as well as being illustrative of Zamjatin’s literary
evolution. Common to all three is the author’s use of subjective
impressions in his imagery and characterizations. The pro-
tagonists are described simply and laconically: Volkov has huge
shoulders, ingenuous eyes, and a crocklike cropped head; Ma-
rej is huge and broad, with the blue eyes of a child; and Cybin
is solid and swarthy, with white teeth and hands like weights.
The basic, impressionistic characterization accompanies the
protagonist in varying forms throughout the work. The use of
imagery, however, is considerably more extensive in “Sever”
than in the early and late works: and in combination with ellip-
sis the imagery creates a staccato effect that is typical primarily
of Zamjatin’s middle period:
Na Ivana-Kupalu — Zaryn’. Bereg, krasnyj kamen’ granit, stal
gorjacij. snizu podnimalas’ temnaja zemljanaja krov’, Ostryj, nes-
terpimy] zapax ptic, treski, gnijuscix zelenyx morskix kosm.
Skvoz' tuman — ogromnoe rumjanoe solnce, vse blize. I navs-
trecu — nalivaetsja more temnoj krov'ju, navstre¢u — v more na-
buxajut, dybjatsja belye grudi.
No¢'. Vyxod 1z buxty mezdu dvux skal — okosko. Ot ljubopyt-
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nogo glaza okosko zaveSeno beloj Storoj — belyj, Serstjanoj tu-
man. [ tol’ko vidno: tam, za storoj, proisxodit krasnoe.* (S.S. IV,
17)

Compare the profusion of impressionistic images, the frequency
of ellipsis, the paucity of active verbs, and the staccato rhythm
in the above passage with the opening lines of “Ela,” written
twelve years later:

Dvuxnedel’'nye tuci vdrug rasporolo kak noZom, i iz prorexi arsi-
nami, sazenjami polezlo sinee. K polnodi solnce uZe bilo nad
Olen’im ostrovom vovsju, tjazelo, medlenno blestel okean, kricali
cajki. Oni padali v vodu, vzletali, padali, ix stanovilos’ vse bol’se,
oni sklikali vsex, otovsjudu.7 (8.8, IV, 89.)

The second passage reads much more smoothly, and it has many
active verbs. The mitial audacious image of blue issuing forth
from a tear in the clouds 1s enhanced by the smooth flow of the
rest of the passage and by the absence of other distracting im-
ages. The more sparing use of impressionistic imagery, which
sets off the individual image by placing it amid relatively neutral
prose, 1s a hallmark of Zamjatin’s major prose works of the late
period. To cite another example, this time from his novel Bi¢
Boiij:

It was already the end of winter; the snow no longer squeaked;
vapor rose from the horses. They made their way to a river, which
was Atil; it was also called Ra, and still later — the Volga. Day-
break was near. The dawn hung in the sky in shreds, like pieces of
raw meat, and dropped red drops on the snow. Mud'jug’s wife
began to scream so much that everyone stopped. (PiR, 261.)

*“On the day of Ivan Kupala— a heat wave. The shore, red granite
rock, became hot; from below dark, earthy blood was rising. The pun-
gent, unbearable odor of birds, of cod, of rotting, green, matted sea-hair.
Through the fog — a huge, ruddy sun, closer and closer. And in greet-
ing — dark blood suffuses the sea, in grecting — white breasts swell
and rear up from the sea.

“Night., The mouth of the bay between two cliffs — a window. The
window is curtained to the curious eye by a white shade — white, woolly
fog. And one can see; there, behind the shade, something red is hap-
pening.”

T “The two-weck-old overcast was suddenly ripped as by a knife, and
from the tear began to crawl yards and yards of blue. By midnight the
sun was already blazing away above Deer Island; the ocean shone heavily,
slowly; the gulls cried. They fell into the water, flew up, fell, they became
more and more numerous, they beckoned everyone, from everywhere.”
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Impressionistic imagery was perhaps the major distinguish-
ing feature of Zamjatin’s prose throughout his career. Laconic
characterization of his personages by means of epithetic, fixed
images is as typical of Bi¢ BoZij (Attila’s lowered brow and
coarse forelocks protruding like horns) as it is of his early
and middle works. However, Zamjatin’s use of this device
varied; it became more consistent and widespread only toward
the end of the early period (“Afrika”); and in such middle
works as “Ostrovitjane,” “Lovec Celovekov,” and My, the num-
ber of fixed images associated with a single personage is greater
and each image recurs more often than in the works of the
early and late periods. Consider, for example, the rich imagery
associated with Mr. Craggs (“Lovec Celovekov™), who is char-
acterized by the fixed images of a cast-lron monument on a
pedestal, lowered lids, piercing eyes, a rat, and padding paws.
The use of actional images, whether as comparison (Kemble-
tractor) or as attribute (Mrs. Dewly’s pince-nez, Mrs. Laurie’s
veil ), is characteristic primarily of the middle works and oc-
curs only sporadically in the early works (Marusja’s wrinkles
near her lips) and rarely in the late works. The same is true of
his large, derivational image systems which assume paramount
importance at the expense of actional elements in the middle
period: for example, the Petersburg building that is a ship at
sea (“Mamaj”) and the Petersburg apartment that is a cave
(“PeScera”). On the other hand, the appearance of audacious
isolated images, like those from “Ela” and Bi¢ BoZij cited above,
is an innovation in Zamjatin’s use of imagery which distin-
guishes his late works.

The use of symbolism also underwent considerable modifica-
tion during Zamjatin’s literary evolution. In his early works
there is no symbolism, in the strict sense of the word, although
Zamjatin did attempt to use the grotesque to create a symbolic
synthesis of the significant features in his characters. In addi-
tion, the closing paragraphs of his early tales are generalizations
about the preceding action, which attempt to endow the works
with some symbolic significance. A different form of symbolism
1s introduced in the middle works, where certain objects and
colors symbolize specific elements in the author’s world view.
Thus, the sun repeatedly serves as a source of energy, revolu-
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tion, and passion, while natural vegetation, as a recipient of
this life-giving energy, symbolizes free, natural, unrestricted
growth and serves as a background for the development of
natural, passionate love, the antipode of philistine rationality.
Red 1s frequently symbolic of passion and revolution; golds and
yellows, of the life-giving force, of passion, of the sun; pinks,
of human flesh, of human warmth; green, of vegetation, of dis-
orderly natural growth, of life. Sometimes blue, the color of
eves and of the sky, 1s associated with clarity and ingenuousness,
vet it also symbolizes coldness, rationality, and lack of passion.
And white and black are used primarily as visual contrast. Ap-
plied consistently in the major works of the middle period
("Ostrovitjane,” “Lovec celovekov,” “Sever,” and My), only
remnants of this type of symbolism can be seen in the late
works. There, on the whole, it has been superseded by a pri-
marily aesthetic symbolism which, lacking the philosophical
implications of the symbolism of the middle period, is subser-
vient to the plot.

Symbolic of Cybin’s hopes for a new and better life, the yawl
(significantly painted bright yellow) is likened to a smartly
dressed bride (S.5. 1V, 102). The owner of the yawl, an at-
tractive blonde, blue-eyed Norwegian widow, has two fea-
tures — dark summer shadows beneath her eyes (S.S. IV, 102)
and cold hands (S.S. IV, 103 ) — which hint that she 1s a death
symbol. After Cybin throws another would-be purchaser off the
vawl, the woman looks at him, “perhaps sees everything,” (S.5.
IV, 107), and agrees to sell it to him:

Then everyone drank again in the crew's quarters, and Cybin
drank too. It seemed to him that he understood everything that
the woman said in Norwegian. Klaus said: “She tells you that now
the yawl is yours, and that in exchange she will take you.”

The Norwegian laughed and touched Cybin’s cheek with her
hand, Her hand was cold, like a corpse’s; Cybin moved away,
got up. (S8.8. 1V, 107.)

The previous implicit hint of death now becomes explicit, and,
as Cybin leaves the yawl, the woman stands outlined against a
clear, bright sky that has a slightly noticeable line on the hori-
zon. That evening, as Cybin and his fellow fishermen sail away
with the yawl in tow, he sees a dog nuzzle the woman’s hand,
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only to tuck its tail suddenly between its legs and run off bark-
ing, which reminds him of her cold hands (S8.5. IV, 109). At
the same time he notices that the yawl has no ballast (a bad
thing, should the wind arise): and. as they put out to sea, the
wind shifts, and the scarcely noticeable line on the horizon
rapidly and fatefully grows into a storm. As the clouds gather,
Cybin once again remembers the woman with her cold hands
(S.S. IV, 112), and when the yawl is cut loose, he imagines that
she is calling to him from it. His leap aboard brings him together
forever with his yawl — his bride — and death. Throughout the
story, the woman with the cold hands symbolizes death and
projects a grim foreboding of the story’s tragic ending.

In “Navodnenie” Zamjatin returns to a theme he treated
sixteen years earlier in “Crevo™: a woman’s basic. physiological
need to bear a child. Both the similarities and the differences
in the two treatments are striking. Motivated by the instinctual
desire to conceive a child, both heroines, without premeditation,
commit axe murders and bury their victims in the earth. Neither
heroine is able to find peace until she confesses her crime. In
other respects. the stories differ considerably. Although Petra
discovers his wife Afim’ja’s infidelity (“Crevo™), she continues
her trysts until she becomes pregnant and then gives way to in-
trospection and dreams of suckling her child. When Petra’s
beatings cause a miscarriage, she kills him. The murder is an
act of vengeance unleashed by his frustration of her need to
bear a child. In “Navodnenie” Trofim Ivany¢ and Sof'ja are still
childless after thirteen years of marriage. but in this case the
fault is with the wife, Sof'ja. who cannot fully unfold. To fill
the void in their lives, they take in an orphan girl. Gan’ka. When
she matures, Trofim IvanyC openly leaves his wife at night to
stay in the kitchen with Gan’ka. This situation continues all
summer, until at last Sof'ja murders Gan'ka. The murder is mo-
tivated not so much by vengeance as by Sof’ja’s desperate, sub-
conscious hope that Gan'ka’s death will bring Trofim Ivanyc
back to her. The murder effects a psychological catharsis which
enables Sof'ja to conceive a child. After the birth of her baby
girl, she no longer can bear her guilt, and, half-delirious from
a postnatal fever, she confesses her crime.

In some respects, these two stories examine the problem posed
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by Dostoevskij in Crime and Punishment, for in them all the
punishment is the mental anguish that follows the crime. Like
Raskol'nikov, Afim’ja is cut off from humanity and beset by hal-
lucinations. Her confession is complete, and her suffering is
recognized and respected by the villagers and the author (who
likens her face to that of a holy icon). For both Afim’ja and
Sof'ja, neither reason nor pride has marred the pacifying con-
fession, as had been the case with Raskol'nikov. There is also
a striking similarity between the murder scenes in “Navod-
nenie” and Crime and Punishment: having dispatched their vic-
tims with axes, both Sof'ja and Raskol'nikov stand with bated
breath and watch the latch jiggling as somebody attempts to
enter.” The similarity in detail is too great to have been acci-
dental: quite probably Zamjatin borrowed this incident from
Dostoevskij in order to intensify an extreme moment of tension.

The theme of death begetting life, which is the axis of “Na-
vodnenie,” 1s an artistic embodiment of Zamjatin’s belief in
permanent revolution. That idea had been applied by Zamjatin
most frequently to human intellectual endeavor. In “Rasskaz o
samom glavnom,” however, Zamjatin applied the concept to
life itself: the collision of a star with a planet destroys all exist-
ing life at the same time as the seeds of a new life are being
sown (S.S. III, 260). And in “Navodnenie” the same philo-
sophical concept underlies the story of a personal tragedy: the
seed of new life — which is implanted in Sof’ja—1s the direct
result of the destruction of existing life — the murder of Gan'ka.

In stressing basic, instinctual human desires, “Crevo” and
“Navodnenie” may be the most extreme expressions of Zamja-
tin's tendency toward primitivism. In dealing with the theme of
conception, Zamjatin utilizes similar basic metaphors 1n both
stories. In “Crevo” the womb is compared to the earth several
times: “For her womb — like parched earth — awaits rain in
order to give birth” (S.S. I, 175). And later, when Afim’ja re-
turns to consciousness and learns of her miscarriage: “Afim’ja
leaped from the bench, howled, not with her own womanish
voice, but with that of an animal. And from her womb, empty,
like a field pelted by hail on the eve of harvest, from her womb
gushed blood™ (S.5. 11, 182).

The same is true in “Navodnenie,” where Sof’ja’s desire for
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ferulity is underlined by a symbolic description of the land-
scape at the outset of the story: “By day unceasingly the sun
sped around the earth in birdlike circles. The earth lay bare.
In the twilight the entire Smolensk Field steamed with vapor
like a heated horse” (PiR. 216).

After the murder of Gan'ka. the earth image assumes double
significance in that it also refers to Gan'ka’s buried remains:
“Her stomach was round, it was the earth. In the earth, deep
down, visible to none, lay Gan'ka, and in the earth. visible
to none, burrowed the white roots of seeds” (PiR, 235). It is as
if the burial of Gan'ka results in the planting of a seed in Sof’ja’s
womb — from death comes life. And after her delivery. when
Sof'ja first suckles her child: *Sof’ja felt how warm tears, warm
milk, warm blood flowed from her; all of her unfolded and from
her flowed juices. She lay warm, blissful, moist, restful. like the
earth — all her life she had lived for the sake of this moment:
everything had been for this” (PiR, 237 ). This image restates
the thesis previously developed in “Rasskaz o samom glav-
nom’: that everything has its purpose. and that life 1s the ful-
fillment of this purpose. whatever it may be.

The image of Smolensk Field steaming like a heated horse
initiatés the paragraph in which Gan'ka is introduced. The
neighbor boys have been chasing Gan'ka around the vard. and
as she runs up to Sof'ja. “Gan’ka exuded heat. she was breathing
quickly, and vou could see how her upper lip with a small black
mole was quivering” (PiR, 217). Sof’ja realizes that Gan'ka is
voung enough to be her daughter. yet she feels an instinctive
hatred for her: “Suddenly something contracted in her stomach.
it rose up to her heart: Gan'ka’s scent and her scarcely quivering
lip with the black mole became hateful to Sof'ja” (PiR. 217).*
From the very beginning there is a dual relationship between
Sof'ja and Gan'ka. By taking in the orphan girl, Sof’ja sub-
limates her mother instinct; but she also introduces a potential
sexual rival into the household. one who possesses youth and

* The image of revulsion as a primordial sensation arising from the
depths of her viscera occurred three times: when she first met Gan'ka
in the vard, when she first learned of her intimacy with Trofim Ivanve,
and when she killed her (PiR, 217, 222 227-22R).
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warmth. Sof'ja’s instinctive, primitive hatred of Gan'ka, sug-
gested by the image of something rising from her stomach,
stems from her subconscious recognition that Gan'ka has the
ardor which she lacks (symbolized by Gan'ka’s scent and
the steaming vapor of the earth). Sof'ja’s revulsion at Gan'ka’s
scent 1s of paramount importance, for it triggers the murder:

Gan'ka became heated from [cutting kindling]; Sof’ja was en-
veloped by the hot, sweet scent of her sweat— she must smell
just like this at night.

No sooner had Sof'ja inhaled this scent, than something rose
up in her, from below, from her stomach, It poured over her
heart, flooding her. She wanted to clutch at something, but she

was carried along just as the logs and cat on the table had been
carried along the street during the flood. (PiR, 227-228.)

Both the murder and Sof’ja’s hatred are shown without mitiga-
tion as the products of raw, primitive emotion. Herein lies the
artistic strength of the story and the reason for its disfavor among
Soviet critics. They objected vehemently to Zamjatin's primi-
tivism and called “Navodnenie” an attack on man himself
and —since Trofim IvanyC belongs to the working class —
“a most vile lampoon on the socialist epoch and its creators.”™ ”

Whatever the thematic similarities between “Crevo” and
“Navodnenie,” stylistic differences reflect the years that sepa-
rate the two stories, As is the case with most of the early stories,
“Crevo” lacks developed symbolism, having only an embryonic
fixed-image system (drooling Vasjatka: the dark, icon face of Pe-
trovna). By comparison, “Navodnenie” displays a well de-
veloped system of images that frequently are symbolic. Each
central character is accompanied by a set of fixed, descriptive
images. Trofim IvanyC's swarthy features and white teeth (like
the keys of an accordion) resemble those of a gypsy, and his
broad build and short legs give the impression that he is deeply
rooted in the ground. Continually compared to a cat, Gan’ka
is appropriately endowed with green cat-eyes, as well as with
blonde bangs and a black mole on her lip. The cat comparison
is strengthened by the subconscious awareness of the similarity
by some of the characters in the story: “Turning slowly, some-
body’s table floated by [in the flood]. On it sat a white cat with
red spots; her mouth was open — she must have been mewing.
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Not calling Gan’ka by name, Sof’ja thought of her; her heart
began to pound™ (PiR, 224).

Sof’ja, her movements, and the movements of her heart are
continually compared to a bird. The choice of bird and cat
motifs underlines the hostile relationship between Gan'ka and
Sof’ja:

Only sometimes [Gan’ka] would slowly, fixedly turn her green
eves on Sof’ja, obviously thinking about her, but what? Staring
into your face like this, cats look and think about something all
their own—and suddenly you become terrified of their green
eves, of their incomprehensible, alien, cat thoughts. Sof’ja would
don an overblouse, a thick kerchief, and go somewhere —to the
store, to church, or simply into the darkness of Malyj Prospect —
only to escape being alone with Gan’ka. (PiR, 219.)

Her lips, pressed together tightly as if forever, represent the
second major leitmotiv accompanying Sof’ja throughout the
story. Sof’ja’s lips are indicative of her unsuccessful sexual re-
lationships with her husband and her inability to conceive a
child. With Gan’ka’s murder and her great emotional relief,
Sof’ja’s lips— all of her— open for the first time in her life
(PiR, 232). Shortly after, however, a change occurs: At night
Sof’'ja sleeps poorly, her eyes become shadowed and sunken,
and she grows absentminded and clumsy. These symptoms and
her parted lips are given a dual interpretation — pregnancy and
her need to confess her crime:

“Over the edge . . . ,” Sof’ja repeated in confusion; her lips,
which were always compressed, were open as at night. She
looked at Trofim Ivanyé; it seemed that she wanted to say some-
thing. “Well, what?" he asked. She turned away. “Is it some-
thing . . . about her . . . about Gan’ka?” She heard his voice,
forced through white, gypsy teeth. She did not answer. (PiR, 234.)

In answer to Trofim IvanyC’s urging, Sof’ja reveals that she is
pregnant, thus confirming one of the two possible interpreta-
tions. The other still remains and is realized only in the closing
sentence of the story after Sof'ja has confessed: “She slept
breathing evenly, quietly, blissfully: her lips were widely
parted” (PiR, 241).

The mmage of the lips is closely bound with the story’s sym-
bolic structure; at the beginning, the author describes a dream:
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At night . . . Sof’ja ran out into the street. She knew that it was
the end, that she could not go back. Sobbing violently and loudly,
she ran to Smolensk Field where someone was lighting matches in
the darkness. She tripped, fell, her hands touched something wet.
It grew light, she saw that her hands were bloody. (PiR, 216.)

At first this dream 1s accompanied by her menses and represents
a monthly trial at which she is found guilty. But later, every
time Trofim Ivanyc feigns sleep in response to her advances,
“Sof'ja again dreamed that in the darkness she ran alone to
Smolensk Field; she screamed aloud, and in the morning her
lips were compressed even more tightly” (PiR, 216). The re-
current nightmare then becomes reality:
She was alone on Smolensk Field; it was growing dark rapidly.
She dug a hole and dumped everything there that was in her bag.
When it was completely dark, she brought a full bag again,
covered the hole. and went home. Under her feet was black, un-
even, swollen earth; the wind lashed her legs with cold, taut towels.
Sof'ja tripped. She fell, stuck her hand in something wet, and
went on with her wet hand —she feared wiping it. Far away,
perhaps on the shore, a light kept going on and off, but perhaps

1t was very close — someone lighting a cigarette in the wind. (PiR,
229.)

All of the essential elements of the dream recur in reality: the
place (Smolensk Field), darkness, tripping and falling, hands
sticking in something wet (blood in the dream, the fear of blood
m reality ), and winking lights. The symbolic connection be-
tween Sof’ja’s conception and Gan’ka’s murder is indicated in
the earth-womb imagery discussed earlier and by the circum-
stances of the confession (in Sof’ja’s postnatal delirium, the
confession symbolically becomes a second birth) (PiR, 239).

The old, deserted house on Malyj Prospect is another ex-
ample of Zamjatin’s prophetic symbolism, which foretells Sof’-
ja’s pregnancy. The empty house reminds Sof'ja of her barren-
ness, and she always passes it with averted eyes. Yet, one day
childrens’ voices resound in the house, and Sof’ja sees a gypsy
boy inside, who resembles Trofim IvanyC. The house has come
alive and with it, Sof’ja’s hopes of bearing a child.

As the title indicates the central image is the flood, occurring
on two planes. On one level, it is literally the rise and fall of
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the Neva River. On another, it symbolizes the ebb and flow
of human passions, which rise and fall with the Neva. Having
learned of Trofim IvanyC's intimacy with Gan’ka, Sof’ja lives
through the long, hot summer in a somnambulistic trance. With
the first severe autumn rainstorm, Sof’ja, her husband, and
Gan'ka are forced by the flooding waters of the Neva to live
upstairs in Pelageja’s apartment for three weeks. The proximity
of others forces Trofim IvanyC to discontinue his haison, and
tension mounts. When the waters recede, they return to their
old quarters. That night another storm strikes, the river floods,
and Sof’ja kills Gan’ka. With Gan’ka’s disappearance, Trofim
Ivany<'s lust, pent up for three weeks, has no release other than
Sof’ja; to spite Gan’ka, he turns to his wife. Emotions and flood
waters subside until spring. As Sof’ja’s confinement draws near,
the Neva again begins to flood. reminding her of that fateful
autumn night. In her postnatal delirium, Sof’ja suffers from
hallucinations in which she sees Gan’ka and, hearing the howl-
ing wind and the booming cannon warning of the spring flood.
she hysterically confesses her crime. Zamjatin considered the
flood to be an integrating image like the cave (“PeS¢era”) and
the ship (“Mamaj”).® The imagery of “Navodnenie,” however,
differs from that of “PefCera™ and “Mamaj” in two important
respects: First, it is more subtle, as it exists on both the real and
the symbolic planes. Second, the image of the flood, although
it is central to the work, does not generate a vast system of de-
rivative images which overwhelms the plot and the psycho-
logical conflicts, as the cave and the ship did. In “Navodnenie”
the psychological conflict and the actional elements are clearly
delineated, and the integrating image emphasizes, rather than
detracts from them.

In editing and polishing his writings for his four-volume
1929 Collected Works, Zamjatin looked back over his literary
evolution. and he wrote:

All the complexities through which 1 had passed turned out to
be necessary in order to achieve simplicity (“Ela,” “Navodnenie™).
Simplicity of form is natural for our epoch, but the right to this
simplicity must be earned. Any other simplicity is worse than
thievery: it contains disrespect for the reader: “Why should I
waste time, subtilize — thev’ll swallow it as is.”®
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PUBLIC
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By complexities Zamjatin probably was referring to the elabo-
rate imagery and stylistic instrumentation of his middle works.
Although the prolific alliteration and consonance, so striking
in such middle works as “Lovec celovekov,” and “Ostrovitjane,”
1s not as obvious later, Zamjatin still was very much concerned
with subtle instrumentation and sought to correlate vowel
phonic patterns with phrasal semantics. Adopting Belyj's term
of “phrasal breathing,” Zamjatin defined inhalation as an in-
crease in vowel height (u-0-¢-a-y-i) and exhalation as the drop
in height trom i to the closed, dull ."" Zamjatin was not a lin-
cuist, and his suggested vowel arrangement was patterned ac-
cording to the place of articulation horizontally (from back to
front with the reversal of ¢ and @) and not vertically (low
to high) as he had mmplied, although it was significant that his
pattern also reflected a shift from rounded to unrounded vow-
els. In a phrase such as “Sof’ja Cuvstvovala, kak 1z nee tekut
teplye slezy, teplaja krov’ . . . ona lezala teplaja, blaZzennaja,
vlaznaja kak zemlja . . . ,” the general phonic shift from the
rounded back vowel /u/ through ,/o/ to the broad open

a/ correspond to Sof'ja’s mner unfolding, her psychological
liberation.

In comparison with the middle works, the style of “Ela.”
“Navodnenie,” and Bi¢ BoZij indeed seems lucidly simple and
represents, to use a term coined by Mirsky, the most transparent
prose written by Zamjatin. The highly polished, unconstrained,
conversational narrative marks the successful fulfillment of
Zamjatin’s thesis that the prose narrative should be a stylized
approximation of the living, spoken idiom. Unlike most of the
early works, these works do not suggest the presence of a nar-
rator other than the author; and, unlike most of the transitional
works they do not contain passages where the author himself
enters as a narrator. Zamjatin's late prose i1s characterized by
lexical purity and syntactical simplicity. Although he approxi-
mated a conversational language, Zamjatin was careful to ex-
clude words that were dialectal, archaic, substandard, or too
colloquial; and therefore his final lexicon contrasted sharply
with that of his early works, which abounded in dialectal and
substandard expressions. The narrative in “Afrika,” for ex-
ample, contains many dialectal expressions, such as kolguika.
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raZyj, zakomariny, and plemja3; archaic forms that may have
been preserved in particular regions, such as nacetnik and {jasy
(fishnets): and such substandard words as ixnij, inda, and étak.
By contrast, the language in “Ela™ has been purged of all such
expressions. The feeling of the specific region — Russia’s arctic
shore — is created in “Ela"” by the description of fishing activi-
ties and by the use of specific terms, such as ela, bot, karabas,
Mjupka, and murmanka, which are perfectly acceptable in the
literary Russian language. Although such colloquial expressions
as vovsju and kuda men'Ye do appear occasionally, they are
typical of conversational Russian and would not be considered
substandard. Sentences in these late works are short and fre-
quently are strung together with commas or the conjunction
and:
From the steppes came the ground squirrels. There was a multi-
tude of them, they were fat, they were roasted over open fires
and eaten. Then the people, one after another, began to swell,
to turn black, to die. Then Mud’jug understood that they must

abandon everything and leave this place, so that everyone would
not die. (PiR, 261.) (For other examples, see passages on p. 192.)

Unlike the syntax of the early works, which is modeled after
a folksy, provincial narrative characterized by diminutives, in-
versions (noun-adjective, verb in first position ), repetition, and
parallelism, and unlike the staccato, elliptical syntax of the mid-
dle period, the syntax of the late period resembles the conver-
sational narrative of a literary Russian. As such, the emphasis
1s not on the verbal technique itself (as was the case — in dif-
fering ways — in the early and middle works), but toward the
narration of events in a highly polished narrative prose, rather
than a striking skaz."

The unfinished novel Bi& BoZij, Zamjatin’s major prose work
of the late period, was conceived as a massive canvas depicting
the struggle between a dying Rome and the barbaric hordes of
the East. Zamjatin began work on the novel, originally planned
as a tale, in the autumn of 1924 but then he decided to write a
play on the subject, which he completed in 1927." In 1928,
if one can rely on the dates in the posthumous editions, he re-
sumed work on the novel in earnest, but by 1935 he had com-
pleted only the first seven chapters. In 1936 he spoke of how
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clearly he visualized the next section of the novel and how
quickly he hoped to write it, but death cut the project short.™
A ten-page summary of the novel (about one hundred and
seventy-five lines). preserved among his papers, indicates that
Zamjatin had not only conceived the next section clearly, but
had thought the whole novel through to the end.!* The first
twenty lines summarize the action of the seven completed chap-
ters, which indicates that the novel was to have been by far the
most ambitious and extensive of Zamjatin’s works.

The novel opens with two pages describing the frenzy that
has seized Europe in the wake of widespread natural disasters
like earthquakes and tidal waves. The description is essentially
timeless, for nothing in it indicates whether the events took
place last year or centuries ago. Thus, Zamjatin sought to em-
phasize the universality of human response to a given situation
and to underline the importance of historical parallels; for, in
the struggle between Attila and Rome, Zamjatin saw a similarity
to the twentieth-century conflict between Russia and the West.'®
The natural tidal wave in the novel presages the human tidal
wave that is to flood in from the East and engulf Rome. Having
shifted to the particular, Zamjatin stresses the softness of Rome
and 1ts legions, and then begins the narrative proper on the eve
of the entry of Uld (prince of the Huns ) into Rome on April 12,
405. The decay of the Romans, symbolized by the softness of
their language (they say “UI'd” instead of “Uld™). is also re-
flected in the resistance of the hungry masses to the government
agents, by the absence of the emperor, and by the empty cere-
monial pomp which greets the triumphant Uld. In sharp con-
trast stands the rough barbarian Uld, who reeks of sweat and
lcather and prefers his horse to a gilded triumphal chariot. His
entry into the city is marred by a strange incident: when he
speaks to a young hostage prince from his own country and
places his hand on him, the youth savagely bites Uld, drawing
blood. That youth is Attila. The onlookers, as well as the
reader, wonder about the meaning of the event. The remaming
six chapters are a flashback showing Attila’s birth, several child-
hood incidents, and his tutelage in Rome up to the day of Uld’s
arrival. Having returned to the point of the narrative, Zamja-
tin laconically tells of Attila’s brief confinement in prison. his
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release, and his return home. Interwoven with the description of
Attila’s Roman tutelage is the story of a young Byzantine stu-
dent, Priscus of Panium (7-471).* who eventually becomes
the historiographer of the struggle between Rome and Attila.
The unwritten portion of the novel was to alternate between
entries from Priscus’ diary and the third-person, authorial nar-
rative used in the first seven chapters.

The central theme, the conflict between the Roman Empire
and the barbarian hordes. is clearly set forth in the novel’s first
chapter and is sustained throughout the work, right up to Pris-
cus’ closing words: “For our hands already resemble the hands
of old men that have lost their strength, and other nations hold
our fate in their hands™ (PiR, 316). The emperor Honorius
Flavius (384-423) is a weak, spineless man who is concerned
more about the fate of his pet rooster than the fate of Rome;
and the reins of the government are held by his strong-willed.
fiery sister Aelia Galla Placidia (7—450). In some respects,
Placidia resembles the passionate heroines of Zamjatin's middle
works ( golden-red hair, green eyes, sharp teeth, and a need for
sensual gratification). But. unlike them, she has a definite air
of decadence: she is her brother’s mistress and seeks out enter-
tainment amongst the dregs of society in Rome’s dingiest pubs.
Not a rebellion against the philistine environment, her behavior
represents the moral decline which is, in part, a consequence of
the recent natural disasters that augured Rome’s fall. Philo-
sophically, the conflict between Rome and the Huns is one more
expression of Zamjatin's conception of never-ending revolu-
tion, whose universal nature is emphasized by the historical
parallelism.

The novel reveals no new tendencies in Zamjatin's artistic
techniques. The style is essentially that of “Ela™ and “Navod-
nenie,” as has been indicated. The continued use of prognostic
symbolism 1s, perhaps, especially appropriate to this work,
which deals with the Roman Empire where augury was highly
esteemed. For example, the transparent symbolism of a caged

* Enghish forms of Latin names, in preference to Russian forms, have
been used here in discussing Bi¢ BoZij: Prisk is rendered as Priscus.
Gononj as Honorius, Placidija as Placidia, Evzapij as Eusebius, and
Atilla as Attila,
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wolf (veldij is one of Attila’s recurrent attributes) that dies
attacking the Emperor’s retinue is probably intended as a fore-
warning of Attila’s own fate, as is Placidia’s momentary thought
as the wolf leaps out, “better this, than to be killed sometime
by your soldiers” (PiR, 301). The broad scope of the work
calls for certain formal features that are not typical of Zamja-
tin’s shorter works, like the chronological displacement of the
narrative (the extensive flashback) and the greater develop-
ment of characters by descriptions of incidents from Attila’s
childhood and of Priscus’ tutelage under Eusebius and Bass.
In this respect, the novel shows a return to features of nine-
teenth-century Russian Realism. The extensive use of the “de-
vice of making strange” in young Attila’s first impressions of
Rome 1s more in the manner of Lev Tolstoj’'s War and Peace
and lacks the parodistic elements that accompany it in some of
Zamjatin’s transitional stories.

Although Zamjatin’s late works include two distinct gen-
res — the story and the novel — major structural, thematic, and
stylistic considerations require a threefold distinction — novelle
(or short stories), longer stories, and the unfinished novel. The
novelle. essentially anecdotal in nature, are characterized by
brevity, actional stress, surprise endings, sustained irony (often
based on the incongruity of old habits in the new environment ).
and the parody of literary conventions. The tendency toward
dynamic plots and literary parody continues a trend already
apparent in the transitional works, which probably shows the
influence of the works of O. Henry and other Western writers.
The two longer stories “Ela” and “Navodnenie” lack the ele-
ments of parody. comedy. and incongruity and are essentially
psychological studies of human tragedy. They present varia-
tions on themes already treated in the early and middle works:
never-ending revolution, the dreamer’s search for a better life,
and the importance of sexual fulfillment and procreation. The
theme of never-ending revolution. of course, also is central to
Bi¢ BoZij. Stylistically the prose of the late works shows a turn to
simplicity. The late style is distinct from that of the preceding
periods in its use of fixed, impressionistic imagery which does
not spawn the extensive derivate systems typical of the middle
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works; in its use of isolated images; in its prognostic symbolism:
and in its simple, conversational narrative. But perhaps the most
significant distinction of all 1s the polarization of human comedy
and human tragedy, the former residing in the novelle and the
latter in the three major works.
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* [592], 15.

“[590], 76, 300.

“[396] and [611], respectively.

1[427].

5 See, for example, [513], 62; [687], 212; and [611], 232.

8§ M. Kuznecov, [611], 232-233.

7[502], 83.

8[226].

?[227].

1% There seems to be an increased interest about Zamjatin among
Czech scholars, which in time could lead to his partial rehabilitation.
In [334], 36, FrantiSek Brablik has pointed out the error of calling
Zamjatin a White émigré, while more recently Miroslav Drozda, who
edited the Czech translation of the three-volume Soviet History of
Soviet Russian Literature, has called for the publication of Zamja-
tin’s My (see [356]).

CHAPTER 1 / EARLY YEARS, 1884-1917

Epigraph: [177a], 15.

1*Dlja sbornika o knige,” [38], 257.

24 Zakulisy,” [38], 267.

$%L.. Andreev,” [38], 53-56.

*[166], 21. The rather free rendering of the Russian word texnika
by “shipbuilding” was dictated both by style (the English words
technics and technology are amorphous and reduce the sharpness of
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the contrast) and by reference to Zamjatin’s own English paraphrase
of this same idea when interviewed in 1932 [434].

" Although “Odin” [41] was dated 1907 when published in Obra-
zovanie, No. 11 (Nov, 1908), 17-48, in two autobiographies, [177]
and [179], 15, Zamjatin stated that it was written in 1908.

% In Tjur'my i ssylki [597], 42, Ivanov-Razumnik stated that Zam-
jatin had been a Party member “during his student years.” In a
letter to me dated December 9, 1962, Mme L. N, Zamiatine cited
1907 to 1908 as the time when Zamjatin had “‘ceased being a Bol-
shevik.”

"In[166], 25, Zamjatin lists ten icebreakers and claims that “there
were traces of my work in each of them,” but in two different inter-
views 1n 1932 ([434], 9, and [404], 1), he claimed credit for only
sLX.

*“Postanovleniec SPB Komiteta po delam pecati o naloZenii aresta
na povest’ ‘Na kuklickax’ (zurnal Zavety No. 3, 1914 g.),”” quoted in
[300], 74.

*1626], 236. No. 3 1s available at the New York Public Library,
while the British Museum has a copy of No. 3a.

" All twenty of Zamjatin's fables were published in [17], but most
had appeared earlier (1916-1918) in newspapers and journals. The
1929 four-volume edition of Zamjatin’s collected works indicated
that six fables (**Bog,” “D'jacek,” “Drjan’-mal’¢iska,” “Kartinki,”
“Angel Dormidon,” “Petr Petrovic™) were written in 19151916,
Of these, the first four were published in 1916, and “Angel Dormi-
don™ in 1918; I have been unable to determine the place of first
publication for “Petr Petrovic.” See [93]-[112].

1 [777a).

CHAPTER 2/ MAN OF LETTERS, 1917-1929

Epigraph: A sentence from I[vanov-Razumnik’s foreword in
Skify, 1 (Petrograd, 1917), used as an epigraph to Zamjatin’s po-
lemical article “Skify-1i?" [123], 285.

*See [762¢], 3, and [574], 237.

@632} 117=118.

H[123], 285-293. Zamjatin’s use of this pscudonym has been at-
tested by three sources: 1. F. Masonov, Slovar’ psevdonimov russkix
pisatelej, ucenyx i obicestvennyx dejatelej, 11 (Moskva, 1957), 366;
Mme L. N, Zamiatine in her letter to me, of March 12, 1963: and
Jak. Braun, [333], 232.

1T123], 283,

*[123], 286.

““L. Andreev,” [38], 53.

"*Novaja russkaja proza,” [38], 195-196,

5[597], 41-42.
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#“Xudoznik i obsCestvennost: k xudozestvennoj proze,” ZA
4:176. One of Zamjatin’s unpublished lectures, probably written in
1919.

10 “Zavtra,” [38], 173. According to the bibliography in Lica this
essay first appeared in 1919 in the pamphlet V' zaicitu celoveka
(Peterburg), vet the date of writing is given as 1919-1920! I cannot
verify the publication, but the date of writing was, in all probability,
1919.

1140 literature, revoljucii, éntropii [i o protem],” [38], 253.

12 % Alexsandr Blok,” [38], 16.

1B 4Zemlemer” was first published in January 1918 [57]. Al-
though dated 1918 in later collections, it must have been written
late in 1917, especially since Zamjatin claims to have rewritten it
five times. See “Zakulisy,” [38], 272.

4 The complete lecture [164] was published in Grani from Octo-
ber to December 1956. Zamjatin’s presence in Lebedjan’ at that
time was acknowledged in a report on the Second Congress on Edu-
cation in the Tambov Province [684].

15[451], 430.

1% Anon., “Utro pisatelej o Rossii,” Novaja Zizn’, No. 80 (Apr. 30,
1918), 4. The other information on the SDXL is from P, P. Sirma-
kov’s highly informative article “K istorii literaturno-xudozestvennyx
ob’edinenij pervyx let sovetskoj vlasti; Sojuz dejatele] xudozest-
vennoj literatury (1918-1919 gody),” [694]. Although Sirmakov
cites N. Gumilev as the third organizing member of the SDXL, this
could not have been true, since Gumilev left London for Russia only
in April 1918, a month after the SDXL was formed (from Gleb
Struve’s Gumilev Archive).

17" Alexsandr Blok,” [38], 18.

8 Most of the information in this paragraph was taken from orig-
inal documents of the period (especially Nos. 1,2, 6,9, 15, 19, and
21), edited by A. Mjasnikov [647].

1 At first World Literature adopted six authors (Zamjatin, Gumi-
lev, Siskov, Grin, Capygin, Mujzel’) of SDXL’s first series, three
from its second series (Merezkovskij, Blok, Gippius), and added one
of its own (Ciikovskij). Compare [647], 80, with [694], 465,

“0'The titles and dates of publication are given in [647], B5-86.
The fact that Zamjatin was the editor of these volumes was gleaned
from KniZnaja letopis’, reviews, and from the catalog Vsemirnaja
literatura; katalog knig (Moskva-Leningrad, 1927). For full infor-
mation on works edited by Zamjatin, see [201]-[223].

! Apparently the studio’s program (subjects, perhaps even lecture
titles) was listed in Document No. 9, but unfortunately Mjasnikov
chose to delete this portion in his publication, [647], 80,

#2%Ja bojus’,” [38], 188.
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=3 [583], 108-110.

“4[583], 108-110. Also see S. D, Baluxatyj’s commentary to
Gor'kij's article [537], and Zamjatin's essay “Aleksandr Blok,"
[38], 20-21.

=% Baluxatyj states only that “the play was written later,” implying
that it was written after the Section of Historical Pageants had ceased
to function. At least two sources indicate that the play was written in
1920, In Russkaja kniga. No. 1 (Jan, 1921), 22, it was stated that
Zamjatin “had written a play. set in the time of the Spanish Inquisi-
tion, Ogni svjatogo Dominika, which, according to reports, was sig-
nificant in thought and execution.” In “Gor'kij sredi nas,” [569],
158. Fedin quotes Gor'kij as saving: “Other plays have been written.
For example, by Evgenij Zamjatin. Interesting, significant. His play
will take its place in the cycle . . . Judging from the context of the
rest of the memoirs, this statement was made between March and
July 1920 (see pp. 145, 179, and the intervening material).

%% [38], 23.

*" The activities of the House of Arts were chronicled in three
anonymous articles: “"Dom iskusstv,” Dom iskusstv, No, 1 (1921),
68—69: “Dom iskusstv.” Dom iskusstv, No. 2 (1921), 120; and *“V
Dome iskusstv,” Leropis’ Doma literatorov, No. 1/2 (Jan. 15,
1922), 6.

2% The date is given incorrectly as December 13 in the “Xronika
literaturnoj zizni.” [592]. 561. The opening date cited in Dom is-
kusstv, No. 1 (1921), 68, was December 19,

-* Edited by A. E. Kaufman, the magazine appeared monthly for
three years (1919-1921). It ceased publication with No. 3 (1922).
a few months after the editor’s death.

W Periodiceskaia pecat’ SSSR, 1917-1949; bibliografiteskii uka-
zarel’; Zurnaly, trudy i bjulleteni po jazykoznaniju, literaturovedeniju,
xudoiestvennoj literature | iskusstvue (Moskva, 1958), 21.

L Anon., “Dom literatorov,” Dom iskusstv, No. 1 (1921). 71.

2 Anon., “V sovetskoj Rossii; v Peterburge,” Rul’, No. 315 (Nov
30, 1921). 4. The evening was held in late October 1921.

* “Literaturny)] konkurs ‘Doma literatorov’,” Vestnik literatury,
No.9 (1920). 15, and [347].

8 Anon.. “V Dome literatorov.” Letopis’ Doma literatorov, No.
5/6 (Jan. 15, 1922),'6.

5 The provisional directorate was chaired by Volynskij and in-
cluded Cukovskiy, A. Ganzen, Gor’kij, Ljubov’ Gurevié, Valentin
[reckij, Evtixij Karpov. Nikolaj Volkovysskij, and Zamjatin. Anon..
“Literaturnaja zizn'.” Kniga i revoljucija. No. 1 (July 1920), 59-60.
The permanent directorate elected in October consisted of eleven
members (Karpov was removed, while Blok. Siskov. and A. Tixonov
were added). Anon,, “*Sojuz pisatele).” Dom iskusstv, No, 1 (1921),
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73-74, and Anon., “Po Rossu; v Peterburge,” Pefat’ i revoljucija,
No. 1 (May-July 1921), 180-181. The second issue of Dom iskusstv
(1921), 121, reported that the directorate consisted of fourteen mem-
bers, which included P. K. Guber, V. A. Mazurkevic, and V. B.
Sklovskij in addition to the eleven mentioned above.

3 Anon., *V sovetskoj Rossii; v Sojuze pisatelej,” Rul’, No. 351
(Jan, 12, 1922), 4. This article was reprinted (perhaps condensed)
from a report in an issue of the Letopis’ Doma literatorov which was
unavailable to me.

3T[579], 183.

% Anon., “Leningradskaja Federacija sovetskix pisatele),” Na
Literaturnom Postu, No. 11/12 (June 1927), 111,

S EE, Zamjatin [esce] nedavno vozglavljal ego [VSP's] Lenin-
gradskij otdel.” Taken from the lead article of the Literaturnaja
gazeta, [522].

2582119,

1 Anon., “Literaturnaja studija Doma iskusstv,” Dom iskusstv,
No. 1 (1921), 70-71.

2V, Sklovskij specifically mentions Nikitin and Zos¢enko as
Zamjatin’s students at the House of Arts studio, See [697], 377.
Kaverin was mentioned as a studio student in Dom iskusstv, No, 2
(1921), 120. Some of Zamjatin's lectures have been published in
émigré journals; see [165], [168], and [169].

3 Fedin’s ““Sad” won the competition; Nikitin's “Podval™ was sec-
ond; and Kaverin's “Odinnadcataja aksioma,” Lunc’s “Vrata rajs-
kie,” B. Terleckij’s “Step’.” and Tixonov's “Sila” were third. The
jurywas V. A, Azov, A. V. Amfiteatrov. A, L. Volynskij, E. I. Zam-
jatin, V. Ja. Ireckij, A. M. Red’ko, and B. M. Ejxenbaum. See
“Xronika literaturnoj zizni,” [592], 581, and Anon., “Dom litera-
torov,” Dom iskusstv, No. 2 (1921), 121.

#* Although no published version of this work is known to me,
the story “Pirog” was mentioned as having been completed in Anon.,
“Sud’ba 1 raboty russkix pisatelej, u€enyx i Zurnalistov za 1918~
1921 g..” Russkaja kniga, No. 4 (Apr. 1921), 16, and in A, Damans-
kaja’s article [345]. 19, where she stated that * ‘Pirog’ resurrects the
somewhat crude, rich strokes of ‘Uezdnoe,” but the theme is de-
veloped in a new manner and the device of unfolding the plot solely
through dialogue is new.”

5 “M. Gor'kij,” [38], 88-89,

8 Nine of his books were published in 1922; eight more appeared
in 1923.

7 Although the story was dated 1924 in Zamjatin's Sobranie so-
cinenij, it apparently was written during the summer of 1923, as the
following reference to an “indecorous story” could not refer to any
other known work: “During the summer and autumn I wrote two
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stories. One is long . . . ‘Rasskaz o samom glavnom.” The other
1s short but indecorous, similar to ‘Erazm’ (it was written in the
summer. and, as is well known, the lecherous devil is powerful dur-
ing hot spells).” Zamjatin's letter of November 13, 1923, to L. Lunc
[181], 185.

** For a more detailed treatment of this mass deportation see G.
Struve, [714]. 18.

N, Ocup’s version was incorrect [430], 101: Zamjatin was not
given a choice between remaining in or leaving the Soviet Union. At
Mme L. N. Zamiatine's request both Ju. Terapiano and Ju. Annen-
kov published corrections of Ocup's version — the former in [490],
7, and the latter in [300], 76-77. 1t seems that Annenkov, however,
embellished the truth by stating that Zamjatin, on the day of his re-
lease, was informed by Pil'njak of the abrogation of his exile. Mme
Zamuatine has presented the facts in her letter to me of March 12,
1963: “Evgenij Ivanovic™ learned from me of his reprieve from exile
when I visited him in prison. When he was arrested, and for a short
time thereafter, I unfortunately was not in Petersburg. I, of course,
would not have permitted the ‘reprieve.”

WMy innocence and morality are guarded extremely well, and
therefore 1 do not receive letters from abroad with regularity; 1 did
not receive your first letter,” Zamjatin’s letter of November 13, 1923,
to L. Lunc, [181], 185.

“UAnon., “Literaturnye obscestva; Institut Zzivogo slova v Petro-
erade.” Nakanune: literaturnaja nedelja, No, 52 (Mar, 2, 1924), 5.

"= (Grzebin’s idea of establishing World Literature abroad was pre-
sented by M. Gor’kij to V. V. Vorovskij, director of the RSFSR Go-
sizdat, mn a letter dated May 21, 1919. On April 27, 1920, the
Counctl of People’s Commissars sanctioned in principle the publi-
cation of Russian books abroad, and Grzebin spent the summer mak-
ing arrangements to establish a publishing house bearing his name.
(Documents No. 8, 13, 14, and 19, [647].) The date of founding
was taken from Anon., “lzdatel’stvo Z. 1 Grizebina,” Dom iskusstv,
No. 1 (1921), 73. Grzebin’s first publications appeared late in 1921.
Anon., “lzdatel’stvo Grzebina,” Russkaja kniga. No. 1 (Jan. 1921),
9-10.

“ Anon., “Sud’ba 1 rabota russkix pisatele], ucenyx i Zurnalistov
za 1918-1920 g.."" Russkaja kniga, No. 1 (Jan, 1921), 22.

" Anon., “lzdatel’stvo *Alkonost’,” Novaja russkaja kniga, No. 6
(June 1922), 29-30.

“ Anon.. “lzdatel'stvo ‘Epoxa’,” Novaja russkaja kniga, No. 1
(Jan; 1922), 35.

" A list of the twelve titles appeared in [26]. 95 See [220].

57T The address of the editorial offices of Russkij sovremennik was
given in No. 1 as Moxovaja, 36 (in the next three issues it was Moxo-
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vaja, 37, but the telephone number remained the same). Zamjatin
moved to Moxovaja, 36, in the summer of 1922 (Novaja russkaja
kniga, No. 8 [Aug. 1922], 36), although he could have moved as
early as 1921, which was the date cited by Mme L. N. Zamiatine in
a letter of December 9, 1962, to me.

58 [34], 35-36.

" [643], 440.

%0726]; 4 and 91.

51 Anon., “Po literaturnym kruzkam,” Izvestija, No, 34 (Feb. 11,
1925), 6.

62 [186].

“51186]. A prose work titled “Bi¢ BoZij” was actually announced
in Russkij sovremennik, No, 4 (1924), 288, as forthcoming in No. 5,

™ The date of writing “Attila” 1s subject to question. In A. III
[179a], 19, Zamijatin said that he had completed it in 1928, but in
an interview with a Czech journalist in October 1927, he said that
the play was completed and had been accepted by the Petrograd [sic]
Bolsoj Dramatic Theater, See [421]. A draft of the play probably
had been completed and was circulated among literary acquaintances
as early as 1926, since in [731] A. Zonin said that “Zamjatin has
noticeably shifted to the left in his new play Aftila.” and the play
was announced as completed in Anon., “Literaturnaja Zizn’ Lenin-
grada,” Na literaturnom postu, No. 3 (Feb. 5, 1927), 76.

5 [S83], 110. The entire first act of Zamjatin’s four-act tragedy
concerns Attila’s reception of the Roman envoys Vigila, Maksimin,
and Prisk.

56 [421]. Istorija goroda Glupova was, presumably, first staged by
Mejerhol’d and later played in several provincial theaters, among
them, the Bakinskij rabocij teatr during the 1928-1929 season
[624].

8 Krasnaja gazeta (vecernij vypusk), July 31, 1928, ZA4 6:167.

68[434], 161.

14991, 102.

" [527] and an unidentified Leningrad newspaper clipping “Mosk-
va; slucaj na s”emke”, in ZA 6:170,

"1 A, Radakov, “Medved’ ne vyderzal,” Smexaé, No. 30 (1927),
4, mZA 6:174.

™ See the announcement of the premiere of Severnaja ljubov' in
Pravda, No. 47 (Feb. 24, 1928), 6.

1871

74 1499], 102,

™ See the announcement of the premiere of Dom v sugrobax in
Pravda, No. 70 (Mar. 23, 1928), 6.

6121, 5-7.

[ 12]56:
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*[12]. The italics are mine. Zamjatin obviously preferred Mayer's
philosophic definition of entropy to the ons used currently in twen-
teth-century thermodynamics, namely, a quantity that is the meas-
ure -::i the amount of energy 1n a syvstem not available for doing work.

"“[37]. 142. The quoted passage occurs in the final third of the
nohi. which was written in late 1920-1921 see note on p. 38).
Published in 1922 in GriZebin's series “Biografii zame€atelnyy
ljudej.” Rebert Majer [12] was probably written in 1920 when Grze-
bin was actively soliciting manuscripts and setting up his publishing
house. In the secend half of 1921, in an unpublished essay intended
for Zapiski mectarelej. Zamjatin enumerated Galileo, Leonardo da
Vinci. Fulton, and Maver as dreamers (Z.4 4:179). The inclusion of
Maver among such universally acclaimed men indicates-considerable
admiration for Maver and famiharity with his achievements.

*When Dn'f"l_ﬁdﬂ published [149], the essay ‘was dated X,
19237

** The Russian translation of Eve's essay, “In the Beginning; An
Interpretation of Sunlight Energy,” which was first published in the

tlantic Monthly, Vol. 131 (May 1923). 664-677. appeared in
Sovremennyj zapad. No. 4 (1923}, under the title “O :Dlnféucaj ener-
gii.” An anoenymous eleven-line introduction drew attention to Eve’s
original commentary on entropy and could have been written by
Zamjatin, an editor of the mazazine,

"# “Q literature. reveljucii, entropii [i o procém],” [38]. 249,

S1[38]. 250

* [358].-250.

“*Nabrosok kstat'e.”" . Z4 4:172. A dr'** of a rebutial, probably
written late in 1921, to those who a...nl-. i his essay “Ja bojus’.”

““Unpublished drzaft of an essay “"Po povodu statl Fedina.” Z4
4:lad=153,

“[384]. 187, The comparison Was renterated by D. J. Richard
in [454], 107
=8 Zaviza,”

= [658].

B {
Cq.l. [38], 17
o= [1"3] 290291,
= “Fedor Sologub™ f(titled "Belaja ljubov™™ at first publication).
[2%]. 37
=t “Anatol” Frans.” [35], 101-102.
*>+Ja bojus’,” [38]. 18%.
*“Po povodu stat'i Fedina,” £.4 4:1 84183,
o Tensy," Z4 4:168.
=0 sovremennoj kridke," 24 4:173, 175,
““Teasy,” ZA 4.168.
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10040 segodnjasnem i o sovremennom,” [38], 213-214,
101 *Cel’,” [38], 180-181.

CHAPTER 3 / DENUNCIATION AND DEFAMATION, 1929-1931

Epigraph: “Cel’,” [38]. 178.

1[533], 78.

2[564], 2.

3[496].

$[496]. 314.

5[496], 321.

6[669], 144, He wrote an identical evaluation [670] two vears
later,

" [668], 156.

5[667], 301.

2670}, 226.

W r666], 208,

111679], T4. The article 1s dated November, 1922,

1=2[335], 238.

12 [464]. The article was apparently written about three years be-
fore its publication, for Sklovskij speaks of the English translation
of My as “soon forthcoming” (p. 66). which indicates that it was
written in 1924,

141696], 98.

BTl

1816071, 3.

17[678], 308.

RS20

2 [ 765a]. 215,

20 [580]. 36 (Zamjatin’s name also appears on pp. 24, 26, 70, 90,
96, 174, and 183).

*1 The resolution was published in Pravda, No. 147 (July 1, 1925),
1. The English translation is from [551], 237.

22[535], 196-197.

=3 15511,-239.

*4[579]. Although published in 1927, the article was dated
July 1, 1926,

%5 [579], 186.

8 [476].

2T [420]. This was only the fourth extensive Soviet article about
Zamjatin.

28[415). See also a caricature on this theme in Cirarel’ | pisatel’,
No. 29 (1928),in ZA 6:76.

#1553).

89 Kukryniksy, “V Glavrepertkome,” Na literaturnom postu, No.
20/21 (1928), 137 in ZA4 6:75.
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“! For a more detailed discussion of the 1928 resolution (“Ob
obsluZivanii knigoj massovogo cirarelja”) and for an English transla-
tion of the text, see [551], 88-89, 241-242,

B2 [T9R].

S3I8821 15,

#[788]. See also the Leningrad Literaturnaja gazeta of May 2,
1929.in ZA4 6:72.

% The text of the epigram is from Bezymenskij’s article “Za pravo
na epicrammu’ [328] (written in response to the FOSP Resolution
of June 25) and differs slightly from the original version of May 2
in its punctuation and by the substitution in line 5 of pereroZdenij for
the misprint pereroZdennyj.

“8[78E].

AT[328).

98V redakciju Literaturnoj gazetv.” Literaturnaja gazeta, No, 12
(July 8, 1929), 2.

=4 [779]). The Komsomol'skaja pravda criticism had been ex-
pressed a few weeks earlier in an extensive article [796] by 1. Lomov,
who ended his attack with a demand for the reorganization of Litera-
turnaja gazeta.

0 799].

118001,

L 791]

3 [725].

**In the early 193()s Max Eastman gave a good account of Zam-
jatin’s case in his book Artists in Uniform [357], while in a more
recent article [386], Max Hayward has analvzed the campaign
against Pil'njak and Zamjatin in considerably greater depth and de-
tail. However, several minor inaccuracies in Hayward’s account
should be mentioned: (1) Zamjatin was not the head of the Lenin-
grad VSP, as stated on p. 85 (see fn. 49): (2) Semen 1. Kanatéikov
was the editor of Literaturnaja pazeta, not B. Volin, as stated on
p. 86; (3) The date of the first “unsatisfactory”™ resolution 1ssued by
the Leningrad VSP was September 6, not September 8, as stated
on p. 90; and, (4) Zamjatin was not mentioned, let alone condemned
(p. 90), in the September 10 resolution of the Leningrad VSP.

S 17T87]

% [786].

471691].

# Volja Rossii (Prague), Nos. 2. 3, and 4 (February through April,
1927). The magazine’s editor M. Slonim had prefaced the excerpts
with a claim that that they were a Russian translation from the Czech
version. See [469] and [471] for Slonim’s account of the incident.

" The September 9, 1929, lead article of the Literaturnaja gazeta
[522] stated that Zamjatin had recently been the chairman of the
Leningrad section of the VSP. The RAPP resolution published on
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September 2 [691] had attacked “B. Pil'njak, chairman of the
Union's Moscow section. and E. Zamjatin—a member of the
Union.” Had Zamjatin been chairman of the Leningrad section at
the time, it certainly would have been mentioned. In addition, Mme
L.. N. Zamiatine has stated in a letter of March 12, 1963: “No, 1
do not remember during which years Evg. Iv. [Zamjatin] headed
the Leningrad Union of Writers (I do not even remember that he
ever did). But I can definitely state that in 1929 he did not head
[the union].”

50 [520]. The resolution was not dated.

51[789].

53 [526].

53 [188].

S [528].

65 17831.

L 8 W

57 [T84].

S5 18]

52 [188].

PrENST.

811524].

SHES30].

831792].

84 [781].

65 [782].

68 [7901].

¢ [797].

%8 See Literaturnaja gazeta, Nos, 24 through 28 (Sept. 30 to Oct.
28, 1929),

89 [785].

70 “Cel’,” [38], 178.

"1[]188].

7213581, 235. Efremin was also the author of “Rokovoj put’™”
(“The Fatal Path™) [360], a shorter article to the same effect in Udi-
tel'skaja gazeta, and of an extensive negative review of Zamatin's
four-volume collected works, which was published under the title “Na
grani” (“On the Borderline™) [359] in Koemsomol'skaja pravda.

78 [558].

Ca i B

5 [156]. Originally untitled. Zamjatin's essay was reprinted with
some omissions as “Zakulisy” in Lica [38], 259-274.

76 [676]. See also Zamjatin, “Pis'mo Stalinu,” [38], 280.

7 R. B. Seridan, Skola zloslovija (Moskva-Leningrad, 1931), re-
corded in KniZnaja leropis’, No. 54 (Sept. 1931), item 22697. See
Zamjatin's account in “Pis'mo Stalinu,” [38], 278.

T8[744c], [T44e], and [744b].
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— iy =

#[744a).

*0[675] and [692].

51[38], 274.

%= See [608]; *Pis’'mo Stalinu,” [38], 280; and [527A].

S3[38], 281-282. An English translation of the entire letter ap-
pears in [226], xiii—xviii,

% [38]. 9697, and [451], 430.

* Anon., “Teatr im. Vaxtangova,” Literaturnaja gazera, No. 36
(Dec. 23, 1929). 3. and an advertisement in Pravda, No. 146
(May 29, 1930), 8.

88 [767¢] and [767a).

STI767b].

"8 [399].

"' A typed manuscript with the author’s corrections has been pre-
served in the Zamjatin Archive. Folio 2: 77-134, but the last two
or three pages of the final section are missing, In 1963, presumably
from another manuscript. the play was published in an émigré jour-
nal [120].

80 [399].

"1 “Rozdenie Ivana,” £4 2:59-65.

9214231, 126.

i [39{,} 1.

M “Nabroski k romanu,” ZA4 4:38-59.

CHAPTER 4 / EXILE AND DEATH

Epigraph: [451], 425, 426.

1 [434].

*Fedin’s letter of April 16, 1934, and postcard of June 21, 1934,
to Mr. and Mrs, Zamjatin, 24 5.71-74.

[421].

*[280a], 145.

“Cecil B. deMille’s letter of March 22, 1932, to Zamjatin, ZA4
5:110,

“T198] and [200].

"[431]. See also the notice “Segodnja v gostjax u Russkoj
dramy — tri russkix znamenitosti,” from an unidentified newspaper
in ZA 6:146.

5[404]. 8.

"[514] and [347].

Al B e g

11 1421]. For an interesting first-hand description of Zamjatin and
his wvisit to the First German Society of Slavicists in Prague, see
R. Pletney, [437].

12 [323], [399], and [423].

WI323), [T731],and [192].
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141773k].

15 [462).

18 [540] and [558].

1714001].

181463].

W [192], Literaturnaja gazeta, No. 42 (Sept, 17, 1932). The letter
was undated, but when reprinted the next day in Izvestija. No. 259
(Sept, 18, 1932), 4, it bore the date: “Paris, March 30, 1932.”

20 Konstantin Fedin’s letter of June 21, 1932, to Zamjatin, Z.A
5:46. The critic 1. Gruzdev’s letter to Gor’kij, which contained an
even more cryptic account of Averbax’s reaction as well as a copy
of Zamjatin's letter, would indicate that the interest among Soviet
writers in Zamjatin was considerable at this time. Gruzdev's un-
dated letter was erroneously dated November 1931, rather than
May 1932, by the editors of Arxiv 4. M. Gor'kogo [531 A], 281-
282.

*1 Fedin's letter of September 27, 1932, to Zamjatin, ZA4 5:48,

22 [495].

2 [515).

#4[340] and [404]. See also, Anon., “Auteur dramatique et in-
génieur,” Carnet de la semaine, April 17, 1932, ZA4 6:20,

“ E. Grigor'eva's letters of December 3 and December 10, 1932.
to Evgenij and Ljudmila Zamjatin, ZA 5:77-84, and [191].

26[191]. Apparently none of these translations was ever pub-
lished.

#7[290] and [378].

28 Koenig’s letters of January 18 and March 1932 to Zamijatin,
ZA 5:31-34,

2 N, Ma—"s letter (signature illegible) of April 26, 1934, to Zam-
jatin, ZA4 5:23-24,

80.T. Komisarjevsky's letter of September 30, 1933, to Zamjatin
ZA4 5:17-18.

“1  etter of August 28, 1933, to Zamjatin, Z4 5:21-22, and
[300], 90-91.

52 [279al.

#3 The Russian manuscript of the first section was dated July 1933
(ZA 3:171), while that of the second section (dealing exclusively
with literature) was dated December, 1933 (Z4 3:145). The editor’s
niote on the publication of this essay in the original Russian in Novyj
Furrnal, No. 72 (1963), 115, indicated that it had been written for a
French magazine. The French version is unknown to me, although
German and Serbo-Croatian translations have been published, [256].

#1(1) Written after RAPP’s dissolution in April 1932, Z4 3:240-
241; (2) written after the Writers’ Congress in Moscow, ZA
3:249-253; (3) £4 3:254-261, published in Marianne [271b];
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(4) written in 1935, Z4 3:262-268; and (5) Z4 3:235-239, [ am
indebted to D. J. Richards for information on Zamjatin's publica-
tions in Marianne,

2127 a] and [271¢)].

9 Belyj's obituary was supposedly published in Les nouvelles lit-
téraires in 1936 (see Lica, 283), but T have not found the French
version.

T *Russian Shipbuilding: Problems Following the Revolution,”
The Glaspow Herald Trade Review, December 31, 1932, p. 66;
“Russian Shipbuilding: ‘Higher Production at Any Price,” ™ The
Glaseow Herald, June 30, 1934, p. 4; “Shipbuilding in Soviet Rus-
sia: Efforts Toward Better Production,” The Glaseow Herald Trade
Review, December 29, 1934, p. 45, 1 am indebted to Richard Hal-
lett for locating these articles.

WZA 2:49-58.

WZA 3:173-182,

#[198].

"11193]. The synopsis was entitled “D-503," and the Russian ver-
sion was dated July 15, 1932, Z4 2:20-29.

21196].

1114991, 102, A synopsis of the scenario and other materials per-
taining to “Sten’ka Razin® have been preserved, Z4 2:484-536,

“ Anon., “Fédor Ozep ‘découpe’ ‘Anna Karenine’ qu'il réalisera
pour Pathé-Natan,” Comoedia, March 13, 1933, in ZA 6:30. Ac-
cording to Annenkov, the film was never made. [300], 92.

'51499], 103. The Latin is from Vergil's Aeneid, 11, 6: “Of which
things I was a preat part.”

1 1194].

""The synopses are in Folio 2 of the Zamjatin Archive and
include “Car’ v plenu,” “Le grand amour de Goya,” “Attila,” “Pi-
kovaja dama,” “Mazepa,” “Vojna i mir,” “Vednie vody,” “Zizn'
nacinactsja snova,” “Dezdemona,” “Nos,” “Vladyka Azi,” and
“Cingis-xan.”

8 Anon., “‘Na dne’.” Poslednie novosti, No, 5739 (Dec. 10,
1936), 5: Anon., “Premirovanie fil'ma ‘Na dne’,” Poslednie novosti,
No. 5752 (Dec. 23, 1936), 3; and Anon., “Premirovanny) fil'm,”
Poslednie novosti, No, 5754 (Dec. 25, 1936), 4. Two drafts of the
scenario have been preserved: “Na dne.” ZA 2:160-189, and “Le
bas fond,” ZA4 2:190-216. Both are in Russian,

91511]-

50 1432].

"TT189]).

B[1935], 87,

5 Fedin’s letter of April 16, 1934, to Zamjatin and his wife, ZA4
:T71-72.

MELT1) xxv.

B I316A].
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* I am grateful to Professor Simon Karlinsky for bringing to my
attention Cvetaeva's account of the funeral, which is at odds with
the account of Gul’, [602], 113-114,

57 [495]. The gathering was on Monday, April 26.

58 [471], xxiii.

B2 [503].

CHAPTER 5 / EARLY PERIOD, 1908-1917

Epigraph: [179a], 16.

1[5751, 309.

“[164], 95.

3[777n], 246.

+[442], 260.

5The idea of the gradual petrification of human feelings within
Baryba was first discussed by Ju. Ajxenval'd in [777a].

9[454]. 30, and [442], 264.

"[496], 310.

9[454]. 33.

®[335], 229,

10 The date of writing for both “Petr Petrovic” (date of first publi-
cation not known) and “Angel Dormidon™ (published in Novaja
Zizn’, No. 83 [May 4, 1918], 1) was given as 1916 in [33], 263, 270.
See [93]-[112] for publication data on the other fables.

111164], 92, 94.

121164], 93.

1#1164], 95.

14[164], 95, and “O sintetizme,” [38], 234-235.

WISTT], 690,

8 1777pl 137.

1 Zakulisy,” [38], 267.

18[164], 97.

P

=0 [777h], 304.

*1[164], 98.

*2[164], 98.

= [395], 96.

*4[164], 98.

= [395], 95,

28 [164], 93.

27In 1914 Zamijatin had written an extremely negative review of
Peterburg, comparing Belyj to an unfortunate contortionist [171].
(Although Zamjatin’s authorship of this review is a surmise, the style
of the review, the initialed signature “Evg. Z.,” and his association
with the journal at the time support the conjecture strongly.) But
four years later in 1918. Zamjatin cited Pererburg several times as an
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example of certain Ncorealistic features, refraining from negative
pronouncements about the novel itself ([164], 93, 95-96, 97, 99).
Sixteen years later in his obituary of Belyj, Zamjatin spoke of Peter-
burg in glowing terms: “In this book, the best of everything written
by Belyj, Petersburg has found its true artist for the first time since
Gogol’ and Dostoevskij” (“Andrej Belyj,” [38], 78). Although the
rather different evaluations in part reflect the very nature of the ar-
ticles, they also indicate a gradual but definite change in Zamjatin’s
opinion, which may have been influenced by personal friendship.

*8[164], 99.

*1169], 97.

CHAPTER 6 / MIDDLE PERIOD, 1917-192]

Epieraph: [3R], 230,

' An obvious reference to Christ’s words to Simon and Andrew
(Matthew 4:19, Mark 1:17, and Luke 5:10), the appellation lovee
celovekov (fisher of men) ironically applies to Bailey, who “catches”
women with his music, as well as to the blackmailer Craggs, who
“catches” lovers in the park. [464], 65.

(335, 241.

*The genetic relationship of the two works was explained in Zam-
jatin’s untitled contribution to Kak my pisem [156], 34, but the
highly interesting appendix (pp. 44-47) containing Zamjatin’s orig-
inal character sketches and plot outlines for “Ostrovitjane,” which
rave considerable insight into his creative process, was unfortunately
deleted i the condensed version included in Lica [38] under the
litle *“Zakulisy.”

*1123]), 286-287.

“Any Spanish translation of the Bible was automatically prohib-
ited without being listed in the Index. Juan Pérez de Pineda. the
author of several religious tracts, published his Castilian translations
of the Psalms of David, the New Testament (from the Greek), and
the first Spanish Calvinist Catechism in the 1550°s. His name and
some of his works were recorded in the “Index avctorum ct librorum
prohibitorum,™ Index librorum prohibitorum et expurgatorem (Ma-
drid, 1612). 68, and were retained in the Indexes of 1640 and 1667,

%[358], 235, and [420], 64.

T[360].

®The Dostoevskian heritage in My has been examined at length
by Struve [484], Richards [452], and Jackson [391].

"E. J. Brown has touched on the Wellsian legacy in [338], 37-39,
while C. Collins has devoted a brief article to the same question,
[342], 351=-360.

10 See Zamjatin’s “Gerbert Uells,” [38], 110114, 117-118, and
his “Predislovie” in [127], 10=12.
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11[335], 234, and [391].

121391], 151. For a discussion of Zamjatin's use of \/-1 as a sym-
bol of irrationality, infinity as a mathematical idea in relation to life.
and the idea of having a soul, see [500].

181337], 76.

1411801, 70.

15 Dostoevskij, “Zapiski iz podpol'ja.” Sebranie solinenij, 1V
(Moskva, 1956), 160-161.

181452], 222-223,

17" “ Answer to Fedin,” Z4 4:184,

151484], 162, and [164], 95, 99.

¥ For an unusual analysis of D-503's alienation in terms of
archetypal images in myth, see C. Collins [343].

*1404], 1.

21 See Zamijatin's introduction to [126] and his own characteriza-
tion of “Sever” as a “bit Knut Hamsunish™ [499], 102.

=2 “Zavtra,” [38], 174.

23[763a] and [496], 315.

“4[451], 429.

b “Zakulisy,” [38], 270.

28 [464], 50.

=7 See [464], 53-54, for a detailed account of this image.

*5[464], 55-56.

=9 [464], 43,

101426], 298.

811156], 37.

52 The first chapter of “Uezdnoe,” for example, is four pages long,
but contains only one color adjective: belvj listok bileta.

8 For a detailed study of the golden imagery in My, see [446].

# The artistic use of consonantal phonics was first pointed out by
Zamjatin himself in his untitled contribution to Kak my pifem, [156].
39.

35 Originally applied to the works of Zamjatin's friend, the artist
Jurij Annenkov, and first published in Annenkov's Portrery (Peter-
burg, 1922), 36, this passage was later quoted with minor changes
by Zamjatin in relation to his own work ([156]. 40—41),

@ Irwin Titunik, “The Problem of Skaz in Russian Literature”
(unpublished Ph.D. dissertation, Department of Slavic Languages
and Literatures, University of California at Berkeley, 1963), 45,

3" Quoted by Titunik (ibid., 9), the definition appeared in B.
Ejxenbaum’s “Leskov i sovremennaja proza,” Literatura* Teorija *
Kritika « Polemika (Leningrad, 1927), 214-215.

*#[38], 153.

3 Zamjatin's pronouncements on language theory and the writing
of prose fiction were presented in the article O jazyke,” [169].
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CHAPTER 7 / TRANSITIONAL PERIOD, 1922-1927
Epigraph: [38], 255.
1 [38], 59-60.
2 See [765b] and [765a].
*[765¢], 306,
*138], 240-241,
5[38], 252, 254,
411691, 97-98.
11399],
“[34], 35.

CHAPTER 8 / LATE PERIOD, 1928-1935%

Epigraph: [38], 35.

' B. Ejxenbaum, “O. Genri i teorija novelly,” Zvezda, No. 6 (June,
1925}, 294.

*“Predislovie” [ 144], &, reprinted in [38], 150. Compare this with
his statement that “there are two means of surmounting life’s trage-
dy: religion or irony. The Neorcalists have chosen the second
means.” [ 164], 95.

“[38], 153.

'Ejxenbaum, “0O, Genri i teorija novelly,” 297-298.

b Fbid;; 301:

"Compare the murder scene in Dostoevskiy's Prestuplenie § na-
kazanie, Sobranie socinenij, V (Moskva, 1957), 89, and in “Navod-
nenie,” [39], 229,

"[336], 115, 116.

“138], 270-271.

V1156], 43.

1561, 38. The interesting passage on the dyxanie frazy was
omitted in the Lica reprint.

1 In view of the above discussion, E. J. Brown’s statement that
“the stories *Afrika” and "Ela’ contrive an impression of the dialect
spoken in the fishing villages of the far north™ was highly misleading
in its implication that Zamjatin had used the same stylistic tech-
niques all through his carcer. See [338], 33,

121186] and [421], dated “Moskva, fijen [October] 1927."

"2 1468], 8.

"M Bic¢ Bozij (exposé romana),” ZA4 2:49-58.

R T4217.
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A Chronology of Zamjatin's Prose Fiction

EARLY PERIOD, 1908-1917

24

. Odin

Devuska
Uezdnoe; povest’
Aprel’

Neputevyj

. Tri dnja; oferk

Crevo

. Na kulickax; povest’

. StarSina
10.
1L
12.
13:
14.

MIDDLE PERIOD, 1917-1921
15.
1 6.
iy
18.
19.
20.
21
22.
23

Alatyr’; povest’
Krjazi
Pis'menno
Afrika

Pravda istinnaja

Ostrovitjane; povest’

O svjatom grexe Zenicy-devy

Zemlemer

Lovec celovekov
Drakon

Glaza

Znamenie

Na divane

Sneg

Tramvaj

(excluding fables)
FIRST

PUBLISHED

IN

WRITTEN RUSSIAN
1908 1908
1910 1910
1911-12 1913
1912 1915
1913 1914
1913 1914
1913 1915
1913-14 1914
1914 1915
1914 1915
1915 1916
1916 1916
1916 1916
1917 1917
1917 1918
1917 1917
1017 1918
1917-18 1922
1918 1918
1918 1918
1918 1018
1918 1918
1918 1918
1918 1918



CHRONOLOGY OF ZAMIATIN'S PROSE FICTION 231
FIRST
PUBLISHED
MIDDLE PERIOD, IN
1917-1921—-(Cont’d.) WRITTEN RUSSIAN
25. Zverjata 1918 1918
26. Kolumb; dve glavy iz povesti 1918 1918
27. Spodrucnica greSnyx 1918 1922
28. Sever; povest’ 1918 1922
29. Detskaja 1920 1922
30. Mamaj 1920 1921
31. Tulumbas. Poslanie
smirennogo Zamutija 1920 1921
32. Pefcera 1920 1922
33. O tom, kak iscelen byl
inok Erazm 1920 1922
34. My: roman 1920-21 1927
TRANSITIONAL PERIOD, 1922-1927
35. Vse; otryvok iz povesti 1922 1922
36. Rus’ 1922 1923
37. Kuny 1922 1923
38. Rasskaz o samom glavnom 1923 1924
39. O Cude, proissedsem v
Pepel’'nuju Sredu 1923-24 1926
40. Iks 1926 1926
41. Slovo predostavljaetsja
tovariS¢u Curyginu 1926 1927
42. Zitie Bloxi . . . 1926 1929
43. Privetstvie ot Mestkoma
pokojnyx . 1927 1962
LATE PERIOD, 1928-1935
44. Ela 1928 1928
45. Desjatiminutnaja drama 1928 1928
46. Navodnenie 1929 1929
47. Muceniki nauki 1931 1962
48. Casy 1934 1939
49. Lev 19235 1939
50. Vstreca 1935 1939
51. Videnie mid-1930’s 1962
52. Bic Boizij; roman 1924-35 1939



A Bibliography of Zamialiana

No adequate bibliography of Zamjatin’s works and relevant second-
ary literature has previously been published. The few items included
m K. D. Muratova's Istorija russkoj literatury konca XI1X-nacala
XX veka; bibliograficeskij ukazatel’ (Moskva-Leningrad, 1963) are
woefully inadequate, and the exclusion of a section on Zamjatin
from the current six-volume Russkie sovetskie pisateli prozaiki;
bibliograficeskij ukazatel’ (Leningrad, 1959- ) indicates that no
bibliography from Soviet sources will be forthcoming soon. Although
the four-volume Sobranie sodinenij (Moskva, 1929) contains much
of Zamjatin's prose fiction, it is far from complete. The critical in-
vestigator must search out materials on his own by referring to a
myriad of lhterary historics and general bibliographies, many of
which are outdated or highly selective. The following 1s an attempt
to remedy this situation and, while making no claim to completeness
except in Section [, is the single most extensive bibliography of Zam-
jatiana published to date.

Section I, which comprises all of Zamjatin’s published works, as
well as his unpublished plays and some letters, has been subdivided
mto archives, monographs, prose fiction, fables, plays, essays, re-
views, autobiographies, letters, and edited works. The month of
publication has been determined by consulting KniZnaja letopis’, re-
view literature, and advertisements, Although the resultant chrono-
logical order is admittedly approximate, the reader can reasonably
assume that the works were already in circulation by the date in-
dicated.

Section I, which comprises published translations of Zamjatin’s
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works, is intended as a guide for persons who do not read Russian,
future translators, and comparativists interested in Zamijatin’s re-
ception and influence abroad.

The secondary materials listed in Section IIT include works on
Zamjatin, general works which mention him, reviews, and a list of
other works cited in my discussion of the campaign against the VSP.
Although articles on Zamjatin in Western encyclopedias have been
plagued by factual inaccuracies, they may prove of use to compara-
tivists’ reception studies and therefore are included in Section IIL
Introductions to all Russian-language editions of Zamjatin's works
are listed, but brief translators’ introductions are not, unless they
are of special interest. Even the most cursory mentions of Zamjatin
in Soviet sources are included because of their value in determining
Zamijatin's position in Russian letters and the critical attitudes to-
ward him, but most cursory mentions in Western sources are ex-
cluded. Some one hundred anonymous announcements and factual
references in literary chronicles have been omitted, but they are
listed in the bibliography of my dissertation [460]. Among the gen-
eral works in Section I11, page references are provided for the Rus-
sian books, which usually lack indexes, but they are not given for
indexed Western scholarly studies. Titles of review articles are cited
only when they differ from the work reviewed (many reviews of es-
says and stories bear the titles of the journals in which Zamjatin’s
works originally appeared). The code ZA4 is explained in [1]. Items
which I have been unable to examine are marked with asterisks, as
in [2]*.

I. THE WORKS OF EVGENIJ IVANOVIC ZAMJATIN

Archival Materials

[1] Archive of Russian and East European History and Culture,
Columbia University, New York City. Zamjatin Collection
(1923-1936). References in the footnotes and bibliography
are to materials on microfilm and are identified by the code
ZA, followed by the folio number and then the frame number
(folio title page has been counted as zero).

[2]* Central’nyj gosudarstvennyj arxiv literatury i iskusstva SSSR
(CGALI), Moskva, fond 1776, 10 edinic xranenija (1920-
1927).

[3]* Gosudarstvennaja publiénaja biblioteka imeni M. E. Salty-
kova-S¢edrina (GPB), Leningrad, fond 292, 25 edinic xra-
nenija (1892-1931).

[4]* Institut mirovoj literatury imeni M. Gor'’kogo Akademii nauk
SSSR (IMLI), Moskva, fond 47, 625 edinic xranenija (1903—
1932).
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Monographs listed chronologically by date of publication

[5]
[6]

[7]

[8]*
9]
[10]*

[11]

[12]
[13]
[14}*
[15]
[16]

[17]

[15]

[19]

[20]*
[21]
[22]

[23]

Uezdnoe; povest’. Moskva: Sovremennye problemy, 1916.
145 pp. [Pub. Oct. 1915.]

Uezdnoe; povesti i rasskazy, Tom 1. Petrograd: M. V. Popov,
1916. 197 pp. [Pub. Feb.] Contents: Uezdnoe, Neputevyj,
Crevo, Alatyr’, StarSina, Krjazi.

Vereiki. Petrograd: Artel’ xudoznikov Segodnja, [1918]. 7
pp. [Pub. June.] Contents: Na divane, Zverjata, Tramvaj,
Sneg.

Krjazi. Petrograd: Kolos (Korobejnik. Ctenie dlja goroda i
derevni, No. 8), 1918, 31 pp. [Pub. Sept.]

Gerbert Uells. Peterburg: Epoxa, 1922, 47 pp. [Pub. Jan.]
Contents: Gerbert Uells, Genealogiceskoe derevo Uellsa.
Crevo; rasskaz. Zemlemer; rasskaz. Peterburg: Epoxa, 1922.
48 pp. [Pub. May.]

Ostrovitjane; povesti [ rasskazy. Peterburg-Berlin: Z. 1. Grze-
bin, 1922. 168 pp. [Pub. June.] Contents: Ostrovitjane, Lovec
celovekov, Sever, Zemlemer, Drakon, Mama,, Pescera, Glaza.
Robert Majer. Berlin-Peterburg-Moskva: Z. 1. Grzebin,
1922, 72 pp. [Pub. Aug,]

T'ri dnja. Petrograd: Byloe, 1922, 27 pp. [Pub. Aug.]

Tri dnja; ocerk. Kursk: Knigoizdatel'skoe tovariscestvo pri
Kurskom Gubkome R.K.P.(B), 1922, 32 pp. [Pub. Nov.—
Dec.]

Ogni yvjatogo Dominika. Berlin: Slovo, 1922, 59 pp. [Pub.
Dec. ]

() tom kak iscelen byl inok Erazm. [Otrok replaces inok on
cover.| Berlin: Petropolis, 1922, 46 pp. [Pub. Jan, 1923.]
Bol'sim detjam skazki. Berlin-Peterburg-Moskva: Z. 1. Grie-
bin, 1922. 47 pp. [Pub. 1923.] Contents: twenty fables (see
Fables, [93]-[112]).

Ruy’, 1sted. Petrograd: Akvilon, 1923, 23 pp. plus 23 plates.
[Pub. March.] 2nd ed. [Petrograd: Akvilon, 1923]. 38 pp.
Pod redakeiej i so vstupleniem V. Zavalisina.
Ostrovitjane;, povesti | rasskazy. Berlin-Peterburg-Moskva:
Z. 1. Grzebin, 1923, 190 pp. [Pub. April.] Contents: same as
[11)

Mamaj. Zemlemer. Petrograd: [1zd. Frenkelja], 1923, 32 pp.
[Pub. May.]

Ogni svjatogo Dominika, p'esa v Cetyrex dejstvijax. Petro-
grad: Mysl’, 1923, 46 pp. [Pub. June.]

Uezdnoe: povesti i rasskazy. Tom 1. 2nd ed. Moskva-Peter-
burg: Krug, 1923, 170 pp. [Pub. July.] Contents; same as [6].
Na kulickax; povesti i rasskazy. Petrograd-Moskva: Petro-
grad, 1923, 152 pp. [Pub. Sept.] Contents: Na kulickax, Zna-
menie, Afrika, Detskaja, Pis’'menno, Aprel’, Pravda istinnaja.
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[24]

[25]

[26]
[(27]*

(28]

[29]

[30]

[31]

[32]

[33]

[34]

[35]

[36]

Na kulickax; rasskazy. Berlin: Z. 1. GrZebin, 1923, 143 pp.
[Pub. Dec.] Contents: Na kulickax, Znamenie, Detskaja,
Spodruénica greSnyx, Pravda istinnaja (entitled * * *), Af-
rika, Pis'menno.

Bloxa; igra v Cetyrex dejstvijax. Leningrad: Mysl', 1926. 98
pp. [Pub. Nov. 1925.] Contents: Predislovie [Zamjatina],
Bloxa, PriloZenie [Programma Bloxi v MXAT 2-m].
Obicestve pocetnyx zvonarej; tragikomedija v 4-x dejstvijax.
Leningrad: Mysl’, 1926. 91 pp. [Pub. Feb.]

Na kuli¢kax; povest', Moskva-Leningrad: Gos. izd. (Univer-
sal'naja biblioteka No. 39-40), 1926. 128 pp. [Pub. March.]
Fonar', rasskaz. Moskva-Leningrad: Gos. izd. (Universal'-
naja biblioteka No. 115), 1926. 64 pp. [Pub. Aug.] Contents:
Sever.

Necestivye rasskazy. Moskva: Krug, 1927. 179 pp. [Pub.
May.] Contents: Rasskaz o samom glavnom; lks; Spodrucnica
gresnyx; Rus’; O tom, kak iscelen byl inok Erazm; O ¢ude,
proissedsem v Pepel'nuju Sredu; D’jacok; Bog.

Uezdnoe; povesti, teatr. (Sobranie socinenij, Tom 1.) Moskva:
Federacija, 1929. 256 pp. [Pub. Jan.] Contents: Avtobiogra-
fija [1929], Uezdnoe, Alatyr’, [novoe] Predislovie [k Bloxe],
Bloxa, PriloZenie k “Bloxe.”

Na kulickax; povesti, rasskazy. (Sobranie socinenij, Tom IIL.)
Moskva: Federacija, 1929, 286 pp. [Pub. Feb.] Contents: Na
kulickax, Neputevyj, Crevo, Znamenie, Aprel’, Spodrucnica
gresnyx, Pis’'menno, Krjazi, Starfina, Pravda istinnaja.
Ostrovitjane; povesti, rasskazy, teatr. (Sobranie socinenij,
Tom III.) Moskva: Federacija, 1929. 324 pp. [Pub. Mar.]
Contents: Ostrovitjane, Lovec Celovekov, Zemlemer, Dets-
kaja, Mamaj, Pescera, Glaza, Rasskaz o samom glavnom,
Ogni svjatogo Dominika.

Sever; povesti, rasskazy, skazki. (Sobranie socinenij, Tom
IV.) Moskva: Federacija, 1929. 287 pp. [Pub. Apr.] Con-
tents: Sever; Afrika; Ela; Rus’; Iks; Slovo predostavljaetsja
tovaris¢u Curyginu; Tri dnja; O tom, kak iscelen byl inok
Erazm; O cude, proisSedSem v Pepel'nuju Sredu; Bog; Petr
Petrovic; D’jacek; Angel Dormidon; Elektricestvo; Kartinki;
Drjan’-mal’¢iSka; Xeruvimy; Bibliografija.

Zitie Bloxi ot dnja cudesnogo ee roZdenija i do dnja priskorb-
noj konciny, Leningrad; Knigoizdatel'stvo pisatelej, 1929, 37
pp. [Pub. Oct.]

Navodnenie, Leningrad: Knigoizdatel'stvo pisatelej, 1930. 68
pp. [Pub. Aug.]

Bi¢ BoZij; roman. Pariz: Dom knigi; n.d. 125 pp. [Pub. May
1939.] Contents: Anon., “[Biografija]™; Bi¢ Bozij; Casy; Lev;
Desjatiminutnaja drama; Vstreca.
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[37] My. N'ju-Jork: Izdatel'stvo imeni Cexova, 1952. 200 pp.
Contents: V. Aleksandrova, “Evgenij Zamjatin”; My.

[38] Lica. N'ju-Jork; Izdatel'stvo imeni Cexova, 1955, 285 pp.
Contents: Ot izdatel’stva, Aleksandr Blok, Fedor Sologub.
Cexov, L. Andreev, Vstreci s B. M. Kustodievym, Andrej
Belyj, M. Gor'kij, Anatol’ France (Nekrolog), Gerbert Uglls,
Genealogiceskoe derevo Uellsa, O'Genri, Ricard Brinsli Seri-
dan, Zavtra, Cel’, Ja bojus’, Novaja russkaja proza, O segod-
njasnem i o sovremennom, O sintetizme, O literature, revolju-
cii 1 entropii, Dlja sbornika o knige, Zakulisy, Pis’mo Stalinu,

[39] Povesti i rasskazy. Mjunxen: Central'noe ob’edinenie po-
liticeskix emigrantov iz SSSR (COPE), 1963. 320 pp. Con-
tents: M. Slonim, “Pisatel’ 1 ego tvorcestvo™; Avtobioarafija
[1929], Uezdnoe, Spodrucnica gresnyx, Sever, Lovec Celove-
kov, PeS¢era, Mamaj, Rus’, Russkaz o samom glavnom, Iks,
Navodnenie, Lev, Vstreca, Bi¢ Bozij, Knigi Zamjatina.

[40]  My; roman. Nju-Jork: MeZzdunarodnoe literaturnoe sodru-
zestvo, 1967, 225 pp. Contents: Evgenija Ziglevi¢, “My i
my": My; Vladimir Bondarenko, *Veka i desjatiletija.”

[40A] Lica. Nju-Jork: MeZzdunarodnoe literaturnoe sodruzestvo,
1967, 311 pp. Contents; same as [38] with the omission of
“Ot izdatel’'stva™ and the addition of essays by M. Korjakov,
“Lica i xari,” and V. Bondarenko, “Evgenij Zamjatin 1 s$o-
vetskij period russkoj literatury,”

Prose fiction (ocerki, povesti, rasskazy, romany), excluding fables
(skazki). listed chronologically by date of first publication (genre is
rasskaz unless indicated otherwise). Reprinting in monographs al-
ready listed are cited only by bracketed number; other reprintings
are cited in full. See page 229 for a chronological list by date of
wriling.
[41] *Odin.” Obrazovanie. No, 11 (November 1908), 17-48.
[42] “Devuska.” Novyj Zurnal dija vsex. No. 25 (November 1910),
2568,
[43] “Uezdnoe; povest’.” Zavety. No. 5 (May 1913), 46-99. Re-
printed in [5], [6], [22], [30], [39].
a. Excerpts entitled “Komu na Rusi it xoroso.” Bjulleteni
literatury i Zizni. No. 1 (September 1913), 10-16.
[44] “Neputevyi.” EZemesjacnyf Zurnal, No. 1 (January 1914), 8-
16, Reprinted in [6], [22], [31].
a. Excerpts entitled “Senja.” Bjulleteni literatury i Zizni. No,
12 (February 1914), 714-719,
[45] “Tri dnja; iz proslogo [ocerk].” EZemesjacnyj zurnal. No. 2
(February 1914), 37-46. Reprinted in [13], [14], [33].
[46] “Na kulickax; povest’.” Zavety. No. 3 (March 1914), 35-
109, Reprinted in [23], [24], [27], [31].
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[47]
[48]

[49]

[50]

[51]

[52]

[53]
[54]
(53]
[56]
[57]

[58]

[59]

[60]
[61]
[62]

[63]
[64]

a. APmanax arteli pisatelej Krug.1.Moskva-Peterburg: Krug,
1923, 535133, [Pub, Jan.]

b. Excerpt entitled “Bozij zevok.” Volja Rossii. No. 15 (Sep-
tember 15, 1923), 1-3.

“Starsina.” EZemesjacnyj Zurnal. No. 1 (January 1915), 36—

38. Reprinted in [6], [22], [31].

“Aprel.” Sevremennik, No. 4 (April 1915), 12-19. Re-

printed in [23], [31].

“Crevo.” Russkie zapiski. No. 4 (April 1915), 158-170. Re-

printed in [6], [10], [22], [31].

a.* Nedelja [sbornik], Petrograd; Vestnik znanija, 1916.

“Alatyr’; povest’.” Russkaja mysl’. No. 9 (September 1915),

9-38. Reprinted in [6], [22], [30].

“Krjazi.”” Zamjatin. Uezdnoe. Petrograd: M. V. Popov, 1916,

185195, [Pub, Feb.] Reprinted in [8], [22], [31].

a, Red’. No. 99 (April 10, 1916), 4.

“Pis'menno.” Birievve vedomosti (utrennij vypusk). No.

15,454 (March 21, 1916), 2. Reprinted in [23], [24], [31]

a.* Korobejnik [sbornik]. Petrograd, 1918.

b. Volja Rossii. No. 15 (September 15, 1923), 3-6.

“Afrika.” Severnye zapiski. No. 4/5 (April-May 1916), 1-

10, Reprinted in [23], [24]. [33].

“O svjatom grexe Zenicy-devy. Slovo poxval’'noe.” Delo na-

roda. No. 181 (October 15, 1917), 5.

“Pravda istinnaja.” Novaja Zizn'. No. 210 (December 24,

1917), 5. Reprinted in [23], [24], [31].

“Ostrovitjane; povest’.” Skify, 1I. S.-Peterburg: Skify, 1918,

119-163. [Pub, Jan.] Reprinted in [11], [19], [32].

“Zemlemer.” EZemesjacnyj Zurnal. No. 1 (January 1918),

65-74. Reprinted in [10], [11], [19], [20], [32].

“Glaza.” Novaja Zizn’. No. 39 (March 10, 1918), 2. Reprinted

n [11], [19], [32].

a. Sobac’ja dolja; peterburgskij sbornik rasskazov. Berlin:
Slovo, 1922, 9-15. [Pub. Jan.]

“Drakon.” Delo naroda.* [Spring] 1918. Reprinted in [11],

[19].

a. Modern Russian Short Stories. Edited by G. Gibian and
M. Samilov. New York, Evanston, and London: Harper
and Row, 1965, 125-126.

“Znamenie.” Mysl', 1. Petrograd: Revoljucionnaja mysl’,

1918, 78-89. [Pub. May.] Reprinted in {23], [24], [31].

“Na divane.” Zamjatin, Vereiki. Petrograd: Artel’ xudozni-

kov Segodnja, [1918] 3. [Pub. June.]

“Zverjata.” Ibid., 4.

“Tramvaj.” Ibid., 5.

“Sneg.” Ibid., 6.
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[68]

[69]

[70]
[71]

[72]

[74]

[75]
[76]

[77]
[78]

[79]
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“Kolumb; dve glavy iz povesti.” Pred rassvetom; sbornik
dlja naroda. Petrograd: Kul'tura i svoboda, 1918, 26-30.
[Pub. Sept.]

“Mamaj.” Dom iskusstv. No. 1 (1921), 7-11. [Pub. Jan.] Re-

printed in [11], [19], [20], [32], [39].

a. Modern Russian Short Stories. Edited by G. Gibian and
M. Samilov. New York, Evanston, and London: Harper
and Row, 1965, 127-135,

“Tulumbas: poeslanie smirennogo Zamutija, episkopa obez’-

janskogo.” Zapiski mectatelej. No. 2/3 (1921), 177-179.

[Pub. June]

Lovec celovekov.,” Dom iskusstv. No. 2 (1921), 3-14, [Pub.

Feb. 1922] Reprinted in [11], [19], [32], [39].

“Pescera.” Zapiski mectatelej. No, § (1922), 82-89. [Pub.

Feb.] Reprinted in [11]. [19]. [32], [39].

a.* Goloy Rossii (Berhin), July 23, 1922,

b. Literaturnaja Rossija. Edited by V. Lidin, Moskva:

Novye vexi, 1924, 72-83. [Pub. Aug.]
¢.  Russian Stories. Edited by G. Struve. New York: Bantam
Books, 1961, 292-312.

“Vse; otryvok 1z povesti.” Vestnik literatury. No. 2/3 (1922),

15-16.

“Spodrucnica gresnyx.” Peresvet, 11. Moskva: N. V. Vasil'ev,

1922, 25-30. [Pub. Apr.] Reprinted in [24], [29], [31]. [39].

“Sever: povest’.” Peterburgskij al’manax, 1. Peterburg-Berlin:

Z. 1. Grzebin, 1922, 73—121. [Pub. by July.] Reprinted in

[11], [19]; [284, [33], [39].

“Detskaja.” Sovremennye zapiski. No. 12 (September 30,

1922), 42-52. Reprinted in [23], [24], [32].

a.* Petrograd, literaturnyj al’'manax, 1. Petrograd-Moskva:

Petrograd, 1923, 6—135. [Pub. Sept.]

“0 tom, kak iscelen byl inok Erazm.” Zamjatin, O tom, kak

iscelen byl inok Erazm. Berlin: Petropolis, 1922, 5-46. [Pub.

Jan. 1923.] Reprinted in [29], [33].

a. Russkij sovremennik. No. 4 (1924), 43-55.

“Kuny.” Ressija. No. 5 (January 1923), 1-3.

“Rus’.” Zamjatin, Rus'. 1st ed. Petrograd: Akvilon, 1923,

7-23. [Pub. Mar.] Reprinted in [29], [33], [39].

“Rasskaz o samom glavnom.” Russkij sovremennik. No. |

(1924), 11-39. Reprinted in [29], [32], [39].

“0 cude, proissedsem v Pepel'nuju Sredu.” Novaja Rossija.

No. 1 (January 1926), 57-62. Reprinted in [29], [33].

“1ks.” Novaja Rossija. No, 2 (February 1926), 49-62. Re-

printed in [29], [33], [39].

a. Volja Rossii. No, 8/9 (1926), 3-21.
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(80]

[81]

[82]

[83]

[84]

[85]
[86]
(87]
[88]
[89]
[90]

[91]

[92]

“My; roman.” Velja Rossii. No. 2 (February 1927), 3-33;

No. 3 (March 1927), 3-32; No. 4 (Apnl 1927), 3-28. [Many

alterations, chapter 14 omitted.] Reprinted in [37], [40].

“Slovo predostavljaetsja tovariiéu Curyginu.” Al'manax ar-

teli pisatelej Krug, V1. Moskva-Leningrad: Krug, 1927, 145-

154, [Pub. July.] Reprinted in [33].

“Ela,” Pisateli Krvmu: literaturnyj al’'manax, Moskva: Ko-

mitet sodejstvija bor'be s posledstvijami zemletrjasenija v

Krymu pri Narkomzdrave RSFSR, 1928, 9-34. [Pub. May.]

Reprinted in [33].

a, Grani, No. 51 (1962), 43-59.

“Desjatiminutnaja drama.” Dni (Paris). No. 1459 (June 24,

1928), 2. Reprinted in [36].

a.* Gul zemli; literaturno-naucnyj i xudoZestvennyj sbornik.

Leningrad: Krasnaja gazeta, 1928, [Pub. Oct.]

“Navodnenie.” Al'manax Zemlja i fabrika, IV. Moskva: Z1F,

1929, 217-250. [Pub. Mar.] Reprinted in [35], [39].

a, Grani. No. 32 (October—December 1956), 71-89,

“Zitie Bloxi.” Zamjatin, Zitie Bloxi . . . Leningrad: Knigo-

izdatel'stvo pisatelej, 1929, 11-32. [Pub. Oct.]

“Bi¢ Bozij; roman.” Zamjatin. Bi¢ BoZij; roman, Pariz: Dom

knigi, n.d. [pub. May 1939], 13-93. Reprinted in [39].

“Casy."” Ihid., 94—104.

“Lev.” Ibid., 105-111. Reprinted in [39].

a. Russian Short Stories. Edited by J. Iwanik. Boston: D. C.
Heath, 1962, 101-107.

“Vstreca.” Zamjatin, Bi¢ BoZij, 117-123. Reprinted in [39].

“*Muceniki nauki.” Novyj Zurnal. No. 67 (March 1962), 12—

23,

“Privetstvic ot Mestkoma pokojnyx pisatelej [excerpts].”

Grani. No. 51 (1962), 81 [written in collaboration with Mixail

Zos¢enko].

“Videnie.” Masty. No. 9 (1962), 17-20.

Fables (skazki), listed alphabetically with date of writing and of first
publication, if known. All twenty fables were published in the book
Bol'Ssim detjam skazki (Berlin-Petrograd-Moskva: Z. I. Grzebin,
1922), which was in Griebin’s hands in manuscript form by 1920.

[93]
[94]

[95]
[96]

[97]

“Angel Dormidon.” Novaja Zizn'. No. 83 (May 4, 1918), 1.
[Written 1916.] Reprinted in [33].

“Arapy.” Peterburgskij sbornik; poéty i belletristy. Peterburg:
Letopis’ Doma literatorov, 1922, 43. [Pub. Apr.]

“Bjaka 1 Kaka.”

“Bog.” Letopis’. No. 4 (April 1916), 46—47. [Written 1915.]
Reprinted in [29], [33].

“Cerkov’ Bozija.” Peterburgskij sbornik; poéty i belleiristy.
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[98]
[99]

[100]

[101]

[102]
[103]

| 104]
[105]

[106]
[107]
[108]
[109]
[110]
[111]

[112]
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Peterburg: Letopis’ Doma literatorov, 1922, 41-42. [Pub.
Apr.]

“Cetverg.” Gazeta-Protest Sojuza russkix pisatelej [odno-
dnevnaja petrogradskaja gazeta]. November 26, 1917, 2.
“D’jacek.” Letopis’. No. 4 (April 1916), 48—49, [Written
1915.] Reprinted in [29], [33].

“Drjan™-mal’¢iSka.” Originally published as “Pet’ka.” Le-
fopis’. No, 4 (April 1916), 50. [Written 19135.] Reprinted
in 335k

“Elektricestvo.” Delo naroda.® 1918, [Written 1917.] Re-
printed in [33].

“Ivany.”

“Kartinki.,” Prjanik osiroteviim detjam. Petrograd: A. D.
Baranovskaja, 1916, 72. [Written 1916.] Reprinted in [33].
“Ognennoe A.” Novaja zizn'. No. 106 (June 2, 1918), 2.
“Pervaja skazka pro Fitu.” Originally published as “Fita.”
Delo naroda. No. 198 (November 3, 1917), 2.

“Petr Petrovic.” [Written 1916.] Reprinted in [33].
“Poslednjaja skazka pro Fitu.”

“Tret'ja skazka pro Fitu.” Originally published as “Malen’-
kij fel'eton; dejamija Fity.” Delo naroda. No. 218 (Novem-
ber 24, 1917), 2-3.

“Vioraja skazka pro Fitu.” Originally published as “Dejantja
Fity." Delo naroda, No, 206 (November 11, 1917), 1.
“Xaldej.”

“Xeruvimy.” Delo naroda. No. 232 (December 14, 1917),
1. [Written 1917; much shortened in later versions.] Re-
printed in [33].

“Xrjapalo.”

Plays, listed chronologically by date of writing, with dates of first
publication and first performance, if known,

[113]

[114]

[115]

[116]

“*Ogni svjatogo Dominika: p'esa v cetyrex dejstvijax.” Li-
teraturnaja myst'; al'manax, 1. Peterburg: Mysl’, 1922
[*1923" on cover], 37-61. Reprinted in [15], [21], [32].
Written 1920, not performed.

“Bloxa; igra v Cetyrex dejstvijax.” Zamjatin. Bloxa. Lenin-
grad: Mysl’, 1926, 7-94. Reprinted in [30], Written in 1924
as an adaptation of N. Leskov's story “Levsa.” First per-
formed by MXAT 2-j on February 11, 1925.

“Obscestvo pocetnyx zvonarej: tragikomedija v Cetyrex
dejstvijax.” Zamjatin. Obicestva pocetnyx zvonarej. Lenin-
grad; Mysl', 1926, 5-90, Written in 1924 as an adaptation
of Zamjatin’s tale “Ostrovitjane.” First performed by the
Mixajlovskij Theater on November 21, 1925,

“Atilla; tragedija v Cetyrex dejstvijax.” Novyj zurnal. No.
24 (1950), 7-70. Written in 1925-1927, not performed.
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[117]* “Pescera.” Unpublished., Written in 1927 as an adaptation
of Zamjatin's story “PesCera.” First performed by the Vax-
tangov Theater in 1927-1928[7?].

[118]* “Istorija goroda Glupova.” Unpublished. Written in 1927 as
an adaptation of M. Saltykov-8¢edrin’s novel of the same
name. First performed by the Mejerhol’d Theater in 1927-
1928[?] and then by the Baku People’s Theater in 1928-
1929,

[119]* “Sensacija.” Unpublished. Written in 1929 as an adaptation
of Ben Hecht and Charles MacArthur’'s The Front Page.
First performed by the Vaxtangov Theater on May 29, 1930.

[120] *“Afrikanskij gost’; neverojatnoe proissestvie v trex ¢asax.”
Novyj Zurnal. No. 73 (1963), 38-95. Written in 1929-
1930, not performed.

Essays (stat’i. predislovija), listed chronologically by date of first
publication, with date of writing, if known. The posthumous collec-
tion Lica [38] included twenty-one of these essays, five of which
apparently were being published for the first time. The pagination
of Zamijatin's articles in the new edition of Lica [40A], published
after this biography was compiled, is identical to that in [38].

[121] “Elizaveta Anglijskaja.” Novaja Zizn’, No. 7 (January 11,
1918), 1.

[122] *“O belom ugle™ (signed: InZ. Ev. Z.). Novaja Zizn’. No. 103
(May 30, 1918), 1.

[123] *“Skity h?” (signed: Mix. Platonov). Mvsl’, 1. Petrograd:
Revoljucionnaja mysl’, 1918, 285-293,

[124]* “[Title unknown]” (signed: Mix. Platonov). In the collection
Iz nedavnego proslogo. Peterburg, 1919,

[125] “Zavtra.” In the collection*® V' zascitu celoveka. Peterburg,
1919. Reprinted in Lica [38], 171-174.

[126] “Predislovie.” In Dzek London. Syn volka i drugie rasskazy.
Peterburg: Vsemirnaja literatura, 1919, 5-9. [Pub. Sept.
25.1

[127] *Predislovie.” In Gerbert Uells. Vojna v vozduxe (Izhrannye
socinenija, 1X). Peterburg: Vsemirnaja literatura, 1919, 7—
13. [Pub. Sept. 28.]

[128] “G. D. Uells.” In G. D. Uélls. Masina vremeni. Peterburg:
Vsemirnaja literatura, 1920, 5-14. [Pub. Feb. 5.]

[129] *“O romane Ma¥ina vremeni.” Ibid., 15=-20.

[130] “Uells.” Vestnik literatury, No. 11 (1920), 16—17.

[131] “Ja bojus’.” Dom iskusstv, No. 1 (1921), 43-45. [Pub. Jan.
1921; “1920" on cover.] Reprinted in Lica [38], 183-190.

[132] “Koncina A. A. Bloka.” Zapiski mectatelej. No. 4 (1921).
11. [Pub. Aug.]

[133] “Gerbert Uells.” In Zamjatin. Gerberr Uélls. Peterburg:



[140]

[141]

[142]
[143]

[144]

[145]
[146]
[147]
[148]

[149]
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Epoxa, 1922, 5-40. [Pub. Jan.] Reprinted in G. Uglls. Ar-
mageddon [220a], 7-35, and in Lica [38], 103-138.
“Genealogiceskoe derevo Uéllsa.” In Zamjatin, Gerbert
Uélls, 41-47. Reprinted in G. Uells. Armageddon [220a],
35—41, and in Lica [38], 139-146.

“Serapionovy brat’ja.”" Literaturnye zapiski. No. 1 (May 25,
1922), 7-8.

“Predislovie.” In Gerbert Ueélls. Neugasimyj ogon’. Peter-
burg: Gos, 1zd. Vsémirnaja literatura, 1922, 7-12. [Pub.
July.]

“Predislovie.” In Gerbert Uells, Nevidimka. Peterburg: Gos.
izd. Vsemirnaja literatura, 1922, 5-8. [Pub. July.]

“A. P. Cexov.” In A. P. Cexov. Izbrannye soéinenija, 1.
Berlin-Peterburg-Moskva: Z. 1. Grzebin, 1922, v—xxiii.
[Pub. Sept.]

“L. Andreev.” [Written 1919.] Kniga o Leonide Andreeve.
Berlin-Peterburg-Moskva: Z. 1. Grzebin, 1922, 105-109,
[Pub. Sept.] Reprinted in the second expanded edition in
1922, 167-173, and in Lica [38], 51-56.

“Robert Majer.” In E. Zamijatin. Robert Majer. Berlin-Pe-
terburg-Moskva: Z. 1. Grzebin, 1922, 5-72. [Pub, Sept.]
“0O sintetizme.” In Ju. P. Annenkov. Portrety. Tekst E. Zam-
jatina, M. Kuzmina, M, Babencikova. Peterburg: Petropolis,
1922, 19-40. Reprinted in Lica [38], 231-243, and Ju.
Annenkov, Dnevnik moix vstre¢, 11. N'ju-Jork: Mezduna-
rodnoe literaturnoe sodruzestvo, 1966, 12-19,

“Predislovie k rasskazu ‘Kirasir Kjuvel’e' Z. Djuamelja”
(signed: E. Z.). Sovremennyj zapad. No. 1 (1922), 6.
“Predislovic k rasskazu ‘lIgra cikad® G, Mejrinka" (signed:
E. Z.). Sovremennyj zapad. No. 1 (1922), 54.
“Predislovie.” In O. Genri. Rasskazy. Peterburg-Moskva:
Vsemirnaja literatura, 1923, 7-12. [Pub. Jan.] Entitled
“(Genri” in Lica [38], 147-154.

“Predislovie k novelle ‘Gercoginja’ K. Ed3mida™ (signed:
E. Z.). Sovremennyj zapad. No. 2 (1923), 4.

“Predislovie k p'ese ‘Nacinaetsja’ B. So” (signed: E. Z.).
Sovremennyj zapad, No. 2 (1923), 75=T6.

“Erenburg.” Rossija. No. 8 (April, 1923), 28. A condensed
version was mncluded i [148].

“Novaja russkaja proza.” Russkoe iskusstvo. No. 2/3
(1923), 57-67. Reprinted in Lica [38], 191-210.

“0) literature, revoljucii, éntropii i o procem.” [Written Oct.,
1923.] Pisateli ob iskusstve § o sebe; shornif statej. No. 1.
Moskva-Leningrad: Krug, 1924, 65-75. Reprinted in Lica
[38], 245-256.
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[150]
[151]

[152]

[153]

[154]
[153]

[156]

[157]
[158]
[159]
[160]
[161]
[162]
[163]
[164]
[165]
[166]
[167]
[168]

“Anatol’ Frans,” Sovremennyj zapad. No. 2 (6) (1924), 202—-
203. Reprinted in Lica [38], 99-102.

“0O segodnjasnem 1 o sovremennom.” Russki] sovremennik.
No. 2 (1924), 263-272. Reprinted in Lica [38], 211-230.
“Vospominanija o Bloke.” Russkij sovremennik. No. 3
(1924), 187-194. Entitled “Aleksandr Blok” in Lica [38].
13-28.

“Belaja ljubov’.” Sovremennaja literatura; shornik statej.
Leningrad: Mysl’, 1925, 76-81. Originally a speech given
February 11, 1924, at the celebration of the fortieth anni-
versary of Sologub’s literary activity. Entitled “Fedor Solo-
gub” in Lica [38], 29-37.

“Predislovie.” In E. Zamjatin. Bloxa. Leningrad, 1926, 5-
6. Much revised in Uezdnoe [30], 175-176.

“Ko vsem pisateljam SSSR [otvet na anketu]”, Zizn' iskus-
stva. No. 45 (1926), 17.

“[Untitled article].” Kak my pifem; teorija literatury. Lenin-
grad: Izdatel'stvo pisatelej, 1930, 29-47. [Pub. Jan. 1931.]
Reprinted with several significant deletions in Lica [38],
259274, under the title “Zakulisy.”

“Ricard Brinsli Seridan. 1751-1816,” In R. B. Seridan.
Skola zloslovija, Moskva-Leningrad: Academia, 1931, 18-
29. Reprinted in Lica [38], 155-170.

“Vstreéi s B. M. Kustodievym.” [Wrntten 1928.] Novyj
Zurnal, No. 26 (1951), 183-192. Reprinted in Lica [38].
37-T2.

“Cexov.” Lica [38], 39-49. A speech given in February
1925 at an evening in memory of Cexov, under the auspices
of MXAT.

“Cel’.” [c. 1926.] Lica [38]. 175-181.

“Dlja sborntka o knige.” [Written Dec. 23, 1928.] Lica
[38]; 2X7,

“Andrej Belyj.” [Written 1934.] Lica [38], 73-80.

“M. Gor’kij.” [Written 1936.] Lica [38]. 81-98.
“Sovremennaja russkaja literatura.” Grani. No. 32 (Octo-
ber—December 1956), 90-101. A public lecture at the
Lebedjanskij narodnyj universitet on September 8, 1918.
“Psixologija tvorcestva.” [Written 1919-1920.] Grani. No.
32 (October-December 1956), 102-106,

“O moix Zenax, o ledokolax i o Rossil.” [Written 1932.]
Mosty, No, 9 (1962), 21-25.

“Moskva-Peterburg.” [Written 1933.] Novyj Zurnal. No. 72
(June 1963), 115-137,

“O sjuzete 1 fabule.” [Written 1919-1920.1 Novyj Zurnal.
No. 75 (March 1964), 148-156.
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[169] O jazyke.” [Written 1919-1920.] Novyj Zurnal. No. 77
(September 1964), 97-113.

Reviews (recenzii). listed chronologically.

[170] *“Energija. Sbornik pervyj i vtoroj” (signed: Evg. Z.). EZe-
mesjacnyj Zurnal, No. 3 (March 1914), 156-157.

[171]  *“Sirin. Sbornik pervyj vtoroj” (signed: Evg. Z.). EZemte-
sjacnyj zurnal. No, 4 (April 1914), 157-1358.

[172] *“Berngard Kellerman. Socinenija, Tom [-IV" (signed: Evg.
Z.). Ezemesjacnyj Zurnal. No. 5 (May 1914), 154.

[173] *Ra)” (signed: Mix. Platonov). Dom iskusstv. No. 2 (1921),
91-94,

[174]  “Grjaduicaja Rossija (Berlin)” (signed: Mix Platonov). Dom
iskusstv, No. 2 (1921), 94-96.

[175] *“Anglija 1 Amerika [review of James Joyce's Ulysses]”
(signed: E. Z.). Sovremennyj zapad, No, 2 (1923), 229,

[176] “Nik. Nikitin, Sejcas na zapade.” Russkij sovremennik. No.
2 (1924), 287-288.

Autobiographies, listed by date of publication, with subsequent re-
printings.
[177]  “Avtobiografija [1922],” published under various titles.
a. “"Molodaja Rossija: Avtobiografija E. Zamjatina.” Vest-
nik literatury. No. 2/3 (1922), 15.
b. “Pisateli o sebe: Eveg. 1. Zamjatin.” Novaja russkaja
kniga, No. 3 (March 1922), 42-43.
c. “E. I. Zamjatin o s¢be.” Rul’. No. 426 (April 9, 1922), 9.
[178] “Avtobiografija [1924]."
a. Literaturnaja Rossija. Edited by V. Lidin. Moskva:
Novye vexi, 1924, 69-71.
b. Pisateli; avtobiografii i portrety soveemennikov; shornilk,
Edited by V. Lidin. Moskva: Sovremennye problemy,
1926, 109-111, Second edition, 1928, 129-132.
c. Condensed version, E. F. Nikitina. Russkaja literatura ot
simvolizma do nafix dnej. Moskva: Nikitinskie subbot-
niki, 1926, 318-319.
[179] *“Avtobiograflija [1929].”
a. Uezdnoe [30], 1929, 5-19.
h. Povesti i rasskazy [39], 1963, 9-16.

I.etters, listed by date of writing. Addressces’ names are cited in the

language in which cach letter is written,

[180] “Juriju Annenkovu,” [1921]. *Socialisticeskij vestnik (New
York). June, 1954, Reprinted with [188], [193], [194].

[195], [197], and [199] in Grani. No. 51 (1962), 69-71,
82-84, 87-91, and in Ju. Annenkov. Dnevnik moix vstrec,
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[181]
[182]
[183]
[184]
[185]
[186]
[187]

[188]

[189]
[190]

[191]

[192]

(193]
1194]
[195]
[196]

[197]
[198]

[199]
[200]

I. Wiju-Jork: Mezdunarodnoe literaturnoe sodruzestvo.
1966, 258-260, 270273, 276-280.

“L'vu Luncu,” November 13, 1923. Novyj Zurnal, No, 82
(1966), 184186,

“L'va Luncu,” February 1, 1924, Novyj Zurnal. No. 83
(1966), 158.

“Lvu Luncu,” February 21, 1924. Novyj Zurnal. No, 83
(1966), 167-168.

“L'vu Luncu.” May 7, 1924. Novyj Zurnal. No. 83 (1966),
176-177.

“Avraamu Jarmolinskomu,” [December 1924], Unpub-
lished. Z4 5:124.

“*Avraamu Jarmolinskomu,” March 11, 1925, Unpub-
lished. Z4 5:130-131.

“Pis’'mo v redakciju,” [March 1928]. Zizn’ iskusstva. No.
11 (1928), 22.

“Pis’mo v redakciju,” September 24, 1929, Lireraturnaja
gazeta. No. 25 (October 7, 1929), 4. Reprinted in Volja Ros-
sit. No. 10/11 (October—November 1929), 190-192. See
[180].

“Pis'mo Stalinu,” June 1931. Lica [38], [40A], 276-282,
“To Cecil B. De Mille,” February 12, 1932, Unpublished.
Cecil B. De Mille Trust files.

“To Avrahm Yarmolinsky,” May 11, 1932. Unpublished.
LA 5:125-128.

“Pis'mo v redakeiju,” March 30, 1932. Literaturnaja gazeta.
No. 42 (September 17, 1932), 4, Reprinted in /zvestija. No.
259 (September 18, 1932), 4, and in Poslednie novosti.
No. 4199 (September 20, 1932), 5.

“Juriju Annenkovu,” September 30, 1932. See [180].
“Juriju Annenkovw,” October 14, 1932, See [180].

*“Juriju Annenkovu,” October 24, 1932, See [180].

“To Joan London Malamuth,” December 29, 1932, Unpub-
lished, ZA 5:115-116.

“Juriju Annenkovu,” November 6, 1933, See [180],
“Carlzu Malamutu,” May 14, 1935. Unpublished. ZA
3:117-120.

“Juriju Annenkovu,” August 12, 1935, See [180].

“To Charles Malamuth,” September 11, 1935, Unpublished.
ZA 5:122-123.

Works edited by Zamjatin.
Periodicals.

[201]
[202]

Dom iskusstv. Peterburg, 1921 (2 issues).
Russkij sovremennik. Leningrad-Moskva, 1924 (4 issues).
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Sovremennyj zapad. Peterburg-Moskva, 1922-1924 (6 is-
sues).

Books, arranged alphabetically by author.

204)

[205]

[206]

[207]

[208]

[209]

[210]

[211]

Cexov, Anton P. Izbrannye socinenija v trex tomax. Redak-
cija, vstupitel'naja stat’ja [138] i primecanija Evg. Zamja-
tina. Tom I. Berlin-Peterburg-Moskva: Z. 1. Grzebin, 1922,
375 pp. [Pub. Sept.]

Genri, O, Rasskazy. Pod redakciej i s predisloviem [144]
Evg. Zamjatina. Peterburg-Moskva: Gos. 1zd. Vsemirnaja
literatura, 1923. 251 pp. [Pub. Jan.]

London, Dzek. Liubhov' k Zizni i drugie rasskazy. Pod redak-
ciej 1 s primecanijami Evg. Zamjatina. Peterburg: Gos. izd.
Vsemirnaja literatura (Narodnaja biblioteka, vyp. no. 48),
1922, 124 pp. [Pub, Oct—Dec.]

London, Dzek. Put' moroznvx selne. Pod redakciej Evg.
Zamjatina, Peterburg: lzd. Vsemirnaja literatura pri Gos.
1izd. (Narodnaja bibliotcka, vyp. no. 43), 1920. 103 pp.
[Pub. May 24.]

London, Dzek, Svn velka [ drugie rasskazy. Pod redakciej 1
s predisloviem [126] Evg. Zamjatina. Peterburg: Izd. Vse-
mirnaja hteratura pri Narodnom komissariate po pros-
vesceniju (Narodnaja biblioteka, vyp. no, 13), 1919, 119
pp. [Pub. Sept. 25.]

London, Dick. Zakon belopo celoveka i drugie rasskazy.
Pod redakciej E. 1. Zamjatina, Peterburg: lzd. Vsemirnaja
literatura pri Narodnom komissariate po prosvesceniju (Na-
rodnaja biblioteka, vyp. no. 22), 1919. 87 pp. [Pub. Febru-
ary 3, 1920.]

Rollan, Romen. Teatr revoljucii. Redakcija E. Zamjatina.
Peterburg: Gos. izd. Vsemirnaja literatura, 1922, 218 pp.
[Pub. Aug.]

Seridan, Ricard, Skola zloslovija; komedija v pjati dejstvijax.
Redakcija i vstupitel'naja stat’ja [157] Eve. Zamjatina. Pre-
dislovie P, S. Kogana. Moskva-Leningrad: Academia, 1931,
176 pp. [Pub. Sept.]

Sinklér, Epton, Ad. Pod redakciej M. Lozinskogo 1 Evg.
Zamjatina, Moskva-Petrograd: Gos, izd. Vsemirnaja litera-
tura, 1923. 165 pp. [Pub. Sept.]

So, Bernard. Nazad k Mafusailu. Pod redakciej Evg. Za-
mijatina. Predislovie A. P. Pinkevi¢. Moskva-Petrograd:
Gos. izd, Vsemirnaja literatura, 1924, 347 pp. [Pub. Jan.]
So, Bernard. P'esy. Pod redakcicj Evg. Zamjatina i K. Cu-
kovskogo, Predislovie K, Cukovskogo. Peterburg-Moskva:
Gos. izd. Vsemirnaja literatura, 1922. 388 pp. [Pub. Oct.—
Dec.]
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[215]

[216]

[217]

[218]

[219]

[220]

Uells, Gerbert, Ljubov' i mister L'juifem. Redakcija Eve.

Zamijatina, Moskva-Petrograd: Gos. 1zd. Vsemirnaja litera-

tura, 1923, 196 pp. [Pub. Nov.]

Uells, Gerbert. Masina vremeni. Pod redakciej 1 so stat’jami

[128], [129] Evg. Zamjatina. Peterburg: lzd. Vsemirnaja

literatura pri Gos. izd. (Narodnaja biblioteka, vyp. no. 36).

1920. 192 pp. [Pub. Feb. 5.]

Uells, Gerbert. Neugasimyj ogon’. Pod redakciej i s predis-

loviem [136] E. 1. Zamjatina. Peterburg: Gos. izd. Vsemir-

naja literatura, 1922, 179 pp. [Pub. July.]

Uells, Gerbert. Nevidimka. Pod redakciej 1 s predisloviem

[137] Evg, Zamjatina. Peterburg: Gos. izd. Vsemirnaja lite-

ratura (Narodnaja biblioteka, vyp. no. 41), 1922. 264 pp.

[Pub. July.]

Uélls, Gerbert. Rasskazy o vremeni i prostranstve. Pod

redakciej E. 1. Zamjatina, Moskva-Petrograd: Gos. izd.

Vsemirnaja literatura, 1923, 201 pp. [Pub. Oct.]

Uells, Gerbert. Sobranie socinenij v dvenadecati tomax. Pod

redakciej i s predisloviem Evg. Zamjatina. Leningrad: Mysl',

1924-1926, Although only ten series volumes were listed

in Argameddon [p. 232]. subsequent lists consistently in-

cluded twelve volumes, in the order given below. None of

the books bore a volume number, except Morskaja deva,

which, despite its designation as Volume 11, was listed in

the sixth position,

a. Armageddon; rasskazy (I). So stat’jami [133]. [134] Evg.
Zamijatina. 1924, 231 pp. [Pub. Dec.]

bh. Dzoana i Piter; roman (2). 1924 (on cover, 1925). 295

pp. [Pub. Jan. 1925.]

Mister Polli; roman (3). 1924, 234 pp. [Pub. Sept.]

Novyj Makkiavelli; roman (4). 1926, on cover. 311 pp.

[Pub. Apr.]

e. Tajniki serdca; roman (5). 1925 (on cover, 1924), 187

pp. [Pub. Oct., 1924].

Morskaja deva; roman (6). 1924. 129 pp. [Pub. June.]

Velikie iskanija; roman (7). 1926, on cover. 264 pp. [Pub.

Apr.]

. Anna-Veronika; roman (8). 1926, on cover. 264 pp.

[Pub. June.]

1. Ljudi kak bogi (9). Predislovie D. O. Zaslavskogo. 1925.
287 pp.

i. Zena séra Ajzéka Xarmana; roman (10). 1925. 321 L
3 pp-

k. Skola Zizni (Prodolzenic romana DZoana i Piter) (11).
1925. 376 pp.

1.* Rasskazy (12).

(=ME e
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[221] Uells, Gerbert. Spjaicij probuidaeisja. Pod redakciej E. 1.
Zamjatina s predisloviem Raf, Grigor'eva, Peterburg: Izd.
Vsemirnaja literatura pri Narodnom komissariate po pros-
veS¢eniju (Narodnaja biblioteka, vyp. no. 14), 1919, 345
pp. [Pub. Aug. 20.]

[222] Uells. Gerbert, Vojna v vozduxe (Izbrannve socinenija, 1X).
Pod redakciej 1 s predisloviem [127] E. 1. Zamjatina. Peter-
burg: Izd. Vsemirnaja literatura pri Narodnom komissariate
po prosvesceniju, 1919, 319 pp. [Pub. Sept. 28.]

[223] Zavtra; literaturno-kriticeskij sbornik. Pod redakciej Evg.
Zamjatina, M. Kuzmina 1 M. Lozinskogo. Berlin: Petro-
polis, 1923. 137 pp.

[I. TRANSLATIONS OF ZAMIJATIN’'S WORKS

Collections, listed chronologically.

[224]  Zamiatin, Eugenio. El farol v otros cuentos, Tr. by Tatiana
Enco de Valero. Madrid: Revista de Occidente, 1927,
189 pp.

[225] Zamjatin, Jevgenij. Sever; pripovetke. Tr. by Mira Lalic.
Beograd: Nolit, 1963, 219 pp.

[226] Zamyatin, Yevegeny., The Dragon: Fifteen Stories. Tr. and
ed. by Mirra Ginshurg. New York: Random House, 1966.
291 pp.

[227]  Zamyatin, Yevgeny. Essavs. Tr. and ed. by Mirra Ginsburg,
University of Chicago Press (forthcoming in 1969). [The
translated essays in this book are not listed separately in
this Bibliography.]

Works published as monographs or in journals, anthologies, and col-
lections, listed chronologically under the original Russian titles.
12281 Afrika
a. “LAfngue.” Tr, O. Pertzov and M. Benoist de Beau-
licve. Marianne. No. 299 (July 13, 1938), 10,
[228A] Andrej Belyj
a. “Andrej Belyj (1880-1934)." Slavische Rundschau.
Vol. 6, No. 2 (1934), 108-111.
b.  “Andrej Bjeli).” Tr. Ifrina] Alleksander]-K[unina].
Knjizevnik. Vol. 7, No. 3 (March 1934), 124-126.
c.* “[Andrej Belyj).” Narodni osvebozeni. [Before
April 14] 1936,
d.* “IAndrej Belyjl.” Les nouvelles littéraires. 1936,
Angel Dormidon
a. “El 4ngel Dormilon.” [224]. 155-162.
b. “Andjeo Dormidon.” [225], 204-207.

2
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——
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[239]
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[241]

Arapy

a. “Losnegros.” [224], 163-166.

b.* “Arapi: bajka.” Jugoslovenski rasvit. Vol. 3, No. 3
(June 1935).

Avtobiografija [1922]

a. "[Autobiography]l.” In Eugene Zamiatin, We. Tr.
Gregory Zilboorg. New York: Dutton, 1924, xvi—xviii.
Paperback reprint, 1959.

b. “[Excerpts].” Twentieth Century Authors. Ed. by S.J.
Kunitz and H. Haycroft. New York, 1942, 1567-68.

Avthiografija [1924]

a. “Autobiografija Evgenija Zamjatina.” Ruski arxiv. No.
40/42 (1937), 228-230.

Bi¢ Bozij

a. Samjatin, Jewgenij. Die Geissel Gorttes: Attila. Tr, Xaver
Schaffgotsch. Hamburg und Miinchen: Ellerman, 1965
(Pub. 1966), 119 pp.

Bjaka i Kaka

a. “Biaka vy Tiaka.”" [224]. 181-184.

Bloxa

a.* “La pulce.” Teatro russo. Milano, 1955.

b. Samjatin, Jewgenij and Nikolai Lesskow. Der Floh. Der
Linkshinder, Tr, Johannes von Guenther. Hamburg
und Miinchen: Ellerman, 1962, 10-94.

Bog

a. “El Dios.” [224], 139-145.

b. “God.” New Russian Stories. Ed. and tr. by Bernard G.
Guerney, [Norfolk, Conn.:] New Directions, n.d., and
London: Peter Owen Ltd., 1953, 190-192.

Buduicee teatra

a. “L’avenir du théatre.” Le Mois. No. 17 (May 1932),
145-150.

Casy

a. “La montre.” Les nouvelles littéraires, No. 641 (Janu-
ary 26, 1935), 1-2.

b. “The Watch.” Tr. Jaques Le Clercq. Fiction Parade.
Vol. 1, No. 1 (May 1935), 117-122,

Cerkov' BoZija

a. “Fl templo.” [224], 147-153.

b. “The Church of God.” [226], 83-85.

Cetverg

a. “Cetvrtak.” [225], 212-213.

Crevo

a. “Utroba.” [225], 95-118.
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Desjatiminutnaja drama

a. "Em Zehnminutendrama.” Tr. Maxim Hekter. “Dich-
tung und Welt,” Beilage Prager Presse. July 15, 1928, 2.

b. “Una tragedia in dieci minuti.” Tr., Giovanni Comisso
and Susanna Campaux. Convegno. Vol. 10, No. 3 (March
25, 1929), 132-136.

Detskaja

a. “La ‘Camera dei bambini’.” Tr. Ettore Lo Gatto. Narra-
tori russi, Ed, by Tommaso Landolfi, Milano: Bompiani,
1948, 952-962.

Drakon

a. “Smok.” Tr, Binom, Ludzie jaskiniowi. Warszawa: Roj,
1627, 25-26.

b. “Der Drache.” Russland erziithlt; zwanzig Erzihlungen.
Ed. and tr. by Johannes von Guenther. Frankfurt am
Main und Hamburg: Fischer Biicherei, 1959, 97-98.

¢. “The Dragon.” [226], 70-72,

Fla

a. “Jola.,” Tr. M. PeSi¢. Ruski arxiv, No. 20/21 (1932),
5-18.

Elektricestvo

a. “Elektrika.” [225], 208-209,

Fita

a. “Fua:l L AL IV [224], 115-138,

b.* “Boufle-papicer.” Neir et blanc. 1934,

(slaza

a, “OCL" Preporod, No. 58 (May 1923).

b.* “Die Hundeaugen.” Tr. D. Umansky. Das nene Ufer.,

1925.
c. "Oczy.” Tr. Binom. Ludzie juskinowie. Warszawa: Roj,
1927, 41-45.

d.  “Les yveux.”™ Voix pavianne. No. 5 (1933).

. 0LV |1225], 131=]38.

Tks

a.* “L’aventure du Diacre Indikoplefl.” Le monde. No. 6
(June 1932).

b. “X."[226], 218-238.

Tvany

a. “Los Ivanes.” [224], 167—-173.

b. “Ivani.” [225], 201-203.

c. “The Ivans.” [226], 85-88.

Krjazi.

a* “Die starke Menschen.” Das asiatische Gesicht Russ-
lands. Augsburg: Orplid Verlag, 1928.

Lev

a.* “Le lion.” Paris soir. No. 12 (1935).
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[253]

[254]
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b. “Lion.” Tr. Mirra Ginsburg. Saturday Evening Post.
Vol. 239, No. 22 (October 22, 1966), 72—-74. Reprinted
in [226], 285-291.

Lovee celovekov.

a. “‘Le chasseur d’hommes.” Anthologie de la prose russe
contemporaine. Ed. and tr. by Vladimir Pozner. 2nd ed.;
Paris: Hazan, 1929, 268-292,

b. “El cazador de hombres.” Revista de occidente. Vol. 28,
No. 82 (April 1930), 45-75.

c. “Il cacciatore d’'uvomini.” Tr. Renato Poggioli. Con-
vegno. Vol, 11, No. 7/8 (August 25, 1930), 263-285.

M. Gor’kij

a. “Maxime Gorki." La revue de France. Vol. 16, No. 15
(August 1, 1936), 509-526.

b. “Maksim Gorki.” Tr, B. Kovadevic. Ruski arxiv, No.
38/39 (1936), 23-31.

Mamaj

a. “Mamaj.” Tr. Binom. Ludzie jaskiniowi. Warszawa: Rdj,
1927, 27-39,

b. “Mamaj.” Tr. Arthur Luther, Dreissig neue Erzihler des
neun Russland: junege russische proza. 1st ed.; Berlin:
Malik Verlag, 1928. 3rded., 1931, 281-298.

¢. “Mamaj.” Tr. B. Vracarevié. Knjizevnik. Vol. 3, No. 10
(October 1930), 445-450. Reprinted in * 1000 najlepsix
novela 1000 svetskix pisaca. No. 25, Ed. by Ljubo Wies-
ner. Zagreb, 1931.

d. *Mamai.” Soviet Literature; an Anthology. Ed. and fr.
by George Reavey and Marc Slonim. London: Wishart,
1933, 72-81. 2nd ed.; New York: Covici Friede, 1934,
72-81. Reprinted in /4 Grear Short Stories by Soviet
Authors. Ed. by George Reavey. New York: Avon
Books, 1959, 95-104, and in Modern Soviet Short
Stories. Ed. by George Reavey. New York: Universal
Library, 1961, 15-24,

e. “Mamaj.” Tr. Stevan Jani€. Srpski knjizevni glasnik. New
Series, Vol. 50, No. 7 (April 1, 1937), 497-504. Re-
printed in Savremene ruske pripovetke. Ed. and tr. by
Stevan Jani¢. Beograd: Izdanje Profesorske zadruge,
1940, 55-66.

f. “Mamaj.” [225], 169-184.

Moskva-Peterburg

a. “Moskva-Ljenjingrad” (Part I only). Tr. I. K. A. Nova
Evropa, Vol. 26, No. 10 (October 26, 1933), 472-481.

b. “Moskau-Leningrad.” Slavische Rundschau. Vol. 5, No.
5(1933), 298-310.
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schau. Vol., 6, No. 3 (1934), 174-187.

Muceniki nauki

a.* “Une martyre de la science.” Lu. July 1, 1932,

b.®* “The Turning of Another Worm.” Hearst's Interna-

tional — Cosmopaditan, Vol. 90, No. 3 (March 1931 ),
22-23, 184-188.

My

a. We, Tr. Gregory Zilboorg, New York: Dutton, 1924,
286 pp. 2nd ed. (paperback), 1959, 218 pp.

b. My. Tr. V. Koenig, Praha: Lidova knihovna Aventina,
1927, 173 pp.

¢. Nous awrres. Tr. B. Cauvet-Duhamel. 2nd ed., Pans:
Librairie Gallimard, 1929, 236 pp.

d. Noi;, romanzo. Tr, Ettore Lo Gatto, Bergamo-Milano:
Minerva Italica, 1955, 272 pp. Reprinted, *Milane:
Feltrinelli, 1963,

e. Wir: Roman. Tr, ‘Gisela Drohla. Koln-Berlin: Kiepen-
heuer und Witsch, 1958, 254 pp. Reprinted: “Eintragun-
gen” (Chapters 1-5). Russische Erzihler des XX, Jahr-
hunderts. Ed. by Eugen Gagarin. Miinchen: Lucas Cra-
nach, 1960, 202-213. And “Wir; Roman” (complete).
Gemordete Literatur; Dichter der russischen Revolu-
tion. Ed. by Milo Dor and Reinhard Federmann. Salz-
burg: Otto Miiller, 1963, 597-747.

f. Me; romaani. 'Tr, Juhani Konkka. Jyviskyli: K.J. Gum-
merus, 1959, 304 pp.

o, Vi, Tr. Noemi Eskul-Jensen. Kgbenhavn: C, A. Reitzel,
1959, 167 pp.

h, Vi. Tr. Alf Biem. Oslo: Tiden, 1959, 199 pp.

1. Vi. Tr. Sven Vallmark, Stockholm: A. Bonnier, 1959,
238 pp.

. “We." An Antholoyy of Russian Literature in the Soviet
Period from Gorki to Pasternak. Ed. and tr, by Bernard
(. Guerney. New York: Random House, 1960, 167-
353.

k.* A muratha verde. Tr. José Sanz. Rio de Janeiro: GRD,
1963. 174 pp.

Na kulickax

a.* Tamo gde je Bog rekao laku nod; roman. Tr. M. N, Za-
greb, 1925.

b. Tamo gdje je vrage rekao laku noc. Tr. Irina Aleksander.
Zagreb: Socijalna Misao, 1931, 112 pp.

Naveodnenie

a. “Linondation.” Tr, B. de Schloezer. La revue de France.
Vol. 12, No. 20 (October 15, 1932), 628-665.
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b. “Poplava.” Tr. Branka Kovacevic. Ruski arxiv. No.
32/33 (1935), 28-47.
¢. “The Flood.” [226], 251-284.
[261] O cude, proisiediem v Pepel'nuju Sredu
a. “Le miracle du mercredi des cendres ou le chanoine
Simplice et le Dr Voitchek.” Tr, 5. Mandel and Reneé
Lebourg. Ewrope. Vol. 33, No. 143 (November 15,
1933), 336-344.
b. “The Miracle of Ash Wednesday.” Tr. Mirra Ginsburg.
Kenyon Review. Vol, 28, No. 5 (November 1966), 640-
649. Reprinted in [226], 209-217.
[262] O literature, revoljucii, entropii i o procem
a. “Ueber Literatur, Revolution, Entropie und anderes.”
Russische Rundschau. No. 1 (October—November 1925),
59-64.
b. “O knjizevnosti, revoljuciji 1 entropiji.” Ruski arxiv. No.
38/39(1936), 77-82.
¢. “On Literature, Revolution, and Entropy.” Tr. Walter
Vickery, Partisan Review. Vol. 28, No. 3/4 (May—June
1961), 372-378. Reprinted in Dissonant Voices in Soviet
Literature. Ed. by Patricia Blake and Max Hayward.
New York: Pantheon Books, 1962, ]2 19.
d. *O knjizevnosti, revoluciji i entropiji.” [225], 25-36.
[262A] G moix zenax, o ledokolax i 0 Rossii
a. “Brise-glaces.” [Condensed.] Marianne. No. 11 (Janu-
ary 4, 1933), 13;
[263] O tom, kak iscelen byl inok Erazm
a. Del bienaventurado anciano Fray Pamva Neresta, de su
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acaecidas y de como fué curado ¢l monje Erasmo [on
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vista de Occidente, n.d.[1927], 46 pp.
b. Vyléceny mnich. Tr. Miroslav Hefman. Praha: Miroslav
Herman, 1934, 28 pp.
c. “The Healing of the Novice Erasmus.” [226], 146-160.
[264] Obicestvo pocetnyx zvonarej
a. Mister Kemble, La societa degli onorevoli campanari.
Tragicommedia in quattro atti, Tr. C. Perris. Roma:
Anonima Romana Editoriale, 1930, 156 pp.
[265] Ognennoe A
a. “La A de fuego.” [224], 175-180.
b. “Vatreno A.” [225], 215-216.
[266] Ogni svjatogo Dominika
a. QOgnie §w. Dominika, Warszawa: Ksiazka, 1924 71 pp.
b.* Feuer des heiligen Dominikus. Miinchen: K. Desch,
1965.
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Boehme. Wien: Internationale Theaterverlag Gesell-
schaft, 1927.

“Les insularies.” Tr. Q. Pertzoff, Europe. Yol. 50, No.
198 (June 15, 1939), 173-197.

Pelcera

cl.

1T,

“The Cave.” Tr, D. 8. Mirsky. The Slavonic Review.
Vol. 2, No. 4 (June 1923), 145-153. Reprinted in
Bonfire; Stories Out of Soviet Russia. Ed. by S. Konova-
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“Ludzie jaskiniowi.” Tr, Binom. In the collection Lud-
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New Series, Vol. 28, No. 8 (December 16, 1929), 577-
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Nolit, 1933, 283-295.
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“The Cave.” Tr. Alex M. Shane. Occident (Berkeley)
Spring 1958, 33-39, Reprinted in Russian Stories. Ed.
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313.

“Diec Hohle.” Russland erzéiihlt; zwanzig Erzihlungen.
Ed. and tr. by Johannes von Guenther. Frankfurt am
Main und Hamburg: Fischer, 1959, 99-107. Reprinted
in Heilie-unheiliees Russland; Meistererzahlung aws
zwei Jahrhundert, Ed. and tr. by Guenther. Diisseldorf:
Droste, 1960, 983-994,
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n. “The Cave.” Sovier Short Stories. Ed. and tr. by Avrahm
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0. *“The Cave.” Tr. Richard Ravenal, Great Soviet Short
Stories. Ed. by Franklin D. Reeve. New York: Laurel
Editions, 1962, 422432,
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a. “Pecka.” [225], 210-211,
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a. “El gallo.” [224], 185-189.
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a. “Lettres russes” (1). Marianne No. 74 (March 21,
1934), 4.

b. “Lettres russes” (2). Marianne No. 127 (March 27,
1935), 4.

c. “Lettres russes” (3). Marianne No. 182 (April 15,
1936), 4.

Fis'mo Stalinu

a. “Lettre a Staline.” Le contrat social. March—-April 1962,
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b. “A Letter to Stalin.” Dissent. Vol. 9, No, 3 (Summer
1962), 287-290. (Translated from the French.)

c. “Letter to Stalin.” [226], xili—xViil.
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¢. “Sever.” [225], 37-94.

d. “The North.” [226], 89-134,

Slove predostavijaetsia tovariséu Curyginu
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a. “Enfants soviétiques.” Marianne. No. 9 (December 21,
1932}, 7.

Sovremennyf russkij teatr

a. “Soudobé ruské divadlo.” Tr. V. Koenig. Rospravy
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c. “Das russische Theater der Gegenwart,” Tr. M. Gorlin,
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a. “Les trois jours.” Tr. N. Mandel. Marianne. No. 100
(September 9, 1934) 13-14.

Uezdnoe

a. “A Provincial Tale.” [226], 3-69,
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a. "A. A. Blok.” Tr. E. Zaharov. Ruski arxiv. No. 30/31
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a. “Recontre.” Tr. D. Ergas. Vendredi. No. 29 (May 22,
19361, 10
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a. “Heruvimi.” [225], 214.
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[299] Annenkov, Ju. “E. 1. Zamjatin.” Vozroidenie. No. 124
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60-96. Reprinted in Ju. Annenkov. Dnevnik moix vstrec
(Vol. I). N'ju-Jork, 1966, 246-286.
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Anon. “E. I. Zamjatin v Rige.” [Poslednie novosti. Novem-
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Anon. “Eugen Samjatin.” Berliner Zeitung am Mittag. No.
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Anon. “Evgenij Zamjatin.” Koemsomol'skaja pravda, No.
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a. Glagolev, A. Oktjabr. No. 8 (August 1925), 153.

b. Medvedev, P. Zvezda. No. 2 (1925), 287-288,

Bic Boiij

a. B.InZA 6:136-138.

b, Os[orgin], M. Poslednie novosti, No, 6,625 (May 18,
1 9359). 3.

c. S.. B. Russkie zapiski. No. 19 (July 1939), 200-202.

Bol'iim detjam skazki and individual fables

a. Anon. Izvestija po literature, naukam i@ bibliografii. No.
6 (June 1916), &9,

b.* Anon. Literaturnyj ezenedel’ nik pri Krasnoj gazete. No.
20721 €1923). 12.

c. Vengerova, Z. Novaja russkaja kniga. No. 2 (February
1922), 6-8.

“Crevo” and Crevo. Zemlemer

a.  Anon., Zurnal zurnalov. No. 3 (1915), 21-22.

b.* Anon. Bjulleten’ knigi. No. 3/4 (1922). 90.

“Detskaja”

a. S[lonim], M. Volja Rossii. No. 5 (November 15, 1922),
83—8S5.

b. Tynjanov, Ju. Kniga i revoljucija. No. 4 (1923), 70-71.

“Drakon” (The Dragon)

a.* Anon. Booklist. Vol. 63 (July 15, 1967), 1183.

b.* Anon. Kirkuy Service. Vol. 35 (January 1, 1967), 31.

¢. Bannon, B. Publishers’ Weekly, Vol. 190, No. 25 (De-
cember 26, 1966), 95.
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[741]

[742]

[743]

d.

e.

p.
g.

Blake, P. “Literature As a Lash.” New York Times
Book Review, Vol. 72 (February 26, 1967), 1, 32-34,
Davenport, G. “Dry Rot and Tovarisch Stalin.” Na-
tional Review. Vol, 19, No. 17 (May 2, 1967), 479-
480,

Ehre, M. “A Free Imagination.” New Leader. Vol. 50,
No. 6 (March 13, 1967), 22-23.

Gaines, E. Library Journal. Vol, 92, No. 4 (February
15, 1967), 799.

Hattman, J. Best Sellers. Vol. 27 (April 1, 1967), 11.
Heiney, D, “Russian Novelist’'s Slightly Out-of-Focus
World.” Christian Science Monitor, June 15, 1967, 11,
Kern, G. Novyj furnal. No. 87 (June 1967), 328-330.
Lask, T. “The Times Changed, but Not the Man.”
New York Times. Vol. 116, No. 39848 (March 1,
1967), 41C.

Marshall, R. Catholic World. Vol. 205, No. 1228
(July 1967), 248-249,

Muchnic, H. “The Literature of Nightmare.” New
York Review of Books. Vol. 8, No. 11 (June 15, 1967),
4-6,

Oberbeck, S. “Bread, Salt, and Acid.” Newsweek, Vol
69 (March 6, 1967), 92-94.

Pryce-Jones, A. “A New Collection of Stories by Rus-

sia’s Exiled Zamyatin.” World Journal Tribune. Vol. 1,

No. 183 (March 16, 1967), 30,

Shane, A. M. Slavic and East European Journal. Vol.
12, No. 2 (Summer 1968), 240-241.

Spector, I. “Heir to the ‘Overcoat.’” Saturday Review.

Vol. 50, (April 1, 1967), 36.

Gerbert Ueélls

a.
b "
E'I'

Alapin, E. Kniga i revoljucija. No, 6 (1922), 52.
Anon. Bjulleten’ knigi. No. 3/4 (1922).
Sapoénikov, B, Zizn'. No. 1 (1922), 220.

I.I.Giaza!!‘
a. D[amanskajal, A. Novaja russkaja kniga. No, 3 (March

1922), 10-11.

“Ja bojus’ "
a. Anon. Nacalo. 1921, 86, in ZA4 6:166.
b. Evgen'ev, A. Vestnik literatury. No. 3 (1921), 5-6.

Fedin, K. Kniga i revoljucija. No. 8 /9 (February—March
1921), 85-86.

d. Lunacarskij, A. Pecat’ i revoljucija. No. 2 (August—Octo-

ber 1921), 224-227.
Voronskij, A. [497].
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“[Kak my piSem]” — later, “Zakulisy”

a. Anon. Kniga— stroitelem sozializma. No. 10 (April
1931), 77-78.

b. Anon, “Novoe v samorazoblacenii Pilnjaka 1 Zamjatina.”
Na literaturnom postu, No, 5 (1931), 33, in £4 6:44,

c. P-in, L, “Zamaskirovannyj rejd burzuaznogo pisatelja.”
Kommuna (Voronez), May 12, 1931, in ZA 6:48.

d. Rest, B, Krasnaja gazeta (vecernij vypusk), No. 103
(May 3, 1931) in ZA4 6:45.

e. Stejnman, Z. “Texnologija besprincipnosti.” Smena.
December 7, 1930, in Z4 6:52.

f. Viadimirov, [. " *Merst.” Krasnaja gazeta (vedernij

vypusk). January 29, 1931, in ZA4 6:50.

“Koncina Bloka™

a. Al'medingen, G. Kniga i Revoljucija. No. 8 (1922), 22—
24.

b. Lutoxin, D. “Krizis eéstetizma.” Vestnik literatury. No.
10 (1921), 4-5.

“L. Andreev”

a. P., 1. Volja Rossii. No, 3 (October 15, 1922), 81-82.

b. Samurin, E. Zizn'. No, 1 (1922), 217-220.

Lica

a. A., G. Opyty, No. 6 (1956), 94-96.

b. D—skaja, A, "“Posmertnaja kniga.” Russkie novosti,
No. 529 (July 22, 1955). 4.

c. Epp, 1. Slavic and East European Journal. Vol, 14,
No. 3 (September 15, 1956), 78-79.

d. Struve, G. Novyj Zurnal. No, 42 (1955), 297-302. In-
cluded in Russkaja mysl’, No. 788 (August 12, 1955),
2-3; and in Books Abroad, Vol. 27, No. 3 (summer
1955), 263.

“Lovec celovekov™

a. Anon. Kniga i revoljucija. No. 4 (1922), 43-45,

b. Ingolin, . Nevyj mir. No. 1 (1922), 272-273.

c. Samurin, E. Zizn'. No. 1 (1922), 206-207.

My

a.  Ajxenval'd, Ju. “Literaturnye zametki.,”” Rul’, No. 1,931
(April 6, 1927), 2-3.

b.  Andrecv, N. “Perpetuum mobile.” Grani. No. 16
(1952), 171-173.

c. Shzskoj, A. “lz novejSe] xudoZestvennoj literatury.”
VozroZdenie. No. 29 (September—October 1953), 176-
177.

d. Anon. Beoklist. Vol. 21 (May 1925), 305.

e. Anon. Boston Transcript. April 22, 1925, 4.
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f.

n.

.o

43,

bb.

Anon. Independent (Boston). Vol. 114, No. 3897 (Feb-
ruary 7, 1925), 162.

Anon. New York Times Book Review. January 18,
1925, 16-17.

Anon. Open Shelf (Cleveland Public Library). No. 7/8
(July—August 1925), 82,

Anon. Springfield (Mass.) Republican. March 8, 1925,
7a.

Borg, D, New York World. February 1, 1925, 4m.
Brewster, D, “Fiction of the Revolution.” The Nation.
Vol. 121. No. 3.138 (August 26, 1925), 237.

Brickell, H. New York Evening Post Literary Review.
January 17, 1925, 4.

Deutsche, B. “Tonic Laughter.” New Republic. Vol, 42,
No. 537 (March 18, 1925), 104-105.

Latimer, M. New York Tribune Books. February 15,
1925, 9.

Orwell, G. “Freedom and Happiness." Tribune (Lon-
don). No, 471 (January 4, 1946), 15-16, In German
translation: “Wenn D-503 die Liebe erfaBt.” Hewute
(Wien). May 24, 19358,

Parton, E. Qutleek. Vol. 139 (February 11, 19235), 229.
Porterficld, A. “*Retrospect.” Bookman, Vol, 61, No. 1
(March 1925), 110-111.

Sorokin, P. “A Challenge to Utopias.” Sarurday Re-
view of Literature. Vol. 1 (February 7, 1925), 507.
Anon. [A comparison of Nous autres and Le meilleur des
mondes]. £A 6:37.

Anon. Hlustration, September 28, 1929, in Z4 6:35,
Bolander, C. Dagens Nyheter., August 10, 1932, n ZA4
6:33.

Marion, D. La nouvelle revue francaise. Vol. 34 (Janu-
ary—June 1930), 428-430.

. Membré, H. Avenir d'arras. February 6, 1930, in Z4

6:36.

Truc, G. “Réves et réalités russes.” Z£4 6:34.

Anon. “Utopie; vor 1984.” Der Spiegel. Vol. 12, No.
51 (December 17, 1958), 51-54.

Hahnl, H. “Utopie und Wirklichkeit.” Die Zukunft. No.
9/10 (September—October 1958), 282-284.

Lo Gatto, E. “Noi." Dizionario letterario Bompiani delle
operc. Vol. IV, Milano, 1948, 71. In French translation:
“Nous autres.” Dicrionnaire des ceuvres. Vol. 3. Paris,
1955, 547.

Terras, V. Slavic and East European Journal. Vol. 4.
No. 3 (Fall 1960), 264.
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[750] Na kulickax

a.
b.

c.
d.

e.

h.

Anon. Bjulleten’ knigi. No. 3 (March 1923), 41-43.
Baxrax, A. Novaja russkaja kniga. No. 3/4 (March-
April 1923), 13-14.

Oksenov, 1. Kniga i revoljucija. No, 2 (1923), 63.
Pereverzev, V. “Na frontax tekuscej belletristike.” Pecar’
i revoljucija No. 4 (June—July 1923), 127-133.
V[enuls, G. Nakanune; Literaturnaja nedelja. No. 28
(February 3, 1924), 6.

Voronskij, A. Krasnaja nov’. No. 2 (March—-April 1923),
333, 344,

B[rlic], 1. Novosti (Zagreb). Vol. 25, No. 39 (1931), 9.
D.. A. Jutarni list. Vol. 20, No. 6,824 (1931), 22.
Dragani¢, J. Rije¢. Vol. 27, No. 18 (1931), 14-15.

J.* Esih, 1. Obzor. Vol. 72, No. 9 (1931), 3.

A

.

Janez, §. Jugoslovan, Vol. 2, No, 78 (1931), 11.
Livadié, B. Hrvatska revija. Vol. 4, No. 6 (1931), 354-
3a7.

Vracarevic, B. Socijalna misao. Vol, 3, No, 12 (1930),
174-175.

[751] “Navodnenie™

d.

b.

=

.
1.

Adone, G, Leningradskaja pravda. February 24, 1931,
inZA 6:47.

Anon, Komsomol'skaja pravda. July 27, 1930, in ZA
e

Anon. Proletarskij avangard. No. 3 (March 1929), in
6:67.

[illegible]. Vedernjaja Moskva. September 13, 1929, in
ZA6:71.

Krasil'nikov, V. Krasnaja nov'. No. 4 (Apnl 1929),
232-235.

Messer, R. Rezec. 1929, ZA4 6:66.

Palej, A. Literaturnaja gazeta. No. 2 (April 29, 1929), 4.
Raskovskaja, A. Zizn' iskusstva. No. 17 (1929) in ZA
6:74.

Safir. A. Izvestija. No. 139 (June 20, 1929), in ZA
6:68. See alvo [336]. [540A], [542A], [T28A].

[752] Necestivye rasskazy
a. B-fel'd. V. [Zizn' iskussiva] No. 25 (1927) in ZA 6:95.
b. Frice, V. Pravda. No. 125 (June 5, 1927), 6. Reprinted

in Vladimir Frice, Zametki o sovremennoj literature.
Moskva-L eningrad, 1928, 22-29.

e. P., N. Volja Rossii. No. 11/12 (November—December

1927), 294-296.

d. Sosinski, B, Ruski arxiv. No. 1 (1928), 177-179.
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[753]

[754]

[755]

[756]

[157]

[758]

[759]

[760]

“Neputevyj”
a. Anon. “Slabyj i sil'ny).” Bjulleteni literatury i Zizni. No.
12 (February 1914), 714-721.

b.* Sliskov], V. Sibirskaja Zizn'. No. 64 (March 25, 1914).

“Novaja russkaja proza”

a. Sventickij, A. “Semjakin sud.” Literaturnyj eZenedel'-

nik. No. 39 (1923), 10-11.

“0. Genri”

a, Bobrov, S. Pecat' i revoljucija. No. 4 (June=July 1923),
273-276.

b. Pletrovskaja], N. Nakanune. No. 480 (November 7,
1923), 7.

“0O literature, revoljucii, entropii i 0 profem”

a. Gruzdev, 1. Russkij sovremennik. No. 3 (1924), 274-
2735.

b. Leinev, A. Krasnaja nov'. No. 3 (April-May 1924),
321-324.

¢. Osorgin, M. Sovremennye zapiski, No. 21 (1924), 365-
375.

d. Poljanskij, V. Pod znamenem marksizma. No. 3 (March
1924), 230-239. Reprinted in Valer’jan Poljanskij, Vo-
prosy sovetskoj kritiki. Moskva-Leningrad, 1927, 143-
155.

. Rlemizov], A. Blagonamerennyj. No. 2 (March—April
1926), 166-167.

{. Tukalevskij, V. “Zar-ptica; o sovremennoj russkoj litera-
ture.” Velja Rossii. No, 14/15 (September 1924), 235-
243,

“0 segodnjasnem 1 o sovremennom”™

a.* Averbax, L. “Polemiceskie zametki.” ProZektor. No. 22
(1924), 24-26.

b. Gorbacev, G. “Edinyj front burzuaznoj reakcii.” Zvezda.
No. 6 (1924), 247-251.

¢. Knigotec. ZA4 6:109.

“0 sintetizme™

a. Lukas, I. Russkaja mysl’. No, 3/4 (1923), 419-421.

“0 tom, kak iscelen byl inok Erazm”

a, Anon, Z4 6:107.

b. T., V.ZA4 6:108.

ObXeestvo poletnyx Ivonare]

a. Anon. “Po literaturnym kruzkam; novaja p'esa.” Izves-
tija. No. 34 (February 11, 1925), 6.

b. Poggioli, R, Leonardo. December 1931, 561-562,in ZA4
6:187-188.

L]
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[762]
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[764]

[765]
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Ogni sviatogo Dominika

a. Piotrovskij, A. “Novye p'esy.” Kniga i revoljucija. No. 3
(1923), 4546,

b. Zuev, O. “Tetrad’ primecanij 1 mysle].” Russkij sovre-
mennik. No. 1 (1924), 349,

“Ostrovitjane” and Ostrovitjane

a. Anon, Polesskaja pravda. No. 32 (April 10, 1929) in
ZA 6:69,

b. Filippov, A, Novosti literatury. No. 1 (Aug. 1922), 51-53,

Gatov, A, “Evgenij Zamjatin.” Teatr (Xar'kov). No. 8/9

(September 1922), 13—14,in ZA 6:123-124,

Kaverin, V. Kniga i revoljucija. No. 1 (1923), 54.

Levidov, M. Novaja zizn'. No. 27 (February 17, 1918), 3.

Lutoxin, D. Utrenniki. No. 2 (1922). 143,

Potapenko, N. Novaja russkaja kniga. No. 9 (September

1922), 16-17.

S{lonim], M. Volja Rossii. No. 1 (September 15, 1922),

86-87.

Vygodski), D. Rossija. No. 2 (September 1922), 24-25.

j. Resnevich, O, “Isolani.” Dizionario letterdario Bompiani
delle opere. Vol. 1V. Milano, 1947, 140, In French trans-
lation: “Les insulaires.” Dictionnaire des oeuvres. Vol
I11. Paris, 1933, 47.

“Pescera™

a. Ascev, N. “Po morju bumaznomu.” Krasnaja nov'. No.
4 (July—August 1922), 244-245.

b. Degterevskij, 1. Zizn'. No. 2 (1922), 170-171.

c. Osinski), N. “Pobegi travy.” Pravda. No. 95 (April 30,
1922), 4-5.

d. Raskovskaja, A. Letopis’ Doma literatorov. No. 8/9
(February 25, 1922), 11.

e. S[lonim], M. Veolja Rossii. No. 5 (November 15, 1922),
83.

f. Svjatopolk-Mirskij, D. Sovremennye zapiski. No. 23
(1925), 473-475.

Povesti i rasskazy

a. Terapiano, Ju. Russkaja mysl'. No. 1,966 (March 9,
1963), 6-7.

b. ZavaliSin, V. Novyj Zurnal. No. 73 (1963), 300-302.

“Rasskaz o samom glavnom™

a. A., S. Oktjabr'. No. 2 (July—August 1924), 215-216.

b. Ttin, V. Sibirskie ogni, No. 2 (April-May 1924), 184-
186.

¢. Leznev, A. Krasnaja nov’. No. 4 (June-July 1924), 303-
308.

2
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[766]

[767]

[768]

[769]

[770]

[771]

d. Os[orgin], M. Sovremennye zapiski. No. 20 (1924), 426—
429,

e. Postnikov, S. Volja Rossii. No. 1 (January 1925), 230-
240.

f. Semjakin, A. “Solenoj stolb.” Kommuna (Samara).
June 29, 1924, in ZA4 6:102-105.

g. Smirnov, N, “Literatura i zizn'.” Izvestija. No, 186 (Au-
gust 17, 1924), 4-5.

h. Strelec [pseud. of M. Stoljarov]. “Pis’'ma o sovremennoj
literature.” Rossija. No. 4 (1925), 392.

1. Uriél [pseud. of O. Litovskij]. “Literaurnye zametki.”
ZA 6:110.

Robery Majer

a. A., G. Novaja russkaja kniga. No. 11,/12 (1922), 26.

b. Zavadovskij, M. Krasnaja nov’. No. 1 (January—Febru-
ary 1923), 345-348,

Sensacija

a. BIB. Zvezda Altaja (Bijsk). December 11, 1930, in ZA4
6:134,

b. Rozencvejg, B. Sovetskoe iskusstvo. May 18, 1931, in
ZA 6:132.

¢. Sabanov, G, Novaja Zizn" (Ostrogorsk), No. 9 (May 28,
1931)in ZA4 6:135.

“Serapionovy brat’ja”

a. Tatarinov, V. Rul’. No. 487 (June 25, 1922), 7.

b. V[ol'skijl, A. Nakanune. No. 72 (June 23, 1922), 6.

“Sever” and Sever

a. Loks, K. Pecat’ i revoljucija. No. 2 (April-June 1922),
359-360.

b. Voronskij, A. Krasnaja nov’. No. 3 (March 1922), 267-
268.

c. Salazar y Chapela, E. El sol (Madrid). No. 3.034
(April 26, 1927), 2.

Severnaja ljubov’

a. Anon. Rabocij i tearr. No, 26 (1627). 16,in Z4 6:171.

b. F., A. IZevskaja pravda. February 9, 1928, in ZA4 6:173.

c. Satov, L. Novyj zritel’. No. 49 (1927).in ZA 6:172.

“Slovo predostavljaetsja tovariséu Curyginu™

a. Frice, V. Pravda. No. 178 (August 7, 1927). 6.

b. Nikolaev, Ja. Na literaturnom postu. No. 13 (July 1927),
55-56.

¢. Sllonim], M., Velja Rossii. No. 8/9 (August—September
1927), 207-208.

d. Smirnov, N. Novyj mir. No. 9 (September 1927), 217-
218.
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“Sovetskie deti”

d.

Anon. “Q tom, o sem . . .” Vozroidenie. No. 2775
(January 6, 1933) in ZA 6:150.

“Sovremennyj russkij teatr” (lecture and translations)
a. Anon, “Jevzenij Zamjatin o ruském divadle.” Ceské

b.

P-

. Kbk, “Zamjatin iiber das russische Theater.

slovo. December 31, 1931, in ZA4 6:9,
Anon. “Zamjatin 0 novém ruském divadle.” Lidové no-
viny. January 1, 1932, in ZA 6:6.

. Anon. “Evgenij Zamjatin o savremenim ruskim piscima.”

Narodne novine, Vol. 98, No. 19 (1932).

. Anon. ‘O soudobém ruském divadle.” Narodni listv.

December 31, 1931, mZ4 6:12.

. Anon, “Prednaska nesovétského spisovatele ze SSSR v

‘Umeélecké besed®’.” Rudé prave. No. 1 (January |,
1932) in ZA 6:206.

Celiséev, V. *V Prage; Evgenij Zamjatin o sovremennom
sovetskom teatre.” Rossija i slavjanstvo. January 9,
1932, in ZA4 6:154,

Kd. “O ruskem divadle.” Narodni osvobozeni. No. 357
(December 31, 1931) in ZA4 6:7.

" Prager
Presse. December 31, 1931, in ZA4 6:13.

M[ejsnelr, D. “Evg. Zamjatin o teatre v sov. Rossii;
pismo 1z Prage.” Poslednie novosti. No. 3,942 (Janu-
ary 7, 1932), 6.

. P. "Rusky dramatik o dneSnim ruském divadle.” Pravo

lidu. December 31, 1931, in ZA 6:10-11.

. Smeralova, S. “Slovo ma spisovatel Zamjatin.” Tvorba.

No. 2 (January 14, 1932), 23, in ZA 6:205.

. W.. 1. O soucasném ruském divadle.” Venkov. Decem-

ber 31, 1931,in ZA4 6:8.

. Anon. Flandre libérale (Gand), November 20, 1932, in

ZA 6:15-16.

Anon. Journal du departement de I'Indre (Chateauroux).
December 11, 1932 in Z4 6:19.

Anon. La Province (Mons). November 25, 1932, in Z4
6;:17-18.

Anon. La Velonte, Nnuemhcr 16, 1932, in ZA4 6:14.

“Spodrucnica gresnyx”

a.

b.

Lloks], K. Pecat’ i revoljucija. No. 6 (July—August
1922), 297,

Neverov, A. Krasnaja nov'. No, 3 (May-June 1922),
269-271.

Tri dnja

a.
b.

Anon. Bulleten' knigi. No. 4 (April 1923), 39.
V[ygodskij], D. Rossija. No. 3 (October 1922), 29.
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[776] ‘*'Tulumbas™
a. Kogan, P. Pecat i revoljucija. No, 2 (April-June 1922),

157-163.

[777] ""Uezdnoe™ and Uezdnor

.

b.

V.

W

Ajxenval'd, Ju. Re¢’. No. 54 (February 25, 1916), 2.
Anon. Bulleten’ Glavlitprosveta. No, 4 (1929), in ZA
6:70.

Anon. “Komu na Rusi Zit' xoroso.” Bjulleteni litera-
tury i Zizni. No. 1 (September 1913), 10-16.

Anon. Bjulleteni literatury i Zizni. No. 21/22 (July
1916), 415-416.

Anon. Cernozem. No. 106 (1916).

Anon, Krasnaja niva. No. 46 (1923)in Z4 6:122.
Anon. Odesskie listy. No. 159 (1916).

Anon. Russkie zapiski. No. 4 (April 1916), 303-305.
Anon, Vestnik znanija. No. 7 (July 1916), 453.
Batjuskov, F. “Bytovoe; po povodu nckotoryx proiz-
vedenij molodyx pisatelej.”” Vestnik Evropy. No. 6
(June 1916), 325-330.

Bersenev, E. Utro Rossii. No. 100 (1916).

Derman, A. Russkie vedomosti. No. 155 (July 6, 1916),
5.

Ganzulevic, T, Ezemesjacnye literaturnye i populjarno-
naucnve priloZenija k Zurnalu Niva. No. 6 (June 1916),
306-308.

Gizetti, A. EZemesjacnyj Zurnal. No. 6 (June 1916),
245-246.

Grigor’ev, R. “Baryba.” Den’. No. 243 (September &,
1913).

Gvozdev, A, Severnve zapiski. No. 6 (June 1916), 137-
139,

Izmajlov, A. “V literaturnom mire.” BirZevye vedo-
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MARINA CVETAEVA
Her Life and Art

by Simon Karlinsky

“Not just the first book on Tsvetaeva but an imaginative and compre-
hensive study of the poet’s total known heritage, a book which will be the
beginning for all serious work on this outstanding figure. Professor Kar-
linsky's study is the best book I have read on any twentieth-century Rus-
sian poet, 1 look forward to more work from this talented scholar and
critic. " —Richard F. Gustafson, Slavie Review

“Professor Karlinsky must be praised for his courage in expressing his
own opinions and acsthetic judgments. . . . His book is not a pseudo-objec-
tive, superfluous, and boring guide. . . . Karlinsky is a sensitive and inspir-
ing traveler in the realm of the stll unexplored Tsvetaeviana, and all future
critics and students of literature will have to take into consideration his
dluminating interpretation of this great Russian poetess.”—Russian Review

$7.25

RUSSIAN FUTURISM
A History
by Vladimir Markov

Russian futurism was a colorful and complex movement that produced
at least two poetical giants, Khlebnikov and Mayakovsky, Although it
continues to influence Russian poetry and prose, it has been systematically
denigrated and belittled in Soviet Russia, and since about 1930 has been
thought unworthy of serious consideration, Thus, paradoxically, this first
history of Russian futurism 1s written in English, Mr. Markov avoids
analyses. definitions, and general judgments. His purpose is to present a
thorough factual account on which later analytic studies can be based.

$12.00
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