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Abstract

Nina Gorlanova and Natalia Smirnova are contemporary Siberian
women writers. This dissertation examines four short works of fiction
from the authors’ collections: Bcs ITepmwb/All of Perm’ by Gorlanova and
Kenwunst u canoxcHuxu /The Women and the Shoemakers by Smirnova.
I examine their comparable but divergent textual responses to the
peripherality of Siberia and the peripheral status of women writers by
combining the study of both poetics and ideologies.

Siberian space is examined via center-periphery studies. The
division between the Urals, Siberia and the periphery is explored via the
works of Aleksandr Ianushkevich, Ol’'ga Slavnikova and Vladimir Abashev.
The myths that help to define Siberia are explored. I introduce broad
studies of space by Iurii Lotman and Michel Foucault.

Using comparative textual analysis, my study argues that Gorlanova
writes about Perm’ and develops a network of interacting spaces around it.
She positions peripheral and carceral space prominently. Smirnova uses
Siberian peripherality as a backdrop and her focus on domestic spaces
negotiates a correlation between generic spaces and the peripheral settings
of her stories.

Both authors’ treatment of space and status is filtered through the
lens of women’s writing. “Women’s writing” as a category and as a “style”
is given Russian context. It is established as a second periphery from

which these two authors write, but without an effort to produce a



programmatic hypothesis regarding the authors’ orientations vis-a-vis
feminism.

With her use of lifewriting and metafiction, Gorlanova emphasizes
the relationship between literary innovation and women’s writing. Works
by Helena Goscilo, Rosalind Marsh, Barbara Heldt and Hilda
Hoogenboom support my analysis of her texts. Smirnova focuses on
female characters living in the periphery, their gendered labour and the
language describing this experience. Her writing style and interest in
cyclic time and quotidian labour are analyzed (especially sewing and
cooking). The importance of byt/everyday life in contemporary women’s
writing is studied. The French critical tradition of the 1970’s provides a
framework for this reading (Helene Cixous and Luce Irigaray), as does an
extended conception of Judith Butler’s theory of performativity and Ann

Romines’ study of domestic codes.
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“Contemporary Women’s Writing in Siberia:
Writing Russia’s Peripheries”

INTRODUCTION

The struggle between the center and the periphery is a constant
push and pull for dominance and self determination. The dominance of
the center often feels threatened by the desire for self determination by the
peripheral. As a reaction, the center further ostracizes the periphery,
allowing it only marginal self determination as the center rewrites the
history of the periphery, and inscribes onto it markers of importance and
qualitative value. In Russia, this relationship of inequality is present in
Siberia and in her works of literature. The contemporary works of
Siberian authors Nina Gorlanova (1947- ) and Natalia Smirnova (1962-)
are the focus of my dissertation. I wish to map the ways in which textual
responses to Siberia and peripherality, as well as the authors’ mediations
on space and women’s writing have functioned to shape these women’s
work. This will be accomplished using selected works of their short
fiction, most notably the short story collections Bcs ITepmw/All of Perm’
(1996) by Gorlanova and 2KenwuHust u canoxcHuxu /The Women and the
Shoemakers (2001) by Smirnova. Two sets of stories will be focused on:
the two stories HapodHuiii pomaH/A Folk Story and 2KenwuHwt u
canodcHuxu/The Women and the Shoemakers (the collection’s
eponymous short story) by Smirnova; and Gorlanova’s short introductory

Asmobuoepagusn /Autobiography and the longer /Tt0o606b 8 pe3oH08bLX



nepuamwxax /Love in Rubber Gloves. I have compiled a large amount of
research and a number of theoretical sources, but have consciously
restricted myself to a small corpus (four texts) in order to facilitate in-
depth textual analysis of each, and to allow myself to make congent

comparisons.

FORMAT OF THE DISSERTATION

As evidenced by any search, there is a dearth of academic treatment
on Gorlanova or Smirnova, as well as on contemporary Siberian
authoresses. As such, some preparatory remarks are needed and context
must be provided. This dissertation will take the following form,
predicated on the presence of a broadly comparative structure that seeks

to compare and contrast Smirnova with Gorlanova throughout the work:

The Introduction: The Introduction contains short informational

biographies of Gorlanova and Smirnova and a review of the corpus.
Comparisons of the two authors will appear throughout the dissertation to
facilitate understanding of their connected but divergent paths and spatial
practices. The Introduction will contain preparatory remarks regarding
Siberia, its regions, status, literature and theoretical literary framework.
Concerns regarding space will be discussed and defined as they are used in
this work. I will address the expansive concept of peripheriality from

three different points of view which, I believe, define Gorlanova and



Smirnova’s writing: first, I will address the question of center and
periphery that becomes apparent in discussions of Urals and Siberian
regionalism (“Siberian Context and Peripheral Space”). After that, the
question of literary myths that persist in describing Siberia will be
addressed; these myths include the contradictory myths of Siberia as a
paradise or as Hell, and the tenacious branding of Siberia as provincial
(“Siberia as Myth in Russian Culture”). Finally, I address Russian
women’s writing as being placed on the periphery of the mainstream
Russian literary canon, and briefly trace the historical and contemporary
realms of women’s writing (“Russian Women’s Literature”). It is

important to note that this is not an explicitly feminist critique.

Part One: Part One, which focuses on Nina Gorlanova’s writing, introduces
several characteristic elements of her work while providing a close reading
of two stories: JIt0608b 8 pe3orosbix nepuamxax/Love in Rubber Gloves
and Aemobuoepagusn/Autobiography. The importance of Perm’ to
Gorlanova’s prose will be addressed. Gorlanova’s style will be explored,
along with her treatment of space (“Controlling Textual Space and
Engaging with Metafiction”). In addition, engagement with the genre of
metafiction will be explored and applied to Gorlanova’s texts (“Analyzing
Metafictional Elements: Authorship Concerns and Unstable Space”). The
gendered stereotypes of women’s writing and the space made for this
writing in Russian literature will be explored. Gorlanova’s texts will be

presented in relation to women’s writing (“The Influence of Women’s



Writing”). In addition, Gorlanova’s engagement with the tradition of
lifewriting and autobiography will be analyzed (“Autobiography vs

Memoir: Contemporary Views on Lifewriting in Russia and Abroad”).

Part Two: In Part Two the focus is on Natalia Smirnova. I will often draw
on the theoretical frameworks and notions introduced in Part One in order
to compare and contrast the two writers. Close readings of KerwuHuwt u
canoxciuxu/The Women and the Shoemakers and HapodHutii pomat/A
Folk Story will be provided. The text’s repetitive acts of gendered
domestic labour will be discussed (“Analyzing Nina: Cooking and the
Performativity of Gendered Labour”). There will be an emphasis on
domestic themes and space to her female characters, as well as the
hallmarks of gendered writing (“The Impact of Feminine Themes and
Space for a Woman’s Sentence”). I will highlight the metafictional
elements present in her writing (“Analyzing Metafictional Elements:
Unusual Heroines and Framebreaks”). Analysis will display an increased
focus on the concept and influence of 6vtm/everyday life to Smirnova’s
work and the significance of women’s ritual domestic labour (“bstm and
Sewing: Manipulating the Concept of the Ritual ‘Everyday’”). I will
explore the relation of these all of these concepts to the perception of
writing as gendered. I will discuss the specific themes made obvious in
her work and the theoretical approaches one might apply to analyze those

themes, such as lécriture féminine, female subjectivity, and the lens of



northern provincialism (“Domestic Space Encroached Upon: Blustery

Provincialism and ‘Additional Space’).

BIOGRAPHIES AND THE CORPUS

At this juncture, I will introduce these little-known writers and this
dissertation’s review of the literature. Few academic works treat either of
these authors. Both wrote throughout the late Soviet and perestroika
period, without much noticeable change in their output. Each continues to
write fiction to the current day.

Nina Viktorovna Gorlanova, born in 1947, grew up in the city of
Perm’ where she still lives and where most of her stories and novels are
set. She graduated from Perm’ University with a degree in philology. She
is a member of the Union of Russian Writers (1991) and the author of eight
books in Russian!, and of numerous articles and short stories published in
journals such as ¥Ypaa/Ural, Hoswtil mup/New World, 3uams/Banner,
Oxmsbpv/October, Ilepmckoti 064./Perm’ region2. Her major works
include Bes ITepmw/All of Perm’, as well as a story short-listed for the 1996
Russian Booker Prize, Poman socnumanus/Bildungsroman. Works by
Gorlanova have been popular in the country and JIt0606b 8 pe3otosbix

nepuamxax /Love in Rubber Gloves was also awarded first in an

Y Paoyea rkaswcowii oens (1987); Monodas 2eapous (1990); Poouwie aoou (1990); Bes Iepmo
(1997 - nmpeaucn. M.AbGareBoi); Jl0606b 6 pesunosvix nepuamxax (1999); Jom co ecemu
neyoobcmeamu (2000); Ceemaasn npoza (2005); E20 copvkuii kpenkuii med (N.D.); Poman
socnumanus Coast. B.bykyp.

2 Please see this more exhaustive list from JKypransusii san ¢ PXK (2001)
<http://magazines.russ.ru/authors/g/gorlanova/>



International competition for the best women’s story from Columbia
University (1992) and translated into several European languages. In
2002, 3namsa/Banner awarded Gorlanova their prize for best novel, and in
2003 Gorlanova received an award named after P. Bazhov for the book
ITodcoanyxu Ha baaxone/Sunflowers on the balcony in Ekaterinburg.
Gorlanova also co-writes with her husband, Viacheslav Bukur; in 1995 the
magazine Hosblil mup announced that their collaborative novel was
nominated for the Booker Prize3. Furthermore, she was the subject of a
Russian documentary film entitled Gorlanova, or the House with all
Inconveniences by director A. Romanov, in 2002. It was quite successful,
which speaks to the existence of a real interest in her life and her works.
Gorlanova has also acknowledged how important her hometown is for her
in the short popular article, “Nina Gorlanova, They Don’t Wear Checkered
in the City of Perm’ Anymore”, and in the interviews she posts on her
blog4. In addition, she self-publishes many of her short stories on her
personal blog.

Perhaps the only non-dissertation academic work on Gorlanova’s
writing is the philological monograph by Marina Abasheva, Literature in
search of a face: Russian prose in the late XX century, in 2001. It analyzes

the writer’s identity and dynamics of style through the main factors of sex,

¥ Abamesa, Mapuua “Buorpadust cBo6oasr. CBo60a 6rorpaduu’ Hoswiii mup vol 11, 2003
N.Pag. and see Gorlanova’s namepage at the JKypran cmoponwr ceema asmopckue cmpanuyol
<http://www.stosvet.net/union/Gorlanova/ >.

* Gorlanova, Nina JKusoti JKypuan/LiveJournal <http:/ngorlanova.livejournal.com/>



http://ngorlanova.livejournal.com/

life, territorial identity5. This shares some subject-matter with the
dissertation written by Iulia Iur’evna Danilenko on Gorlanova’s prose,
poetics, genesis and status®.

In English sources, Gorlanova has been more commonly mentioned
in passing than Smirnova. Though these sources overwhelmingly treat
only a single work of Gorlanova’s, especially as an example of writing
about motherhood, and fail to properly contextualize this within a feminist
or Russian framework they do speak to her bourgeoning popularity. The
focus is primarily on her depiction of Soviet and post-Soviet childbirth and
maternity concerns. This is the case with “Manifestos and Maternity: The
New Amazons as Writers and Mothers”, authored by Elizabeth Skomp,
though she is also treated here as a part of a literary group?”. There are
digital references to two of her most known works, Bcs ITepmw/All of
Perm’ and the translated Hcmopus o3epa Becenoe/Story of Lake Jolly
(1982)8. Very short descriptions of her stories have appeared in online
publications such as The Dalkey Archive Press where it was reviewed by

Michael Pinker9, in a dissertation by Benjamin Sutcliffe on women’s

® Abamesa M, Jlumepamypa 6 nouckax iuya. Pycckas nposa 6 konye XX sexa (Perm’: Perm’
University, 2001). Also see: Abasheva 1996, 1999, 2001, 2003.

% Danilenko, Iulia, Iposa Hunwvl I'opranosoii: nosmuxa, 2enesuc, cmamyc/Nina Gorlanova’s
Prose: poetics, genesis, status (Perm’: Perm’ University, 2006).

" That paper was a part of a conference presentation: please see Skomp, Elisabeth, “Russian
Women’s Publishing at the Beginning of the1990’s” (Soviet and Post-Soviet Review 33.1 2006)
85-98.

® Gorlanova, Nina, trans. Jane Chamberlain, GLAS 30 NINE of Russia's Foremost Women
Writers: Glas 30, ed. Natalia Perova (Moscow: Glas, 2003).

® Pinker, Michael. Review “Nine of Russia's Foremost Women Writers” trans. Joanne Turnbull”
(Dalkey Archive Press Vol XXI11.3, 2012) N.Pag.



literature'©, and in University of Toronto’s electronic journal’s article,
“Contemporary Prose in Post-Soviet Russia” by Norman Shneidman!t. She
has been mentioned in terms of her use of the motif of self-sacrifice in
classes taught in Russia at Smolny College, as well as at a conference
chaired by Helena Goscilo held by AATSEEL. Short mentions of her which
serve to use her as an example of a female prose writer abound; for
example, she is referenced in passing in Helena Goscilo’s women’s-studies
cum Russian literature book entitled Dehexing Sex?2. A mention of her
also appears as a memoirist in The Russian Memoir:s. Indeed, much of
her work seems to collapse the distinction between memoirist,
autobiographer and fiction writer. Much more often, she is included in
anthologies of Russian women writers, for example in: Women in Russian
Literature after Glasnost: Female Alternatives'4; Shamara and Other
Stories's; GLAS publications, as noted above; MPT 20: Contemporary
Russian Women Poets'6, and Half a Revolution: Contemporary Fiction by

Russian Women?”.

1% Engendering Byt: Russian Women Writers and Narratives of Everyday Life, 1962-2001
(University of Pittsburg, 2004). Online.

' Scheidman, Norman. “Contemporary Prose in Post-Soviet Russia” University of Toronto
Academic Electronic Journal in Slavic Studies (2008) N. Pag.

12 Goscilo, Helena Dehexing Sex (Ann Arbor: University of Michigan Press, 1996).

3 Holmgren, Beth ed. The Russian Memoir: History and Literature (London: Northwestern
University Press, 2003).

4 Adlam, Carol, Women in Russian literature after glasnost: female alternatives (NY: Legenda,
2005).

1> Vasilenko, Svetlana Vladimirovna and Helena Goscilo eds. Shamara and Other Stories (NY:
Northwestern: 2000).

18 polukhina,Valentina and Daniel Weissbort. “Contemporary Russian Women Poets”, Modern
Poetry in Translation 20 (London: INpress, nd).

17 Gessen, Masha ed. Half a Revolution: Contemporary Fiction by Russian Women ( NY: Cleis
Press, 1995).



Natalia Veniaminovna Smirnova is a contemporary writer who was
born in Yakutsk in the Sakha region of the Russian Far East, in 1962. She
soon moved and attended university in Ekaterinburg in the Urals, before
later settling there as a professional writer and teacher. Smirnova now
lives and works in Moscow but is still “our native, Sverdlovsk-
Ekaterinburg resident, author, scholar [and] philologist”, in the words of
her northern brethren:8. In 1978, Smirnova graduated from the
Philological Faculty of the Ural State University at Gorkii (Ekaterinburg),
later working at the USU, first in the Department of Russian and foreign
literature and then overseas. She is the author of five novels and several
short story collections or co-edited anthologies?9; two are lyrical detective
novels under pseudonym=2°. She has also published in many journals,
numerous times, such as Ypaa/Ural, Hogwiii mup/New World,
3Hams/Banner, Oxmsbpw/October, Ypaavckas Hoew/The Soil of the
Urals, Ozonex/Little Flame (1999-2005) and Tonoc/Topos?2!. She
received an award from the journal Hoestii mup/New World in 2005, and
Smirnova’s short story collection 2Kenwjurwt u canosxcruxu/The Women
and the Shoemakers won Smirnova a Fellowship from the Hawthornden

International Writers’ Retreat in 2001.

18 “Haranbs BennamMuHOBHA CMupHOBa xUBeT U paboTaeT B MOCKBe, HO HICKOHHO OHa Halll,
CBEPIUIOBCKO-EKATEPUHOYPICKHIA, KUTENIb, aBTOP, buionor...” Sozina, Elena. Ne 41(20006)
I'ymanurtapusie Hayku. Beimyck 11. N. Pag

Y ®abpuxanmwa : poman, pacckazv (2001); Jobosuvie ucmopuu yeemos u osoweti, (1999);
Kencras azoyra (2003).

2 Vnwiil, nazuoiti, camoyeepennwiti (2004); Cykun cein (2005): oz ncesgornMom Bepa
Kopxkuna/under the pseudonym Vera Korkina.

2! please see a detailed list at JKypransusii 3an 6 PK,
http://magazines.russ.ru/authors/s/smirnova/) and please see:
http://proceedings.usu.ru/?base=rubrica&xsln=author.xslt&id=a1248 and
http://magazines.russ.ru:81/novyi_mi/redkol/smirnova/index.html



http://magazines.russ.ru/authors/s/smirnova/
http://proceedings.usu.ru/?base=rubrica&xsln=author.xslt&id=a1248
http://magazines.russ.ru:81/novyi_mi/redkol/smirnova/index.html
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Smirnova has been the subject of few Russian articles, most strictly
publicity-oriented. Academically, she has been examined as an element
within the modern Russian women’s literary scene in E.K. Sozina’s work
“Examepunbypeckuii mexem” Hamanavu CmupHosoii/ The Ekaterinburg
Texts of Natalia Smirnova22. In this, her choice of setting is analyzed as
alternately mythological provincial cities or actual ones that beg
comparison to their prototypes; for example, Ekaterinburg. This
connection to the provincial is explicitly made by Sozina. The study offers
an overview of Smirnova’s corpus and a typology of the settings she uses
and argues that her works qualify as “ropojickoii Teker/city-text”,
literature that put the focus distinctly on cities in the Urals. She is seldom
included in any translated work, though lone examples of her work do
appear in several English anthologies, most notably in the GLAS anthology
NINE of Russia’s Foremost Women Writers23, which is used in several
Russian literature courses including those at Reed and Northeast
Universities. Examples of her work also appear in: Half a Revolution:
Contemporary Fiction by Russian Women; Russian Literature 1995-
2002: On the Threshold of the New Millennium?24, and in online sources,

such as the e-publication PEN International?s. Literature Northeast26 has

%2 Sozina, Elena. “Exarepun6yprekuii reket Hatamsu Cymuprosoii [The Ekaterinburg Texts of
Natalia Smirnova]”. 2005. N.Pag.

2 Smirnova, Natal’ia, “YKenuwmnb! u canoxanki/The Woman and the Shoemakers”, GLAS 30
NINE of Russia's Foremost Women Writers: Glas 30, ed. Natalia Perova (Moscow: Glas, 2003).
# Schiedman, Norman ed. Russian literature, 1995-2002: on the threshold of the new millennium.
(Toronto: University of Toronto Press, 2004).

# Gessen, Masha ed. Half a Revolution: Contemporary Fiction by Russian Women (NY: Cleis
Press, 1995); Schiedman, Norman ed. Russian literature, 1995-2002: on the threshold of the new
millennium ( Toronto: University of Toronto Press, 2004); Pen International VVol.59.1
(Spring/Summer 2009): 1-57).
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had her as an invited speaker in their series on fiction. A story of
Smirnova’s also appeared in English, in the 1996 collection So, What Kept
You?27, an anthology of thematic stories inspired by Raymond Carver’s

impression that he and Chekhov were somehow linked.

SIBERTIAN CONTEXT AND PERIPHERAL SPACE

Peripherality is explicitly connected with concerns of space.
Stemming from its roots in sociological and political-historical and
political-geographical studies, the concerns of the center-periphery
schema (sometimes known as core-periphery) and some of its
underpinnings provide background for this study. This model developed
as a spatial metaphor that attempts to explain the structural relationship
between the advanced or metropolitan ‘center’ and the less-developed
‘periphery’ of a region or the relationship between capitalist and
developing societies. As an explicit scholarly notion, it was given credence
in the article simply titled “Centre and Periphery” (1961) by sociologist
Edward Shils (1910 — 1995). Shils thought of centrality and peripherality
in a broad sense; for him, centrality involved the order of symbols, values
and beliefs which administer society as well as the networks and activities
of citizens that preside over tradition with their authority while conferring

(or denying) legitimacy. In turn, peripherality was formulated as

% This website seems to be no longer in existence, but as of Jan. 2011, the site was
<www.literaturenortheast.co.uk/writertowriter 1>

%" Smirnova, Natalia, Untitled Chapter” So What Kept You? (Malcolm, Claire and Margaret
Wilkinson eds. Inpress. August 2011).



http://www.literaturenortheast.co.uk/writertowriter_1
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possessing both “vertical (sociostructural) and horizontal (geographical)
dimensions”28 that reflect both physical distance from the center and the
fading attachment to the center’s authority that characterize the
hinterland. Others (Immanuel Wallerstein The Modern World-System
1974-1989, notably) have shifted and reorganized these definitions over
time to allow for even more “shades of grey” in demarcating the
boundaries and definitions of the center and periphery29.

Even more abstractly, issues of space have been studied by
theorists such as Michel Foucault (1926 — 1984)3°. Foucault works with a
very broad definition of space, one that allows for reality and
representation to exist alongside the more straightforward concepts of
space practiced by sociologists or students of economy and politics. To see
an example of this more wide-reaching approach to space, we can examine
his contention that

[Gaston] Bachelard’s monumental works! and the descriptions of
phenomenologists have taught us that we do not live in a
homogeneous and empty space, but on the contrary in a space
thoroughly imbued with quantities and perhaps thoroughly
fantasmatic as well. The space of our primary perception, the space
of our dreams and that of our passions hold within
themselves...there is a light, ethereal, transparent space, or again a
dark, rough, encumbered space...or again a space that can be

flowing like sparkling water, or a space that is fixed, congealed, like
stone or crystals2.

%8 Bushnell and Greene 3

% Borgattia, Stephen P and Martin G Everett, "Models of core/periphery structures". Social
Networks. Volume 21, Issue 4 (2000): 375-395, 1.

% For example, please see: “Of Other Spaces”, Trans: Jay Miskowiec, Diacritics, Vol. 16, No. 1.
(Spring, 1986), pp. 22-27.

1 Most likely referring to the work: La Poétique de I'Espace (1958)

%2 «Of Other Spaces”, Trans: Jay Miskowiec, Diacritics, Vol. 16, No. 1. (Spring, 1986), pp. 22-27.
23
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In addition to these varied “internal” spaces he envisions external space as
well: “the space in which we live, which draws us out of ourselves, in which
the erosion of our lives, our time and our history occurs, the space that
claws and gnaws at us, is also, in itself, a heterogeneous space”33, he notes,
seemingly drawing on Bachelard’s interest in space that is impermanent
and shifting. Foucault’s work also treats sites with no real “place”, like
utopias and places that are outside of all place even though they are real
(i.e. mirror images - “heterotopias”), to give a truly enriching sense of how
expansive and reaching this term can be outside of its more literal
interpretations.

Foucault’s treatment of space is merely one of thousands, one man’s
work on a topic that “is of universal social interest and the topic of some of
the most historic knowledge projects and texts produced by human
cultures”34. Rob Shields (1961 - ) has studied the breadth of definitions
and understanding of space in articles such as “Knowing Space” (2006),
and his works speak to the full connotative and denotative richness of the
concept. Space, for the purposes of this study, can be understood as: the
“unlimited or incalculably great three-dimensional realm or expanse in
which all material objects are located and all events occur, or the portion
or extent of this in a given instance” and the extent or room in three
dimensions (the interpretation of oneself and the place one occupies; a

problem of self-definition within a space defined by others), i.e. the space

%3 «Of Other Spaces”, 24
% Shields, Rob, “Knowing Space”(Theory, Culture & Society 23, 2006) 147.
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occupied by a body3s. Broadly, space is both a physical and symbolic
entity, allowing for both its presence and absence to become meaningful,
not least when manifested in opposing spheres of influence. Centrality
and peripherality can be understood in the sense that Shils imparted, as
complex sociointellectual constructs that work in symbiotic unease with
eachother.

The importance of space and one’s placement within it is stridently
evident in this study’s examples of Siberian women’s prose. The ways in
which Gorlanova and Smirnova’s texts represent and interact with space
and peripheral status is a chief focus of this work. This study concerns
itself with the representation of spaces and periphery within literature,
and with the particular tradition that Siberian and other Russian northern
peripheral regions that might inform Gorlanova and Smirnova’s writing
context. Vital to both Nina Gorlanova and Natalia Smirnova is the specter
of peripheral space that influences them. This is most literally interpreted
by this study as Siberian space.

By existing on the periphery of Russia, Siberia has come to embody
many aspects of the “other” in mainstream Russian culture. The Russian
critical tradition has focused on the Local Text and conventions of St.
Petersburg, though over time this has slowly shifted focus from Petersburg
to Moscow and now extends further into outlying urban centers. These

foci draw on the long heritage of urban and literary Petersburg texts in

%Definitions taken from: Oct 1/09 <http://dictionary.reference.com/browse/space> . Notes in
parentheses mine.
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Russian as well as the cultural study of space, a lineage represented by
Russian theorists such as Iurii Mikhailovich Lotman (1922-1993) and
Vladimir Nikolaievich Toporov (1928-2005), and a preoccupation with
“new, visual vocabulary [allowing] the Russian landscape to bear on
central issues for the literate, urban elite”3¢. Positioned by the center to
exist on the geo-political and the cultural edge of Russia, the Siberian
cities Ekaterinburg3” and Perm’ —located in the Urals—have become
peripheral counterpoints to the Moscow/Petersburg center(s)38. They are
also the native cities of Natalia Smirnova and Nina Gorlanova,

respectively.

Few Russian approaches are available to the scholar of specifically
Siberian literature, in part due to this historical interest in major literary
centers. The approaches available lean heavily on the conception of
Siberian space. I choose to consciously focus on the works of Russians or
those that are specifically written about Russia; I limit my discussion of
Siberian space and peripherality in part to these Russian-specific accounts
in order to provide a region-specific point of view and context from which
Gorlanova and Smirnova could conceivably be working out of, as well as to

highlight those whose work might be overlooked in English-language

% Hoogenboom, Hilde, “The Importance of being Provincial”, Gender and Landscape, ed.s
Lorraine Dowler, Josephine Carubia, Bonj Szczygiel (NY: Routledge, 2005) 242.

%7 Spelling of this city is not set (for eg, see: http://www.ekaterinburg.com/misc/ekaterinburg-or-
Ekaterinburg.html), but I choose this version to be consistent with Library of Congress
transliteration. This will be my choice of transliteration throughout my dissertation. Natalia
Smirnova also lived in Yakutsk.

% In Russia, these two cities represent the “center”, despite being two. They are two “centers” that
corroborate each other and each other’s mythologies of prominence.
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study. Three Russians’ works on space are of particular note herein: the
work of Aleksandr Sergeevich Ianushkevich (1944-) on Siberian literature,
Ol'ga Aleksandrovna Slavnikova’s (1957 - ) work on Ekaterinburg, and
Vladimir Vasilevich Abashev (1954- ) regarding Perm’. The tradition of
Siberian literature is long, but my study will focus on contemporary views,
best represented by the aforementioned. Western approaches to literary
space and women’s writing will also be explored, as they are useful and
applicable to my arguments: Helena Goscilo’s long-running studies of
carceral and hospital space in women’s literature, Julie Buckler’s work on
“mapping” in Russian literatures?, and Hilde Hoogenboom’s interest in
provincial Russian women’s writing of the 19th century are prime
examples.

A.S. Ianushkevich outlines in his article, “Siberia as a Part of
European Cultural Space”°, a historical study of Siberian space and
literature. This culminates with his interpretation of expansive space, the
memory of Siberian exile, penitentiary legacy, and provincialism morphing
into a Siberian “Local Text”. Ianushkevich argues that phenomenon of
Siberian text is the result of two opposing cultures, Russian and Siberian,
their reciprocal interaction and its synthesis. Two views of Siberia, the one
from inside and from without, have been synthesized into a whole Siberian
text which he would call a clear example of “Local Text”. In order to justify

this finding, Ianushkevich argues that change came to Siberian texts as

% Buckler, Julie, Mapping St. Petersburg: Imperial Text and Cityscape (Princeton: Princeton,
2005).

“0 lanushkevich, A.S, Siberia as a Part of European Cultural Space (Tomck [Tomsk]: University
of Irkutsk, 2005) N.pag.
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they began to become more personalized, and dealt with the fate of man
and his movement through liminal space on the scale of history-
philosophy4!. Ianushkevich contends that emergent texts in the 19th C
were still polysemantic, and argues change came to fruition in the 20t C,
after the heroic-patriotic rhetoric of the revolution and wars passed, and
the journalistic approach that had dominated the preceding years had
shifted into a broader interest in Siberian lives, stories and voices than
pure ethnographical writing. This process is linked by Ianushkevich to the
symbolic renaissance that followed writings of Chernysheskii (1828 —
1889), Dostoevskii (1821 — 1881), Leskov (1831 — 1895) and Chekhov
(1860 — 1904) that allowed contemporary Siberian texts to emerge42. On
one hand, a semiosphere was forming an original historical, spatial model,
subject, and ethnographic and linguistic specialties. On the other hand,
the vestiges of panRussian traditions for literature and models continued
to run parallel to this emergent literature—a dialectical “them” as versus
“us”. This interior “us” and versus “them” dialectic informs Ianushkevich’s
entire organization of Siberian text. These traditions are of continuing
influence, though Ianushkevich argues that this is somewhat diminished
under the contemporary influence of Local Text, recognizable as a
synthesis rather than a dialectical relationship between the inside-outside.
Ianushkevich’s work is appealing and applicable to the study of

Gorlanova insofar as it acknowledges continuous interaction of the center

! lanushkevich 6
“2 |anushkevich 5
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with the periphery and the creation of a synthesis that allows for an
exchange of ideas from the center to the periphery. However, he focuses
overly on a dialectic that always, by its existence, privileges the more
powerful and free-standing “center” by whose lack the periphery is judged.
His period of interest also well predates that of my study. On the whole,
however, his conception of center-periphery literary parallelism helps to
elevate the status of peripheral literature, while acknowledging the rift that
often forms between it and the central canon. The use of Lotman’s
influence is an interesting element of Ianushkevich’s work, and it hints at a
rather homogenous “original” northern community/semiosphere. This
proposal that Siberia is both a community that is established as well as an
area that performs established signs is both useful for my study insofar as
it implies peripherality and performativity, and is simultaneously of little
consequence as it overemphasizes the influence of the center on Siberia.
At this junction, an important distinction must be demarcated
clearly. In Russian culture there is an established, though murky,
distinction between what would generally be called “Siberia” and the
“Urals”, an area bordering Siberia and which contains both of the authors
in this study. This is normally collapsed into the same cultural arena by
the Western world. The Urals are, in Russia, defined somewhat
autonomously, if interrelatedly, from Siberia. This subtle differing is an
accepted idea that is sometimes supported by the bureaucratic lodging of

geographical boundaries and politics, though it is often qualitative
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othering. The official information pages for Perm’ o6.21acmuw/region,
technically within the Urals, state that:
Siberia (Cubupw), is the vast region constituting almost all of
Northern Asia and for the most part currently serving as the
massive central and eastern portion of the Russian Federation...
Perm’ Region is located in the east of the East European Plain and
the western slope of the Middle Ural Mountains43.
Significantly, this definition notes the importance of Asia to the region,
though it stresses the “Europeanness” of the area. It also shows the
requisite vagueness in describing “Siberia”, noting the existence of the
Urals region whilst technically including it within this northern expanse.
The Urals have been long regarded as the gateway to Siberia, if not
Siberia itself.44. Despite changing definitions and deviation in those
existent, there is a commonly held belief that some sort of division exists
between the Urals and Siberia. The problem with this distinction is one of
general understanding versus scholarship. There exists very little research
which discusses this division in literature; indeed, more often than not,
one reads of Siberian literature as a vague and general definition of
everything “northern” (the Urals included). This can be seen easily in
reading about northern literatures, and it will become obvious as one
continues to read this study. This leaves the “Siberian versus Urals”

scholar with a large gap in research, and little beyond generally-held

beliefs upon which to draw. Much work is required on a symbolic level, to

*® Perm’ Regional Server, Perm’ Regional Administration, 2011, N.pag.

“Slovari Yandex, Online entries on Ypansckuii sxonomuueckuii pation and Vpan (reorpacdua.)
passim, and passim in All-Russia Population Census of 2002 nt: Federal State Statistics Service,
2010, N.pag.
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explain and explore this concept, though it is outside the reach of the
current study. In part, beyond providing context for these northern
literatures and studies of the periphery, the reliance on this division
provides the clearest demarcation between prominent critics in the area.
This review will show this as it now presents the critics whose works focus
on the Urals with centers variously described as Ekaterinburg (Slavnikova)
and Perm’ (Abashev).

The divide between the Urals and Siberia, as well as the lack of
scholarship on Siberian space is partially remedied by the work of Ol'ga
Slavnikova (1957 - ), a resident and writer in Ekaterinburg, and winner of
the 2006 Russian Booker Prize. Her article in Cosepmennas pycckas
aumepamypa ¢ Bauecaasom Kypuuywvtivim/Contemporary Russian
Literature with Viacheslav Kuritzyn (1965 - ) entitled “ ‘{I’ B
Exarepunbypre / ‘T’ in Ekaterinburg”, investigates the character of this
city in the Urals and its writing. Her argument centers primarily on the
inability for a typical traveler to understand a city, except via a
documentary type of shorthand by which the city is described and
understood. To the uninitiated, the mysterious subtext of a city will never
become obvious, whilst the truthful mapping of space is required by the
authorial “I” to find “canonocity” — authorial authenticity — in a city4s. The
traveler performs his/her role, as does the city that is visited, in a

reciprocal and symbiotic relationship that disallows anything but a

* Slavnikova, Ol'ga, “ “SI" B ExatepunGypr”, Cosepmennas pycckas numepamypa, (2011) 1
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“superficial”4¢ and “exoticising”47 understanding of either. Harriet Murav
has also argued that Siberia in general has served “as a blank slate for
European Russians, who inscribe it with many different visions of
themselves and their culture”48. Slavnikova’s interest lays in the
interfacing of writers and their city in the form of the authorial “I”, and the
function of literary representation of a city as a method of memory, not
unlike a traveler’s snapshot49. Ekaterinburg, she argues, is an unappealing
city for both. Despite the activity of the intelligentsia there (the journal
Ypana/Ural, the universities, the literary heritage etc.), there has been little
attention paid to the attempts of writers to convey the relationship
between themselves and their city. She marks the city in opposition to St.
Petersburg and Moscow as centers (Ekaterinburg is variably referred to as
the third or fourth largest city in Russia), and places Ekaterinburg as the
center of the Uralss°. She also notes that its relegation to the lower tiers of
literary status is probably due to the inaccessibility of Ekaterinburg, a fate
that is shared with other peripheral cities; it is simply seen as “zaneko/a
distant place”s:.

There are elements of her study that are possibly applicable to
Gorlanova and Smirnova. One is that she mentions Gorlanova by name,

citing her agenda to create a mythology around Perm’ that seeks to both

*® Slavnikova 1

*" Slavnikova 4

*® Murav, Harriet, “Vo Glubine Sibirskie Rud’: Siberia and the Myth of Exile”, Galya Diment and
Yuri Slezkine Eds, Between Heaven and Hell: the Myth of Siberia in Russian Culture (NY: St.
Martin's Press, 1993) 95.

*° Slavnikova 4

% Slavnikova 5

*! Slavnikova 6
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represent and to make heard the voice of a peripheral city while
simultaneously establishing it (unsuccessfully, according to Slavnikova) as
a literary capital.52 Second, Slavnikova highlights the requirement of the
writer to be close to the city which they write about, as the symbiotic
process of the writer writing about Ekaterinburg in turn fabricates the city.
This concept weaves into what I will argue is Gorlanova’s creation of a
“literary Perm’” — a fictionalized but highly recognizable representation of
the real peripheral city in which she lives. In turn, Slavnikova notes that
the prose writer should not stay only in his/her own city, to use it as a
“single context” for their writing which is once again stressed as a
process53. This would be an example applicable to Smirnova, and her mid-
life move into the Moscow region from the Urals and one that criticizes the
dogged and politicized approach of the staunch and entrenched
Gorlanova. In addition to this, Slavnikova’s belief that Ekaterinburg’s
blank urban face does not facilitate the communication of historical and
mythological memories to an onlooker adds credence to Smirnova’s
insistence on “whitewashing” and obfuscating any distinguishing feature
of her stories’ settings (presumably, her hometown Ekaterinburg).
Slavnikova’s work does not inform my own particularly, as its corpus is
quite narrow and too old to be applied well to my study, and also my work
does not focus on the city of Ekaterinburg principally because Smirnova

herself does not. As such, her thesis that insists Ekaterinburg provides a

52 Slavnikova 6
%3 Slavnikova 6
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specific opposition to the center in word and literary hero is of little
consequence to my analysis. Instead of being location-specific, as will be
explained in detail, Smirnova chooses to highlight the life of unspecified
provincial Siberians towns and avoid explicit landmarks or named
geographical referents. Her focus is peripheral and Siberian, but implicit.

The lack of scholarship regarding Russia’s periphery in literature is
allayed further by the work of Abashev, a northern scholar based at the
University of Perm’ who writes scholarly analysis. Due to his work, and
the labors of the AGRAF publication house (Perm’), there exists another
approach toward Urals literature that defines it against Russian (if not
against Siberian) literature. His work is one of the few in which the
tension between geographical and symbolic areas in the Russian north is
theoretically tackled. This work is also very contemporary, allowing the
framework to be considered for the contemporary literature this study
treats. Ianushkevich’s terms and concept of synthesis exist in opposition
to prominent arguments about the dialectical center-periphery
relationship in Russia. Ianushkevich’s concept of Local Text as a
“synthesis” of Siberian and Russian traditions and influences runs parallel
in several ways to Abashev’s approach of polysemantic literature, but it is
pertinent to note that Ianushkevich does not acknowledge any division
between the literature of the “Urals” and “Siberia” so hotly espoused by
Abashev.

What differentiates Abashev from some other researchers, such as

Ianushkevich, is his desire to create a northern geopoetics (in his case, via
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Pasternak’s literature), and in his attempts to write Perm’ as a text (in his
article ITepmv kax mexcm/ Perm as Text). In this, he follows the
footsteps of Toporov and Lotman in their works on St. Petersburg, though
with a much smaller corpus. Abashev proceeds to claim stakes in two
different roles: he attempts to establish himself (1) as a prominent
northern scholar in the broad area of urban studies and (2) as a leader of a
myth-making venture centered on Perm’ as the axis of an independent
Urals. He arguably put Perm’ “on the map”, so to speak, in literary studies
circles, launching the Iuratin Projects4 that defines in some ways the
literary scene in Perm’. The project is one by which the Urals is proclaimed
a specially symbolic and poetic body, disassociated from the rest of the
north and Siberia. This has obvious features of a postmodern cultural
project - an artificially created cultural simulacrum, a purposefully
invented conceptual “cultural movement”. Notwithstanding any
pretentions, his work represents the context and some of the mythology
that is contemporaneous and also locally influential to Gorlanova’s
writing.

Abashev’s views are succinctly laid out in an article Ypaa kax
npeduyscmeue/The Urals as Presentimentss, decoding the “geopoetics” of
Pasternak. This appeared in a 2009 publication Poccus: 8oobpadxcerue

npocmpaHcmaea/npocmparcmaeo 8oobpaxcerus - Russia: Imagining

> This is a foundation (est. 1994) which supports culture and literature in Perm’. It is named for
the fictional town of “IOpstun/Iuratin” that represented Perm’ in Pasternak’s novel Joxmop
JKueazo/Doctor Zhivago (1955). Please see: ®oun «HOpstut», 00mIeCTBEHHBINH QOH/T KYIBTYPHI.
Permskaia Kraevaia Entziklopediia. Permskaia KraevaiaBiblioteka im. M. Gor'kogo. PGOYB,
2008 <http://enc.permkultura.ru/showObject.do?object=1803701076>

% Urals for short
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Space/ Spaces of Imagination 5°, a collection of essays. His paper
generally traces some of the domestic, Russian-written literature on the
question of northern space. The historical view of Siberia and the Urals
stands as one of the major themes (“vectors” as Abashev calls them) in
literature. This meant that in Russian culture the Urals were strangely
prominent and ushered in a new model of geographical space that
domineered works such as Nobel Laureate Boris Leonidovich Pasternak’s
(1890-1960), and established a model of the “north” that Abashev sees
represented by the Urals. Abashev argues that Siberia, and the Urals in
particular, became a famous literary space/topos that requires a “geo”
(geographically-specific)-“poetics” to understands’. In his discussion of
Pasternak, Abashev notes that Pasternak relied on heavy use of spatial
symbolism based in a realistic and geographically recognizable localized
space; to this extent, his work can be applied loosely to Gorlanova’s
writing, most of which evokes a clearly and realistically formed image of
Perm’. In addition, this study outlines the symbolic weight of “locality” in
peripheral space, and supports any analysis of provincial representation in
literature. This also supports the presupposition that most of Siberian
literature focuses on space. Pasternak’s poetics or “geopoetics”— symbolic
geography—are the poetics of space that combine spaces with destinies,
both real and imaginary. However, Abashev argues that the Urals

particularly became conceptualized as both anti-Moscow (the center) and

% «Ypan kak npeadyBCTBHE. 3aMeTku o reorosTrke Bopuca [Tactepraka/Urals As Presentiment”,
Poccus: soobpadicenue npocmparcmeal npocmpancmeo éoobpasicenust, (ATPA®: Mocksa,
2009).

%" Abashev Urals 219
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as home, as well as linked to the theme of travels8. Via this understanding
of northern space, the Urals specifically come to represent the “north” as a
broad symbol, as well as a border between the space of Russia and the rest
of the worlds9. Abashev believes that Pasternak created a space in which
the Urals are not “Russia” (as represented by Moscow) and instead
become their own unified space. The Urals thus become particularly
significant because of their border-ness, their “betweenness”®o.

The spaces of the Urals have been represented in Russian literature as
feminized, gendered space®. This is tied with what Abashev terms the
“11000BBb IpocTpaHcTBa/eros of space”62, the intensity with which man
(sic) interacts with space, and vice versa. Abashev’s gendered approach to
the north as a concept is masculinist, and in this he continues traditions
inherited from his literary forefathers. For example, Abashev’s work
excludes every woman writer (including Gorlanova, for example, with
whom he is very familiar) from either Siberian or Urals literature as a
primary or secondary source. This was, of course, also the case with the
Village Prose movement; the literature featured matriarchies and female
workers often, but did not acknowledge the work of any women writers or

theorists averring, “the village writers...are all, incidentally, male.¢3”

%8 Abashev Urals 222

% Abashev Urals 223

% Abashev Urals 223

¢ Abashev Urals 97

%2 Abashev Urals 220

% Gillepsie,David, “Ironies and Legacies, Village Prose and Glasnost”, Forum for Modern
Language Studies, Vol xxvii:1 (1991) 7-84. 84. See also: “A Paradise Lost? Siberia and its
Writers, 1960 to 1990”. Between heaven and hell: the myth of Siberia in Russian culture, eds
Diment, Galya and Yuri Slezkine (NY: Palgrave Macmillan, 1993) 255-274.
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Further—and this can be applied to both Ianushkevich and Abashev—it is
Abashev’s reliance (in his acceptance and formation of a “geopoetics” for
Pasternak) on feminized northern space, and the fraught interaction of
man (and he only seems to consult men) and feminized (not feminine)
space (“eros” of space) that delegitimizes his theory for our use. His
theorizing on Perm’ and his conception of a freestanding “geopoetics” of
the Urals is a frame into which neither Smirnova nor Gorlanova fit, and
within which neither function. The rejection of its exclusionary and
outdated approach will pave the way for Smirnova and Gorlanova to be

viewed via broader theories of “Siberia”, provinciality, and peripherality.

It can be argued that if diverse literary theories share common
ground, it is in the spatial figurations that supply the contours for their
discourse: closure and theoretical gaps, symbolic unities and differential
intervals. Yet, if theory is, as so many theorists continually remind us,
steeped in spatial concepts, then these concepts are inevitably related to
the different ways in which men and women experience space and, in so
doing, write about space in theory. The largely traditional concern with
strictly delineated spaces and totalizing structures, for instance, might well
be regarded as “masculine” when contrasted to the postmodern

preoccupation with dispersive space that Alice Jardine®4 describes as

% See works such as: Gynesis:Configurations of woman and Modernity (1986)
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“coded as feminine”%s. This coding is not defined on a case-by-case basis,
wherein individual spaces are “feminine” and others “masculine”, it is
applied discriminately to the region because of the periphery’s association
with a “lack” of what the center possesses. This gendering is also highly
binary, quite obviously linking ‘Siberia as feminine’ with ‘Siberia as
eroticized, objectified, and secondary’. Strongly defined borders are rarely
found in Smirnova or Gorlanova, who are interested in spaces which are
interpretive and symbolic, and are also more personally defined:
While theories produced by men take on certain gendered spatial
contours, theories written by women—especially those generating
from the last decade and a half—bring women’s actual experience of
space to discourse. Instead of shaping masculine space into
something feminine, these women bring feminine space to life by
writing from, through, and about the spaces women themselves
have occupied.®®
It is in this type of strategy that I see in Smirnova and Gorlanova engaging,
not in the reformation of existent spaces but the creation of their own
space(s) that interacts with both history and geography, in a new way that
is also not served by Slavnikova’s authorial canoncity theory. Further,
these acts of creation are not defined under the Abashev-ian category
“Urals” or the synthesis argued by Ianushkevich. There are elements of
crossover, for example in Gorlanova’s focus on realistic and recognizable

space and in Smirnova’s use of traditional female roles, but, as Toril Moi

(1953-) has noted: “the fact that women often enact the roles patriarchy

® Salvaggio, Ruth, “Theory and Space, Space and Woman” (Studies in Women's Literature Vol.
7.2,1988) 261.
% Salvaggio 262
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has prescribed for them does not mean that the patriarchal analysis is
right”67.

Ianushkevich, Slavnikova and Abashev offer possible contemporary
reflections of the concept of periphery, ones that often pre-date my work
or are highly charged with masculinist thought, and Gorlanova and
Smirnova provide others. As I intend to show in my study, in her
advanced and nuanced interpretation Gorlanova provides a framework
divested of the desire to create a movement for prominence within
northern literature and, thus, one less biased and more widely applicable
than Abashev’s. Gorlanova constantly focuses on the network of
interconnected Russian cities and different public spaces, without an
emphasis on othering diverse Siberian regions. Smirnova employs an
interior view that consciously rejects regionalism in her broadly
“provincial” stories, and completely ignores eroticizing and elaboration on
theories of Siberian space, deliberately restricting the action in her stories
to within the domestic space. A notable disinterest in rewriting
historically important spaces in the Urals, such as the penal system or the
metallurgical business Abashev is so taken with, underline Smirnova’s
commitment to general concerns of the periphery. Neither author divides
their stories along northern-southern lines, and any interaction with the
relationship of the center and periphery is nuanced and personalized. For

both, the authorial “I” is not connected with Urals-space, but instead with

¢ Moi, Toril, Sexual/Textual Politics : Feminist Literary Theory (New Accents) (NY: Routledge,
2001) 92.
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innovative literary techniques and a melding of traditional modes of
storytelling such as autobiography, incursion into the narrative by an
authorial voice, and a focus on the personal —all set in the peripheral
north. It is not revealing of this dissertations’s focus that both authors hail
from the Urals specifically, and the conception of the “north as the Urals”
or Local Text will not do for this study. In fact, I wish to hypothesize that
both women write spaces that struggle against the constraints of these
boundaries, and in so doing write as much broader, north-inclusive
writers. While establishing my distance from “Urals versus Siberian”
divisive frameworks, I will refer to both writers as “Siberian”, despite their
geographical position that are arguably within the Urals. This is both
because neither focuses clearly on this division (indeed, both have written
for and, in some cases helped to found and edit, journals that focus on
their status as provincial, female writers, or simply “Russian”¢8), and also
because of the paucity of names that the English speaker has at her

disposal to discuss Russia’s northern periphery.

% please note: These were perestroika-era women’s prose and “other” prose (sicencras nposa and
dpyeas nposa) anthologies, specifically (see: Sutcliffe, Benjamin “Publishing the Russian Soul?
Women's Provincial Literary Anthologies, 1990-1995”).

Smirnova has published books in both Ekaterinburg (1999) and Moscow (2000, 2001, 2005...), as
well as published in centrally published journals (i.e. Hoswtit mup /New World, 2005; 3nams/ The
Banner, 2003) and several times in provincially-located journals that draw on their location in the
Urals (i.e. in ¥pansckas noev/Ural’s Soil, 2000 and in Ypan/Ural several times in the 2000’s).
Vagrius Press published Gorlanova in their series JKenckuii nouepk: Hacmoswas scenckas
nposza/Women's Handwriting: Real Women's Prose (1990’s), and she was published in the
Moscow-based specifically women's anthology Hoewie amazonxu/The New Amazons (1991).
Gorlanova was featured in provincial women's writing journal published abroad, Pyccxas oywal
Russian Soul (1995) and Mapus/ Mariia (1990 + 1995), etc.
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SIBERIA AS MYTH IN RUSSIAN CULTURE

As noted, Siberian literature in general has been pushed to the
edges of the canon of Russian literature. In their extremely useful, recent,
and informative book, Yuri Slezkine and Galya Diment intend to map the
canon of Siberian literature by sub-dividing it. Following their main
division of the Siberian canon, the compilation traces the genesis of early
Siberian literature, from Archpriest Avvakum (~1620 — 1682) and
mythology through the settlement of the Tsarist period. Their collection,
Between Heaven and Hell: the Myth of Siberia in Russian Culture, has
broadly encompassing chapters written by various prominent scholars, on
topics that range from those that are applicable to my dissertation and
those that are not, sadly, within its scope. This Introduction will analyze
certain chapters that trace the canon as it is relevant to Gorlanova and
Smirnova, and address those most valuable to my study as well as a
general overview of the canon.

The supporting structure of the canon is embedded in early
Siberian literature. Bruce Holl studies “Avvakum and the Genesis of
Siberian Literature” in his essay, seeking to define Siberian literature as “a
distinct phenomenon in Russian letters...marked by a specificity of
thematic concerns and literary images that serve to define it as a special
category within Russian literature”®. His example of literature comes

from the Avvakum’s autobiographical work of the 17th C. It is important to

% Holl, Bruce, Between heaven and hell: the myth of Siberia in Russian culture, eds Diment,
Galya and Yuri Slezkine (NY: Palgrave Macmillan, 1993) 33.
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note that, to Holl, Avvakum’s description of resident exile in Siberia marks
his work as “Siberian”. In fact, this is related directly to what Holl
identifies as one of the most striking features marking the Siberian canon,
the “dichotomous and at times paradoxical way in which Siberian writers
represent their native or adopted region”. They view it as simultaneously
“heaven” and “hell”. In its early canonical works, the concept of Siberia as
a heaven is “embryonic”, but visible. This was understood not as a heaven
of “life-sustaining abundance” that was difficult to find in this peripheral
land, but the belief that the autonomy and purity of this far-off land was its
own reward from the (negative) changes afoot in the center7°. Diment
finds examples of this in early- 19t C writers from Irkutsk, who felt the
natural beauty and quiet quality of life in Siberia more than warranted its
heavenly status?. She traces the ubiquity of three heavenly Siberian
myths: Siberia seen as a land of innocence and childhood bliss; the idea of
Siberia as a prisoner of the uncaring center; and the image of Siberia as an
ecological paradise”2. This positivity, Holl notes, is visible in
contemporary writing about Siberia; he uses the example of Valentin
Rasputin (1937- ), though Gorlanova also utilizes a superior Siberian
image, which will be explored at length in analysis of her work Bcs

ITepmw/All of Perm’.
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The case to be made for a Siberian “hell” is much stronger; Alan
Wood, as quoted in Holl, notes that “if one were to look for a prototype in
the long, dismal repertoire of Siberian prison and exile literature, one
would surely turn to the autobiography of...Avvakum”73. The import of
this imagery —Siberia as exile or hell—is understood in the canon as a
move away from sxcumue/lives of saints, epics and fairytales, wherein the
dominant image of a wild Siberia that reigned throughout Romanticism
and Realism became tempered by the image of Tsarist exile and the Soviet
image of carceral and primitive-Communist Siberian space of the mid-
1900’s74. The carceral and exile authorship of the Tsarist and Soviet
periods that is more influential to Gorlanova and Smirnova’s work is
explored in the chapters by Harriet Murav (“Vo Glubine Sibirskie Rud™
Siberia and the Myth of Exile”) and Leona Toker (“Varlam Shalamov’s
Kolyma”), especially. Murav argues two parallel typographies of literary
imagination ran through the 19th C regarding Siberia as a theme: the
secular and the sacred, as represented in Romanticism and Realism,
culminated in the idea of (penitentiary) “Hell” or the alternatively
transformative “Heaven”75. Characterizing Decembrist writing as a
combination of civic themes and literary Romanticism, Murav argues that
this writing conformed to the typical pattern of 19th C Romantic
revolutionary heroism in portraying Siberia as an unwelcoming, harsh and

remote setting that unmistakably links the suffering it inflicts with the
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hero’s (wished-for) freedom and (displayed) loyalty7¢. In this conception,
Siberia becomes almost an abstraction, a “stage on which...heroic deeds
are enacted”77. The harsh reality of the Decembrist’s forced labour in
Siberian mines is less abstract, though it helped to shape the literary image
of Siberia as “hell”. Despite this, there is still a duality which links
indissolubly this hell with the image of Siberia as a sacred representation
of unbreakably-held ideals and also as “a site of possible salvation”78.

Toker illuminates the hell of the Gulag, as described by author
Varlam Shalamov (1907 — 1982), who wrote about his time spent in
Siberian concentration camps near the river Kolyma. This hell is one that
has no, or extremely few, examples of transformative landscape or
transcendental primeval beauty that would afford a prisoner any relief or
hope while living in the camps79. Shalamov’s work was based on his idea
that modern literature should be written by people with a deep
understanding of their subjects, and with no conceits toward
defamiliarization or distancing techniques. The topic that fulfilled these
requirements for him was said concentration camp. Toker is interested in
the extent to which Siberia was implicated in these tales, and examines the
literary relationship between images of the camps (characterized as the
“hell” Shalamov intimately knows) and Siberia. Toker feels that the

“conspiracy” of Siberia lay in her harsh climate and aversive isolation,
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though a contradictory parallel image (infrequently) allowed by Shalamov
characterizes Siberian summers’ fecundity. The redemptive gifts found in
Siberian nature are disallowed from prisoners, however, so Shalamov
restricts depicting this image of Siberia in his writing, symbolically
disallowing it from his corpus as well. The singular interest in Shalamov’s
corpus renders tangential Toker’s research to mine, but the study of
another image of Siberia’s carceral legacy is a welcome foundation for
Gorlanova’s writing concerning carceral space(s).

The Thaw of the 1960’s, which followed the release of imprisoned
writers like Aleksandr Solzhenitsyn and Shalamov to freedom, began to
change the dominance of Socialist Realism and to usher in the Village
Prose movements that were the forbearers to later Siberia-positive,
environmental writers (such as Rasputin). John Givens studies Vasilii
Shukshin (1929- 1974), erroneously labelled a Village Prose writer, he
argues. The themes that are identified in his corpus are not new to the
reader of Siberian canon, but they identify broadly with the traditional
goal of Village Prose writers to show Siberia as a repository of unspoilt
traditional values and culture: Siberia as an uncorrupted landscape;
Siberia as the setting for childhood innocence; and Siberia as a place of
unrestricted space8c. What makes Shukshin distinct from writers like

Rasputin is his lack of ecological message; his image of struggling Siberian

80 Givens, John, “Siberia as Volia: Vasilii Shukshin’s Search for Freedom”, Between heaven and
hell: the myth of Siberia in Russian culture, eds Diment, Galya and Yuri Slezkine (NY: Palgrave
Macmillan, 1993) 171.
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pastoral myths is one of moral erosion, and not the erosion of ecologys:.
Village Prose’s concept of endless space and open space differ sharply from
the highly delineated network of spaces and shifting centers that
Gorlanova utilizes and the tenacious imagery of enclosed domestic spaces
that is unmistakable in Smirnova’s works. The applicability of the writing
of Rasputin and Shukshin, and subsequent scholarship on this topic, to my
analysis is their study of what has become a characteristic theme in the
Siberian canon, the idyllic and “romantic” Siberia.

These chapters, while informative and impressively far-ranging in
scope, are beyond the reach of my study. As it informs many of this
paper’s assumptions, I will explore Slezkine and Diment’s “Introduction”
and the final chapter, David Gillespie’s “A Paradise Lost?”82, dealing with
contemporary (circa 1993) Siberian writing. In his chapter, Gillespie
writes that the inclination towards regionalism and away from the center
post-perestroika is the most important feature of post-Stalinist Siberian
literatures3. This move towards individualization and toward writers’
rural pasts represented a move in literature away from the center, and
supported the myth of the past’s correctness and order in a time of chaotic
change. Eventually dipping into Rasputin’s “Siberian patriotism” which
aimed to preserve Siberia’s resources and unique environment, this shift
attempted to “identify and characterize Siberia not as a colony, a mere

adjunct of European Russia, but as a...cultural entity set apart” dealing

8 Givens 175
8 Gillespie, David. “A Paradise Lost? Siberia and its Writers, 1960 to 1990” in Diment 255-274.
8 Gillespie 255
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with the psychological and practical ramifications of history within
literature 84. This writing was strongly regional, distrustful of outsiders
and focused on the maintenance and superiority of the native land and
residents. These predilections continue in the work of Viktor Astaf’ev
(1924 - 2001), who moved around within and beyond Siberia’s borders,
but focused on similar themes of man and nature’s relationship, the
connection of the anthropomorphized natural world and the delusion of
man’s superiority in its overwhelming presence8s. However, the sad
otherness felt by Rasputin with Astaf’ev became xenophobia and bitter
authorial conceit8¢. This bend differentiates him from post-glasnost’ era
literature about casual relationships and sexuality, like that by Evgenii
Popov (1946 - ), and those samizdat publications that focus on Siberia as a
repository of innocence and purity by Leonid Borodin (1938 - )87. This
analysis, though without themes easily recognizable in Gorlanova and
Smirnova’s work, is important to my dissertation for its survey of the most
recent historical entries into the Siberian canon, those works that would
have been most likely to influence contemporary writers. It is intriguing to
note the lack of influence these literary works seem to have had on the
literature of Gorlanova or Smirnova, underlying how unique their work is
to the contemporary Siberian canon.

Importantly, Diment and Slezkine’s anthology seeks to trace the

changes observed in Siberian literature while arguing that it is has a
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recognizable identity: “only Siberia”, Slezkine states, “has remained part of
Russia while retaining a separate past and a separate present”88 and that,
“Siberia’s literary development has never been truly ‘independent’, yet it is
rather distinct”89. One element that stands out is Siberian literature’s
connection with provincialism. Indeed, the connection between the
peripheral and the “provincial” is an interesting one. The periphery is not
defined by the solid boundaries that enclose and delineate a province. The
periphery is instead an elastic concept that requires a centre to push
against and interact with, in order to exist. Both the centre and the
periphery are locked in an interactive symbiotic relationship, through
which they identify as oppositional; that is, they are defined loosely in
relation to each other, and each is characterized by their differences. This
is unlike a “province”, which exists as a structural construct with rigorous
and closed boundaries.

Despite this, the idea of “provinciality” in literature has often been
linked with peripheral areas. For the sake of my study, I maintain that the
periphery is always defined dynamically and in relation to a centre, while
a province is a structural descriptor that delinates between social or
geographical areas. I contend that both are important, but their
differences require the separate study of each. The structural concept of
the province has been explored in Russian in the following

sources: Abashev and his colleages’ study of local texts from the
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provinces, I'eonaHopama pycckou kyabmypwl. IIposuHyus u ee
nokanvHvle mexemot; AF. Belousov and T.V. Tsivian’s study of the myths,
texts and realities of the Russian provinces, Pycckas npogunuus: mudg,
mexcm, peaavHocmb; and the recent issue of Jlabypyum [Labyrinth]:
KypHanv coyuanbHo-eymanumapHsix uccaedosaHutl that focused on
social issues of the “IlenTp-niepudepusi/Centre-Periphery”9°. The article
by Irina Savkina, “ITpoBHHIIUAJIKH PyCCKOU JIUTEpPATyphl , focuses on
provincial women positioning their work as doubly marginal, within the
context of the 19th C. This difference in date, cultural context and the
conscious self-positioning of the authors as marginal separates Savkina’s
work and my own. Indeed, all of these Russian sources are too focused on
the social structure of the provinces (as well as interested in describing
small, specific local cultures) for their vision of the Russian “province” to
intersect with my use and understanding of the term “peripheral”.

Characters labelled “provincial” in my study are those described as
folksy, rural, “simple” or (via dictionary definition) as: “having or showing
the manners, viewpoints, etc., considered characteristic of unsophisticated
inhabitants of a province; rustic; narrow or illiberal; parochial: a
provincial point of view”91.

Though, “like Siberia itself, Siberian literature appears to have no

clear borders”92, it was been most often represented as a “backwater” to

% These are all approaching the texts from a historical or social/humanitarian context.
°! See Dictionary results such as < http://dictionary.reference.com/browse/provincial>
%2 Diment “Introduction” 7
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the “civilized” centers of Russia (St. Petersburg and Moscow)93. “Artistic
life was being simultaneously attracted both to St. Petersburg and to
Moscow, two centers which differed so widely in their character”94, despite
the rich potential of Siberia. Russians, even exiled ones, often identified
with only the literary centers of St. Petersburg or Moscow; the “cultured”
life of the centers was overtly privileged over the tedious domestic 6vim
/daily life (“daily bread and a nightly hug”, in Brodsky’s words9s), as the
centers became synonymous with culture, quality, and meaningful
production. Existing in opposition to the “cultural centers” of St.
Petersburg and Moscow, Siberia has come to represent a different type of
literature, one away from the center. Given its harshness of climate and its
dubious legacy of the GULAG and forced migration, Siberia has suffered
from its stereotypes and the effects of regionalism. Often treated as a
provincial element in Russian literature, stories and mythologies which
focus on the wild natural world and a naive native style of writing have
come to dominate the discourse on Siberia in greater Russia. The
attempted establishment of prominent Siberian urban centers, such as
Perm’9¢ and Ekaterinburg, have functionally created disempowered and

tertiary literary “third” centers which exist as poor relations to

% Slekine, Yuri, “From Savages to Citizens:The Cultural Revolution in the Soviet Far North,
1928-1938”, Slavic Review, Vol. 51. 1 (N.Pag).

% Dobujinsky, MV. The St. Petersburg Renaissance. Russian Review, Vol. 2.1 (1942) 46.

% Boym, Svetlana “Estrangement as a Lifestyle: Shklovsky and Brodsky”, Poetics Today,
Creativity and Exile: European/American Perspectives Il Vol. 17. 4 (1996): 525.

% In this case, Perm’ was established particularly as a center of the corrective-labour/gulag
culture, in which over 1/3 of the Perm’ region inhabitants were among the incarcerated. Only later
did its literary reputation become more prominent. Gulag: Many Days Many Lives (Center for
History and New Media, OnlineExhibit 2006-2011) N.Pag.
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Moscow/Petersburg. It is from literature which is associated with the
“provinces”, representations of the near past, and the routine of provincial
life that Siberia has inherited its most lasting stereotypes. In Chekhov,
routine, provincial life [is shown as] the very negation of beautiful
illusion, Russian literary provinciality has traditionally connoted
the senseless repetition of an infinity gone bad, extreme pettiness,
and unceasing boredom: the hyperbolized triviality depicted in
Gogol's Dead Souls, the stagnating rituals predominating on
Oblomov’s estate, the rule-bound world of Chekhov’s The Man in
the Case?’.
An associated myth which is tenacious regarding Siberia is its conception
as a place of “villages”, and not urban centers. Urban centers are also
traditionally privileged, as even writers who were well known for their
depictions of rural life have done. Even Pasternak, one of the staunchest
provincialists, wrote: “The living language of our time, born spontaneously
and naturally in accord with its spirit, is the language of urbanism”, and
that Blok's “style seemed to agree with the spirit of the age...the language
of conspirators of which the chief character was the city and the chief
event the street”98.
Despite the mass of large cities and populations found in
contemporary Siberia, it has been most commonly associated with “village
prose” since the 1960’s99. Siberian writing is closely associated with

provincial writing, existing primarily in the Russian mind as

“simultaneously [being] ‘the outside’...and, by necessity, ‘the inside,” a

" Hutchings, Stephen, “Plotting against Abstraction in Russian Literature's Provincial Hell: Fedor
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‘home away from home”100 in travel and exile accounts. Later, this it
became the subject of “folksy” depeserckas nposa /Village prose accounts,
which “became an influential cultural trendsetter” in the 1980’s1°, though
it is by no means a modern conception. Fedor Sologub (1863 — 1927),
“quite specifically equated [6btm/everyday life] with provinciality and
provinciality with abstraction” and “says of the nexus its most negative
manifestation: ‘All becomes stupid, unnecessary, formless, burdensome
like a nightmare’...”02, These are connotations which have historically
bound provincial and peripheral Siberian writing together as
secondary/sub-par level writing. In addition, 6stm/everyday life has long
been associated with women’s writing and triviality. With stereotypes
drawn from Siberian literature’s expected styles, themes, mythologies and
narratives, Siberian literature has gained a reputation of otherness and
tertiary importance. Hutchings argues that, “best represented through a
short-circuiting of representation, provincial Russian reality equates itself
with the stifling subversion of its own narration”103,

As was noted above, concepts of provincial writing and Siberian
writing have also been merged with its representations in exile literature.
Though literature of exile is in no way the focus of this work, it is necessary
to recognize it as both an indefatigable association with Siberia, and as a

tenacious mythology that informs Siberian writers:
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The laments over the loss of a homeland are common even today in
works of criticism dealing with writers in exile. In a recent
deconstructionist study, Michael Seidel posits that “exile is a
symptomatic metaphor for the state of the narrative imagination”.
In other words, just as the ‘center’ in narrative is indefinitely
postponed, so is the exile’s homeland (from which he presumably
derives his ideas and his imagery) ‘postponed.’ The non-
referentiality of narrative discourse parallels the absence of the
sustaining strength of one’s native land. A failed Proteus, the exiled
writer (or any writer at any time, as Derrida would claim) is always
about to touch the earth, or the ‘center,” but he never succeeds in
doing so. The center is always already gone, deferred, beyond his
reach.104

In a broad sense, the essence of exile writing is of fundamental interest to
this dissertation, as it would seek to show that in some ways, despite
Gorlanova and Smirnova being “locals”, being born in Siberia means that
one is already born into exile: an exile from the centers of Russian culture
and literature, and forever implicated in the narrative of movement,
relocation, and difference. Diment argues that:
In its broadest use, ‘Siberian literature’ often encompasses
literature about Siberia as well as literature of Siberian exile, and
literature written by Siberian ‘insiders,” Russian and non-Russian
alike. At its absolute narrowest, the term is applied only to the
works of Russian ‘native sons’ (and, much more rarely, ‘daughters’)
who were either born or raised in Siberia.z05
Diment, like Holl, holds that Siberian residency is a required element in
writing Siberian literature. This focus on placement supports my

confidence that Siberian writing is predominantly concerned with spatial

issues, and further justifies my analysis of space and peripherality within
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Gorlanova and Smirnova’s corpora while establishing them as complicit in
the Siberian canon. The idea of being located “on the edge”, and possible
strategies for negotiating this position have been borne out of this tension.
Peripherality is a complex concept.

RUSSTIAN WOMEN'’S LITERATURE

Peripherality does not solely refer to matters of geopolitics, but also
encompasses the “othering” of Siberian literature from the Soviet/Russian
canon, and the belief in women’s writing as a distant and secondary part of
Russian literature. The canon of Russian literature has been male-
oriented, closely guarded and male authored and styled for the most part.
Women’s writing in the periphery has experienced further othering.
Gender-based discrimination is prevalent in Russian literary criticism, and
charges of provinciality are layered with accusations of pejorative
femininity. This interest in women’s writing and this writing’s status will
make up the other principal focus of my work, as well as the second
periphery from which these Siberian female authors write. Women
authors (and especially those from the periphery) in Russia are allowed
the secondary “space” of the sub-par in the literary canon. Exploring this
will helpfully illuminate women’s connection with “space”, both within the
canon and in the traditionally “feminine” domestic sphere.

Writing by women will be the focus of this discussion, though it is
important to study men’s visions of women as images in literature, as well.

This is both because of the impact that the perception of women and
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women writers has on the tastemaking public, as it influences popular
perception, as well as the impact that such portraits have on women
writers. The tradition of writing in a certain way about women has no
doubt encouraged women writers’ obedience to its stereotypes, and a
desire to fit into the canon, to be published, or to seem “in step” with
critical fashion has influenced women writers to tailor their stories to this
dominant discourse. In Russia, in its pre-Soviet, Soviet and post-Soviet
incarnations, the conception of femininity and women’s writing has
proven startling constant. Barbara Heldt and Rosalind Marsh have
specifically studied Russian literature’s preoccupation with gender06. In
Terrible Perfection, Heldt notes that, “to most readers outside of Russia,
Russian literature is a totally male tradition”, and that within Russia,
“poetry provides [but] a few openings [for women writers], for which no
more than two [Tsvetaeva and Ahkmatova] need apply”2¢7. This is not to
say that women were not represented in literature; on the contrary, they
were common subjects. The question remains whether they were well
represented: “The greater part of the discussion of women’s role [in life
and literature] originated with men, a not disinterested group”:08, wryly
notes Heldt. However, the “task of the literary critic is somewhat different

from that of the historian” in tracing the developments of gendering

106 gee: her many forthcoming works specifically on women’s writing, as well as books such as,
Women and Russian Culture: projections and self-perceptions (1999) by Heldt, and Marsh,
Rosalind, Gender and Russian Literature (NY: Cambridge, 1996), also see: Women in Russia and
Ukraine (1991).
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women and literature as “feminine”199. Heldt sets out the types of
influential pronouncements about women in Russian literature, and notes
how these are, most often, not made by women:
The unflattering have been more than amply ‘balanced’ by the
flattering. In fact, in Russian fiction the elevation of the Russian
woman is matched only by the self-abasement of the Russian
man...for male writers who dominate the tradition of
fictions...woman is a kind of paradigm or shorthand. There is no
[fiction] of gradual female development, of rebirth or
transformation...the heroines of male fiction serve a purpose that
ultimately has little to do with women: these heroines are used
lavishly in a discourse of male self-definition.!:°
This overview synthesizes several key concepts concerning the
Russian literary understanding of women, femininity and women’s
writing. Among them, the presumption of “goodness” often pervades
images of women (to be challenged only by her alternative, the purely
“evil” woman); the connection with naturalness, and the concomitant
naturalness of femininity is noted; and the repetition and the banality of
many of these descriptions is commented on. The novelistic tradition
heralded a Russia femininity that showcased a “natural superiority,
untutored and virgin”* that was “a terrible perfection, frightening to men
who could not match it in ‘manly’ action and inhibiting to women who
were supposed to incarnate it, or else”12. In opposition to this, women

writers tended to not “stress the perfection of their heroines: rather, they

stressed their suffering at the hands of society”, though this was never
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within any corresponding female prose tradition that challenged the
norm!3. The perfect Russian woman, as idealized in literature’s heroines,
reflected the feminization of virtue that began in earnest in the 18t C as a
“compensatory ideal: as women’s work grew ever more tedious and harsh
outside the home, the mouth of the pure keeper of the hearth gained
strength”4. This is not to discount some ironic interpretations of this
‘perfection’, for example those of Pushkin, Chekhov and Abram Tertz115,
but to exemplify the overwhelming tradition of the opposite. Heldt notes
that “the shapers of the traditions of prose fiction in Russia have always
been men...this is certainly not the case in France, England or Japan”116
and that “redefining Russian literature as a series of texts involving
gender-based values” is of “great value”7. She further skewers traditional
“under-described” women who pop up, vague and amorphous, as
examples of “strong female characters” in Russian literature8. These
gender-based values have extended into the territory of Siberian
stereotypes; the types of femininity and women in literature that have
been influential are not peculiar to this region. One of the most common
is the “strong” Siberian woman. Representing this clashing otherness,
“backwardness” and strength, provincial women can be seen as exemplars.
In the case of Gorlanova, my approach to these works of prose will

also rely on the study of autobiography and its intersection with fiction, as
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well as being grounded in western women’s studies and feminist reading.
Barbara Heldt has approached historical figures in Russian women’s
writing in a somewhat similar manner, with her range spanning from
Karolina Pavlova (1807 — 1893)to Anna Akhmatova (1889 — 1966) toward
Lidiia Chukovskaia (1907 — 1996) and Nadezhda Mandelstam (1989 —
1980)19, among others. She has also mapped the emergence of feminism
in the Slavic field120. In Terrible Perfection, she addressed the idealization
and silencing of female characters, and the unexpected intersection of
women’s autobiography and lyric poetry, arguing that both genres are
“self-mediated” and create/own “a female tradition of Russian writing”121,
Her work in this field also discovered a surprising lack of critical interest
in the autobiographical writing of women in Russian, despite their often
amazing stories, and the traditional relegation of women to “writing for
the drawer”, telling anecdotal personal stories, and the realm of
memoir/autobiography. She insists that the gap in research into this area
has led to “Russian autobiography [being] rarely considered...[while]
women’s writings about careers as writers face the difficulty that more
often than not, their denial of ambitions toward such a career is a
prerequisite for their very existence.”?22 Heldt’s, and my own, interest in

the autobiographical elements of women’s literature can help to create a

9 Heldt, Babara, Women s Works in Stalin's Time: On Lidiia Chukovskaia and Nadezhda
Mandelstam (Bloomington: Indiana University Press, 1993).
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newfound tradition for these women writers. While “there is no lack of
general pronouncements about how women act or feel or think in Russian
literature...these, however, have been overwhelmingly made by men....for
the male writers who dominate the tradition of fiction (including the
novel, the cross between the novella and the short story — nogecmy as it is
called in Russian—and the short story), woman is a kind of paradigm or
shorthand” 123. Heldt continues, revealing that “there is no novel of
gradual female development, of rebirth or transformation as we find in
Austen or Eliot...these heroines [or female characters]...are used lavishly
in a discourse of male self-definition.” Heldt searches for a tradition of
female self-definition in the self-mediating forms of the lyric poem and
autobiography. My analysis of this intersection of autobiography and
fiction differs, and includes reading of Gorlanova’s autobiography as a
form of fiction so that it might be understood as “other” than the work it is
named. The historical importance of autobiographical writing to women
writers in Russia, as well as to the importance of feminist writing in
relation to time, space, and lifewriting (especially via the French tradition),
will be addressed in relation to Gorlanova’s
Asmobuoepagusn/Autobiography and JIto608b 8 pe30HO8bLX
nepuamxax/Love in Rubber Gloves. The works will be discussed in close
connection to textual analysis in the chapter focusing on Gorlanova.
Smirnova’s works will be approached with a focus on the iteration

of ritual labor, feminine domesticity and the domestic sphere which
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women inhabit (both in reality as well as in Russian literature), all of
which she employs in an interesting way. Additionally, she will be
approached from a women’s studies bend regarding the production of
gender and self, (Judith) Butlerian24 performance and importance of
domestic ritual and the creation of women’s space in literature. The
concept of women’s space and women’s writing will be understood using
some of the work of Hélene Cixous and Luce Irigaray'2s. Briefly, the
French concept of I'écriture feminine is understood to represent “women’s
writing”, as identified by noticeable female difference in literary language
and text that is closely linked to bodily experience. It is also closely allied
to the analysis of women’s writing as the place where specifically feminine
subversions of the norm can be found. This was the brainchild of a group
of poststructuralist theoretical feminists, such as Cixous, and is associated
with their literary theory originating in the early 1970’s. These are often
linked to literature focusing on women’s bodies and maternal experience,
including literature representing the domestic sphere, and a desire to find
“space” for a new type of women’s literature. The particular confines of the
Russian provincial domestic are analyzed in Hoogenboom26, The concept
of domestic labor and ritual will be approached with a heavy debt to the
work of American feminist literary scholar Ann Romines; in The Home

Plot: Women, Writing & Domestic Ritual, she studies representations of

124 See: Bodies That Matter: On the Discursive Limits of “Sex” (1993) and Gender Trouble:
Feminism and the Subversion of Identity (1990)

125 See: The Laugh of the Medusa (1975) by Cixous and Irigaray’s Speculum of the Other Woman
(1974)

1% je: Hoogenboom, Hilde, “The Importance of being Provincial”, Gender and

Landscape, ed.s Lorraine Dowler, Josephine Carubia, Bonj Szczygiel (NY: Routledge, 2005)



51

the home and domestic labor in texts from a feminist background, much
like her Slavic “counterpart” Helena Goscilo whose life work has reflected
a keen interest in these topics'27. Smirnova’s writing employs different
strategies for interacting and experiencing peripherality than Gorlanova’s,
and these will provide us with rich comparative material. These texts will
be examined in association with textual analysis in the chapter on
Smirnova’s works.

To an extent, Heldt investigates criticism and feminism while
hypothesizing that (as of 1987, though the 1990’s did provide some
change!28):

Russian feminist criticism is almost nonexistent [as a general rule].

But the choice of between and among the profusion of Western

feminist literary criticisms whose diversity constitutes their

strengths is exhilarating. Within this profusion of the last twenty
years, Elaine Showalter suggests three national groupings: “English
feminist criticism, essentially Marxist, stresses oppression; French
feminist criticism, essentially psychoanalytic, stresses repression;

American feminist criticism, essentially textual, stresses expression.

All, however, become gynocentric. All are struggling to find a

terminology that can rescue the feminine from its stereotypical

associations with inferiority.129
The “American” critical approach will serve me in this dissertation, as will
the interesting intersections that arise between that which is considered
peripheral, that which is considered marginal or secondary, and that

which is labeled as feminine/not-male. In regards to both women’s

studies and center-periphery studies, the primary concern is finding

127 See: Dehexing Sex: Russian Womanhood Before and After Glasnost (1996) and
Russia*Women*Culture (1996, with Beth Holmgren), and among others.

128 This will be noted in more detail in my chapter on Russian women’s writing.

2 Heldt TP 4
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textual proof that Siberian women writers experience spatial concerns
particularly vividly, and the points of intersection of the two themes in
writing. The connection with spatiality is consistent with the association
of women with space in both the wider Western and Russian traditions.

Understood as a response to the peripheries they share, Smirnova
and Gorlanova’s stories become creative acts which may subvert, supplant,
comment on, or support the prevailing views of women’s writing and
space. Space can be, and often is linked to the “the interpretation of
oneself and the place one occupies; a problem of self-definition within a
space defined by others”, i.e. the space occupied by a corporality3°. This
connection to the corporality and physicality that is often linked to
women’s experience and gendering also strengthens the linkage of women
and space —which is common—but this is not to intimate that the
connection between women and spatiality is concretely accepted.
Geographer Dorren Massey has deplored the tendency to privilege male-
gendered time over female-gendered space, the result of the Ernesto
Laclau and Frederic Jamesonian tendency to reduce space/time to a
gendered binary resistant to change3!. This dichotomous
conceptualization has been fiercely refuted by feminists, and is opposed by
prominent Slavist Helena Goscilo in addition. The dualism which
privileges the first term (male temporality) has linked with it

transcendence, dynamism and history, and supersedes the feminine

B0Definitions taken from: Oct 1/09 <http://dictionary.reference.com/browse/space> . Notes in
parentheses mine.

B Goscilo, Helena, “Women’s Space and women’s place in contemporary Russian fiction”,
Contemporary Russian Fiction (CRF), Marsh, Rosalind eds (London: Cambridge, 1996) 326.
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spatial characteristics of passivity, lack, stasis, cyclical repetition and
immanence!32. In fact, Goscilo argues that this binary supports “the
ludicrous notion of space as an innately gendered phenomenon”, ignores
contemporary understandings of space via physics and four dimensional
space-time wherein “the identity of things constituted through
interactions [that in] turn create or define space and time”, and ignores
the co-dependency of Bakhtin’s theory of the chronotope33. This
refutation supports the disuse of Abashev’s theory and the different
approach that Gorlanova takes, focusing on the interactions that define or
create space and time, the interactions of women, everyday life, northern
life, and networks that connect Perm’ with the rest of Russia.

Smirnova also rejects outdated binarism by creating self-interested
interiorization and traditional arenas marked for experimentation. In
part, Smirnova’s play might stem from the same line of questioning that
prompts Goscilo to take issue with “the conventional gender disposition
[that] has allied women with domestic space” while ignoring the role of
men’s residence in homes, the role of class, and the neglected elements of
women’s lives. Both Gorlanova and Smirnova’s work supersedes and
provides commentary on these stereotypes, through the “chronotope of
creativity (that is, storytelling)”34. These concerns of gender, space and
mitigating peripherality will contextualize Gorlanova and Smirnova in

comparison.

132 Goscilo CRF 327
133 Goscilo CRF 327-328 italics in orig.
134 Goscilo CRF 328-329
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PART ONE: GORLANOVA

Nina Gorlanova, outward-gazing, seeks to write Perm’ as a network
of shifting centers and into a network of spaces, and emphasizes the
importance of both physical and symbolic spaces in her literature.
Gorlanova’s JIto606b 8 pe3otosbvix nepuamxax/Love in Rubber Gloves
and Aemobuozpagusn/Autobiography, from Bca Ilepmw/All of Permt’,
show a preoccupation with peripheries. As noted, peripheral, and Siberian
literature in particular, is belaboured with concerns about its space, its
gender and its orientation. Some preliminary statements will introduce
my analysis of Gorlanova’s treatment of space, and the way in which she
treats provincial space, especially in her depiction of Perm’. Analysis will
explore Gorlanova’s manipulation of typographical and temporal space.
Her interest in liminal spaces, as well as spaces marked by female or
“othered” (especially carceral) experience connects her concentration on
images of peripheral space and boundaries with her attentiveness to daily
lives. Beyond that, Gorlanova’s approach to specific women’s writing’s
themes and symbols and her construction of an unusual autobiography
will be interpreted in relation to a study of the genre of metafiction and
women’s studies theory. These tendencies will later be compared and
related to Smirnova’s strategies.

Broadly, /T1o606b 8 pe3orosvix nepuamxax/Love in Rubber Gloves

and Aemobuoepagusn/Autobiography are two related stories, the latter
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quite short. Gorlanova opens her collection with this short
autobiographical sketch that is more literary than informative. In it, she
roughly defines major events in her life, and tells about her current
situation by comparing it to those things she “could have done”, but did
not. This short autobiography is followed by the longer JIto606b 6
pe3oHo8blx nepuamkax/Love in Rubber Gloves, a story that describes
Perm’, events in the lives of a group of situationally-related individuals,
and offers general commentary on worldwide and local happenings. There
is no linear “plot”, per se. The text is made up of citations and the
narrator’s comments which are interspersed as quotations into the text,
and which also begin and close the story. Some of these citations are
attributed to recurring characters from Perm’, others are presented as
things overheard, or said by outsiders, and several are quotations pulled
from historical text (or imagined texts) or literature. Among the latter are
those “edited” (changed) by the author. Some of these quotations are
seemingly unrelated to each other or the basic story, some seem to be
related by textual similarities to each other, and none are presented
chronologically.

Gorlanova writes stories specifically situated in Perm’, the Siberian
city which she calls home. However, this city is not her sole focus, as
urban, rural, and other spaces are often invoked. This concern with the
spatial is especially evident in Gorlanova’s JIt0608b 8 pe3oHo8bvlx
nepuamwxax/Love in Rubber Gloves. Derrida, when speaking of space,

noted “the way the closure of any text can be undone by something which
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appears to be ‘outside’ but is always at work within the text”:35. The push-
pull of competing places that Gorlanova creates in /110608 8 pe3oH08blx
nepuamxax/Love in Rubber Gloves creates an alternative space for her
voice and a network of relationships linking local and distant areas, from
those within Russia (like the city of Golonovo, the region of Ordynski, or
Moscow) to those afar like Afghanistan, Czechoslovakia, Paris, Rome, etc.
The spaces she creates have no true center, and the smaller spaces are
simultaneously centers and peripheries; one does not have the option of
knowing what marks the boundary of center-periphery. Each space is
related but individual, and borders another equally important space,
repeated with variations in an expanding network. The organization of a
network allows for what is “outside” and what is “inside” to remain
ambiguous and to deny closure and facilitate the creation of alternative
space in the Derridian sense. She utilizes liminal spaces, for example
doors and train stations as well as images that represent network like
letters and telegrams to emphasize this interest in building ambiguous
networks of space.

Though paramount to her work, the relationship of space to
concerns of representation and identity are not only Gorlanova’s concern.
Women’s studies has long pondered what the space a woman occupies

“means”:

135 Derrida, Jacques, Speech and Phenomena (Evanston: Northwestern University Press, 1973);
see also: West-Pavlov, Russell, Space in Theory: Kristeva, Foucault, Deleuze, (Rodopi: NY
2009) 16.
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One goes into the room-but the resources of the English language
would be much put to the stretch, and whole flights of words would
need to wing their way illegitimately into existence before a woman
could say what happens when she goes into a room. The rooms
differ so completely; they are calm or thunderous; open on to the
sea, or, on the contrary, give on to a prison yard; are hung with
washing; or alive with opals and silks; are hard as horsehair or soft
as feathers-one has only to go into any room in any street for the
whole of that extremely complex force of femininity to fly in one's
face. How should it be otherwise? For women have sat indoors all
these millions of years, so that by this time the very walls are
permeated by their creative force, which has, indeed, so
overcharged the capacity of bricks and mortar that it must needs
harness itself to pens and brushes and business and politics.!36
The periphery that Perm’ inhabits is related to the way women have “sat
indoors all these millions of years”; Perm’ sits inside its own “room” in
Russian context. This periphery is delved into by one of its own, a native
daughter. The interiority that is emphasized by Woolf seems to also be
associated with the self-knowledge and telling of one’s own autobiography
that Gorlanova practices. The historically quiet voice of Perm’s women
has “harness[ed] itself to pens and brushes” in the telling of this volume.
Thus, the feminine and the telling of Perm’s 6b1m/everyday life are
associated, as they long have been in the Russian tradition. Lefebvre noted
that “representations of space” controlled by elites in society “may be
contested by subaltern space users who attempt to make out of them
‘spaces of representation’137. Gorlanova does, indeed, create a space “of

her own”, by writing a version of Perm’. Via quotations and commentary,

Gorlanova creates a literary, fictionalized version of the city in which she

B%Woolf, Virginia quoted in Southworth, Helen, “Rooms of Their Own: How Colette Uses
Physical and Textual Space to Question a Gendered Literary Tradition”, (Tulsa Studies in
Women's Literature, Vol. 20. 2) 253/54.

37 West-Pavlov 20
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lives; this will be referred to as “literary Perm’ in this study. She achieves
this sense of fictionality, which helps separate her work from
informational or journalistic representations of the city, by manipulating
her text and playing literary games. These manipulations and games,
which will be discussed at greater length, include the editing of well-
known quotations from literature, like a poem of Mikhail Lermontov’s on
page 61, the repetition of phrases and imagery which call to mind the
constructed nature of this representation, and shifting dates and the false
attribution of citations. This city is shown in snippets and vignettes that
can stand alone but are also interrelated, whose settings and topics vary
but all integrate into a vision of literary Perm’. The creation of this literary
Perm’ can be read as a Siberian female subaltern voice creating a space for
itself to inhabit in a new way, one that defies their traditional role in the
canon.

Beyond these concerns on gender, Gorlanova mediates the weight
of history and the world in which she writes by turning “outward” and
writing a Perm’ that is no longer peripheral, one in which she can control
the canon of literary conventionality and of historicity. Pushing beyond
individual texts, Gorlanova stylistically rejects conventions that would
allow the reader to “believe” what the author is presenting as fact, while
still playing on the historical convention of “false truthfulness”.
Gorlanova’s quotations sometimes reflect the conversations of, we
presume, local inhabitants and their colloquial speech reflects their status

and persuades us to accept these as elements of reportage or, as in
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classical memoirs, memories of experienced events. This set of
assumptions is challenged as the text continues, and several of these
quotations are obviously re-written, edited, repeated in ways which “out”
them as constructed by the compiler/author, or perhaps as purely fictional
constructions. She presents her fictional Perm’ and autobiography as facts
which seem true but ought to be questioned. For example, the
inconsistency of dates and the attribution of citations throws into question
many of the reported facts, as does the use of unstable naming
conventions to represent the narrator/compiler. In an analysis of
Shklovskii’s work Art as a Device (1917), Svetlana Boym brings up an
interesting point which can be seen as parallel to Gorlanova’s vision of
Perm’:
The theory of estrangement is often seen as an artistic declaration
of independence, the declaration of art's autonomy from the
everyday. Yet in Shklovskii’s “Art as a Device” (1917), estrangement
appears more as a device of mediation between art and life. By
making things strange, the artist does not simply displace them
from an everyday context into an artistic framework; he also helps
to “return sensation” to life itself, to reinvent the world, to
experience it anew...it appears [to] harbor the romantic and avant-
garde dream of a reverse mimesis: everyday life can be redeemed if
it imitates, art, not the other way around.38
Gorlanova relies on the remoteness and peripherality of Perm’ in her
stories to elaborate on “estrangement”, and she moreover utilizes the
concept of estrangement to represent herself as a semi-estranged editor.

She represents a literary version of Perm’ from this complex vantage point,

while giving a knowing wink to the reader with textual references that

138 Boym Estrangement as a Lifestyle 515
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confirm her acute awareness of literary criticism and technique. In
unconventionally and obscurely citing parts of the literary canon by
choosing surprising references that range from ancient Rome to Lewis
Carroll, and by editing and altering these citations, Gorlanova
acknowledges a certain complicity with the literary past but conceives of
herself as differing from (and controlling) it. This is bolstered by
Gorlanova confusing her role(s) as author/narrator/compiler/character by
editing other people’s words in citations, for example changing the words
in a Pushkin poem slightly, and by using unstable naming techniques and
erratic structure for her commentary.

Acknowledging the physical periphery of Siberia and Perm’,
Gorlanova deftly and continually comments on the physical spaces within
Perm’, as well as the relation of other physical spaces to Perm’. This
distinction creates the illusion of borders as well as maintaining a shifting
definition of peripherality. In /It0606b 8 pe3oHo8bix nepuamxax/Love in
Rubber Gloves, she shows a fixation with physical space that is “other”
than Perm’. Characters are preoccupied with the peripheries/would-be
peripheries of the Soviet Union, Afghanistan and Czechoslovakia, the use
of which begins as early as page 20 and which will be explained in more
detail in the coming chapter. Displaced Russians, for example those
fighting in regime-shaking theatres of war such as Afghanistan and
Czechoslovakia, are of interest, highlighting the centrality of “home” and
the strangeness of the “other” space. Often, opposing “sides” are

emphasized. Moscow and Petersburg, as well as some other Russian
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cities, are routinely characterized as “other” by the inhabitants of literary
Perm’, who see themselves as living in their own center. The differences
are often highlighted when a character has left Perm’ and travelled to the
center, for example when the character Grezka travels to Moscow—much
to his eventual chagrin—on page 32.

It has been argued that “spatial practices gather up both
environment and actors into a single over-determined continuum [and
that] space is always already caught up in representational practices, with
different groups vying for control of discourses about space, but also of the
messages which are coded in spatial artefacts [sic] themselves”139.
Gorlanova is very aware of the traditional binarism of “Russian versus
Siberian” codes of space, as she focuses on both acknowledging and
manipulating unusual spaces as “other” while also by playing with
practices of naming and connotative association. She does this without
relying on the dichotomy of the Urals-Siberian divide, as set out by
Abashev. Instead of dividing these regions, she uses interactions between
characters and spaces to create networks of interrelationship, and shifting
codes and naming to destabilize any concrete comparisons. She unifies
these codes by making them translatable, using her narrative to add
structure to what could otherwise fall into Sologub’s “formless” provincial
nownocms/banality.

The alternative spaces that Gorlanova creates are also linked with

her experience as a woman writer. This is in contrast with Abashev’s

139 \West-Pavlov 19/20
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approach, making Perm’ as a text (Ilepmb xax mexcm/Perm’ as Text) that
is historically tied, masculinist in application, and linked to traditional
northern tropes. Like Abashev, Gorlanova ignores the traditional distance
between the critic and the creator, and focuses her energies on the
northern city of Perm’. However, unlike Abashev, Gorlanova links these
forays with mediations on generalized space, as well the daily lives shaped
by it. She does not rely on old divisions of the Urals and Siberia, nor does
she rework old mythologies as subject matter. She truly departs from the
Abashev-framework with her sustained interest in linking northern space
with representations of personal identity, personal gender, fictionality,
and by manipulating networks of space. Gorlanova’s links with women’s
writing will be further explored at a later time. The “other” spaces that are
most often noted are Moscow (the center), and prison (a further periphery
marked most often by images and stories of Perm’s camp system, used
heavily in pages 50 onwards), but also extend to outside spaces and places
which are marked as special by way of the actions they enclose from the
outside world. This work is in many senses meditation on space(s).
Gorlanova’s comments lead and influence the included quotations of other
contributors, and several portions attributed to her “book-end” the body-
text. In representing herself thusly, she attempts to establish herself as a
center which is genuine, though constantly shifting.

“Other” spaces are also often marked by nostalgia and temporal
distance, representing not only the lure and escape of 661T/everyday life

that a trip offers, but also a sort of emotional and sensory shorthand to the
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experiences of the past or the possibilities of the future. Such examples
are symbolically layered, and refer or imply a long list of associative
meanings. No “other” space is innocent of associations, for example:

— Kt0 MHe o6e1ias XoJ10/1elr ¢ ApOoKaJI0UKOU? — CIPOCHI OH
TPOMKO, a B IJIa3aX Y CAaMOT0 JAPOKaIOUKa.

N manmmmtes c Jlrogmuoon, 6eausiii! 1 B ABepu cTyyar:
HeykeJu AekaHmma? boo 3akpuuan: “Tak MbI €/IeEM WJIN HE €JIeEM B
OpAabIHCKHI paiioH, aruTOpuraza?”

Ho sto Ham gonent boprc Bopuckra 6pu1. OH cHavasia
TPO3HO ITOCMOTPEJI Ha YaIlly JIPY>KObl, TOJTHYI0 BUHA, TIOTOM YBH/IEJT
Hunynpky u pacusest. “Xotute 4apouky?” — cpocu ero 5oo.
“Kax s Bcex-Bcex JI00J1ro!” 140

(V3 nueBuHKa JlyHeukw, 1968 r.)/

Who promised me jellied meat?— he asked loudly, while his
eyes trembled.

He, the poor thing, got plastered with Liudmila! [Someone]
knocks on the door: could it be the dean? Bob cried: “Are we going
to Ordynskii raion, you agitators?”

But it was our associate professor Boris Borisovich. He first
took a stern look at our cup of friendship, full of wine, then saw
Ninul’ka and beamed. “Do you want a [drink]?” Bob asked him.
“Oh, how I love you all! 141”

The region mentioned might have been offered in jest, as this was the type
of region to which one might be sent as a Soviet agitator or a “builder of a
Socialist future”. This comment might also have been asked in fear — Bob
“sakpuuas /cried” his question. This is mimicked in the paranoia of these
students, waiting for a knock on the door from the dean, as they break the
rules and drink in their rooms. The fact that the male dean arrives (and
not the female dean) is a matter of some relief, implying that the
behavioural codes and expected actions of the men and women in this

setting are different. The outside and other space of Ordynskii is offset by

9 Gorlanova 36.1
11 Usually a team of agitators were sent to raions to promote some Soviet way of life. Emphasis
added.
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the hominess of the dormitory setting, references to preserves, to friends,
to the creature comforts of jellied meats and liquor. The uneasy balance of
the homey and the other brings a tension to the passage, as the two spaces
are pegged against one another.

In fact, the physical occupied spaces of Perm’ are important to the
text. Space that is “sacred” and “profane” (though the traditional
distinctions would not have officially existed under Socialism in the
religious sense) are highlighted, churchgrounds and clinics are discussed.
For example:

[{epkoBb HOBasi, CTEHBI CHAPY?KU PACIUCAHbI TJIa3aMU: TYT IJ1a3,
TaM rja3, Kak Ha pucyHKax MoJioforo bo6a, nomuute? OH Bce
IIEPKBH B KOHCIIEKTAaX PUCOBAJI... BX0XKy, a TaM JIBepH, M1 Ha KKI0H
HAaIMCaHO, Kak Ha kabuHerax. “Kto B cymsienuit”. “Kto
OoroxynbcrBoBas ... fl aTem3Mm cpaBasia, 3HAUYHUT, MHE Ky/1a?
Otnuparo iBeph K OOTOXYyJIBCTBYIOIINM, a TaM JieHTa Mebuyca kak
ObI, Ha Hee BCTYIIA€elllb, U/IEIb — II0Ia/Iaelrb K TeM, KTO “B
cyMieHUH”. VI BAPYT BBIXOAUIIB BO IBOPHUK, TaM KYPOUKHU TYJISIOT,
06ab0YKM TTOPXAloT, OATIOIIKA CUIUT C KHUTOU, MOJIOZOH,
CBETOHOCHBIH... JInno Takoe 3HakoMmoe! 11 MHe ObI COMTH C JIEHTBI
Meb6uyca 3To#, MarHyTh K 6ATIOIIKE, HO BHYTPH KTO-TO TOBOPHUT:
WJIU TaJIbIIle, /U, ellle He Bce ThI Bujena... (CoH I'pesku, 1992 1.)/
There is a new church, its outside walls are painted with eyes: here
[there is] an eye like those in young Bob’s pictures, you remember?
He drew churches in his [lecture] notes all the time... [I come and
see that] there are doors and on each door there is a sign, like at the
office. “[One] who is in doubt.” “[One] who has blasphemed...” I
took [and passed] the atheism exam; so through which shall I go? I
open the door to the blasphemers, and [see] something like a
Mobius band. You can step on this band and walk around on it, and
[finally] come to [those] who are in doubt. Suddenly you go out
into the yard, where the chickens wander, the butterflies flutter, our
Father [a priest] sits with a book, young, luminous...A face so
familiar! And I am about to step off this Mobius band and step
towards our Father, but something inside [me] tells me: go further;
you have not seen everything yet (The Daydreamer, 1992).142

142 Gorlanova 24.5
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The “Mobius” band of life hints at repetition and endlessness (a leitmotif
that is explored later in this chapter), and layered meanings hint at the
indeterminancy of desire and fate. In another example, we see a cathedral
and faith further discussed in relation to a transitional time and space:

— Ho xpam paspy1eHHbIH — Bce XpaM, HO bor moBep;keHHbIA —
Bce bor... Kerarty, rie oHa 6p11a Bo Bpems mmytua? B otmmycke? Bot u
xopoiio, fI Tak 661 He X0Tes1a, YTo6 PruMMe mpuILiocs ee pas ceds
CKOMIIPOMETHUPOBaTh. JKU3Hb CTOILKO Pa3 ee UCIBITHIBAJIA.

— Her, :xu3Hb 10/ICOBBIBAJIA €11 CJTy9au BO3BBICUTH ce0s1
YCTOUYIHBOCTBIO.

— Hy, pa3 oHa BBICTOs171a, JIBa, & TOTOM CJIOMAJIach... A JKU3HB BCE
HAIJIO TOZICOBBIBAET U MO/ICOBBIBAET €M CITyJaHu.

— ITpocTo XKMU3Hb ONTUMUCTUYHEE HAC: OHA BCE BEPUT, UTO YEJIOBEK
craHer Jjyuie... (PazroBop mocse mobeipl Ha I MMyTYHUCTaMH) /

-So an abandoned temple is still a temple, and a dethroned God -
still a God 143...Incidentally, where was she during the time of the
putsch? Absent with leave [on holiday]? Fine. I didn’t want it,
when Rimma came, compromising herself yet again. She tested life
SO many times.

- No, life shoved her into that incident, to encourage constancy in
her.

- Listen, she stood up - once, twice and then she’s knocked
down...and life impudently hits her again.

- Life is simply more optimistic than us: it believes that mankind
can improve... (Conversation after the victory over the putsch). 144

A cathedral and the invocation of faith’s and sacred spaces’ ebbing and
ultimate timelessness are paralleled with the repetitive nature of life’s
melees and its unwavering optimism.

The transitional image of the train station is also invoked often,

viewed as a liminal space from which one starts out and in which one is

3 This is slightly modified text from a Mikhail Lermontov (1814 — 1841) poem from 1837:“Tax
XpaM ocTaBJIeHHBIH - Bce xpaM,/ Kypup nmosepskennsiii - Bce 6or! / So an abandoned temple is still
atemple,/ A dethroned idol - still a god”. Trans. Fennel, John, Nineteenth century Russian
literature: studies of ten Russian writers (Berkeley: University of California Press, 1973) 172.

144 Gorlanova 61.1
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neither a stranger nor at home (this will later be shown to represent an
important symbol for Gorlanova):
— 3a Hamu ciefAT. Jla. 9To TOYHO... fI moimaJt xKectT yOupaHus
KOPOYKHU B KapMaH. MHe GbLIO HY>KHO K TETe €XaTh, B '0JI0BAHOBO,
Ha aJeKTpruke. Kyt OueT B Kacce, a y»Ke Hapojy MaJio.
CMOTpIO: YeJIOBEK B IIITATCKOM B TOH JK€ Kacce y»Ke KOPOUKHU
youpaet. Bugumo, cripocu, Kyaa s B3su1 ouer... (Mropp, 1968 1.) /
They’re watching us. Yes. It’s certain...I caught the movement of
him sliding his ID back into his pocket. I had to go to my aunt’s, in
Golonovo, on the train. I bought a ticket at the counter, and there
weren’t many people around. I saw it: a man in a suit take back his
ID. He had probably asked where I was headed...(Igor’, 1968).145
Moving in and out of prescribed places is brought up in this passage. The
instability of travel and the invasion of privacy subtly underscores the
differences between the place from which one is departing and the place to
which one is travelling. In comparison to the passages in which Gorlanova
speaks about foreign or outside space at home, this passage reads more
like reportage; the sentences are short and workmanlike with no real
colloquialisms. This also introduces another theme of hers: the
neighbouring district of Golovono, near Perm’ (Mukpopaiios roposa
ITepmp), along with other “inner” spaces like dormitories, classrooms,
hospitals and homes etc. She will later use these examples to highlight the
inner-outer divide, as well as to introduce many relationships to the
reader:
3akoH nmbssHOTO ApxuMezia Beizpes rae? Ha zamure WUrops, 1a? B
TosnoBanoBe! Vu Het, 3T0 661710 HAa UMeHUHaX CoH-O6J10MOBa, B
obmexntun? Korma bob cran EBKy BRITOHATD U3 KOMIIAaHUH !

JlromMmuIia 3acTymuiach 3a Hee, 1 4T0? Bob pas ee rutapy o0 cTos —
o6pum! U Het rutapsl. Kama ckazasia: BOT HyTPO-TO T0JIE3JIO U3

5 Gorlanova 36.5
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Hero. CKOJIBKO CITUPTHOTO MTOTPY3UJIOCh BHYTPD YeJIOBEKA, CTOJIBKO
HyTpa BBIILI0. YeM 60JIbIlle YeIOBEK BBIMIJI, TEM OH BHIHEE.
(ITapes, 1980 1) / Where was Archemedes’ drunken law created?
At Igor’s defence? In Golonovo! Or was it on Son-Oblomov’s
nameday, in the dormitory? When Bob had kicked Evka out?
Liudmila came to her defense, but what for? Bob smashed her
guitar on the table — briim! And no more guitar. Kapa said, “this is
how the guts come out of a person. However much alcohol is
loaded into a person, that is how much of his guts come out”. That
1s - the more a man drinks, the more visible he becomes.146

Unease about the ability and freedom to travel is also evident in these
passages, as the townspeople, seemingly obsessed with foreign
destinations (i.e. Czechoslovakia [discussed at length], and Afghanistan),
seems to worry about the reality of actually getting anywhere. The people
around them are observed and identified (in this case, as a military man),
and their seemingly innocuous actions are understood as a shorthand for
the initiated traveler. This is, of course, no ordinary traveler, but one who
would have only been allowed freedom of movement by way of his
complicity with the military regime.
Tsarev notes, again from 1968:
-Paccospunky 66l ceituac!.. Xoporo Tebe, FIrops, ThI HE MbeIb!
3auem g HanwicaA? U EBka, HaBepHOe, MeHs Opocuia! Krto ee

poBOKaJT - B06? A uTo roBopui? BeyHO 3TH TeHUU IPUBECTH
JKEHIIUHY IPUBEAYT, a yBecTH...” Hy, 3TO ¢ ero CTOPOHBHI...
(Ilapes, 1968 1.) /

- If only I had rassolnik [a soup] right now!...It’s all well for you,
Igor’, you don’t drink! Why did I drink? Evka has probably
deserted me. Who went with her, Bob? And what did he say?
These geniuses always bring women upstairs, then wait for
someone else to take them home...” Listen, this is totally rude of
him...(Tsarev, 1968). 147

148 Gorlanova 48.2
147 Gorlanova 36 .4
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thinkers or celebrities from all eras are mentioned, evoking spaces which

inculcate different ideas and different viewpoints. In the following

passage, Gorlanova juxtaposes the home-grown and the foreign, using

Krylov and Kafka as comparisons:

- B Hauasie 69-ro bob mostyurt u3 “HoBoro mupa” peleH3uo Ha

CBOIO IIOBECTh. AJK OT CaMOTo ﬂOM6pOBCKOI‘O. Hy H IIOXBACTaJICA €10

Ha TBOPYECKOM KpY’KKe. /{0110 /10 IEKAHIIIH, ee MY>K-CKOTOBE/]
YCTPOWJI CyAUIIUIIE Ha PaKyIbTeTCKOM coOpanuu, moMHuTe? “Bac
cpaBHUBaIOT ¢ Kadxoii! Kakoe naTHO Ha yecTh yHUBepcUTeETA!
3aueMm Kadxka Hanmcas, Kak yesioBeK IIpeBpalaeTcs B THyCHOe
Hacekomoe?” “A BbI 6acHio KpputoBa ‘KBaprer’ ynranu? 3auem
3BEPH CeJIN 32 UHCTPYMEHTHI?..” — OTBeTHJI 00 U BBIIIIENT BOH.
HT)/

- In the beginning of ‘69 Bob received a review of his story.
Literally from Dombrovskii48 And he boasted to her of his creative
writing-club mind. This reached the dean, her husband-cattle-
herder, he accused Bob during the faulty meeting, remember?
“Yours, compared with Kafka? What a blemish on this university!
Why did Kafka write about how a man turns into a vile insect?”
“And did you read the fable ‘Quartet’, by Krylov? Why did the
beasts play instruments?...” — countered Bob, and walked out. 149

Later, the writing of Solzhenitsyn is mentioned as a counterpoint to the

space of Perm’, and the political arena of Russia. This foreignness of

thought is linked with France and another artist, Roma, who lives there:

- Bamix MasibumMKoOB He mocaziniau, 1 4yto? Kem onu cranu?.. Poma
OTCH/IeJI, celuac — BCECOI3HAsl 3HAMEHHUTOCTh, BBICTABKA BO
®dpaHIUK TOTOBUTCA, s BU/IEJT Y?Ke OTIIeYaTaHHbBIN KaTaJIor...
CoOJKEHHUITBIH ITUCHhMO MTPUCIIAT: KAK EMY MHUJIBI €r0 paboThI. JTO,
KOHEYHO, H 0 YeM He TOBOPHT, UTO HPABUTCS, HO YTO HAIIKCAJT
IMUCHMO... Ke... ([TocropoHHuUii, 1992 r.) / Your young men didn’t
succeed, did they? They aren’t imprisoned?... Roma is on strike,
now — All-Union fame, the exhibition in France is ready, I've
already seen the printed catalogue...Solzhenitsyn sent this letter;

148 A Russian writer who spent many years in the Gulag system.
149 Gorlanova 45. 1
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how sympathetic to Roma’s work he is! Of course, it’s not about
anything we’re talking about, but still he wrote the letter....still...
(Overheard, 1992)150

Foreign capitals are specified, Paris, with especial frequency (26.3,

27.2, 47). Cuba, and its revolution is also cited (46). Rome and the

ancient past are evoked as places where ideas were made which continue

to influence the present-day and problems that were paramount to Soviet

Russia; Igor’ offers:

B camom nmenu PuMmwMmel g Bu:Ky otcBeThl JlpeBHero Pruma, rae
CeHexka BriepBbIE BBICTYIIHIJI IPOTUB JOHOCUTEIbCTBA. (Mroph, 1968
r.) 151/ In Rimma’s name, I saw reflections of the Rome of Antiquity,
where Seneca first came out against snitching. (Igor, 1968).

Historical Russian influences on Siberia are also mentioned, Siberia

still bearing their mark after so many years. The Decembrists are

mentioned specifically, evoking the concept of Siberia-as-exile:

- Baru MasibuuKy ObLIA HE TOTOBBI IJIATUTD, HE COTJIACHBI. A
B3pOCJIETh — 3HAYUT IUIATUTH 32 Bce. 3a UTO IUIATUTH, €CJTU YIKe
OHU J1I00PO cie1aiu JUCTOBKaMu? A 3a TO, YTOO OCTaBaThCA HA
ypoBHe 3Toro 06pa. Korga notpeboBasi 0TKa3aThCA OT HETO...
JlexabpuCThI HAIIUTUCH: BCIO IPAB/Y, BUIAUTE JIM, TOBOPIJIH. S mx
npocwi: MeHs u OpJIoBa MOCAAAT — UJIUTE U OTKAYKUTECH OT
MMOKA3aHUH, HAIUIITNUTE: OTOBOPWJIN U3 PEBHOCTH WJIU €IIE Yero. A
OHU: HO MBI K€ B CAMOM JleJie COOUPATUCh U YUTAJIH... U
smctoBKH... Hy, Hac u mocaamu. (Poma BenyHoB, coubirrop, 1992
r). / Your young men weren’t ready to pay, they didn’t agree. To
become mature, it seems you have to pay for everything. Why pay, if
they already made the leaflets? Why maintain this level of
goodness? When they needed to refuse it...the Decembrists were
asked, and they found a way to tell the truth [about their secret
society], to tell it all. I said to them that Orlov and I were going to
be imprisoned, but Roma asked them to change your statements —
we went and refused, wrote our testimony: say that you spoke out

150 Gorlanova 47.3 — 48; also 60.3 contains a Solzhenitsyn reference.
I Gorlanova 32.4
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with fervour and more. And they, well, in reality we had gatherings
and read banned literature...and the leaflets...well, they were ours
and we went to prison (Roma Bedunov, sculptor, 1992).152
The legacy of the Decembrists is alluded to on page 68, in the final pages
of the text. Once again, Decembrists also represent a very specific
understanding of Siberian space; intentionally chosen by governments
because it was peripheral and cut-off, this land was made a prison due to
these characteristics. The exiles sent there then began to create spaces for
their families, in this penal area. In both creating carefully constructed
personalized space in Siberia (and outside of the character’s learned
sphere of everyday life) as well as in speaking the truth, Gorlanova’s use of
the Decembrists as an image intersects with Lotman’s analysis of the
Decembrist’s highly conscious construction and performance of everyday
behaviour in spheres of exile!53. This precedent is evoked when Tsarev
later laments:
- A Begp CrasimH nmoylapuit Ham otna boba! — Bapyr
noaMurusaetr otunmy Kama. — OTkyza ero Boicesienn: u3 Yenrema?
Hy oTtkyna-To orTyza... 1 cmacubo emy 3a aTo!
Hcropus nHOTA MIyTUT BOT Tak: oTIia boba B camom fese
CraJivH BBITHAJI C POJTUHBI, HO 3/1eCh OH JKEHWJICS Ha PYCCKOMU, CBOIO
IIOJIOBUHY JIFOOUT 10 TIOTEPU CO3BHAHUSA, aKe HE 3aMETHUJI, UTO
IIPOUB0IILIA TPATeIus, YTO OH JIUIIUWICS poAuHbL... (Ilapes, 1992 T.)
/
-And then Stalin gave us Bob’s father! — Kapa suddenly gave
a wink to her stepfather. — Where was he moved from, from
Chengem? Well, from somewhere like that...and thanks to him for
this!

History sometimes makes this kind of joke: Stalin drives
Bob’s father out of his homeland, but he married a Russian, he

192 Gorlanova 44.3
153 See “The Decembrist in Daily Life” The Semiotics of Russian Culture, trans. Ann Shukman
(Ann Arbor: University of Michigan, 1984) passim.
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loves his wife beyond reason; he didn’t realize the tragedy that

befell him, losing his homeland...(Tsarev, 1992).

Beyond the idea of the exile-as-prison, physical prison space and
camp references are also often made. Tying the physical space of Siberia
with it modern historical past, for example, many of the names of
characters seem like “prison names”: “Myp3uk” (“Murzik” 32, 55),
“Kprouok”(“the hook” 20), for example. References to the inescapability of
prison in the Perm’ region seem to be underlined by the casual
relationship made between camp/prison life and references to life in
general. This sort of oblique reference is seen in the following passage,
which makes reference to the “striped” nature of life. There are seemingly
“throwaway” reference to the “stripes” of prisoners and how they
characterize life: “... Y Boba Ha 111ee moJiocaThlii IUIaTOK, U Karma cpasy k
OTUYMMY Ha IIIe10: ’KU3Hb - OHA B MOJIOCKY, MuJIbli Myp3uk! B mosocky! U
Bcex 3a croJi ycaauiaa... (H.I'. 1992 1) /...Bob had on his stripey kerchief,
and Kapa embraced her stepfather suddenly: life [comes] in stripes, dear
Murzik! And everyone at the table was seated...(N.G., 1992) 154 Stripes,
in the Gulag, usually identified maximum security prisoners!s5. The camp
Perm’ 36 held all of the maximum security political prisoners in the USSR
by the late 1960’s, and Perm’ 35 held a large number of other politicals

from the 1960’s crackdown, onwards?56,

> Gorlanova 54.2

155 «Gulag: Many Days Many Lives”, Center for History and New Media, George Mason
University: 2006-2011, July 2011, N.Pag.

1% «“Gulag: Many Days Many Lives”, N.Pag
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Prison as a space to which you are sent or from which you return is
also a prevalent concept in Gorlanova’s text. The idea as a camp or prison
as a specially understood space within Perm’ herself is a thread woven
throughout the eras. The notion of prison-space continues throughout
decades of life in Siberia. In 1991, it is connected in discussion to
memories of it in the late ‘60’s, for example on page 20 in a comment
regarding movement in and out of prison space. This can be tied to a
conception of prison as a liminal space, a trial, which must be endured in
order to leave Perm’. A connection could be made with the myth of Baba
Yaga’st57 hut here. Prevalent in Siberian tales!58, Baba Yaga’s hut!s9 is apt
for no comparison if not that of the prison metaphor. Ensconced with a
fence and sentinels, the hut has no openings or apertures into the free
world. It is elevated and totally enclosed; the only way in is through
interaction and via the acquiescence of the owner/jailor, who holds people
within her walls against their will. Interestingly, it is also marked as a
blatantly female-controlled space, not only in its closedness, or because its
keeper and her daughters are often caricatures of female sexuality6°, but
also in the stories’ emphasis on domestic routine and 6sim/everyday life.
Provided a regimented penitentiary routine, the jailed are held at the will
of their keeper(s) (Baba Yaga often has daughters in her tales) and must

fulfill certain mundane tasks under almost impossibly restrictive

71 spell “Baba Yaga” instead of the more correct “laga” because of its common use.

158 See: Andreas, Johns, Baby Yaga: the Ambiguous Mother and Witch of the Russian Folktale
(NY:Peter Lang, 2004).

™ 1t is quite probable that Gorlanova would be familiar with Propp’s (1895-1970) seminal works
in this case.

180 Andreas passim.
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constraints before (and if) they are deemed free. In order to reach the
other side of the forest, to “escape” the old world they are fleeing (even
temporarily), these characters must become penitents or internees. In
order to escape the perceived banality of Perm’, even if their central
destination is less than charming upon arrival, Gorlanova’s characters
seem required to endure the act of public contrition and penal sentences,
enduring a profoundly new type of 6vtm/everyday life under the
constraints of Soviet prison environment.

Like Baba Yaga®1, prison when viewed in this light becomes an
ambiguous element. It is, of course, an ambivalent element, caring not
whether it harms or helps its residents; in the same way as Baba Yaga
might add trials to the lives of those she entraps, prison both allows for
otherness and sameness to undergo changes, and emerged transformed
(or at least marked). Abasheva notes that:

[B ITepmul]... cyziba roposa CpOAHU KEHCKOU, MPUBBIYHO TOTOBOU K

TEPIEHUIO U CTPAIaHUIO: Oy TO HAMBHASA JIEBYIIIKA- IPOBUHITHATKA

OIIIa KOTa-To B (pabpuuHbIe paOOTHUIIBI, MUHYJIU TOJIbI, U BOT

MaeTcs OHA HaJIOPBAaHHBIM 3/[0POBBEM, H, MOKET, IPSTYET CIIEBI

IIOJIyCTEPTOU TaTyUPOBKA... [IepMb ObL1a 3aX0IyCTHOMN

IIPOBUHIINEN, TPOMBINIEHHOU KOJIOHUEH Jlaxke UM y Hee

oTHUMaH (My»kckoe “MoJIoTOB”, IpaBaa, MPOAEPKATIOCh

Henosro). M mo ceil IeHb OTpaBJieHa OHA JIBIMOM 0€CUMCJIEHHBIX

3aBOJIOB, U3paHeHa KoIYkaMu “30H”./ In Perm’...the

the city’s fate is akin to a woman’s, always ready to be patient and to

suffer - like a naive provincial woman who came some time ago to

work in a factory, the years passed, and now she is in poor health
and may conceal the tracks of faded tattoos...Perm’ was a backwater

province, an industrial colony whose name was even made
masculine (the male moniker “Molotov” was, admittedly, short-

181 Andreas 44-60
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lived). Poisoned with the smoke from her countless factories, and

injured by the wounds of the “zone’s” thorns.162
Noting the marks and tattoos that blemish both the “godforsaken
province” and its residents, prison space is obviously invoked. The
concept of thorns that wound the “zone” most likely refers to the barbed
wire that demarcated the camp-space from the rest of the Siberian
landscape. The “zone” itself is a well-known name for (gulag) camp space.

In both reality and Gorlanova’s work, Siberian and Perm’s space is
obviously tied to the concept of prison space, while the openness and
otherness of the center is connected symbolically to foreigners and the
provincial émigrés who populate it. Prison is an “other” space insofar as it
changes and creates new 6wtm/everyday life. As an inmate, the prison
becomes your new “domestic” sphere, and 6uim/everyday life marches on,
even as it is changed from normal: “Tyro cruteras 6bIT u TUTEPATYDY,
Huna [T'opsianoBa] prckoBaHHO OayaHcupyeT Ha rpanutle / boim and
literature are tightly woven together, and Nina [Gorlanova] balances
riskily on the border between the two”63. Libraries, new routines of
everyday activity, and time/space “apart” are all motifs made evident in
the following passage:

- B TroppMe ObL1a 6ubIMOTEeKa — OffHA U3 JIydIIuX B ropoze. Hy,

IIOTOMY YTO TaM He pa3BOpOBaJIH... fI 6pas mo Tpu Toma CosioBbeBa

B He/leso... ['ie 6 st mMet ellje TaKkyio BO3MOKHOCTh yuTaTh? (Poma

BenyHos, ckysbnTop, 1992 1)” / In prison there was a library — one
of the best in the city. Because of where it was, no books were

162 Abasheva, M. “Parki Bab’e Lepetan’e...”, Nina Gorlanova Bes ITepmb: Pacckasel [All of
Perm’/ Bes Ilepmv/All of Perm’: Stories] (Ilepmb: @onn FOpstun, 1996) 5.
183 Abasheva 6
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stolen... I would take three volumes of Solov’iev a week... Where

else could I find that kind of time to read? (Roma Vedunov,

sculptor, 1992).164
This passage notes the ironic positivity of “time away” or a “space apart”
for a prisoner. The break with everyday life, be it provincial or otherwise,
allows for space for new routines. Granted, few routines in the new
6vim/daily life of prison were probably as enjoyable as reading Solov’iev,
but noting the new activities that were engaged in marks this space as
different, as well as highlighting the shortages that were prevalent in
everyday life during this period. Notably, Gorlanova’s passages never
mark the prisoner as an “other” in space, but mark the space of the prison
as “other”. The (once) incarcerated characters mentioned might have
markers of their time (tattoos or prison-names), but they are introduced
and understood through quotation and anecdote as regular people who
lived in irregular space/time. Her lingering on the 6stm and everyday
routine of the camp, which differed from her habits at home, normalizes
the character at the same time it others and distances the prison space
from normal space. It is also likely that Gorlanova’s evaluation of the
prison library, “one of the best in the city”, is a sharp piece of commentary
concerning the spending and attention given to the penitentiary system in
Perm’, in comparison to that given the city at large. Itis, in a sense, a

“center”, apart but connected to the rest of Perm’s space.

184 Gorlanova 48.1
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Prison references are complex insofar as the spaces are
complicated. Kolyma and Vorkuta, part of the camp system, did not have
libraries and were thoughtfully constructed as areas of deprivation. The
prisons system (dom3aak) was slightly different, concerned as it was with
the Socialist agenda of “correctional” labour and service. Despite this
difference, the institutions were mostly viewed as a single (inconsistent)
system by the Soviet authorities!¢5. In this vein, libraries were allowed and
stocked (though often inconsistently) with older or didactic texts that were
seemingly appropriate reading (read: politically correct or neutral texts)
for the incarcerated in need of “cultural propaganda”:¢. It was argued, by
its proponents, that “in Soviet terminology, [libraries were] institutions of
those who are deprived of their freedom (1uwenHble c60600bt). The book
was a tool in the political education of lawbreakers, in fostering
productive-technical abilities, in gaining skills in different fields of work,
in raising their cultural level...”167 This is refuted by those who show the
inconsistency and paucity of Soviet prison/camp libraries, as well as the
“strict and inhuman” control of authorities which Solzhenitsyn reported:68.
Despite this, he also reported the quality of Liubianka’s library69; often
the libraries at prisons/camps were rifled through and censored less

frequently than those in the union at large. Their uniqueness coupled with

165 Makinen, Illka, “Libraries in Hell: Cultural Activities in Soviet Prisons and Labor Camps from
the 1930s to the 1950s” Libraries & Culture, (Vol. 28, No. 2, 1993 University of Texas Press)
121.

166 Makinen 117

167 Makinen 120

1%8 Makinen 120/121

169 Makinen 123
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their preciousness to the inmates, especially writers or political thinkers
imprisoned for their work, made their existence all the more significant.
As ITllka Makinen notes: “there is life in boiling geysers, and there are
libraries in hell”7o—and the implication of these literate hells is not slight.
Nabokov wrote of “that special smell, the smell of prison libraries, which
emanated from Soviet literature”7:. Indeed, the influence that this must
have had on Siberia, and Perm’ especially (recall that Perm’s penal and
camp system held approximately 1/3 of its population), must have been
great. Itis true that Gorlanova often recalls the theme in her work
(despite its post-Soviet publication date). Perhaps this is due to the
function that prisons served in an area. Several themes that prisons evoke
are themes which Gorlanova explores. For example, Michel Foucault (1926
— 1984) argued that prisons were
an effort to adjust the mechanisms of power that frame the
everyday lives of individuals; an adaptation and a refinement of the
machinery that assumes responsibility for and places under
surveillance their everyday behaviour, their identity, their activity,
their apparently unimportant gestures; another policy for that
multiplicity of bodies and forces that constitutes a population.72
Thus, it is a division and a control of 6s1m/everyday life, and Gorlanova
concerns herself with the division, citation, presentation and the control of
literary Perm’ and its interaction with prison culture. This theme will be

picked up once again in the segment dedicated more fully to Gorlanova

and women’s writing.

7% Makinen 117

"1 Makinen 117 (from Glory by Nabokov)

172 Foucault, Michel, Discipline and Punish: the birth of the prison, trans. Alan Sheridan (NY:
Pantheon, 1977) 77/78.
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One obvious focus of Gorlanova’s space is on the social, the use of
citation and the quotation to create and delineate a space. Gorlanova is
busy mapping literary Perm’; the prison, the home, Perm’ and other spaces
interact with the plot in a constructed way. A major part of this
constructedness lies in the interactions of Perm’ as a center within a
periphery and with Moscow, as the center of Russia. Interestingly, despite
centuries of precedent which identify it as a “second center”, Gorlanova
does not cite Petersburg as a counterpoint to Perm’'73. Muscovites are,
however, singled out in the text for quotation, for example in the repeated
phrase: “Kakue Tonkue jtou xkuByT B [Tepmu! (JI. KocTiokoB, MOCKBUY) /
What thin/fine people live in Perm’! (L. Kostiukov, Muscovite)'74”. This
quotation underscores the visible and implied differences between
Muscovites and residents of Perm’, while hinting also at an alternate
meaning. The term monkuil has several meanings, one group of which
means: sophisticated, fine, shrewd. In this light, this man from the
“center” might be commenting on the fine quality of the residents of
Perm’. On the other hand, monxuit also means “thin”, as in “slender” or
“attenuate”. In this case, this undated comment might reference the
camps of Siberia, and thus become a much different remark. The
residents are then seen through the lens of the “attenuate” — that which is
weakened or reduced in force, intensity, effect, quantity, or value7s - as

diminished, or lacking. The comment could refer to those thinned and

173 See c. 66; this quotation of another character is Gorlanova’s only reference to Petersburg, and it
occurs on the second-to-last page of the text.

7% Gorlanova 20.5

175 «attenuate”,< www.Dictionary.com>.
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weakened by their current or past stays within the penitentiary camp
system that took up a large portion of the Perm’ o6.21acms/region: “It
sufficed to make the prisoners work for twelve to sixteen hours a day in the
Siberian frost, deny them sufficient food to replace the spent calories...an
average prisoner would become dystrophic (donasiean) and turn into a
complete down-and-outer (doxodsza), a living skeleton, within three
months or even just a couple of weeks”76. In this manner, the divide
between the “enlightened” center and “Siberia as exile” is alluded to. In
addition to this commentary, there is a less drastic allusion to be drawn.
In addition to the camp system, Siberia received fewer deliveries as well as
lower levels of food rations; outside of the centers, many people suffered
from slight malnutrition and undernourishment. A reference to the
slimness of the residents of Perm’ can be read as an emphasis of the divide
between the center and periphery of Russia. This comment could, of
course, be a simple observation, but, like most of Gorlanova’s text, there
are alternate meanings available to the close reader and its repetitions (it
is also noted on 39) hint at its importance. With it, the prison-space
references to Perm’ continue.

Shortages are further commented on, and the subtle privations (not
to be confused with the severe, mortal shortages that were also
experienced by many) that colored everyday life in the late 1960’s:

- ITomH10: Bce yuTator “I'orosieBelr’, TyT K€ KTO-TO KOMY-TO HacIex

nepeckasbiBaeT croxkeT “@aycra”, u BAPYT Bee 3amepstu. “Kak
ropopu @aycT, YyBCTBa IIPEBBIIIIE BCETO...” — YCIIBIIIAIA S

178 Toker 155. All Russian is from Toker.
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nocnenHee u3 ['ere. T'asisg I'puHOGIAT MIETKHYIA BOIIIEGHO CBOMM
30HTOM, U OH... HAYaJI CKJIIbIBAThCSI B OTPOMHBIH aJIbIH IIBETOK.
Bosme6bno! Ha Bcio »KU3HB A 3alIOMHIIIA 3TO YyBCTBO 3aBucTu! K
KaITUTAJIICTUYECKOMY Uy/Ty... B TOT MUT 51 IPOCTO HE MoTrJjIa
HEHABU/IETh MUP UMIIEPUATIMCTOB, IOHUMAaeENTh!.. [aJuH ablil 30HT
— TIOJIKOII 10T KOMMYHH3M, 51 9yBCTBOBaJIa 3TO. KOMCOMOJIbCKUIH
3HAYOK MPAMO CKUTAJI TPyZb. Takoe BOT pa3iBOEHHE JUYHOCTH
HUCIBITANA... 1a-71a... A B [lapuxk 'andg He e3nmna — 1]apek Be4HO
Bce mpeyBesnunBai. (UeTBepnasnna, 1968 1.) /

-I remember: everyone was reading “Gogolevetz”, where someone
carelessly retells someone else the plot of “Faust” and everyone
suddenly stops. “According to Faust, feelings are really
everything...” - I heard this last bit from Gete. Galia Grinblat
miraculously flicked open the umbrella and it...it began to take the
shape of an enormous crimson flower. Miraculously - a huge
scarlet flower! In my whole life, I can’t remember such a feeling of
envy. A capitalist miracle...In this moment I simply couldn’t hate
the imperialist world, you know?...Galia’s crimson umbrella was an
attempt to undermine Communism, I felt this. Comsomol badges
are burnt on your heart. Such a thing split me into multiple
personalities...yes, yes...Though Galia never went to Paris, Tsarek
eternally exaggerates everything...(Chetverpalna, 1968)77

Shifting away from theme of privation found in the USSR, and returning
again other locales mentioned in Gorlanova’s text, Moscow is also
mentioned. It represents not only the center, but a place to which
overambitious and underqualified men sometimes flock, a sort of landing-
spot for those with pretentions and a desire to move:

A, cTeIA TONOBYIIIKE, A OAHA BO BceM BuHOBaTa! Korza ona nmogana K
HaM 3asBJIeHHE, OJTHOBPEMEHHO 1o1a1 BoikoB, oH cetivac B MI'Y,
3HaeTe? ABTOP /IByX KHUT... 11 BOT... OH c/ies1aJ JiBe
opdorpaduueckue omubku B 3asiByieHuu. Hy, 51 pemria BbIOpaTh
3TY... CTBIJ] TOJIOBYIIIKE, TAPBEHIO... fl OblIa BeJlb cEKpeTapeM
Yuenoro coBera torga! (M.B. I'emnienp, 1970 T.) /

I, shame on me, I am the only guilty one! When she applied to our
[department], at the same time as Volkov — he’s at Moscow State
University now, did you know? The author of two books... well...he
made two orthographic mistakes in the application. Anyway, I
decided to pick him, shame on me, the upstart...I was the secretary

7 Gorlanova 29
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to the academic council [that oversees dissertation defenses] by

then! (M.V. Gempel’, 1970).178
This sense of the inept slipping through the cracks in the Moscow system
is implied by the word napsento, which connotes the low background of a
pretentious or social-climbing person, as well as the guilty reference to the
“success” of his two published books and applications complete with
mistakes (and an implied whole lot of nothing-much-else). The
questionable lure of the center has been linked with corruption and
Gempel’, one of the “academic council” who should have been
safeguarding the standards of the system. Moscow is thus characterized as
a place which entices and accepts the middling and aspiring, as well as a
place that badly influences high morals. This can be linked to the
stereotypes of the north that are maintained by Abashev, and his
insistence on linking creative quality with the Urals region79, as well as to
the persistence of the idea that creative withdrawal into the “ country”
spurs inspiration.

The concept of moral erosion and the connection of “foreignness”
with Moscow is underscored in a passage of “overheard” conversation
(paszosop), from 1980:

— A xTo 6bw1 TIpaB? Buepa s Berpermsia 3Haenrs koro? Mrops! Hy

71a, oH B MOCKBe, HO Tpuexasl Ha KoH(epeHInIo, Kaxkercs. 1 Ha

IIOJTHOM cepbe3e JKaIyeTcsl Ha CBOMX aCMUPaHTOK. SHAUHT, TaK: OH

KaK 4ieH MapTKoMa PYKOBOJAWJ MOATHPAHUEM MHOCTPAHHBIX KOIL.
— I'peska! Jletu xe TyT.

178 Gorlanova 23
179 Abashev passim.
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— V¥ neteti TOKe KOTBI ecTh. 1 y MHOCTpaHIEB ecTh. VIX Hazlo
MOATHPAaTh. BOT Ha BpeMs osiuMIIHaAbl chOPMHUPOBAIHU TPYIIITY U3
UJIEWHBIX aCITUPAHTOK — OYMaKKHU [T0/IaBaTh MHOCTpaHIaM. B
OOIIECTBEHHBIX TyasieTax. A 3TH JIEBYOHKH cOeKaI Ha TIOXOPOHBI
Bsicorikoro! THOCTpaHIIbI, KOHEYHO... HE 3HAM0... A BOT ITAPTKOM
Hropio BHITOBOPOM T'PO3UT. V1 OH Ha IMOJTHOM Cephe3e JKaTyeTcst Ha
JIEBUOHOK: KaKOe JIETKOMBIC/THE — TaK HAayKy He JIeJIaloT, a ellle
acrmupaHTKU... (PasroBop 1980 1.)

-Who was right? You know who I met yesterday? Igor’! He
1s back in Moscow now; we came to Perm’ for a conference. In all
earnestness, he complained about his female grad students. It
seems he, as member of the [Communist Party Committee] party
went round and organized the wiping of foreign asses.

-Grezka! Kids are here!

-Kids have asses, too. And foreigners have them. Have to
wipe. During the Olympics, he made up a group of idealistic grad
students to give tissue out to foreigners. At public toilets. And
these young girls ran away to participate in Vysotzkii’s funeral! The
foreigners, of course, didn’t notice...And for this, the Party is
threatening Igor’ with consequences. And in all earnestness, he
complains about the girls - what flippancy! They weren’t doing any
real research, those grad students! (Conversation, 1980).180

What is discussed in this passage is the labour of graduate students

within Moscow during the Olympics. They were there ostensibly to do

their research, and most likely to have some contact with foreigners, but

they were quickly put to work distributing toilet paper at the washrooms.

The moral erosion experienced by Igor’ in Moscow is evidenced by his

feeling that grad students should stoop to being degraded with menial

work in the face of other options; this, in the view of the speaker (Grezka),

is subtly condemned. The values of these students are, in turn, questioned

by Igor’ since they leave their posts working at the Olympics instead of

wiping the right “asses” to get their degree “research” done. While

thousands did (one million mourners were said to have assembled) attend

¥ Gorlanova, 41.2
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bard/superstar Vladimir Vysotzkii’s (1938-1980) funeral:$1, Igor’s
condemnation and weak morals are manifested in his prioritizing the work
at the stadium — literally overseeing excrement and foreign “asses”—over
attending the funeral of a man who embodied a thinking-man’s social
commentary on the regime, lyrical truthfulness and overwhelming
popularity without complicity to the regime. The fact that he lives and
works in Moscow is overtly mentioned in contrast to Perm’, possibly
linking the shift of his values with his physical move to the center.
Moscow is often characterized as opposite to the camps, the camps
of Perm’. Muscovite life is used as a counterpoint to life in the camps. The
type of lifestyle, the spatial and temporal remove of decades, as well as the
concept of space broached by an interloper (conducted while in the
morally questionable and intellectually duller “center”) all figure in the
following passage:
ITomuuTe: Myp3uK ¢ BRIpQKEHUEM yrKaca Ha JINIEe PacCKa3blBaJl,
Kak eMy He Be3eT B KoMaHupoBKax? Tosbko cseT B MOCKBe B
KyIle, Cpa3y BHOCAT Ha pyKax NbAHOTO crAlmero aptucra KokeHosa!
WU on cout Bcro nopory. M Tak HeCKObKO pas... Myp3uk He MOT
HAUTH MaTEPUATMCTUUECKOTO OTBETA ITOMY COBIAJIEHUIO. A TeIeph
“Oronek” omybinkoBas MeMmyaphl 2K;keHOBa PO TO, KaK OH B
siarepe My4usics. [IoHATHO y»Ke, TOUeMy eMy HHOTZa XOTeJIOCh
HAIUTKCS, HO TTIOUeMY Cy/ib0a ero 3abpachiBajia B Kyne K Myp3uky?
MoskeT, Ha/Io ellle ITOKUTh, U 3TO Oy/1eT moHATHO... (I'pe3ka, 1987
r.) / Do you understand? Murzik explained, with a horrible
expression on his face, how he had no luck while on business trips.
He had just sat down in the compartment of the train in Moscow
when the drunken, sleeping actor Zhzhenov fell right into his arms!

He slept there the whole trip. This happened a few times...Murzik
couldn’t find a material answer for this coincidence. “Ogonek”82

181 Tokarev, George, “Vladimir Vysotsky” VoicesNet Visions Literary Journal V. 21 ( June 20,

2004) Sept. 2010, N.pag.
182 A magazine.
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published Zhzhenov’s memoirs; he suffered in the camps. It’s

understandable that the actor might want a drink [after visiting the

camps and Perm’ again], but why had fate cast him into this
compartment? It might be that we have more life to live, and fate

understood this...(Grezka, 1987).183
The idea of having your personal experiences of liminal space made public
is represented here by the idea of published camp memoirs. Published in
the well-known journal Ozonék/The Little Flame, Zhzhenov’s memoirs do
not evidence a desire for privacy, but his private understanding and re-
experience of liminal prison-space is still something that drives him into
drinking to block out the public sphere. We are with him on his literal and
figurative journey back from the periphery, on the train moving through
liminal space. This intersects interestingly with Gorlanova’s publication of
her own fictionalized autobiography, as well as her broad project of
“writing” all of “Perm’”, which she constructs through poaching quotations
and publicizing private speech to describe the constantly moving life of a
city.

This concept overlaps with Julie Buckler’s interpretation of Iurii
Lotman’s writing of the textual symbolism of St. Petersburg84. In her
work, Mapping St. Petersburg: Imperial Text and Cityscape, Buckler
attempts to widen Lotman’s interest in mapping a city. Buckler has
opened her field of study beyond the inclusion of fictional literature and

oral traditions in order to include both non-literary sources as well as non-

fiction sources to be available as St. Petersburg “texts”. She “juxtapose[s]

'%3 Gorlanova 32.5
184 See: Lotman, Turii, “The Symbolism of St. Petersburg”, The Universe of Mind (Bloomington :
Indiana University Press, 1990).
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canonical texts by prominent authors with works from the margins of
these well-charted oeuvres, as well as works by lesser-known figures, so
that clusters of texts can be experienced in terms of interrelationship
rather than intertextuality”:85. Beyond fictional works, she pays attention
“over a wide textual field, of which fictional prose is only one component.
Texts of a quasi-fictional and nonfictional nature participate no less
significantly in the discursive project of constructing imperial
Petersburg”86, It is in this last sentence that another major difference
between Buckler and Lotman’s texts can be found; it resides in the word
“constructing”. Lotman focuses on the symbolic nature of St. Petersburg
in terms of its centrality in Russian/Soviet literature’s mythology, its
unofficial continuance as a capital city, its history replete with myth and
writers’ understanding of it as an alternatively doomed or utopian space in
Russian culture. Symbolism is the foundation and the coup-de-grace for
Lotman. Buckler, on the other hand, attempts to “map” St. Petersburg.
Generally, by “mapping”, Buckler means creating a cultural overview of
the genre of writing about St. Petersburg by examining the “texts” which
describe it. For Buckler, mapping is more specifically a form of rhetoric,
the study of writing or speaking as a means of communication or
persuasion. In several fundamental ways, this approach is not unlike
Lotman’s; both rely on the fallible opinions of subjective art and its

interpretation. The difference is in the goal of this analysis, in the verb

185 Buckler 14.
18 Buckler 14
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“mapping”. Attempting a work in which semiotic models were embodied
in art, architecture and geography, Lotman aims to show St. Petersburg as
symbolically unique. This uniqueness is derived from the extensive
mythmaking which has characterized St. Petersburg since its inception,
and which has evolved organically from the artificial creation of this
peripheral center. He argues, essentially, that artifice begets myth, and
that myth arises from the dual mythology of St. Petersburg. This is a
unique synthesis87. Buckler, however, relies on rhetoric in order to create
a schema—“to map”—to explain and de-mystify the myth of Petersburg as
unique or primary. Indeed, she argues that the unity found within the
Petersburg texts is a consciously crafted and “intentional”:88 unity. This
forced primacy is comparable to Abashev’s intentions in arguing for the
Urals’ dominance within northern space. Mapping has further
implications, however. Foucault notes that, as it developed, the penal
system became a “more finely tuned...penal mapping of the social
body”189. This concern with the mapping of a society, a “social body” that
is identified as “other space” (as both prisons and Siberia are), intersects
with wider prison-theorizing and Gorlanova’s strategy of mapping out the
space of literary Perm’. Similarly “finely tuned”, concerned with “the
multiplicity of bodies and forces that constitute [...] a population”, and

controlled expressions of 6bim/everyday life, Gorlanova’s interest in

187 This is drawn most clearly in chpt 14 of “The Symbolism of St. Petersburg”, The Universe of

Mind.
188 Buckler 23
189 Foucault Discipline...78, emphasis mine.
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prison culture overlaps with literary Perm’s metaphorical similarity to a
prison.

Gorlanova seems to take this “hands-on” stance in her creation and
recording of Perm’, one that Abashev’s Urals-theorizing do not. The
amount of manipulation and the constructedness of the format of J/I10608b
8 pe3oHosblx nepuamxkax/Love in Rubber Gloves amounts to the creation
of, not a map of Perm’ itself, but a literary version of Perm’. Focusing, as
Buckler did for Petersburg, on, “treat[ing] particular sites within writing
about [the area]—physical areas, aspects of city life, and persistent
themes”190, Gorlanova shapes the Perm’ which we are privy to, and which
she and other characters self-reference. This dynamism and interrelation
is one of the prime features that distances Gorlanova’s Siberian space from
the immobile and binary definitions of historical interpretations and
critics like Abashev. Derrida also commented on the participatory and
productive nature of “spacing”/ “espacement”. In creating space, or
defining his work by its spaces, Derrida had to “underline the active
participation of spaces in the production of meaning (despite the
incapacity of traditional theories of meaning to include space as part of
their explanation of meaning)”19 and to name this “espacement”
[“spacing”]. Indeed, a basic trait shared by Julia Kristeva (1941-),
Foucault, Giles Deleuze (1935-1995) and Felix Guattari (1930-1992) in

their spatial thought is what Baudrillard identified as a “production

190 Byckler 15
9% \West-Pavlov 17
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paradigm”. All three are interested in “the manner in which the spaces
which we inhabit are to be understood as processes — as dynamic, ongoing
series of events”; thus “we move away from notions of space as ‘the
material/phenomenal rather than the abstract...[as] being rather than
becoming’ towards a conceptualization which is more fluid, more
dynamic”192. This way of viewing space as fluid and changing helps us to
understand creating a new, fluid space that emphasizes the process of

creating itself.

CONTROLLING TEXTUAL SPACE AND ENGAGING WITH
METAFICTION

Gorlanova participates in a change of attitude from notions of space
as material toward viewing it as fluid and dynamic by emphasizing her
writing of literary Perm’ as a process. She lays bare her tools, making
editing, revision and repetition hallmarks of this process that represents a
textual space of Perm’ (as opposed to a physical Perm’). In addition to the
space that the “contributors” are allotted via citation, Gorlanova makes
room for both their and her own revisions. Her text includes drafts and
repetitions which appear to represent “edited” or revised versions of
statements or quotation. This process of revision and editing, made
obvious in the work, is an obvious formal endeavour, challenging the
normalized literary space as closed, final and definitive. Instead, a process

made clear, demands an interest in formal change. “Comprehensive

192 \West-Pavlov 22
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theories of space in society such as that offered by Henri Lefebvre (1901 —
1991) have gained broad acceptance. Lefebvre posits that space is not a
container, but rather, the very fabric of social existence, a medium woven
of the relationships between subjects, their actions, and their
environment”93. Virginia Woolf said of Colette that her fragmented semi-
autobiographical novels were “a shape I haven’t grasped yet”194, further
colluding the shifting interrelationship of space with people’s lives.
Gorlanova, too, attempts to create literary Perm’ as a shape that explores
new combinations, new impressions and evolving literary landscapes,
testing the boundaries of spaces. In carving out new spaces, pushing the
center to the periphery and establishing the peripheries as central,
Gorlanova contemplates and demands a complex view of literary Perm’.
“Spacing” in Derrida’s context “denotes the active, productive
character of space. Far from being a neutral void in which objects are
placed and events happen, it becomes a medium with its own consistency
and its own agency”195. He further noted:
Pespacement est un concept qui comporte [...] une signification de
force productive, positive, génératrice. Comme dissémination,
comme différence, il comporte un motif génétique; ce n’est pas
seulement I'intervalle, I’espace constitué entre deux (ce que veut
dire aussi espacement au sens courant), mais 'espacement,
P’opération ou en tout cas le mouvement de I’écartement (Derrida
1972) [spacing is a concept which [...] carries the meaning of a
productive, positive, generative force. Like dissemination, like

différence, it carries along with it a genetic motif: it is not only the
interval, the space constituted between two things (which is the

193 West-Pavlov 19

1% Southworth 254. The novel in question was Colette’s La Maison de Claudine (1922).
Emphasis added.
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usual sense of spacing), but also spacing, the operation, or in any
event, the movement of setting aside.196

Gorlanova seems to engage with space in a similar way, both in her
use of empty and typographical space, framing the narrative, and subtly
setting “aside” her words from the rest of the text, and also in her active
manipulation of concepts of physical space. Her use of space is very
active; she dynamically uses the concepts as well as typographical space as
productive players in her work. This interest in dynamic space is growing
more common. Frederic Jameson has averred that the dominant cultural
mode is one defined by categories of space, that “we inhabit the
synchronic”97. Many examples are available in /Ito606b 8 pe3orogbix
nepuamxax/ Love in Rubber Gloves; they relate to Gorlanova’s active
“editing” of her citations which is explored in more detail later. Primarily,
examples are of text intentionally rendered in Capslock, and repeated in
the text (for example, 54.2 and 22.3) in almost exact form. These are the
only elements of the text which are presented in Capslock, setting them
apart in terms of textual space and style. One of the most recognizable
examples of this is found in the commentary of ‘N.G.’, repeated on pages
32.2 and 54.2: “OHU YKE 3HAJIU, KAKUMU CAMUMU COBOU
HY?KHO BbITh! / THEY ALREADY KNEW, WHICH VERSION OF
THEMSELVES THEY SHOULD BE”. This is found, in a modified form, on
page 22.4 also: “OHU HE 3HAIOT, KAKUMY CAMHMMU COBOI1

MOKHO BbITh!”/ THEY DIDN'T KNOW, WHICH VERSION OF

19 \West-Pavlov passim.
97 West-Pavlov 19
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THEMSELVES THEY SHOULD BE”. These rare changes from regular
font emphasize not only the implied importance of these phrases, but also
the implied otherness of their inclusion. All but two examples (a single
word — “TEBE” is rendered for Liudmila in Capslock (JIrogmuiia — Kane /
Liudmila - Kapa, 1968 r.) on 29.2, and a place name, “UPOHNYECKAS
MO3AUKA (“Toronesert”, 1968 r.)” is mentioned on page 27) are made by
‘N.G.” —an set of initials that most likely represents the author98. Every
other example of this typological space is attributed to our ambiguous
‘N.G.” Examples of her use of Capslock, other than the repeated
statements above, can be found in her ending passage on 66-68. Pages 66-
68 are also ‘N.G.’s commentary and they have intermittent use of
Capslocks as well.
Concepts of general space are also addressed; temporal distance

(space) is highlighted. Gorlanova also experiments with typographical
space, textual space: punctuation, grammatical structures, and the
typographical arrangement of the text fragments, but ellipses and other
syntactic elements frequently arise as well. These underscore the
openness and the “deferral” of the text. Concepts of endlessness and
eternity are evoked; 6eckoneuHocms /infinity, along with the flight of the
soul:

- Tl MHe Hasel, Hasel elnie, U s Bee ckaxy!.. Hamun! Ot aymu

otopBai? /Iymia y Te6sa 6eckoHeuHas? beckoHeUHEeHbKU U

ThI Haml!.. X, CEro/IHs BU/IEJIa BO CHE: KO MHE Ha JIEHb POKIEHUS

Bbpogckuit npuseresn. He I[Ipouxuii, 6114, a Bpoackuii!.. (I'peska -
Boby, 1992 1.) / You pour, pour it out to me and I'll drink

1% This will be explored at length in a later chapter.
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everything!...You poured! Why so little? Is the soul that you have
endless? You are endless!..Oh, today I saw in a dream that Brodskii
flew to me on my birthday. Not Protskii, dammit, Brodskii!..
(Grezka — Bob, 1992).” 199

— M1 y3ke ObLTH T7Ie-TO 32 IMIIKWUHCKUM IIePEeBaJIOM, TOYHO,
MHe YK 38 cTykHyJ10... B Mmarazune "Opexzaa” s yciibliiaaa rojioc
Karmbr:

— MBbI 3Ty KypTKY Tebe KyITuM, JJa’Ke eCJIF MHe TPUAETCS
pajii Hee IOUTH HA TaHeJb! — BTOpoMy My»Ky OHa, KasKeTcs,
TOBOpHJIA.

Kakas-To xypHasi 6€CKOHEYHOCTh, IOBTOPSEMOCTb. fI
BcioMHMWIA: “Hapoyay muoro. bora Her”. Kak Tam bor ObL1 HE ipu
yeM, TaK U Ha IIaHeJIb OHA He cOOHMpasiach, a IpUeMbI IOMOPa,
OJTHA’K/IBI OTJINTHIE B (DOPMY dIaTa)ka, Tak U ocTaiuck... (H.I'., 1992
r.)

/We were already there, behind Pushkevkii [St.], I was 38 by
then...At the clothing store, I heard Kapa’s voice:

-‘We will buy this coat, even if I have to become a prostitute!’
she said to her second husband.

This type of endlessness, repetition. I remembered: “There
are many nations. No God.” God had nothing to do with this, of
course, and she wasn’t really selling her body, but the devices of
humour, cast once and forever in the form of shocking behavior,
remain...(N.G., 1992). 200

Both examples clearly show that Gorlanova uses editing as a device

that represents real-life modality, encoding her information in terms of

endlessness and repetition taking place in everyday reality. In turn, she

connects this sense of boundlessness and reiteration with her

representation of Perm’ in the text. This thematic implication is further

underscored by her active editing. By concentrating on the existence (or

lack thereof) of a soul that defies logical time, Gorlanova highlights

alternate ways of experiencing or understanding time, related, perhaps, to

% Gorlanova 19.3
20 Gorlanova 58.3
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concepts of cyclical “feminine” time. This sense of different time is also
linked with the periphery, as a push has occurred recently to replace the
traditional spatial difference between a center and its periphery “with a
chronotope that takes into account temporal categories as well as
locational ones: the center is typically associated with dynamic change in
the present and the elaboration of objectives to be attained in the future,
while the periphery tends to be identified with imperceptible change,
atemporality, or with some past epoch”201, The link to the past and
remembrances is strong in J110608b 8 pe3oHoebvlx nepuamxkax/ Love in
Rubber Gloves; the circular autobiographies and biography of the
townspeople as well as the town are linked to memory and passed time.
Bcnomuums/remembering does not only occur in a general and
overarching sense, it is also highlighted in often folksy remembrances and
storytelling. Reminiscences often begin with phrases that elicit a temporal
distance; the space between childhood and youth, and between youth and
adulthood. This is tightly bound to the concept of generational space,
which Gorlanova intimates is wide and hard to cross:
— I'peska, 51 BOT TyT AyMaJia: a MOXKET JIK OBITh CIACTJIBO HAIIIE
ITOKoJIeHre 0e3003KHUKOB? Buinmo, Hallre mokoJieHue oyaer
HaBO30M JIJIfl APYTUX MOKOJEHUU. MBI y3Ke caMU [TO3/THO
MPUIILITA K Bepe... UTo XK, IMycTh rOPAO peeT 3HaMs HaBo3a!
(H.I'. 1992 1.) / Grezka, I was just thinking: Can we achieve
happiness, if our generation was atheist? It’s obvious our
generation is just the fertilizer [“shit”] for the next generation.

We've already moved towards faith, too late....Let us proudly wave
the banner of shit! (N.G., 1992).202

201 Maguire, Muireann, Vanessa Rampton, Introduction, Studies in East European Thought (2011)
88.
%2 Gorlanova 25.1
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For example, citations that occurred more distantly in the past than
those introduced by forms such as “Buepa/yesterday” or “Bo BropHuK/0On
Tuesday”, often begin with phrases such as the following:

“Kormia mbl yumrch Ha TpetbeM Kypce/ When we studied in third

year” (25)

“Mo0>KHO BCIIOMHTS TO uiu Apyroe/ One can remember this or

that”(26)
“Ilnst meHs: BpeMsi BocipuHuMaeTcsi Tak / I perceived that time this

way” (35)
“Bo Bpems 3uMHel ceccud.../During summer session” (43)

“Ha kaHukynax, nepes natsiM Kypom/On holidays, during fifth
year” (48)

“Ha natom Kypee.../In fifth year” (49)

These occur, along with other examples of “personal” time, with
some frequency in JI10608b 8 pe3aoHo8bLx nepuamkax/ Love in Rubber
Gloves. Many rely on knowledge of the general Russian calendar for
understanding the chronology, for example, of semesters and school
holidays. The usefulness of the provided dates is questionable. In some
cases, thematically related entries cite the same date in brackets; for
example, on pages 48/49 a series of characters mention “naTerit kype/5th
year”, and are dated “1980”. One might infer that the events described
had taken place in the distant past, relate to the same year, and that both
dates corroborate these assumptions. One might also infer that an event
described as happening “HegaBHo/recently”, such as the one on 52.2 dated
“1992”, refers to something that occurred in 1992. However, this might
not be the case. Perhaps the dates refer to the time the citations were

recorded, or perhaps they refer to the date they were included in the text.
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The dates are ambiguous, and also shift with a frequency that makes them
unreliable. For an example that shows a more personal understanding of
time, which would require an intimate knowledge of the individual
characters and their lives, we may see the following examples as
representative. The first type of example is one that relies on a particular
event to date an entry, for example, the subject of an undated entry of
“N.G.’s”: HaBepHoe, OykeT moAiIcCHE’KHUKOB I'pe3ka nocsiana. He Gosblire.
(H.I'.) / Grezka probably sent the bouquet of snowdrops. Nothing more.
(N.G.)"203. The time referred to is a mystery, with only one action as a
clue. Other examples emphasize an important, but personal, event in a
character’s public life, though this date is not always obvious or known to
an “outsider”. For example, entries begin with statements such as: “Ilepen
cBaziooit Kampl.../ At the time of Kapa’s wedding...”204; “Korza Con-
O6Js10MOB x0TeJ1 OpocuTthes Moy moess.../ When Son-Oblomov wanted to
fling himself under a train...”205; “3amuty ropst otMeuaiu B
T'onoBonoro.../ When Igor’s PhD defense was in Golovono...”206; “Ha
cBajibO€e HEBECTHI OBLIIO CIIUIIIKOM MHOTO, a JKeHUXa - CJIUIIKOM MaJio... /
At the wedding the brides were too many and the grooms too few...[the
bride was too heavy and the groom, too slim]”207. The dates of these

activities are often obscured by the twists and turns of the text.

203 Gorlanova 52.3
2% Gorlanova 54.2
2% Gorlanova 57.2
26 Gorlanova 57.5
27 Gorlanova 58.1
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In Gorlanova’s autobiography, one would expect these markers of
personal time and space to be more pronounced. This is not the case,
however. Most reminiscences are more general in this text, and shifts in
time are primarily achieved via the introduction of new motifs (for
example, Gorlanova’s health, which will be focused thoroughly in following
section). Chronology is loose, as scattered memories are used to forward
the “plot” and show the passage of time.

The majority of these stories are also focused on spaces and their
transgression/containment, mirroring Gorlanova’s interest in building
stories defined in terms of boundaries. The inside/outside dichotomy is
evidenced from the first two sentences of her
Asmobuoepagusn/Autobiography that opens Bes ITepmv/All of Perm’, in
which she gives her specific location — “B nepeBHe Bepx-IOr ITepmckoit
obJstacte (IIUPOTY U JOJITOTY TOCMOTPeTh) / in the forest at the far-South
of Perm’ province (the longitude and latitude you can find for yourself)” —
as well as the categories into which she ought to fall but from which she is
excluded: “fI poguitace... mox co3Be3auem CTpesiberia, X0JIepUKOM U
aKcTpaBepToM...Ha cuactbe, bor mocyiam MeHsI B ?KH3HbB CO CJIa0BIM
3I0POBBEM, U 3TO CIIACJIO MEHS OT MHOTHUX ¥ MHOTHX O€/l, KaKue
IIPECJIENIOT CTPEIBIIOB-X0JIEePUKOB-3cTpaBepToB / I was born...under the

constellation Sagittarius, a choleric subject and extrovert... Fortunately
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God gave me in this life poor health, and this saved me from many, many
troubles, which often attend Sagittarian-choleric-extroverts”208,

The major events that drive the autobiography forward involve
losing something in an unreachable space, and being lost outside, also in
an unknowable space. The first situates Gorlanova as a young child,
unable to wrangle her emotions, nor to find her soother:

Y3ke miepBble IPOSABJIEHUS MOE SHEPreTUKU ObLTU 6e300pa3HBIMU.
B rop s morepsiyia cocKy (€IMHCTBEHHYIO) U KpHYasia TaK, 4TO
poauTesu pa3zobpasu 1mo JOCOUYKaM KPBLIBIIO (110 KOTOpOe -
JyMaJTH - S YDOHWJIA COCKY) U II€PEKOIIaT o, HUM 3eMutio. Cocku
He HaIIUTH, HO mporiecc MeHs oTBiieK./ The first manifestation of my
energies was outrageous. When I was one, I lost the nipple of my
bottle (my only one), and cried so hard that my parents took apart
the porch piece by piece (they thought I'd dropped it underneath),
and dug into the earth below. We never found the top, but the
process of searching did distract me209.

In another example, Gorlanova wanders away from her home and is lost,
overtly overstepping her bounds and, through nothing but luck, she is able
to return from being totally lost in seemingly limitless space. Hating the

confines of her demckuii cad/kindergarten so much, Gorlanova wanders
off:

cberkasia B T0JIe PKU, KOTOPOE ITPOCTUPATIOCH /IO TOPU30HTA.
[Touemy s, y>ke pa3MyHasi IeBOYKa, pacCKa3bIBaIOIasi BOCEMb
c110co00B BapKHU CaMOT'0Ha, yoexkasia He JOMOU, a B II0JIe P3Ku?
Buaumo, moTomy 4To- SKCTpaBePT, UOO0 JOM CBOH yKe He ObLI
BHeImIHUM o0bekToM?... He 3Hat0... Bech 1eHb K01X03 He paboTa -
vckau MeHsi. Ho K cuacThio, pOKb CKOCUTh PAaHbIIIE BpeMEHU He
IIPUIILIOCH, 100 6a0yIITKa MeHs HalllIa K Beuepy (crsiei)./ |
disappeared into the field of rye, which stretched into the horizon.
Why did I, already a wise young girl who could tell you eight
methods of boiling homebrew, run away from home and into a field

2% Gorlanova 16 (both)
“Gorlanova 17
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of rye? Obviously because I was an extrovert; had my home become

external to me?...I don’t know. The commune didn’t work all day,

they just looked for me. Luckily, the rye didn’t have to be cut to

discover me, my grandmother found me by evening (asleep). 2t°
The boundaries of both of these situations were crossed by Gorlanova, and
in neither could they be traversed or become “findable” again. Despite
seeming problematic to her, the boundaries which both contain and
exclude Gorlanova in her lifestory also help to define her. The same wide-
ranging interest in the boundaries and borders of Siberia, and those within
Perm’ specifically, inform the entire structure of J/T:0606v 8 pe3oHo8blLx
nepuamxax/ Love in Rubber Gloves.

This attentiveness to crossing boundaries links with her interest in
the register and temporal space between the citations she uses; quoting
from different times in the present elicits different temporal space (for
example, citations of Pushkin 20.4, or references to Sartre, i.e. 52.4). The
same effect occurs with symbolic meaning, as a reference to different
temporal space reveals commonalties over time and space. Igor’, during a
time of repression, reflects on Antiquity: “-B camom umenu PummsI s
BIIKY OTCBeTHI /[peBHero Puma, rie CeHeka BIiepBbl€ BBICTYIIHII IIPOTUB
nmoHocuresiberBa. (Mrope, 1968 1.) / In Rimma, I saw a reflection of her
namesake, Ancient Rome, where Seneca first came out against

snitching”2!t. The changing pattern of Gorlanova’s text is also bound with

the shifting of seasons, and seasonal action. Seasons allow for a certain

Gorlanova 17
21 Gorlanova 32.4
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type of movement and reaction, as well as a certain mood within their
space. Gorlanova’s use of seasons as markers of time and space will be
discussed in further analysis.

In addition to her experiment in literary form, this adds a
reconceptualization of literary space which challenges historical and
canonical forms. She utilizes, with no obvious textual distinction,
quotations ostensibly from Perm’s inhabitants alongside lengthy Golden
Age quotations, blurring the literary space of Perm’. If both quotations
from Dunechka down the street and Pushkin, as well as Louis Carroll
appear in the same text, which ostensibly is building a picture of literary
Perm’, then where does the space of literary Perm’ end? To what distance,
to what era, does it extend? By playing with literary space in this way,
Gorlanova intimates that the inhabited space of literary Perm’ is anything
but peripheral, reaching with ease into far-flung times and places
(references to Rome, Antiquity, Paris, the rest of Russia, etc. proliferate).
Her manipulation of the canon and citation show the contractedness of
this tradition, as well as the space it provides for possible change. Folksy
and obscene language coexists alongside elevated classical quotations and
this creates a charged space in which conventions are blurred or revised.
This newness and changeability marks the space of literary Perm’ as
special, and as removed from the tradition which has long avoided it. By
constructing literary Perm’ via quotations and commentary, from
paszoeopbt/conversation or from onesnuku/diaries, Gorlanova also carves

out individual spaces for each of her contributors to tell the life of their
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city, as well as space(s) for their lives. In addition to these “named”
spaces, those quotations that are awarded authorship, Gorlanova includes
the occasional citation from people she names “ITocTropornHuit”.
ITocmoponHuii can mean “stranger”, “outsider” or “extraneous” —this
could represent an unknown member of the community. The possibility
that comments such as these, attributed to the anonymous speakers, were
actually overheard is unlikely. Thematically matching the preceding and
following text, the commentary is either linked to the conversation going
on around it (and thus the speaker would likely be known to his/her
conversational partners) or it is “unrelated” text, fitted in purposely by
Gorlanova. There is the possibility that this is not an unknown member of
the community at all, but is instead a true outsider to the area, a foreigner
perhaps.

In this case, we must decipher why a stranger’s voice(s) might be
added to the space of literary Perm’. This inclusion could work to
underscore the polyphonic nature of Perm’, to show it as an evolving and
changing landscape which people influence as they come and go. Allowing
this textual space to be given to a foreigner, in a book ostensibly outlining
“all of Perm’”, might also be a conscious decision to highlight the
frequency of new people being exiled or released into the community. The
fact that these incursions into the dialogue of Perm’ are undated speaks to
their anonymity as well as to their flexibility of use for Gorlanova. Being
unsigned, they are accepted with the certain amount of hesitation that

foreigners’ opinions are often granted. Placed where they best fit



101

thematically, Gorlanova uses these quotations like stopgaps in the
dialogue that she considers “insider” and “true”. Citations also work to
change the type of story Gorlanova is writing, by adding to the
autobiography covertly constructed elements. This construction is not
limited to the inevitable arguments concerning narrative subjectivity and
the subjective nature of memory, but extends toward the purposeful
obfuscation of authorship of the quotations, toward the fictionalization of
this autobiography. Obscured by Gorlanova’s use of initials to identify the
authors of quotations is the fact that quotations are mislabeled, purposely
misattributed to celebrated people or familiar quotations left anonymous.
The use of “anonymous” citations is equally contrived (for example,
IIOCTOPOHHAsA 31/ MIOCTOPOHHUM 43), as are those vague assignations such
as undated (the majority of citations are dated) and unsigned “pasrosop /
conversation” (ie 41) and “norosopku / proverbs” (19/26) offered as the
source of obviously not generally known proverbs. As the acting narrator
and compiler of “all of Perm’”, no quotation included would be unknown
to such an insider-biographer, nor would Gorlanova have those sorts of
holes in her knowledge. These are as fictionalized and written as a novel’s
characters. This is consistent with the tenets of metafiction, which will
now be discussed in relation to Gorlanova’s corpus from Bes ITepmb/All of
Perm’. Examples of these and other concerns will be presented in an
analysis of JT10608b 8 pe3onosbvix nepuamxax/Love in Rubber Gloves and

Aesmobuoepagusn/Autobiography.
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Gorlanova uses metafiction’s assimilation of varying voices and
variable levels of discourse within her work. She uses repetition in order
to underline the fictive nature of her literary Perm’, as well as a tool to
destabilize the characterization and “trustworthiness” of the text (and
therefore, the author). In addition to this, metalingual commentary is
explicitly employed, and foregrounded as “the vehicle of enquiry”2:2 into
the relationship between truth and fiction. This functions alongside the
question of framebreaks, which work to expose the levels of illusion that
are conventionally deployed in fictional writing. Erving Goffman notes
that a character imposing himself into the texts and breaking the frame,
“acquires [for himself] a peculiar reality through the same words by which
he undermines the one that was just performed.”2:3 This is, of course, also
achieved stylistically through the use of parody, stylization and the
imitation of non-literary discourse2!4. Repetition, I aver, also acts to lay
bare the process of discursive editing, the building of plot and storyline
that takes place in fictional works. Literary Perm’ exists, fundamentally,
as a manifestation of metafiction’s interest in constructing a fictional
illusion and the concurrent deconstruction and lying bare of this illusion.
The concept of metafiction, and the arguments which surround it, is quite

old despite the lack of Russian acceptance of the term. It has been argued,

212 \Waugh, Patricia Metafiction: The Theory and Practice of Self-Conscious Fiction (New York:
Routledge, 1994): 37.

13 Goffman, Erving, Frame Analysis: An Essay on the Organization of Experience (New York:
Harper & Row, 1974): 400.

2% \Waugh, 25, 70 italics in orig.
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by Shepherd=:5, for example, that Russians tend to dismiss the term out of
hand. Despite this, the practical application of the theory, as well as
theories which are formally similar but differently named, has a long
history in Russian/Soviet literature. As a first step, the theories and the
conceptions of metafiction will be explored.

The applicability of metafiction as a descriptive marker of world
literature enjoys support. To some, all novelistic enterprises contain
metafictional elements. For others, the corpus of metafiction begins and is
most ably exemplified by the work Tristram Shandy (Sterne, 1759) and
later The French Lieutenant’s Woman (Fowles, 1969). Theorists have
often argued that the 1960’s/70’s literary scene is what popularized the
genre, and the recognition of metafictional aspects that preexisted their
acknowledgement. There is an understood instability regarding the term
and its definition, though the “term ‘metafiction’ might be new, the
practice is as old (if not older) then the novel itself...[and] its tendency or
function is inherent in all novels”, according to Patricia Waugh=21¢. It has
been hypothesized that metafiction is not so much relevant as a sub-genre
of literature, but instead should be seen as “a tendency within the novel
which operates through exaggeration of the tensions and oppositions
inherent in all novels: of frame and frame-break, of technique and
counter-technique, of construction and deconstruction of illusion”27.

American critic and novelist William H. Gass is widely credited with

#1> Shepherd, David Beyond Metafiction: Self-Consciousness in Soviet Literature (Oxford &c.:
Clarendon. Press,1992), passim.

218 \Waugh 5 italics in original.

27 \Waugh14
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coining the term in 19702:8. Despite these new world roots, worldwide
application of metafiction’s codes and characteristics make it a common
feature of world literature within the postmodern period. Linda Hutcheon
has called it “fiction about fiction”219, whilst arguing that it represents a
path back into politically meaningful postmodernist practice220. What
unites seemingly disparate works as examples of metafiction is the
application within the literature of a “theory of fiction through the
practice of writing”221, as a prominent characteristic. This springs from
metafiction’s concern with laying bare the function and artifice of
literature and the act of writing, and the “present increased awareness of
‘meta’ levels of discourse and experience...reflecting a greater awareness
within contemporary culture of the function of language in constructing
and maintaining our sense of everyday ‘reality’”222. Brian McHale argues
that contradictions stemming from textuality are essentially ontological,
and thus inherently postmodernist223. In exploring her critique of authors
who self-evaluate and “their own methods of construction...writings [that]
not only examine the fundamental structures of narrative fiction [but] also

explore the possible fictionality of the world outside the literary fictional

8 \Waugh 2

#19 shepherd 1. Linda Hutcheon, a Canadian scholar, is widely credited with coining the term
“metafiction” in connection with Historiography and postmodernism; she is often understood in
contrast to Jakobson. See: The Politics of Postmodernism (1989), A Poetics of

Postmodernism (1988), and Rethinking Literary History (2002) for an overview.

220 Hutcheon, Linda, The Politics of Postmodernism (Routledge: London, 1989) 61.

221 Waugh 2

222 \Maugh 3

223 \Waugh 15
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text”, Patricia Waugh completed what is still considered a seminal text
concerning metafictional theory224.

The expression of the tension between the ends and the means of
writing as communication is present in much contemporary writing but is
the dominant feature in the texts that Waugh defines as metafictional.
These include those works that implicitly and consistently presents
embedded strata which rattle the expectation and presuppositions of the
text: “the fictional content of the story is continually reflected by its formal
existence as text, and the existence of that text within a world viewed in
terms of ‘textuality’”225. Hutcheon hypothesizes that metafiction (which
she often calls ‘narcissistic narrative’) is process made visible226. Waugh
notes that “metafiction is thus an elastic term which covers a wide range of
fictions. There are those novels at one end of the spectrum that take
fictionality as a theme to be explored (and in this sense would include the
self-begetting novel)...[and] at the furthest extreme (which would include
fabulation) can be placed those fictions that, in rejecting modernism more
thoroughly, posit the world as a fabrication of competing semiotic systems
which never correspond to material conditions”227. Waugh builds on the
concepts elaborated above, all of which stem from the idea of a fictional
work being both self-aware and self-reflexive in a way which highlights the

artificiality of language and structures of literature. Leaving behind the

224 \Waugh 2

225 \Waugh 15

#2% Hutcheon, Linda, Narcissistic Narrative: The Metafictional Paradox (NN from now on).
(Waterloo: Wilfred Laurier University Press, 1981).
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steadiness and understandability of modernism, this flourishes in
postmodern times, as indulgently self-oriented as they are. Hutcheon
notes that despite any narcissistic tendency, “auto-representation is still
representation”228, Metafictions, most interestingly for the identity
politics of postmodernity, explore the relationships between fictionality
and reality while addressing two questions: that of the status of literary-
fictional discourse (the problem of referentiality) and the construction of
the identity of fictional characters229. Metafictions are seen to pursue
questions of the construction and mediation experience of the world of
experience, through the formal self-exploration of worlds mediated though
language. This leads the metafictionalist to believe in the ultimate
untenability of language and truth in representing “reality”, allowing that
“in fiction it is, in fact, possible only to represent the discourses of that
world”. In this interest, the metafictionalist intersects with the interests of
theorists such as Mikhail Bakhtin (1895 — 1975)23°, and his concepts of
hetereoglossia, the work of linguist L. Hjelmslev23! concerning
metalanguage (1961), and the larger concerns of construction of language,
deferral of meaning, and concerns, such as Saussure’s and Derrida’s, about
the instability of language and semiotic meaning. In metafictional works,

the penchant for self-conscious language and Bakhtin’s role within

228 Waugh 15

229 Waugh 91

%0 See his seminal works: The Dialogic Imagination: Four Essays. ed. Michael Holquist, trans.
Caryl Emerson and Michael Holquist (1981); Questions of Literature and Aesthetics (1973);
Speech Genres and Other Late Essays, trans. by Vern W. McGee (1986).

1 See: Principes de grammaire générale (1928); Prolegomena to a Theory of Language (1953).



107

metafiction will be understood further below, in my exploration of
metafictional and Russian interactions.

Another element which is noted in metafiction is an interest in
privileging diegesis, and the frames of fictional works made obvious.
Hutcheon argues:

that some [metafictional] texts are diegetically self-conscious while

others demonstrate primarily an awareness of their linguistic

constitution. In the first case, the text presents itself as narrative; in
the second, as language. But there seem to be two possible varieties
of each of these modes, and these will simply be referred to as the
overt and the covert forms. Overtly narcissistic texts reveal their
self-awareness in explicit thematizations or allegorizations of their
diegetic or linguistic identity within the texts themselves. In the
covert form, this process is internalized, actualized; such a text is
self-reflective but not necessarily self-conscious232.
Combined, these make up the four types of metaficitonal text that
Hutcheon fowards. Analysis of the frames, essentially the organization of
experience, begets the analysis of the formal conventional structure of the
literary work. Focusing on the readers’ relationship with the metafictional
text, as a co-creator, Hutcheon delves into reader-response and
philosophical implications of this theory in a way I would like to avoid (i.e.
chpt. 1, Narcissistic Narrative). In this interest, she follows in the steps of
John Barth, Ortega y Gasset, Robert Alter and Borges among others, in
their focus on these extra-textual actions233.

In addition to this acknowledgment of traditional formal

conventions, metafiction typically emphasizes and foregrounds these

232 Hutcheon NN 7
233 Hutcheon NN 20
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“framing activities”, emphasizing the understanding that “neither
historical experience nor literary fictions are unmediated or unprocessed
or non-linguistic” 234, This is explicitly made clear in metafiction. Framing
techniques, and those methods which make them obvious, differ within
metafictional works, though two popular methods that reveal the
provisional nature and the function of literary convention, are parody and
inversion. The switching between framing and frame-break, or “the
construction of an illusion though the imperceptibility of the frame and
the shattering of the illusion through the constant exposure of the frame,
provides the essential deconstructive method of metafiction”235. Noting
that there are only levels of form and no true “content”, metafictional
works play with convention and its upending of self-conscious fictional
codes—never reinforcing the illusion of modernist unities236. The shift
from and focus on modernist conventions has led metafiction towards an
acknowledgment of the linguistic context of the text and an expansion of
the philosophical notions offered by this ‘context’.

Metafiction resists determinism and clarity: “metafiction functions
through the problematization rather than the destruction of the concept of
‘reality’ [reflected ‘truthfully’ in texts, especially]. It depends on the
regular construction and subversion of rules and systems. Such novels
usually set up an internally consistent ‘play’ world which ensures the

reader’s absorption and then lays bare its rules in order to investigate

2 \Waugh 30
2% Waugh 31
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the...concept of ‘pretence’237. However, unlike aleatory (that attempts to
be entirely random) or illinx (that attempts at pure mimesis, desiring the
destruction of the stability of perception) literature, metafiction very
deliberately undermines the system of writing without seeking
randomness238. Metafiction employs play with purposefulness, setting out
to make its autonomy and value explicit, and also to flaunt its status as
‘play’. By employing techniques such as play with combination and
permutation, Italo Calvino suggests that this interest suggests narratives
that are “renewable”239, despite any destabilization they might endure
through metafiction. Waugh continues this thought, allowing that
“combinative play in metafiction is concerned with the self-consciously
preformed reintroduction into the literary system of previously outworn
modes and the exposure of present exhausted forms often unrecognized as
such”240. They offer both novelty as well as familiarity through the
undermining and alteration of convention; although distanced from
definitive interpretation of language and convention, “the
defamiliarization proceeds from an extremely familiar base”24:. The
emphasis on the textuality of metafiction demands that it highlight the

duelling impulses of the creation/description paradox242. This allows for

27 \Waugh 40/41
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2% Calvino, Italo “Notes toward a definition of the narrative form as a combinative process”
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an interesting intrusion of 6sm/everyday life into the conceptual
framework of metafiction.

Waugh acknowledges this intersection, through her application of
metafiction with what she terms “the everyday”. Noting that the successful
creation of literary context relies on the resolution of indeterminacies of
context and is dependent on the conventions of the text, she notes that
metafiction hinges on highlighting the relation (of indeterminacy)
stemming from the act of writing between the linguistic world of fiction
and the world described (the everyday). The regulation and use of
“everyday” speech (through characters) and the language of the traditional
novel, are opposed by metaficiton’s resistance within these forms.
Offering “the recognition, not that the everyday has ceased to matter, but
that its formulation through social and cultural codes bring it closer to the
philosophical and mythic [elements of postmodernity] that was once
assumed”243. Allowing that, as Waugh suggests, that “the everyday world
is merely another order of discourse”244, 6btm/everyday life becomes an
important tool in understanding the literary world of text. Samuel
Beckett avers the perception of habit and regularity form the substructure
of most individual experience245. Practically, thematic concerns become
picked up by self-reflexivity at the formal level. In addition to this, she
argues that “metafictional texts explore the notion of some “alternative

worlds by accepting and flaunting the creation/description paradox, and

23 \Waugh 16
24 \Waugh 89
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[to] thus expose how the construction of contexts is also the construction
of different universes of discourse”.

Gorlanova creates a world via her “literary Perm’”, which reflects a
version of Perm’ she subjectively presents in lieu of an “objective”
description of Perm’. It will be shown later that Smirnova focuses on
creating an internal world via domestic ritual. These ‘worlds’ are created
via different techniques, but one that is particularly applicable to the work
of Smirnova and Gorlanova is repetition. This is, effectively, formal self-
reference. Metafictional works, even those that retain substantial
conventional elements, explore through textual reference the notion of
reality and literature as, both, a construct. Emphasizing the
constructedness of the text, for example through repetition, underlines the
state of ‘absence’ (of truth or referent) which a reliance on
interrelationships of signs begets. Accepting a notion of absence, “an
awareness of the linguistic construction of the reality of the text”246, is
integrated by metafiction in varying degrees. Nathalie Sarraute’s novel
The Golden Fruits (1963), for example, uses repetition to emphasize the
non-existence of itself outside of its own repetitions247.

On top of these techniques that destabilize, there is a tendency in
metafictional works to rely on subjective time, which “continuously

assimilates external events” while “historical dates have significance

246 \Waugh 57
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within patterns of personal rather than world history”248. Repetition and
the repetition of events with small shifts or changes in context also
challenge themselves with their potential contradiction. Moreover,
metafiction’s use of contradiction249 as a technique implies a different
understanding of time; it implies simultaneity of actions and plots as a
possibility within the text and which allows different voices to be
assimilated rather than locked in conflict250. These tendencies in
Gorlanova's work will be explored shortly. First, we must consider the
Russian metafictional tradition so that we may contextualize Gorlanova’s
JI0b08b 8 pesorosbix nepuamxax/Love in Rubber Gloves. Work
concerning “metafiction has been mostly confined to studies of American
and western European literatures”; as David Shepherd observed in 1992,
“the very term ‘metafiction’...is likely to evoke a reaction of puzzlement
and/or suspicion among those in the field of Russian literary studies—
probably still a healthy majority—for whom theory and its jargon are
invasive presences...” Yet as he hastens to point out, there is no lack of a
tradition of metafiction in Russian literature.”25!

Despite this, certain Russian/Soviet names are routinely mentioned
in discussions of metafictional theory and texts. Nabokov’s Criticism of
Evgenii Onegin (1964), Shklovskii’s theories concerning

“Shandyism/Stearneanism” (after Tristram Shandy), o6HadxceHue

248 Waugh 71
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npuema/making techniques obvious and ocmparenue/defamiliarization,
and Bakhtin’s hetereoglossia are routinely cited in metafictional theory.
Metafiction and Russian writing enjoy a complicated relationship in which
the one is found in the other, whilst it is routinely denied. Metafictional
elements, works and theories are rife within the Russian/Soviet criticism
of literature, while the name “metafiction” is rarely uttered. An important
work on the matter of metafiction and Russian-language texts comes from
David Shepherd, called Beyond Metafiction: Self-consciousness in Soviet
Literature252. Beyond the Americanized example of Nabokov, “few if any
Russian writers have attracted the attention of non-Slavist
commentators”253, a wrong which both Shepherd’s and my volume wish to
right. Definitively, Shepherd frames this exclusion in terms of deliberate
oversight or disinterest, claiming that “there is a considerable body of
writing in Russian literature since at least the early 19t C, including works
accessible to and widely commented on by non-Slavist scholars, whose
metafictional qualities have frequently been remarked upon, though
somewhat more desultorily analyzed”254.

Stemming from the 1804/07 translation into Russian of Tristram Shandy,
‘Stearneanism’/ cmepsincmeo “increasingly manifested itself in the form of
‘Shandyism’/ wendeusm ...such was the pervasiveness of werndeusm that
this weapon of parody itself became a frequent target of parody”255. This

perhaps lead to the retroactive application of this term to other Russian

2 Shepherd passim
3 Shepherd 3
%4 Shepherd 4
%5 Shepherd 4
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works of this era, as Shklovskii offered Tristram Shandy as the
penultimate metafictional work2s¢6. Eikenbaum noted that the
metafictional elements of Alexander Bestushev-Marlinskii (1797 — 1837),
Vladimir Odoevskii (1803 — 1869), O.1. Senkovskii (1800 — 1856) and
Alexandr Vel'tman’s (1800 — 1870) writings were part “of that period of
Russian literature when the question of the organization of prose was at its
most acute and was the subject of theoretical debates and practical
experiments”257. Despite this, and other examples of metafictional
readings, claims toward Russian metafictionality have not been
undisputed; however, Shepherd collects an impressive list of the
precedents and examples of Russian metafictional writing258.
Theoretically, Shklovskii “presented metafictionality as essentially
the practical implementation of a brand of Formalist thinking so extreme
as itself to verge on parody...[to this day] strong echoes of Shklovskii’s
claims for the dominance of ‘form’ over ‘content’ can be found within...a
formalist tradition” of suspicion about the imposition upon literature of
‘non-literary’ tasks”259. He argued that the success of metafictional
elements allowed the “unwelcome tradition of metafiction, [to become]
effectively a shorthand notation for the Jakobsonian view that the ‘poetic
function’ of ‘verbal art’ is the...‘focus on the message for its own sake”260.

This allowed Shklovskii’s form/content theory to be reintroduced into the

%6 Mann, Yuri “K npo6eme poMaHTHIeCKOro nosectBoBanus” Mzsecmus Vol 40:3 (1981) 217.
7 Shepherd, 5

%8 Shepherd 6-8; Shepherd here quotes Segal, D. ‘Literatura kak okhrannaia gramota”. Slavica
Heiroslymatana v. 5/6 (1981), 151-190.
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discourse as more “congenial ’2¢! and less overtly theoretical framework
within Russian literary studies, later to be enveloped in Soviet criticism of
formalist/decadent prose concerns. Shepherd avers that this
identification of Formalism with modernism became “entrench[ed] within
most official Soviet critical discourse of this uncompromisingly hostile
view...[which] has been an important contributory factor to the continuing
coolness towards metafictional practice in particular” in Russia262,
Hutcheon notes that “the Russian formalist concept of parody as an
autonomous art, based on the discovery of ‘process’ [is] of interest”, as well
as noting the importance of “defamiliarization” (ocmpanerue) in the
Russian tradition, and to the practice of metafiction2¢3. This interest in the
laying bare of text and an awareness of the forms and function of fictional
practice can be generally linked to Russia's historical interest in
formalism. Some critics, such as V. Turbin, stood firm in their belief that
metafictional works would “form the basis of the art of the future”264,

while reflecting their past within the Russian tradition. It was in the
1970’s that experimentalism, in the form of metafictionality, allowed this
belief to be renewed2¢5. From this time on, Soviet/Russian reception and
critical interest in metafiction predominantly aligned with its Western

counterparts, only on a reduced level266.

201 Shepherd 11
262 Shepherd 12
263 Hutcheon NN 24
264 Shepherd 12
%5 Shepherd 14
%6 Shepherd 15
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It has been noted that metafiction, insofar as it presents fictional
reflexivity as a principal interest, rests on Bakhtin’s theory of the novel.
Making itself out of “a multi-styled, hetereoglossic, multi-voiced
phenomenon”, the language of literature relies on “authorial narrative,
stylization, [and]...individualized speech of characters” which require
intertextuality to operate ceaselessly within the fictional work267.
Bakhtin’s theory of language is paramount to Waugh’s understanding of
metafiction and its relationship to fictional language. Metafiction
exaggerates through emphasis the instabilities between reality and its
representation in fiction, whilst denying that there is any particular
privileged language of fiction and arguing instead that there are various
registers of language for each type of written document. These, every type
of language, “compete[s] for privilege”, emphasizing their constructedness
within the fictional frame. Bakhtin “referred to this process of
relativization as the ‘dialogic’ potential of the world”, notes Waugh268,
What metafiction does which Bakhtin’s, and other theories, do not, is to
highlight the “essential mode of all fictional language” and make this
dialogic potential explicit2¢9. Beyond this, the metafictionalist shows that
the “language of fiction is always, if often covertly, self-conscious”279, in
opposition to the realist mode which attempts to reconcile through
subordination the dialogic to the omniscient authorial voice. Novels which

Bakhtin considered ‘dialogic’ resist this tendency, as metafiction “displays

7 Shepherd 53/54
28 \Waugh 5
%9 \Waugh 5
2% \Waugh 5
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and rejoices in the impossibility of [realist] resolution”, and “tend to be
constructed on the principle of a fundamental and sustained opposition
[between] the construction of a fictional illusion (as in traditional realism)
and the laying bare of this illusion”27:,

In practice, this interest in metalanguage (Hjelmslev) and the
dialogic, “results in writing which consistently displays its conventionality,
which explicitly and overtly lays bare its condition of artifice, and which
thereby explores the problematic relationship between life and fiction”272
which commonly concerns Nina Gorlanova, for example. Truth in Bes
ITepmv/All of Perm’ is similarly hidden. Between the autobiography which
ought to elucidate the life of the writer, and the biography of “all of Perm™,
the implication of truthfulness is easily noted. The reality of the texts
Asmobuoepagusn/Autobiography and JIt0608b 8 pe30HO8bLX
nepuamxax/Love in Rubber Gloves offers only segments of “true”
traditional memoir however, and more often cases arise which complicate
Gorlanova’s picture of Perm’ as believable or even easily understandable.
The veracity of the quotations Gorlanova includes in order to “explain”
Perm’ is thrown into question, by the author herself. As Galloway noted in
a different case, “though truth value is a precondition of memoir, the
author here deliberately manipulates the reader’s expectations.”273

Galloway continues to “propose using metafiction as a means of

2 \Waugh 6
22 \Waugh 4
" Galloway 328
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approaching...a novel which blurs the line between fiction and memoir.”274
Beth Holmgren has noted that unusual Russian autobiographical works
have “deliberately obscure[d] the boundaries between the ‘real’ and the
‘imagined’, creating a protean generic hybrid that fluctuates between
memoir and pseudomemoir, autobiography and pseudoautobiography,
lyrical diary and fiction”275. Some hold that, “in effect [an autobiography or
memoir] is a novel written in the present with one’s life as its subject. Not
all fiction is autobiographical...but on this deeper level, all autobiography
is fiction”276. David Galloway notes that “conversant with this dual
nature, the [what he terms “metatextual”] text complicates the aims of
both memoir and novel through its obscuring of truth: the reader is never
quite sure where factual material ends and artistic license begins.”277
Natalia Smirnova, in comparison, I will argue structures her fiction
in a way “which merely impl[ies] the old forms” and “encourages the
reader to draw on his or her knowledge of traditional literary conventions
when struggling to construct a meaning for the new text” (as Waugh
describes R. Brautigan’s work278). These two examples work to show the
diversity of metafictional works in general, as well as within the Russian

literary sphere, with Siberia as the collector of these sundry texts.

2" Galloway 326

2™ Holmgren, ed. The Russian Memoir: History and Literature (London: Northwestern University
Press, 2003) xxx. To be referred to as “RM”” from now on.

2% Stanton, Donna, “Is Autogynography Different?” Women, Autobiography, Theory: A Reader,
Ed.s Sidonie Smith and Julia Watson (Madison: Wisconsin Pr, 1998) 136.
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ANALYZING METAFICTIONAL ELEMENTS: AUTHORSHIP CONCERNS
AND UNSTABLE SPACE

Gorlanova’s use of editing—really just a repetition with shifts in
context or incident—Dbelies her interest in this metafictional sense of
subjective time. Outpacing this curiosity is Gorlanova’s metafictional
interest in making this theory explicit. Like Sterne before her, she relies
on episodic story-telling as well as repetition. Her text is constructed
around the investigation and manipulation of authorial and narrative
control over character and plot, to reflect the problem of representation
through the use of edited and divergently framed episodes.

Gorlanova’s exploitation of the autobiographical voice, and her
deconstruction of its tenability, as well as her repeated use of the
autobiographical form connects her work both to metafiction as well as
6bim/everyday life. Her manipulation of this form, despite its historical
ties with feminine genre and literary constraint, enjoys links to concepts of
representation and self-reflexivity, as well as to metafictional interest in
authorial voice and the characters’ relationships with “I”. This illuminates
an interest in both the disbelief of the true self—a hotly debated change
from the modernist united self—and the function and possibilities of the
literary first-person. Of course, Roland Barthes made clear the “death of
the author”, a paradoxical theory which metafiction exploits. The more an
author is present in the novel, the less s/he exists; s/he might be the writer
who controls the story, as well as “an ‘T’ who talks to the characters in the

novel, and therefore exists at the level of story and at the level of
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discourse”279. By subverting the traditional conventions separating
implied authors from narrators and readers, the work makes clear its
constructedness. Many metafictional novels play with the relations
between story and discourse:
a common strategy is to begin a novel in the first-person and then
to shift to a third-person narration and back again. The first
person, ‘T’, is a member of a grammatical category of words referred
to as ‘shifters’ or ‘indexical deictics’...in most [ metafictional] first-
person narratives the narrating subject is non-problematically at
one with the narrated subject...metafictional novels which sift from
the personal form ‘T’ of discourse to the impersonal ‘he’ of story
remind the reader that the narrating ‘T’ is the subject of the
discourse, and is a different ‘I’ from the ‘I’ who is the subject of the
story. And, finally, there is yet another level of subjectivity, for
behind the whole discourse is the authorial ‘T’, a subjectivity
present only in terms of its real absence.280
In his Roland Barthes by Roland Barthes, his “autobiography-as-fiction
or fiction-as-autobiography”, he notes this particular paradox saying, “I do
not say ‘I am going to describe myself’, but, ‘T am writing a text and I call it
R.B....I myself am my own symbol.”28t Gorlanova uses this technique and
also delves into the murky waters of clarity, in /Tt0606b 8 pe3oHosbix
nepuamxax/Love in Rubber Gloves. Commonly referring to herself
through autobiographical fictions, as well as referencing and quoting
people referred to as “NG”, “Nina” and the author of the unaccredited
portions of text and quotation which frame the piece, Gorlanova openly

plays with the conventions of the believable and clear omniscient

author/narrator and consistency in the text. The paradox concerning the

2% \Waugh, 134 italics in orig.
280 \Waugh, 135 italics in original.
#1Barthes, Roland. Roland Barthes by Roland Barthes (1977) as quoted in Waugh 135.
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identity of fictional characters as well as problems of referentiality is
patently metafictional.

This purposeful toying with the expectations may be the
outcropping of a desire to shape and control a very particular and personal
view of Perm’, and herself. Of author Sergei Dovlatov, David Galloway
states that:

He serves not to elucidate the text, but to construct a hybrid prison

memoir which supports his views of the prison experience; views

which are in opposition to the pre-existing tradition, and this
leads me to describe The Zone as a metatextual camp narrative,
containing many of the attributes of the metafictional
novel, though originating from the memoiristic impulse
and still straddling the line between fiction and nonfiction
in a way that true metafictions do not. Only by recognizing

Dovlatov’s twisting of the conventional memoir forms, and his

emphasis on the fluidity of the text, can we appreciate the Zone’s

place in literary history=282.
Here Galloway notes the presence of what he terms a “hybrid prison
memoir,” containing elements of metafiction and memoir, in which he
notes an obvious “opposition to the pre-existing tradition”. In.I0608b 6
pe3oHo8blx nepuamkax/Love in Rubber Gloves Gorlanova also utilizes a
fluidity of text, chronology, style and narrative mode, as she creates a
hybrid of metafiction and autobiography. Working to support her view of
Perm’, Gorlanova creates a narrative place that functions to locate her

within a version of the canon and Russian literature as she sees it (not as it

is). “...Victor Shklovskii...said that “new forms of art are created by the

%2 Galloway 325 bold added, italics in original.
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canonization of peripheral forms”283, and Gorlanova plays with this fluid
concept of the peripheral and the canonized, as she devalues the
traditional kings of Russian literature and writes her own literary Perm’ as
if it were central. She does this by twisting the traditional forms of
literature, while writing herself into her own history (“herstory”). One
technique she employs is the quotation of slightly-modified “classics” of
literature. Her modifications thematically or symbolically engage the
classical work with her own literary program. One example of this comes
on page 27, in which a Pushkin poem is quoted/modified:
- Kama, xpacuBasi, kak CBoO0/1a Ha 6appukagax [lapuka,
oco3HaroIasi ceds €10, TOHECIa OJTMH KOHEIT Ta3eThl B KOPHU/IOP.
Bob Hec npyroii koHel. OH ckanaupoBas: “OKTAOPH yk
HacCTynui1, y:k 'puHOIaT oOTpAXaeT mocjie{Hue TPyChl C
Harux cBoux BerBeu ... (H.I'.) / Kapa, gorgeous like Freedom on
the barricades of Paris, imagining herself as it, took one end of the
poster in the hallway. Bob took the other end. He bellowed out:
“October has arrived/Grinblat shaken off the panties from her
naked branches”...
In this modification, the original Pushkin is warped from a rumination on
the arrival of autumn (“Ocens - OTpbIBOK /Autumn — an Extract”, 1833),
the entirety of which contains, at most, veiled sensual references. The
original reads as follows: “OKTs6PB y2K HACTYIIHJI — YK POIIla OTPSAXaeT/
ITocneaHue JIUCTHI ¢ HAaruX cBOUX BeTBeH ; October has arrived, the grove

shaken off/ The final leaves from its naked branches”284. Obviously, the

humour is sexual and teasing, and builds on the work of classical poet with

%83 High, John, “Polycontexts: Working Notes from Moscow” (Witz: A Journal of Contemporary
Poetics. Vol. 1, Fall 1992) Nov 2005, 13.

284 pushkin, Aleksandr, “Ocens / Autumn”, RBV 2001-2011, January 20, 2002,
http://www.rvb.ru/pushkin/01text/01versus/0423 36/1833/0590.htm - Russian Only. English is
my translation.
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a scandalous private life. In addition to showing her knowledge of and
playfulness with the canon, Gorlanova introduces a minor theme in her
works. This modification serves to introduce one of Gorlanova’s most-
used motifs - flowers and trees as symbols — and also twists the original
words by Pushkin to reflect female sexuality (another of Gorlanova’s
thematic concerns). Flowers are also used as references repeatedly as a
textual chain on pages 28-30, as well as on 47.2, and 52.2 and 52.3; in her
short stories outside of Bea ITepmb/All of Perm’, such as “VBaH, ThI He
npaB! / Ivan, you're not right!”285, the use of flowers and trees as symbolic
or allegorical is a main textual strategy. General reliance on citation also
relates to metafiction. Concerns with referentiality also reflect her interest
in citations. Gorlanova uses references to many famous authors and
public figures, spanning time frames and country boundaries. Russian
references, political and literary, pepper the text. Dostoevskii (58.4),
Rasholnikov (48.4), Krylov (45.1), Turgenev (25.1), Chernyshevskii’s Vera
Pavlova (25.3), Chernyshevkii himself (69), Tsvetaeva (54.1, 56.1),
Ahkmatova (56.1), Solovi’ev (48.1), Kuznetsova (69), Sakharov (68) and
others are mentioned by name, along with Solzhenitsyn and others already
discussed. Pop songs are also quoted, for example on 27, 28 and 29.
Beyond the slogans and songs already mentioned, there are also citations
that invoke known sayings or people from Western culture, for example St.
Augustine on 59.5, Freud on 63.3, Delacroix and his painting of Liberty

Leading the People (1830) on 27.2 and Sartre on 52.4, among others.

28 Gorlanova. 2004, available online.
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Regarding referenciality, Rudger Imhof states of the narrator’s role
that “metafiction’s most conspicuous and salient feature, which
distinguishes it from all other forms of experimental fiction, is the self-
conscious narrator, who, apart from anything else, comments freely on
what he is doing while he is spinning his yarn”286. Galloway continues to
argue that “the paramount concern is the text as a work in progress and
the focus on the process of writing above and beyond the narrative
context”287. Like metafiction, /I10606b 8 pe3oHo8bLx nepuamxax /Love in
Rubber Gloves is offered up as a type of matrix for writing and re-writing
the biography of a city; it repeats and reviews and edits itself cyclically
throughout the text. The picture which is developed is achieved only
though iteration and this process is made clear within the text. Galloway
supposes The Zone to be “metatextual288 in that Dovlatov creates a very
fluid text, parts of which are written and edited before our eyes...it
documents the act of (re) writing.”289 Imhof writes that, following the
formalists, “the aim of the self-conscious narrator is chiefly to call
attention, through a prodigious number of artistic strategies, to the
artificiality of the text at hand.”29¢ By this action, the role of the author or
narrator becomes highlighted. John “Barth describes his own writing...as

‘novels which imitate the form of the Novel, by an author who imitates the

8 Galloway 329

87 Galloway 329

%88 For our purposes, this can be read as “metafictional”.
9 Galloway 329/330

20 Galloway 331
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role of the Author’”29, We can easily associate this behavior/ strategy with
JI0b08b 8 pe3oHosbix nepuamxkax /Love in Rubber Gloves. Masquerading
as both memoir/autobiography and “travelogue”/place description,
Gorlanova manages and changes the expectations of the text by starting
out with the illusion of truth grounded in life-writing traditions, and
concurrent veins of obvious subjectivity. Later, by making obvious certain
formal devices (for example, repetition and editing), and obvious fictional
allusions and quotations, and placing them alongside very believable 6vim
/everyday stories, Gorlanova obscures her approach to the text and the
form of her text.

The first entry in the chapter /Ito608v 6 pe3oHosbix nepuamxax
/Love in Rubber Gloves is made by a contributor (or attributed to a
contributor) given the initials “N.G.”:

A, nern, cama cMmesnace, rpemiHas, Korjaa ynrtana nucbmo Kansbr:
“ITumry Tebe ¢ Bok3ana. Hapoxy maoro. Bora Het”. Bol gymaere:
MIOBCIO/TY MbI MCKasIu Briciyto VicTuHy, B TOM 4ucjie — Ha
BOK3as1aX? YBbI, MbI 3ke 0€3003KHUKAMU POCIU U Ha BOK3aJ1ax
HCKaJIH 3Ty, KakK ee, poMaHTuKy. “Hapomy muoro, bora Het”
03HaAvyaJIo IPUMEPHO TO 2Ke, UYTo “B oropojie Oy3uHa, a B Kuese
nsabka”. BeITh Hecepbe3HBIMU HaM Ka3aJIoCh BasKHEE, UeM IOUCK
Ucrunsl... (H.I'. 1992 1.)/-1, children, laughed, a sinner, when I
read Kapa’s letter: “Writing you from the train station. There are
many people. No God...”. Do you think? We search everywhere for
a Higher Truth, including—at the train station? Alas, we were
raised atheists and at the station were looking for, I can’t remember
its name, this romance. “There are many people. There is no God”
signified to us nothing more than: “in the vegetable garden there
are elderberries, and my uncle is in Kiev”. It was more important
for us to be fun, than seek the Truth...(N.G. 1992)292

#1 Galloway 328
22 Gorlanova 19
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This quotation begins Gorlanova’s complex relationship with authorship.
It also introduces several techniques used throughout the story. One is
shifting voice, heavily indebted to the quotation of various other characters
in the story, as well as their letters or diaries. Second, Gorlanova
introduces the use of proverbs (presaged in her epigraph) and Soviet
ready-mades which are either inserted for context or manipulated for
ironic effect. There are plays on religious sayings, like “Hapoay mHoro.
Bora Het. / There are many people. And no God”, which riffs on the
Christian monotheistic assertion of: “Onun Bor, mHOTHE Hapopl/ Many
peoples, one God”. The latter saying is also repeated later in the work,
reminding one of its ubiquity and its purposeful insertion into this text (ie.
58.3). To return to the concept of authorship, we note that the quotation is
authored by “N.G.”, whom, especially after the introductory
autobiography, one might naturally take to be Gorlanova herself. The
sensibility of such an assumption is maintained by the first few entries;
two more follow in quick succession which helps to support this theory:
1) - Crospko jet? Jlecars? f ele B3aparuBasia, KOrja B MUCbMax
Bujiena ppasy: “HaBapuin ManHOBOTO BapeHbs . [[Jis Bcex
MaJINHOBOE BapeHbe — I[BET OepeTa MyIMKUHCKON TaThsHbI, a A1
MeHsI — KJIeH 711 JTucToBOK... (H.I'. 1992 r.) / How many years
have passed? Ten? Ishudder, still, when I see that phrase in the
print: “Cooked a lot of raspberry jam”. For everybody else,

raspberry jam seems the color of Pushkin’s Tatiana’s beret, but for
me, it’s the of glue for leaflets....(N.G., 1992)293

2) - Unem mb1 o Kapsia Mapkca. Becaa. CosiHIle CBETUT U30 BCEX
cul. fI6JI0HU IIBETYT TOXKe M30 BcexX cul. 1 3To po3oBoe 6uomnosie
IPYIIIBI HAC OKPY’KaeT, MapeBo Takoe. Bapyr bob perwit copBath

2% Gorlanova 20
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OJTHY LIBETYIIyIO0 BeTKy! M cpasy co Bcex s0JI0Hb BCe IIBETHI
OCBITIAJINCh, KaK CHET. V1 p030Boe 6HOII0JIe KIIOUKAMHU-KJIOYKAMH...
IOPBAJIOCH Bee... V1 BeTep pa3roHseTcs, HACKOJIbKO XOUeT.
IIpoxysaer... (Con H.T'., 1992 1.) / We're going along Karl Marx St.
It’s spring. The sun is shining with all its might. The apple trees
are blossoming with all their strength. And the pink aura of the
group gathered around was like a heat- mirage. Suddenly Bob
decided to tear off one of the flowering branches! And all at once,
every flower fell off of the apple tree, like snow. And the rose-
coloured aura shattered...everything broke off...and the wind
gathered speed, as much as it could. It blows on through...(N.G.’s
dream, 1992)29%4
To begin, we examine several other aspects of the text, before relating
them again to the concerns of authorship and assignation. In these two
excerpts, Gorlanova introduces two more typically features of her prose.
Firstly, her emphasis on time and seasonal change is introduced here in
her specifically recording environmental cues and phrasing to imply times-
passing. For one, she notes that Karl Marx St. is bathed in spring light,
covered in flowering spring trees and heating up visibly; all this repetition
merely sets the scene as spring. Verbs of motion and sudden action make
this scene one rife with movement and change; as her anecdote moves
through time and space, Gorlanova emphasizes these shifts. Outside of
this, Gorlanova also establishes her interest in demarcating her
contemporary time in Perm’ from historical, canonical (and therefore
central) time. Her non-acceptance of Pushkin’s Tatiana as a referent
opens this dismissive conversation with the canonical past.

This tendency is seen in more depth when Gorlanova employs a

chain of related text-excerpts, seemingly linking portions of the text with a

4Gorlanova 21
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chronology of seasons that seems symbolically important. References to
the seasons and the passing of time marked seasonally wind throughout
the full body of J/Ito606b 6 pezorosvix nepuamxax/Love in Rubber Gloves.
The passing and passing recognition of the seasons seem to frame the
story (though not in chronology). For example, page 21 begins the story
with a reference to spring, as quoted above. Spring is also mentioned just
a page later, when compared to emergent sexuality (22.5). Summer is
related mainly as a concept to vacations, and love sprouting in a “holiday

2 <«

place” “outside” of the urban center of Perm’. This is shown, for example,
on page 26, when “;r0608b boba u Jlapuca B kosxo3e/Bob and Larissa’s
love at the communal farm” is discussed (along with one of the three
mentions of France/Paris in the work- the “city of love”295). Another
incident which overtly takes place in summer — “B jierHio10 ceccuio/In
summer term” — is peppered with endearing names like
“JTrogmunenbkas/Liudmilenkaia”, references “ckunyTbest Ha Oyket
nroHOoB / to pitch[ing] in on a bouquet of peonies”, and ends with a kiss: “
‘Ham He 6bLTIO TAKOTO 3HAMEHbBST, - OTBETHII B0O0 1 TIo1IeT0Bas MEeHs
('peska, 1980 1.) / ‘And we had no such sign’, answered Bob, and kissed
me”29, Winter is mentioned on page 43, before references to autumn, and
is closely related to death, dashed hopes, and the end of love affairs. More

explicitly than that general connotation, it is linked textually with the

(perceived) death of a character in childbirth, and the (experiential) loss of

2% Gorlanova 26.3 (also on: 27.2; 47.3)
2% Gorlanova 47
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her loved ones. One notes in it the circular thinking and the fluid interplay
between inner and public thoughts and voices. The excerpt is as follows:

— Bo BpeMms1 3uMHel ceccuu TpsiHyJ1a HOBOCTh: ['asisa
'pun6saT ymMmupaer mocsie kecapena ceuenus! IlapeB cxBaTwI Xajar
UeTBepHayHbI U HaIlyTIaJ B KApMaHe HEU3MEHHYIO
IBaAnaTUIATHPYOIIeBKy. Heykenn ee mpuzeTcsa pa3MeHATh HA
takcu? OH perua nobexxars. OH Oexkar, 0ekas 1 KaK YeJI0BEK ¢
HEBUIAHHOU CBOOOIOM BOJIH, OOPSCH C KUCJIOPOHBIM TOJI0aHUEM
Y XBaTasCh KPAENIKOM CO3HAHMUSA 32 BHEITHUIN MUP, [yMas: cBo0O0/1a
BBIOOpA Y MEHS €CTh, 1 B JIIO0YI0 MUHYTY MOTY B3fITh TaKcH!
HetpenupoBanHoe cepaiie 3a60J1e1o0. Y Bce-Taku BO3bMY TaKcH!
Ho ocranocs yxke nBa noma! Hy u uto: He Mory 00JIbIlle O€KaTh,
Oepy MaIuHy, ITOAyMaJI OH, U BOEKasI B BECTUOI0JIb OOJTbHUIIBI.

K T'ajsie, kOoHEYHO, IPUXOAUIIN TO MY3K, TO CBEKD CO
CBEKPOBBIO, HATJIA?KEHHBIE U IIOMBITHIE, KOTZ]A OHA JIeXKaJIa B KPOBHU
v rHoe. “OHU AyMaloT, YTO PAAYIOT MeHs, KOT/la IPUXOAAT
HalllaMIIyHeHHbIe. fl He MOTY CIyCTUTh UX C JIECTHUIIBI, [IO3TOMY
YXO03KY camMa, OTYIUBAIO OT UX YUCTOTHI.”

Korza [{apes BGexkas1 B majiarty, Bech B IIOTY U COIUIAX, ['ays
MOHSJIA, YTO YUTHU-TO OHA XOTesia — yMepeTh. Mcmyranack. 9To Beb
He TOTYJIATH BRIUTH. 1lapeB, yrazipiBas HEBBICKA3aHHBIN BOIIPOC
Bpava-KeHIIHbI, 3akpuyai: “/la-7a, s1 ChIH BallIero JIO6mMoro
onHokypcHuka! Ilycrure HemenienHo!” (OH OB KyAPABBIT
OJIOHAVH ¢ KPYTHIM JIDOM — BHEIITHOCTH B ZIyXe 50-X rofioB.) LapeB
PYXHYJI Ha KOJIEHH, [IOTOMY YTO HOTH OT YCTQJIOCTH IOJIKOCUJIHC.
OH rop/10 ToAyMaT: U A0 JIIDOMMOU 100€eKasl, U IeHbI'Y COXPaHUI!
Mos TaiiHa — AeHbru. MHOTHE IyMatoT, 4TO JIEHBI'M — 3TO
0aHaJIbHO, HO BeJb 3TO YK€ BJIaCTh! A BjIaCTb — 5TO TAKOU
Consapuc...

Tana mogymasia: BOT B MUPE HAIEJICSA OJINH YEJIOBEK,
KOTOPBIA KAKUM-TO CBOUM MHUJIMOHHBIM HEPBOM ITI0YYBCTBOBAJI,
KaKUM KO MHe Hy>KHO IpuiTH. OHA ¢ TOM MUHYTHI Hauajia
BBI3/IOpaBIMBaTh. [I0TOM, Uepe3 HeCKOJIbKO AHeH, [lapeB He
yAepIKaJICsA U MOXBACTaJICs, YTO Oexkas 6erom. 'asis moHsIa, 4TO OH
COKOHOMMJI HA TAKCH, U OIISITh 3aX0TeJIa KyZ[a-TO BBIUTH, HO yKe
MO>KHO OBLJIO BBIUTH B KOPUAOP. B KOHIIE KOHITOB OHA ObL/Ia TOXKE
ZI0Yb CBOETO BPEMEHH U MMOHUMAJIa Jkesianue [lapeBa HaMoTaTh ele
oziHy crimpastb caoxkuaoctu (H.T'., 1992 T1.). /

During winter session, news broke out: Galia Grinblat was
dying after a cesearean section. Tsarev grabbed Chetverpalna’s
dressing gown and felt about in his pocket for the ever-present
twenty-five rubles. Did he really have to spend all this on a taxi?
He decided to run. He ran, and ran - like a man with
unprecedented strength of will, fighting oxygen deprivation and
slipping from the edge of outside world with his consciousness -
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and thought: ‘T have free will, I could take a taxi at any given
minute!” His untrained heart pounded sickly: ‘T will take a taxi! But
it is only two buildings away!...Still, I can’t run any farther, I'll take
a car’, he thought as he ran into the lobby of the hospital. Her
husband and father, together with mother-in-law, kept coming to
see Galia; they were ironed and cleaned when she was lying in blood
and pus. “They think that it gladden me, when they come, clean and
shampooed. I can’t throw them down the stairs, and so I move
away, escape from their cleanliness”...

When Tsarev tore into the ward, sweating and with snot
everywhere, Galia understood what she’d wanted before — to die.
She was frightened. It’s not as simple as leaving for a walk. Tsarev,
guessing the unspoken question of the female doctor loudly said:
“Yes, yes, I am the son of my lovely classmate! Just let me in,
quickly!” (He was curly haired and blond, with a clear brow — a sort
of 1950’s look). Tsarev crashed down against the doorframe, his
legs weakened by exertion. He proudly thought: “I ran to my
beloved; I saved all of my money! It’s my secret — the money.

Many think that money is banal, but really it’s power! And power,
that’s the real Solaris297"...

Galia thought: “In the whole world, you’d only find one man,
who knew in his bones how to look like when coming to see me [i.e.
disheveled]”. She began to feel better that very minute. Later, after
a few days, Tsarev no longer held his ground and began to boast
about how he had run, double-quick. Galia understood that he had
economized on the taxi; she was already able to come out into the
corridor. After all, she was a daughter of her times298, too, and
understood Tsarev’s lust to add one more level of complexity to
each thing (N.G., 1992).

Here, Gorlanova references two wildly different Russian cultural
touchstones, the Andrei Tarkovskii (1932 — 1986) film Coaapuc /Solaris
(1972), or its source material by Stanislaw Lem (1921 — 2006), and Mikhail
Lermontov’s (1814 — 1841) novel I'epoil Hawezo epemeru/A Hero of our
Time (1839). Both can be seen to be ironic, as the “power” of Solaris is

really one of psychological destruction, and the “hero” of Lermontov’s

27 golaris the Tarkovskii film — screenplay by the brothers Strugatskie, or the novel by Stanislav
Lem (1961).
2% This is a reference to Lermontov’s A Hero of Our Time.
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story is really an anti-hero. This perhaps refers back to Tsarev, and his
questionable achievement of thrift. Neither are attributed references.
Speaking more of the assignation of these excerpts, we further examine
these two citations. Following her autobiography, it is evident (if the
writer is to be believed—or her lies to be accepted as consistent within the
fiction) that Gorlanova does indeed have a son who might well have
contributed to, or been recorded, for this story. However, this assumption
becomes more suspect as the pattern of citation and authorship is

examined. Other contributors are noted as named characters, for example

&

“Kapa”, “Liudmilla”, “Roma Vedunov”, “L. Kostiukov, Muscovite” and
“Igor’, director of the newspaper”. With varying degrees of formal
specificity, they are named with titles, proper or legal names. Her
character “Grezka” even tells of the genesis of his name, since the one used

is not his legal one at all:

— Koria MbI yumiinch Ha TpeTbeM Kypce, MHOTHE TTPO3BHIIa
HAUYMHAIUCH CO cJIoBa “coH’. CaMblii KOMMYHHUCTHYECKHUN COH Bepbl
[TaBJ10BHBI, U€TBEPTHIH, JIOCTAJICA HAIIEe KOMCOPTIIIE.
CokpaiienHo: YeTBepnasiHa. Y Hee Obl1a BeIb Ta K€ S9HEPIeTHKA,
uyTo y Bepsi I1aBiioBHBI, HO 'ocios He AOIYCTUII IOBTOPEeHUA!
OrpomHasi pOZJMHKA Ha KOHUHMKE HOCA CTAaBHJIa TIPETPAY MEKIY
HEI0 ¥ MY?KCKHUM II0JIOM... A MeHsI Torja HasbiBau “I'pesa’...
(I'peska, 1992 1.) / When I was studying in my third year, many
nicknames began with the word “dream”. The communist dream,
Vera Pavlovna, fell in with our commsomol organizer. In
abbreviated form, her name was Chetverpalna [from
Chernyshevskii]. She had the same energy as Vera Pavlovna,
though God doesn’t allow repetition. A huge birthmark on the tip of
her nose stood as a barrier between her and the male gender...And
I've been called “Greza” since then... (Grezka, 1992).299

29 Gorlanova 25.3
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This not only makes reference to Chernyshevkii, it also illuminates the
constant shifting of names (as “I'pesa” is still not “I'pe3ka”) as well as the
indeterminacy of assignation in this text. On top of this, “I'pe3a” means a
“reverie” or “dream”, adding another layer of inter-related symbolism to
the story, commenting as it does on the dream sequences in
Chernyshevskii’s 1863 novel Ymo deaamv/What is to be Done? In
addition to this mystery, Gorlanova’s citations are attributed to foreigners
or to anonymous speakers, though the date and the characters involved
are all known as residents of Perm’. One such example is a long excerpt on
pages 64-65 that tells of intimate legal and personal details of well-known
characters (Bob, Evka, Igor’, Liudmila [called ‘Lud’ even], and so on), yet
purports to have been spoken by a “nocroponnssi/stranger” in 1992.
Gorlanova’s character, if we can assume that it is she, is graced with only
initials when she “signs” her excerpts. In comparison, she may also be
referred to in the diminutive, when she is a speech partner with another
character; on page 23, for example, there is a character called
“Hunynpka/Ninulka” (a nickname diminutive of Nina). This follows
several excerpts assigned to “N.G.”, one which is repeated in part
throughout the text (22, 32, and in the ending cycle). Representing herself
as a center which is genuine though constantly shifting, several portions
which are attributed to her “book-end” the body-text while Gorlanova’s
comments lead and influence the included quotations of other
contributors. Acting as an editor, the literary Perm’ which Gorlanova

presents exists in a space that is fragmentary but not incomplete.
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This shifting signification allows for some confusion and ambiguity
to set it, especially as her system of representative naming is further
examined. Her autobiography does not name her. Her opening remarks
and portions which close the chapter are not signed, nor are they likely to
be authorially other. Many of the other citations thus recorded and given
providence do so in “error”; Gorlanova attributes a version of a syllogism,
used in Arthur Conan Doyle’s The Adventures of Sherlock Holmes and
also in Lewis Carroll’s Symbolic Logic and the Game of Logic3°° to an “L.
Carroll”, despite its slightly changed form and meaning:

-Hu o/1HO uCKOIIaeMoe KUBOTHOE HE MOKET ObITh HECYACTHO B

JII0OBH.

Yerpuria MozkeT ObITh HECUACTHA B JIIOOBH.

Yerpuria — He uckornaeMoe XuBoTHoe. (JI. Kappoi) /

“No fossil can be crossed in love.

An oyster may be crossed in love.

Opysters are not fossils.” (L. Carroll)

This, a “caricature of reasoning of probable inference”301, is a
misattributed elementary logic puzzle. Other quotations, accounted to
various people in Perm’, mention a “Nina”: is this the eponymous author?
And, if she is quoting herself, why does Gorlanova not extend the same
treatment to her words as to others, calling certain passages (if, as the
fiction implies, these words are heard and recorded by the author) simply

“paszosop/conversation”? Why would one cultivate these shades of grey?

In metafictional terms, this indeterminacy serves several purposes.

%00 Carroll, Lewis, Symbolic Logic and the Game of Logic, (Dover Publications: NY, 1958) 108.
%01 Kasner, Edward et al, Mathematics and the Imagination (Dover Publications: N, 1940) 224.
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Waugh notes that metafictional writers all address themselves to
the “paradox concerning the identity of fictional characters [and] the
status of literary-fictional discourse (the problem of referentiality)”302.
Noted by John Barth, each fictional character both exists and at the same
time does not; this concept is elaborated by Waugh who avers the work
becomes “language which is the totality of existence; text which is
reality”303. This is a similar paradox to the one previously mentioned,
concerning the instability of the narrating “I”. This connection between
the equivocal relationship of author and character, and the fictionality of
literary work is highlighted in JT10606b 8 pe3oHo8bix nepuamxax/Love in
Rubber Gloves. The changeability and uncertainty of Gorlanova’s writing
and system of attribution highlights her fictional work as both self-aware
and self-reflexive in a way which illuminates the structure of literature.
With due regard to Bakhtin, metafiction exaggerates and exposes the
instability of literature’s language, the fact that it is “constructed through a
continuous assimilation of everyday historical forms of
communication...the language of memoirs, journals, diaries, histories,
conversational registers”. Competing, these voices “question and relativize
each other to such an extent that ‘the language of fiction’ is always, often
covertly, self-conscious”304 (what Bakhtin would refer to as dialogic
potential). Gorlanova’s awareness of Bakhtin is not only logical —there is

no chance that she graduated from a literary studies program in the USSR

%02 \Waugh 90
%03 \Waugh 91
%04 Waugh 5
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without knowing his work—it is also textual. One of the most overt
suggestions of Bakhtin’s work hints at his preoccupation with the “lower
parts”305. On page 22 of JIto608b 8 pe3oHosbix nepuamkax /Love in
Rubber Gloves we see a reference, ostensibly made by “Kapa”, which
references Bakhtin’s interplay between the social institution of “carnival”
and the literary mode of the “grotesque”. As outlined in Rabelais and His
World, the carnival encourages a reversal of the serious nature of authority
and the loosening of hierarchies (even in dialogic speech), represented
here by the character of the dean. The grotesque is related both to the
grotesque body as a concept that enjoys historical immortality as well as
an emphasis on measuring time via bodily functions, such as sex:

Ho nepeBbd 3a s1eTo CHOBa OTPAILIUBAIOT HUKHUE BeTKU. U

JIeKaHIIIA TT03BOJISIJIa BpEMS OT BpEMEHH MO0EeKIaTh CBOEMY HU3Y.

(Kama, 1968 r.) / But the trees grew low branches every summer.

And the dean allowed her own lower parts to take over from time to

time. (Kapa, 1968)

The influence of Bakhtin’s dialogic language is echoed throughout
Gorlanova’s story, in which the uniformity of speech and thought is
disrupted via ambivalence, transgression of norms, and multiplicity.
Writing on Bakhtin, Shanti Elliot noted that his theories of language
spring from a “space of multiplicity” in which different voices and

meanings compete against the official authoritative version of language3°o.

The language used by the narrative “Nina”, who is a character in other

%05 See: Bakhtin, Mikhail, Rabelais and His World (Indiana University Press: Bloomington, 1984).
%% Elliot, Shanti, “Carnival and Dialogue in Bakhtin’s Poetics of Folklore”, Folklore Forum
30.1/2 (1999) 129-139. 129.
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character’s anecdotes, the authorial “Nina Gorlanova”, the dialogic “N.G.”
(the assumed voice of the author) and the author of the
Asmobuoepagusn/Autobiography all compete to be recognized as the
“official” language, via the “official” creator, of the text. This competitive
interaction promotes shifts in meaning and in interpretation, rebelling
against realist and modernist traditions. Waugh notes that, especially in
illinx or aleatory works, this becomes manifest in the problematization,
rather than the destruction, of realism. Waugh calls such divergent forms
and interference “combative play”3°7, and this is evident in Gorlanova’s
textual play. Her different Nina’s/N.G.’s/Nina Gorlanova’s might all
represent different versions of the same character, whilst her editing and
repetition of textual material hints at her amenability to overtly revising
concepts during the writing process. Whether a comment on the paucity
of fictional language in reflecting “reality”, or combative play between
facets of her personality, the employment of these voices helps to flesh out
a borderless existence in literary Perm’. There are certain hints that this
might be the case; ‘N.G.’s commentary is often descriptive of characters
private lives, slightly more confessional (ie, 65.4), and more reminiscent of
a narrator or author (in terms of description offered, and manipulation of
words and type, ie. N.G.’s almost-exclusive use of Capslock). As an
example of ‘N.G.’s seeming omniscience, we may use an example from
page 62.6 (N.G. appears more and more as the text unfolds), in which N.G.

narrates what happened one late night between Son-Oblomov and Bob.

%7 Waugh 40-43
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Quoting exact conversation, N.G. adds narrative flourishes, such as
connecting and descriptive phrases that imply presence at the scene, or
fictionality: “3ammakas nesaabpiMu citesamu CoH-O0610M0B... [Tokazasachk
MITHIIEHCKast MallluHAa... [OH] yIlayl Ha 3aHEeCEHHYI0 CKaMeUKy U BAPYT
ropopur.../Son-Oblomov wept drunken tears...a police car appeared...[he]
fell directly onto the snow-covered bench and suddenly said...” As another
example, the last three pages of the work are the words of “N.G.” and the
first entry are also hers. This kind of framing seems to imply stewardship
of the work, and her intermittent commentary on characters’ personal
lives follows suit. Abasheva affirms:

B JI106BU B pE3MHOBBIX IIEPUATKAX TUCATEIPHUIA PENTATETHHO
0cBOOOK1aeT cebst oT 00y3bI TPUBBIYHOM

IIOBECTBOBAJITETHOCTH... BO3MOKHO, paHblile TaKas CTUJICTUKA U
»kuia y HUHBI rie-To 30JTyIIKOH-4epHOBUKOM, a TENEPh HACTAJIO
BpeMs 6aya. Pacckas IeJTMKOM COCTOUT U3 KYCOUKOB, IOMEUHHBIX:
IIOTOBOPKa 1968 T., IbsAHBIE PAa3rOPBOPHI 1992 T., U3 1ucbMa Kanbl
1975 ., U3 IHeBHUKA JlyHeuka, cpe/iu HuX - u cykaeHusa H.T'.
KoJsutazk 5TOT He pacchlmaeTcs OTOMY, UYTO CIIEMEHTUPOBAH
BHYTPEHHUMU CKBO3HBIMH MOTUBAaMH, OUeHb JIUPUIHBIMH, U
MTOBTOPSIONIUMUCS AeTalaAMH... / In Love in Rubber Gloves the
authoress emphatically emancipates herself from the habitual
burdens of short story literary conventions... It is possible that Nina
had these stylistics and lived somewhere where with Cinderella and
now has come time for the ball. The story as a whole begins with a
noted bite: a proverb from 1968, drunken conversation from 1992,
from a letter of Kapa’s in 19775, from Dunechka’s diary, between
people — and the verdict of N.G. This collage doesn’t say why the
illuminated, interior motives are cemented, very lyrically and with
repeated details...308

Gorlanova’s main theorist (in Russia), Iuliia Iurevna Danilenko, has

written about Gorlanova’s use of narrative voice and her use of language.

308308 Abasheva “Parki bab’e lepetan’e...” 9
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In her dissertation, ITIposza Hunbwt I'opaaHo801l: nosmuka, 2eHesuc,
cmamyc/Nina Gorlanova’s Prose: poetics, genesis, status (2006), she
explores in some detail the narrative structure of Gorlanova’s works,
including Besa ITepmv/All of Perm’. She focuses her entire thesis on the
genesis and the poetics of Gorlanova’s works, and proposes a theory which
she names the “3 narrator theory”. She notes that understanding these
theories might, “moryT okazaTbcsl MOJIE3HBIMH JIJISI IIEPEBOTYMKOB TEKCTOB
H. T'opnanoBoti Ha nHOCTpaHHbIe A3bIKH/be useful for translators of N.
Gorlanova’s texts into foreign languages”s°9, which subtly acknowledges
the complexity of the issue.

Gorlanova’s shifting voice and unclear role is an extension of the
metafictional process seen in The French Lieutenant’s Woman, in which
John Fowles’ (1926 — 2005) many framebreaks include a 20th C narrator
suddenly appearing as a character in the histoire and the discourse, the
effect of which Goffman discussed: “When a character comments on a
whole episode of activity in frame terms, he acquires a peculiar reality
through the same words by which he undermines the one that was just
performed”sio. Fowles, in saying that “these characters I create never
existed outside my own mind”(84-85), breaks the belief that he records
what existed. He unknowingly points to what Gorlanova’s framebreaks
and naming oddities illuminate, that the divide between the characters

points to the artificiality of traditional forms of writing, and the fictionality

39 Danilenko 5
310 Goffman 400
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of Perm’ and herself when represented in literature. The use of names in
traditional fictions disguises the fact that there “is no difference between
the name and the thing names”, while metafiction focuses specifically on
this problem of referentiality. Often, in metafiction, “proper names are
flaunted in their seeming arbitrariness or absurdity [as with
Nina/N.G./Nina Gorlanova], omitted entirely [as in the assignation of
pasroBop/conversation to quotations], or placed in an overtly
metaphorical or adjectival relationship with the thing they name”3.
Exposing the process of this writing, Gorlanova’s metafiction is a
testament to the irregular act of fiction-making.

Galloway suggests that in this mode of writing, the “authorial
persona serves not to elucidate the text , but to construct a
hybrid...memoir which supports his...experience; views which are in
opposition to the pre-existing tradition.32” Making a hybrid of his
“assumed true” autobiography /memoir and his
novelistic/fictional /" untrue” elements, we see that this type work no
longer fits a rigid description of either genre. Similarly, Gorlanova
executes this weaving of fact and fiction in JT10606b 8 pe3oHo8bLx
nepuamxax /Love in Rubber Gloves and does so openly and with ludic
consequences. What separates this from the normal amount of
fiction/nonfiction overlap found in all autobiographies (which are part art,

and part reportage, as scholars have noted) is the level, and the intent to

11 \Waugh 93
%12 Galloway 325
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which these fictional elements encroach into the work, and the status
afforded them. Gorlanova does not indulge the reader’s desire for a
“believable” memoir, for elucidation and clarity, and even purposefully
makes the line between “true” (memoir) and “untrue” (novel) less clear.
She also offers this falsely created fiction to affirm her self-perceived
fictional place at the center or as the arbiter of a centrally important canon
of literature in Perm’. By writing thusly and offering her text she supports
her experiences as a Siberian woman writer, holding “views which are in
opposition to the pre-existing tradition”s!3. Gorlanova, by making herself
the subject of a modified and literary autobiography, moves away from the
typical constraints of women’s writing in the Russian tradition. Writing
her own biography and dictating the extent to which she will make public
her domestic truths and lived reality, as opposed to merely the “great”
things accomplished in a life, is radical within the tradition. Beyond this,
she moves from an overarching interest in the center, to highlight life on
the periphery and in the provinces. To complete the Russian trinity,
Gorlanova also revolts against the canonization of the male literary
tradition and traditional modes of writing, alternating quotations from
and allusions to the “greats” of the canon with “meaningless” kitchen talk,
quotations from the anonymous and the unknown, and the fictional
citations, falsely attributed.

Several examples of citations evoking such 6stm/everyday life will

now be presented. The first is linked to our previous discussion of hospital

13 Galloway 325
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and prison references. Obvious are most of the elements concerning this
interest in (maternal or female) 6btm/everyday life and women’s writing —
an interest in time outside of the scheduled, a lack of individualism and
autonomy, an emphasis on the bodily and abject, and repetition — as well
as the monotony of daily life. These themes are typical of Gorlanova, in
that they do not convey anything that could advance the plot, any major or
key action, or even a real sense of the importance of the scene. The fact
that generic-seeming citations of 6btm/everyday life are found from
different years and decades underscore the sameness and inescapability of
6bim/everyday life’s presence in Russian women’s lives. It is, as is the
whole of JI10606b 8 pe3onosvix nepuamxax /Love in Rubber Gloves, on
one hand a portrait of a town painted impressionistically (not
coincidentally, perhaps, Gorlanova is an avid impressionist portraitist,
often painting self-portraits34). An example follows, one that is
representative of the sort of one-off, snippet of daily life that comes to
create a loose vision of life in the city. It is not important to the “plot” per
se, but adds an experience into the shared coffers of literary Perm’:
— Kasasioch, Becb MUP UHTEPECYET TOJIBKO OJTHO: CKOJIBKO

pa3 B JIeHb JUTs UCIIPAXKHSIETCS, a TAK)KE CaM IIBET U

KoHcUcTeHIUA. Ele B coce/iHel masare IUTA Kpudaio: “XoreTcs.

Xoneres!” TaMm KTO-TO Beerza Ha roJiogHoH auere. OnsTh MOKI

JIMMO4Ka BBIIIYCTHJI U3 33/THETO IIPOX0/A CTPYIO KpOBU. Bpau

ckazai: “KpoBu 51 He 6010Ch, s1 BO/IBI 0010Cch!” 11 0cekcsi, MOTOMY UTO

y Hac BOJIa C KPOBBIO...

JluMa y>ke ¢ KpOBaTH He Ma/laeT: CUJT HET IIEeBEJTUThCA. A

CaJIbMOHEJIJT 3TUX THICAYM, U OT KOKA0U cBou aHTUOUOTUK. HO Y
HaC HUYTO He BbIcenBaeTcs — KOJIIOT OT IPOTUBHOTO. Eciu Tpu aHA

%14 This is highly noticeable on her website.
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KOJIIOT O/THO — HEeT U3MEHEHHH, HAYNHAIOT JPYTOe, TPETHE,
neBsToe... Tyt He 10 boba!

— Ilopepkute cBOe COKpOBUIIe! — MOIIPOCHUIA MEHA
MeJicecTpa U IpHUHecsIa KaneJabHuUIy. Ho B BeHy Tak U He Iomaa,
BEH y’Ke He BUTHO.

Koryia Moe COKpOBHIIE TIOCHHEIIO OT KPUKA, 51 OTTOJIKHYJIA
KaneJbHUITY U 3akpuuana: “Xouercs! Xouercs! Xouercs!..”
(JIapucka, 1968 T.) /

It seemed as if the whole world was interested in only one
thing: how many times a day a child defecated, and what color and
consistency it was. In neighbouring bathroom stall a kid was
crying: “I wanna! I wanna!” There was always someone there on a
starvation diet. My Dimochka was bleeding from the anus again.
The doctor just said: “I'm not afraid of blood, it’s water I fear!” He
stopped short, I guess because we have water in our blood...

Dima didn't fall out of bed: he had no strength to move.
There were thousands of salmonellae and for each, an antibiotic.
But the results of our tests do not show anything, [though] [the
doctor prescribed many] injections [anyway]. Every three days, an
injection — no change, they’d begin another, a third, a ninth...[In
this situation, there is no time and strength to think about Bob]! —
Hold onto your precious baby! — The nurse came and brought a
dropper. But she couldn’t hit the vein, the vein had become
invisible. By the time my precious had turned blue from shouting, I
pushed the dropper away and cried: “I want it! I want! I want!”
(Lariska, 1968). 315

Certain other examples are representative of other mundane elements of

6bim/everyday life, like money, as we see discussions of tasks such as

buying gifts and soliciting donations (47.2). Or, especially important given

its negative connotations with women, gossip: we see many stand-alone

statements that seem like run of the mill gossip: — Kakoe o y EBxku?

Kpacora craagapTHbix GOpPM, CJIOBHO POXKAEHHAS PAJIOM ILJIACTUYECKIX

omepanuii — 1o BKycy xupypra... (Cor-Obsiomon) / What kind of face does

Evka have? A standard sort of beauty, as if she were born with plastic

315 Gorlanova 33.1
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surgery — a surgeon’s taste”316, apropos of nothing contextually; “Kakue
ToHKHe Jitosu kuByT B [lepmu! (JI. KocTiokoB, MmockBuu)/ “What thin
people live in Perm’! (L. Kostuikov, Muscovite) 20.5 (and also again on
39.1, with the descriptor “mockBuu/Muscovite” missing); “— He Bepurcs,
yto Kamna mrob6uia bo6a! C mopa3uTesibHOM 5HEpryel OHA U3HOCHUJIA ABYX
MYy2KeH, a cefiuac TpeTbero goHaruBaer... (Llapes, 1992 1.) / I don’t believe
that Kapa loved Bob! She wore out two husbands with her staggering
energy, and now a third’s worn right out... (Tsarev, 1992)”317 are
representative.

Some of the entries discussed have come from un-overheard
dialogue, for example the diaries of Perm’s citizens. Certain individuals
are commonly cited and their thematic purpose becomes known through
this repetition. This uncovers a level of constructedness that underlies the
work, and the decisive building of thematic structure found in /Tto608b 6
pe3oHo8bix nepuamxax /Love in Rubber Gloves. The flurry of citation
and false attribution of quotations or Soviet readymades further serves to
flatten the hierarchies of pop and canonical art and confuse attribution.
As Waugh noted, in metafiction “the fictional content of the story is
continually reflected by its formal existence as text, and the existence of

b

that text within a world viewed in terms of ‘textuality’”3:8. Tiny changes
and text-based play demands that attention be paid to the process of

writing, or at the least, to the sometimes contradictory product that it

316 Gorlanova 46.2
31" Gorlanova 50.3
%18 Waugh 15
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begets. More than this, Gorlanova’s textual play is made overt, via naming
and obvious editing and repetition, as the fictionality of her ‘literary Perm’
—the image of Perm’ and its inhabitants which she creates—is emphasized.
For example, Gorlanova adds chains of text that are connected via
repeated words or concept. One such chain is visible on page 36-37. This
chain is linked subtly, through the repetition of single words, or related
sounds and conjugations. The following excerpts follow each other
directly, and the repeated terms will be rendered in bold:

— Paccospunky 061 ceituac!.. Xoporo Tede, Iropb, ThI He ITbEIIb!
3auem s Hanwica? 1 EBka, HaBepHOe, MeHs 6pocmta! Ko ee
poBoKaT — b06? A uTo roBopus? “BedHo 5TH reHHH IPUBECTH
JKEHIIUHY MPUBERYT, a yBecTU...” Hy, 3T0 ¢ ero cropoHsl... (Iapes,
1968 r.) / If only I had rassolnik [a soup] right now!...It’s all well for
you, Igor’, you don’t drink! Why did I drink? Evka probably
deserted me. Who went with her, Bob? And what did he say?
These geniuses always bring women upstairs, then wait for
someone else to take them home...” Listen, this is totally rude of
him... (Tsarev, 1968).

— 3a Hamu ciaeadar. /la. 9To TouHo... fI moiimas xect youpaHus
KOPOYKHU B KapMaH. MHe ObLIO HY?>KHO K TETe €XaTh, B '0JI0BAHOBO,
Ha aJieKTpruke. Kymut 6uieT B kacce, a y»Ke Hapojy MaJio.
CMOTpIO: YeJIOBEK B LITATCKOM B TOH JKe Kacce y»Ke KOPOUKU
ybupaet. Bupumo, cripocw, Kyza s B3 ouer... (FMrops, 1968r.)
/ They are watching us. Yes. It’s certain...I caught the movement of
sliding his ID back into his pocket. I had to go to my aunt, in
Golonovo, on the train. Ibought a ticket at the counter, and there
weren’t many people around. I saw it: a man in a suit take back his
ID. He had probably asked where I was headed...(Igor’, 1968).

— bopuc bopuchlu B34J1 MeHA 110/ pyKY U I10BeJI IIPOBOXKATh. A
nymasia: Oyzer cobIa3HATh, 2 OH TOBOPUT: 32 BallIUMU
MaJIBUMKaMU HAUMHAETCA CJIEXKKA, BBI JIOJI?KHBI UX MTPEYIIPEIUTb.
dto KI'b uto-to y3uano. (Hunysnbka) / Boris Borisovich took me by
the arm and saw me home. I thought: this is to tempt me, but he
said: behind us, some of your [class’] young men have begun being
shadowed, we have to prevent this. The KGB has found something
out (Ninulka).
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— Kama B3ss1a MeHA k cebe HOUeBaTh. “A TO MaTh OIISITH Oy/IeT
y/IOCTOBEPATHCA B Moel HeBuHHOCTH!” Tak Kama Ha3biBasia
IPOBEPKY MaTepu: Kypusa — He Kypusa. Ho joma Bce yxe,
BUinMO, cnanu. Kama ropopuia o bo6e, HO To4eMy-To BCAKYTO
epyHay. “Tel 3aMedasia, KakoH y HEro T'yMaHHBIH HOC?” 1 IIpouee. A
A [ymMaJia: o ueM oH ceituac ¢ EBkoii ropopur? Hy o uem ¢
HeH MO2KHO roBopurh!.. (HerBepnanna, 1968 r.) / Kapa took me
to spend the night at her house. “Otherwise my mother will check
my ‘innocence’ again!” Kapa called her mother’s check-ups this, to
see whether she smoked or not. Everyone was already at home
and, it seemed, asleep. Kapa talked about Bob, but for some reason
it was mainly nonsense: “Have you noticed that he has the most
humane nose?” and so forth. And I thought: what is he saying to
Evka right now? What can people talk to her about!?...
(Chetverpalna, 1968).

This chain is connected overtly by chronology or date (this is
uncommon in the text — all of these are either undated or from 1968) and
subtly by the inclusion of a chain of associated words — “take” and “speak”.
Each quotation has these verbs represented, and they do not appear in the
surrounding text; in the last two examples they are even invoked in the
same order. This makes the repetition both noticeable, and, by form,
restrained. Several other examples are slightly shorter, but repeat more
obvious chains of recurring text. A short example of this, which is related
to space and time both, appears on page 49. In part, it also shows
Gorlanova’s technique of repeating phrases or concepts, subtly changed or
edited. This marks the repetition of the Golonovo theme, as well as the
introduction of themes of illness, maternity, love, and marriage. The
extract is as follows:

— Urops *KeHUJICSA JIETOM, TUXO, TIepe] IAThIM KypcoM. HUKTO

Huuero He 3Has. Jlaxke . B ['osioBanoBo! Ha 001:keHHOM KEM-TO

coceqike, 6epeMeHHOU MPUTOM. MBI BCTPETUJINCH B TPAaMBae 3a JIeHb
110 ceHTAOps. Iropk ¢ KosbiioM. [IbAHBIN K MaJIBUUKY IPUCTABAJ:
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Kak 30ByT? Mama cpasy: HO3HaKOMHTHCS 3aX0TeJl — HEe BpeMs U
He MecTo! I ropro: ciablinan — He BpeMA U He MeCTO! A oH
MHe [MOKa3bIBAET — Y IIbSTHOTO Pa37[aBUJIN B TOJIKYUKE TAKET C
MOJIOKOM, 6€eJ10e KaraeT MaJIbuMIIIKe Ha O0TUHOK, U BOT TaK, C
IbSIHOH 3aru0y/INCTOCThIO, TOT XOUET CKa3aTh 00 3TOM... 3HAYUT,
Hrops nosiaras: u Bpems, u mecrto. (Ilapes, 1980 .) / Igor’
married in the summer, quietly, before his fifth year. No one knew
anything. Even me. [He married] in Golonovo! [He married] a
neighbor who had been jilted by another and was expecting a child.
We met at the streetcar one day in September. Igor was wearing a
ring. A drunk stuck by his side—what was his name?—harassing a
boy. His mama right ther, and he wanted to pick up the boy— but
it’s the wrong time and place! I told Igor: haven’t you heard? — it’s
not the right time or place! And he showed me — the drunk crushed
a package of milk in the bustle of the crowd, whiteness dripped onto
the boy’s shoes, and this is how a drunk wants to tell about it, with a
drunken suddenness ... Suddenly, Igor’ believed it was the right
time and the right place. (Tsarev, 1980)39.

-Xopo1ee Ha3BaHUe s Moel ku3HU: “He BpeMsa u He

mecto’... (I'peska, 1992 r.) / It is a good name for my life: ‘the

wrong time and the wrong place™... (Grezka, 1992).
The narrator is using this seemingly-random phrase from a random
conversation to convey her understanding of Igor’s marriage. The other
implicaiton is that the “randomly chosen” phrase becomes increasingly
meaningful as the drunk’s behaviour comes to more closely resemble
sexual harassment. This example is also an allusion to the novel, finished
in 1981 after over a decade of work by Iurii Trifonov (1925 — 1981) and
published only posthumously, Bpemsa u mecmo/Time and Place. By 1992,
when Grezka mentions it, the novel was already published and very
famous (arguably the best-known work by Trifonov, and one that suffered
heavy censorship). This work, like Gorlanova’s, spans decades, and was

criticized for it repetitions, described by the novelist as “poman

%19 This phrase is literally in Russian: “Not the time and not the place/space”.
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camoco3HaHusi/novel of self-consciousness/identity”320. Gorlanova here is
not strictly attempting to pass off another work of literature as reliable
o6vim/everyday life, however, she is destabalizing her work by including a
well-known citation (and a date that hints at its discovery), mutltiplying
the text’s polyphony during a very run-of-the-mill set of quotations, as well
as adding a layer of meaning that might spur the careful reader to see a
drive similar to Trifonov’s desire to discover identity and self-
consciousness in Gorlanova’s text.

Several longer examples involve plays on words, as well as the
recurrence of phrases or ideas. For example, right below a reference to
Bakhtin’s “lower parts”, there is a reference to a man’s “lower”
sociological/intellectual background that mimics the Bakhtin comment.
Both are within a set of examples that link concepts of “eroticism”,
orgasms and “aesthetics” with related names and words. This will also
foreshadow a move from the realm of ideology to one of aesthetics in order
to emphasis a subtext that explores what it meant to be “oneself” during
that era. The following six elements appear on the verso-pages 22-23,
after references to love and “Dona Anna” (a female “Don Juan”):

— Hama gexaHmma, *xeHa rmpodeccopa-cKoTToBeza

(BIIOCTIEZICTBUHM — CKOTOBE/IA), PA/I KOMMYHHCTHYECKOH

H/IE0JIOTHH BCE... 0Ope3asia BCAKUE MPOSBIEHUs YeTOBEYHOCTH Y

cebs1. Kpome — aporuueckoii cpepsbl. Tak BECHOU B TOPO/ie

00pe3aloT BETKH JIEPEBHEB, YUTOOBI HE MEIIATH 3JIEKTPUUECKUM
npoBogaM. (Mrops, 1968 r.) / Our dean, the wife of a professor of

the Scots (and later, a stock-keeper), cut short all of her human
development for the sake of her Communist ideology. Except for

320 Tpucponora, O.P. and IIxnosckuii, E.A. “Tpudonos Opuit BaeHTHHOBHY - KITI0YeBast
¢urypa auteparypHoro npouecca 1960-x — 1970-x . Biografii. (N.Pag.)
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the erotic spheres. It’s similar to spring in the city, when
[authorities] cut off tree branches in order for them to miss the
electric wires. (Igor’, 1968).

— Ho ziepeBbs 3a JIeTo CHOBa OTPAaIUBAIOT HUKHUE BeTKu. 1
JIeKaHIIIAa MTO3BOJIsUIa BpEMA OT BpeMEeHH MMO0eKIaTh
cBoemy Hu3y. (Kama, 1968 r.) / But the trees grew low branches
every summer. And the dean allowed her own lower parts to take
over from time to time (Kapa, 1968).

— CobpaHue 110 KyJIbTy JUYHOCTH He XyJIIIUI TOBOJ JIJI
oprazma! OHa roBOpIIa MHe: €¥ JOCTATOYHO JOTPOHYThCA
pykoii... IlpaBaa, 0OOBIYHO OHA Cpa3y NMAJAAJIa HA MOJI U
3aKphIBaJia IJIa3a, a TyT — CTOsIJIa U CTOSLIA B JIBEPSX
aynuropun... (bopuc bopucosuu - HuHybke, 1968 1.) / A meeting
about the cult of personality is not the worst place for an orgasm!
She told me it was enough for her to touch it by hand...True, she
often fell right to the floor and closed her eyes - but now she stood
in the door of the auditorium... (Boris Borisovich, 1968).

- B aToMm ecThb cBOs 3creTuka! (JI. Kocriokos) / In this, there are
some aesthetics! (L. Kostiukov).

[one omitted]

— ITo-moemy, Bce 6bLIO TpoIIe. B TOM rojy 109b JIeKaHIIH
Mo/IJIeKasia pacrpesiesienuio. [IaThIi Kype, 4TO BbI XOTUTE!
[TosToMy MamMa ObLIa HE TPOYb HAXOJIUTHCS CO BceM (PaKyIbTETOM B
OTJINYHBIX OTHOIIEHUsX!.. BOT 1 coBajia CBO IyJIbC JOBEPUTETHHO.
Oprasmsl, BO3MOKHO, paHee U ObLJIHW, HO B TO BpeMS y:Ke
KJIMMAaKC cues B Kycrax: mu@-nad!.. (Puvmma BuktopoBHa,
1985 .) / In my opinion, everything was simpler. This year, the
dean’s daughter was to graduate [from the university]. Her fifth
year, but what do you want from her? In situations like this, her
mother did not mind having good relationships with the entire
department!..So, she thrust herself out, trustingly. Perhaps, she
had had orgasms here and there, sure, but by this time [her]
menopause was around the corner, ready to pounce!.. (Rimma
Viktorovna, 1985).

— Her, pebsTa, c;ioBO “apoTHKa” HaM ObLIIO HE3HAKOMO Ha
TpeTbeM Kypce! ATo ke 68-11 roj1, HAlllK TaHKU Yice 8
Yexocnosaxkuu! Kakasa TyT 3poTHKa?.. A BHHO “JpeTn” MbI
Ha3Bau “dpotu” y:ke B 80-M rojy, Korja Halld TaHKA BOIILTA
yorce 8 Agpean! (Ilapes, 1985 1.) / No guys, we had never heard the
word “erotica” as juniors! This was in ’68, when our tanks were
already in Czechoslovakia! What erotica is there in this?.. Then
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again, we were calling the [Georgian] wine “Ereti”, “Eroti” by ’80,
when our tanks were rolling into Afghanistan!” (Tsarev, 1985). 32

The phrase “U aTom ecth cBos acretuka! (JI. Kocriokon) / In this there are
some aesthetics! (L. Kostiukov)”, is again repeated on page 40, amid
conversation about tumours, the KGB, mysticism and idealism. On page
51, Solzhenitsyn and his legacy in Siberia is linked with these passages:

— A IOMHUTE, KaK OHA YUTAJIA JIEKIIUH IIPOTUB
Coszxenunbia? [1o Bcemy ropopy. JIxken oH, HEroA AU, MUIIET: B
Jlarepe roJiofaiu, a y Misana J/leHrucoBrU4Ya Kycok Xyieba 3aIiuT B
Mmarparne! 3Hauut — He rosioz!.. CJIOBHO ¢ XKHUPY 3alIUBAIOT XJI€D...

— TI'ocmopa! Jleknuu 5Ty yndTajia Halla JeKaHIa, a He
Mapoceiikuna. U untana, JOXOAA KO Opradma, HO Bce PAaBHO
o0O111ee mosIe ayINTOPUMN HE COTBOPSLIOCH... (PasroBop, 1980 T.) /
You remember, how she had read lectures against Solzhenitsyn? All
around the city. He is a liar, rascal, she wrote: “they starved in the
camps, and Ivan Denisovich sewed up bread in a mattress!
Understand this — that is not hunger!..” As if people sew up [hide]
bread due to over-eating...

-Ladies and gentlemen! Our dean read these lectures, and
not Maroseikina. She read, moving closer to orgasm, but it was the
same old to the rest of the auditorium (Conversation, 1980). 322

Erotics and aesthetics are blended with references to women, violence and
threats from the KGB; the KGB/FSB is a theme which runs through
various dated (1968-1991) and undated examples (38.2) on pages 30
through 65323. These threats thread through the text, and highlight
concerns about Siberian and Soviet autonomy, the anxiety of Siberian

identity and what Siberia as a destination and psychic concept can

represent — that is, deprivation and camp-incarceration. This is expanded

%21 Bold indicating repeated words/themes; italics indicating military and international references.
%22 Gorlanova 51.4
%23 Gorlanova: 8, 40, 44, 49, 60, 64, 65
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into a discussion and chains of text regarding the Communist Party and

Stalin. One of the first citations discussed, the last of the four below, also

relates to this concept and is repeated through the text. The entire page 20

is devoted to this topic and chain of reasoning that references both

domestic production (jam) and political dissidence (against militarism in

Czechoslovakia):

“68-11 ron. Hamm Tankwm y:ke B UexociaoBakuu!” — ymrodumast
npuckaska [{apesa. “Tak, aTo yxe 68-ii rog, 'punbiat MmeHs
Opocmiia — A KyxHy, YaxHy, BAHY, XJIOPOPUILT uccakaeT (Bce 3TO
npousHocutrcs OypHO!), a HAIIK TAHKHU yKe B UexocsioBakum.”
(V3 nueBHuka /lyneukn). [undated] /1968. Our tanks were
already in Czechoslovakia! - this was Tsarev’s favorite phrase.
“Listen, this is already 1968, and Grinblat has left me — I dry up,
wither, fade; the chlorophyll runs low (all of this is articulated
roughly!) and our tanks are already in Czechoslovakia! (From
Duncheka’s diary).

— Capixanu? Kprouok nepenaum nnosyvaert! JIpyrue I'KUIIucrer —
TOKe! A MbI, KOT/Ia HAXOAWJINCH IO/ CJIeACTBUEM B 69-M,
TBEPAO 3HAJIN: ITI0Ka He 3aKOHYUTCS — HUKaKux nepeaad!.. (Poma
Benynos, 1991 r.) / Did you hear me? “Hook” has received parcels
in prison! [prison wasn’t that bad for him] The other State
Commission of Crisis-types, too! And we, when we were under
investigation in 1969, and we all firmly knew - until the end of the
investigation, nothing was going to be given to us! [nothing would
be easy]. (Roma Vedunov, 1991324).

— B KI'b HuUKaK He MOIJIA BEIYUCIIUTD COCTaB KJled, HA KOTOPOM
JIEPKAJTUCH JIMCTOBKH PO cOOBITHA B Uexoc10BaKUHU. A 3TO
OBLIIO MAJIMHOBOE BapeHbe — Vropb OT TeTH NpUBE3, U3
T'onoBanoBa... (Kana, 1969 r.) / In the KGB, no one could guess the
ingredients of the glue that we used to post the [secret protest]
leaflets about events in Czechoslovakia. It was raspberry jam —
Igor’ and his aunt imported it, from Golonovo...(Kapa, 1969).

— Ckonbko jiet? Jlecars? A elnie B3aparuBasia, KOrja B IUCbMax
BHziesa ¢pasy: “HaBapuiy MaJIUHOBOTO BapeHbs”’ . [lyia
BCEX MAJIMHOBOE BapeHbe — I[BET 0epeTa Iy KHHCKOM
TaThaHBI, a /11 MEHA — KJIeH /1 JUCTOBOK... (H.I'., 1992 T.)

324 This is found in an alternate form on 57, as well.
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/ How many years have passed? Ten? I shudder, still, when I see
that phrase in print: “Cooked a lot of raspberry jam”. For
everybody else, raspberry jam seems the color of Pushkin’s
Tatiana’s beret, but for me, it’s the of glue for leaflets....(N.G., 1992).
This coveys concern over the glue that held up leaflets which were secretly
posted in order to communicate the activities and status of Czechoslovakia
in the late 1960’s. As noted, the jam motif is also repeated, as Gorlanova
colludes active political dissidence with a symbol of traditional feminine
domesticity (preserves); jam takes on a secondary coded meaning of
“subversion”. This is also an obviously “folksy” reference, as there are
provincial and quaint overtones to canning-references. This not only sets
up a contrast regarding time and referents, but in turn emphasizes the gap
between the center (KGB) and the peripheral (physical and political)
concerns. The theme of (predominantly) Tsarev’s obsession with tanks
and Soviet militarism, opportunism and proxy wars continues with the
subtle extension of Czechoslovakia into Afghanistan; for example, we see
the citation on page 23, already mentioned once concerning “erotics”:
“Her, pebsTa, c710BO “apoTHKa” HaM OBLIO HE3HAKOMO HA TPETHEM
Kypce! 910 ke 68-1i rojl, HAIIU TAHKU y2ke B UexocsioBakuu!
Kakas TyT 5poTuka?.. A BUHO “OpeTu’ MbI Ha3BaJId “OpOTU’ yIKe B
80-M roay, Korzja HAaIIM TAHKY BONLIHA y2ke B A¢ran! ” / No
guys, we had never heard the word “erotica” as juniors! This was in
’68, when our tanks were already in Czechoslovakia! What erotica
is there in this?.. Then again, we were calling the [Georgian] wine
“Ereti”, “Eroti” by 80, when our tanks were rolling into
Afghanistan!”

On page 44, the last comment overtly concerning Czechoslovakia (though

the overarching themes addressed by it continue in the text) is given by
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another character, Igor’. A sense of political malaise and cynicism that has
encroached with age is the major implication of this quotation:

“OpuH U3 caeqoBaTesiell Ka3aacsa MHE YMHBIM, U 5 IIBITAJICA €r0 B
HaIlly BEPY 00paTUTh — yOEeK/1aI, YTO BBOAUTH TAHKH B
YexocJTI0BaAKHIO He HYKHO O0bLI10... KOHOIecKuii poMaHTHU3M...”
(Urops, 1980 1.)/ One of the investigators seemed intelligent to me,
and I tried to convert him to our faith — tried to convince him that
bringing tanks into Czechoslovakia didn’t have to be...Youthful
romanticism...”325

As noted, not every citation is dated. This may be so that the
specific times and dates of dated entries are highlighted, leading us to
assume that most dates mentioned are somehow significant. A feeling of
truthfulness is also upheld via this textual specificity. Certain dates are
emphasized; regarding this reference, 1968 is oft-repeated. Indeed, the
era is evoked in this same quotation in many ways, for example, a
reference to Leonid Brezhnev (leader from 1964-1982) cooexists here with
the familiar Czechoslovakia reference:

“JIutepaTtypka” Kak roMop nogaBasia ¢ppasy “Illam rogsr.
Cmepkasiocs”. A yke HacTynajaa OpeKHeBCKasA 3uMa C ee
nseosiorndeckumu moposamu. OHU YKE 3HAJIV, KAKUMU
CAMVIMU COBOM HY2>KHO BbITH! A Te, KTO He 3HAJI, TO U /1€JI0
IIOIaIayTu oA 06cTpest. PeskuM omATh MCKasl BparoB U Bparos! A
TYT Ha 3aluTe JUILUIOMOB PuMmma BuktopoBHa cripocuia y
CTyJIeHTKHU: “BOT BBI I0JITO 3aHUMAJIUCh 3aTOBOPAMU, HATTHCAJIH
pabory. A ¢ yeM MOTJIH ObI BBI CDAaBHUTH X B COBDEMEHHOM
xku3Hu?” CTy/IeHTKa pyKaMHu pa3Besia, a Pumma: “C so3yHramm’.
“Hapop u maptust — euHbI!” DTO K€ TUMTNYHOE 3aKJIMHAHUE,
3aroBop". Bce TOTbKO BOCXUTUINCh PUMMUHOM MyAPOCTHIO. DTO
6bL10 BecHOM 68-r0. Hy a moToM TaHKH B UeX0C/IOBAKUIO, U
JekaHIa crajia Pummy raoutb. C KasKIbIM THEM CMEPKaJIoCh Bee
cunbHee... H.I'., 1992 r.) / In humour, “Literaturnaia Gazeta”
coined the phrase: “Years pass. It’s getting dark.” But the time had
already come for the Brezhnev-winter and her ideological frost.

%25 Gorlanova 44. Emphasis added.
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THEY ALREADY KNEW, WHICH VERSION OF THEMSELVES
THEY SHOULD BE. And they, those who didn’t know, they found
themselves under fire. The regime found time and again, enemies
upon enemies! During a defense of a female student’s thesis,
Rimma Viktorovna asked her: “For a long time, you've studied
incantations, you’ve written your work. What can you compare
them with, in modern life?” The student only made a helpless
gesture, and Rimma continued: “With slogans. ‘The Country and
the Party are one and the same!” This is typical conjuring,
incantation.” Everyone delighted in Rimma’s wisdom. This was in
the spring of ‘68. And soon after, our tanks were in Czechoslovakia,
and the dean stood Rimma out to rot. With every day the darkness
was growing stronger...” 326
The inclusion of references to Brezhnev’s period of stagnation, long
thought to be a period of backwardness and creative inactivity, mirrors the
mundane nature of the Czech-tank references by this point in the story.
This encourages the feeling that these topics and themes are carelessly
broached in common casual conversation, and begs to have them
interpreted as typical and almost habitual. Citations which refer to
Czechoslovakia employ some of these references: references to the
“operxHeBckas 3uMa/Brezhnev’s winter” and concomitantly, “ee
uneosiormyeckumu Mmopo3amu/her ideological frost” hint at the entrenched
nature of the themes discussed — slogans everyone knows and no one can
shake (“Hapox u maptusi—eaunbl! / The country and party are one!”)
underscore this notion; tanks in a soft-war with no end in sight
(Czechoslovakia); the seemingly endless requirement of submission,

punishment and intra-national enemies bred by the Soviet regime

(“Pexxum omsiTh uckas Bparos u BparoB! / The regime is finding enemies

%26 Gorlanova 32. Emphasis added.
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again!”). The inclusion of a communist slogan, which have long typified a
sort of artistically-bankrupt or monotonously mass-media orientation,
serves to underscore this feeling and encourage this quotation to be
understood as a piece of realia. Slogans are commonly utilized in a text, in
their historical form or modified, in postmodern pastiche and in avant-
garde writing; with freedom to manipulate the signs of high modernism
and Soviet kitsch, these have become used as language ready-mades327.
Especially with the emergence from the monolithic regime of Socialism,
writers of the stagnation lost the last solid metanarrative to which they
referred with confidence, the Soviet regime. In its stead, a mocking,
cynical, or sarcastic frame of reference emerged, as citations and
quotations of Soviet sources became ludic.

While the Czechoslovakia examples unite commentary that spans
several decades (from “undated”, to 1968, all the way to 1992), some
repetitions are used to link commentary together from the same year (a
relative rarity in Jl10606b 8 peaoHo8bix nepuamkax/Love in Rubber
Gloves). Take the following example from page 31:

— ITo kopugOpy GOJTBHUIIBI MOJI3/IU MOJIYHIIA MAABOK. TaMm

JTHEBHOU CBET ellle — MUABKH OTJIUBAIOT 3€JIEHBIM... [[0J13yT,

KaK CJIelble B POCTPAHCTBE, CJIOBHO CIIPAIIIBas BCEM CBOUM

BHUJIOM: 3a4€eM MbI 3/1ech oka3anuchk? Kyza ganpiie ABUHYTH?.. U

TyT Berpeuaro IIporikoro. OH MHE cKas3asl: CTy/IeHThI-MeIUKI

3aKOHYJIH OIIBITHI U CJIMJIM B YHUTA3 {BE€ OTPOMHBIX Oy THLIKH

IMUABOK... 2 OHU BOT I10JI3aI0T TeNeph Mo 0oabHUILE... (bob -

Con-006s10MOBY, 1968 1.) / A swarm of leeches was crawling in the
corridor of the hospital. There was some daylight still, the leeches

%7 Janecek Gerald, “The New Russian Avant-Gardes: Postmodernist Poetry and Multimedia in the
Late Soviet and Early Post-Soviet Periods” (University of Manitoba Germanic and Slavic Dept,
2004) 1-2.
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seemed a shade of green... They were crawling, like the blind
through space, as if to ask: “how did we turn up here? Where shall
we move?..” And I asked this of Protzkii. He told me that the
students of medicine finish their experiments, and drain giant
bottles of leeches down the toilet...and here they are now, at the
hospital... (Bob—Son-Oblomov, 1968).

— Bo6 3akpuuan: “Tsl mpucocaach KO MHe, KaK MUABKAa!
Tebs1 1 B yHUTa3€ He YTOIUTh, KAK 9THX KPOBOCOCOB”. fI BIKY: C
OJIHOM CTOPOHBI, IOHOCAIIUH ChIH, C IPYTON — CJIOBECHO
noHocsamui bo6... VI TyT s OHsIIA: OHU IIOC/IATH €r0. YTo0 MHe
IIOKa3aTh, KAKOH OH HETO/sM... UYTOO MeHsI OKOHYATETHHO
CTOJIKHYTH B siMy. fl ckaszasa cebe: BoicTo0. IlomesroBasia bo6a B
nIeKy ¥ ynuia B maJary. (Jlapucka, 1968 r.) / Bob shouted: “You
are stuck onto me like a leech! You can’t even be drowned in a
toilet, like those little bloodsuckers!” I could see it: on one hand,
the son with diarrhea, and on the other, Bob’s verbal diarrhea...And
right there I understood that they brought him here to show me
what a scoundrel he was...They had finally pushed me over the
edge. Isaid to myself: I will survive. Ikissed Bob on the cheek and
walked to the ward. (Lariska, 1968).
By using an unusual word, nussxa /leech, Gorlanova links two textual
occurrences thematically and textually (note the theme of hospitals being
extended). These two comments from 1968 are bookended by citations
from 1992; their lexical similarities work to underscore their
connectedness. Gorlanova will also repeat one phrase or sets of words
within the bulk of one character’s speech. For example, in the last portion
of the book in which the narrator apparently is the author, a peculiar
vocative phrase is repeated: “/letu! ®unocodsi! ITomorure mue! /
Children! Philosophers! Help me!”. This is repeated thrice within the 3
page bulk of her narration, in this exact form (66, 67, 69), and twice in

conjunction with the secondary phrase “crrazm mupoBoro oo1eHus” .

Once, on page 66: [letu! ®unocodrl! I[Tomorure mue! fd u roBopio:
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crma3m MupoBoro oomenusa. / Children! Philosophers! Help me! And
I said: a spasm of world communication”; it appears once more on page
67: “OnarTh crma3M MHPOBOTO o0mmeHnua? / Again, another spasm of
world communication?”
Sometimes, the repetitions serve to link two disparate characters.
In this example on page 46, “N.G.” is linked with “Grezka” over the topic of
baldness:
— [MoMHIO: CBeTJ/IbI€ MEHUCThIE BOJTHBI BOJIOC — AHTEJIbCKUM
BHU/... ee T0ToM B 00koM ObicTpo B3sutu. (H.I'.) / I remember the
light bouncy waves of hair — an angelic face...they quickly brought
her onto the Regional Committee. (N.G.)
— IMouemy Bce JIFO/IN, Y KOTOPBIX MAaJIO BOJIOC Ha TOJIOBE,
BOCIIPMHUMAIOTCA KaK aHTeJbI, 00)KbY OIyBAaHYUKH TAKHE?
Benp MapoceiikinHa pyKy Ipuiokmia... Kak moaymato, 4To OHU C
PumMoii cieiaiv, Tak HaUnHaeTcs [eBeJieHre BOJIOC Ha roJyiose!
Jlyure 6, KOHEUHO, IIEBEJIEHBE MO3TOB HAYMHAIOCK... (['pe3Ka,
1992 T1.) / Why are all men, the ones with the least hair on their
heads, thought to be angelic, divine little old men? Maroseikina put
out her hand...When I think about it, what they did with Rimma,
the hair hair stands up on my head! It would be better, of course, if
my brain would start working...(Grezka, 1992).
The editing at play in these examples is also interesting. Gorlanova notes
that Grezka’s commentary occurred in 1992, but that “N.G”s statement
was made at an unknown time/from an unknown source. This is highly
unlikely and hints at purposeful editing for obfuscation, given the muddy
relationship between the author and “N.G” the contributor, as well as the
dated citation that follows and resembles it, almost verbatim. Despite

repetition, the body-text and quotations seem committed to atemporality

and avoiding a clear chronology.
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Another example of this, which also repeats the interest in prisons
and introduces a longer textual chain that will be covered shortly, appears
on pages 63/64. It also concerns the gulag system and Siberia’s strange
status in the early 1990’s:

— Barmmu MaJIbuMK¥ He TOTOBBI ObLTH IJIATUTh BO BPEeMSI
nmpoiuecca, a Ternepb, B 1992 roay, OHU, BUJIUTE JIU, TOTOBbI
IIOJIYJUTh JIeHeKKH, Harpaay! Cablmanu? TypucTuueckuin
MAapUIPYT XOTAT cAesaaTh no 30He N 53! I'1e g ctpagan u
rOpJIOM KPOBb XJ1ebaJ1, TO eCTh OHA IILJIa, a 1 ee 00PaTHO TJI0TAJ,
yTOO CHJIBHO HE TTAYKaTh BCE... Thl UTO — Ta3eT He YUTAEIIh? YIKe
mmoBcioy B MockBe 00 aToMm munryT. Heio-Bacloku, moHuMaeIb?
Bastory onu rpectu 6yayt sionarou... la-na, Ilapes u bob... (Poma
BenyHos, 1992 1.) / Your young men weren’t ready to pay at the
time of the trial, but in 1992 they wanted to. Did you hear? They
want to let tourist cabs go to zone 53! Where I suffered and
swallowed my blood...well, it was running and I was swallowing it
so that I didn’t dirty everything... Don’t you read the papers? They
write all about it in Moscow. New-Vasiuki, you understand? Money
will be heaped up in spades...Yeah, yeah, Tsarev and Bob...(Roman
Vedunov, 1992).

— MbuI cTpaziaem GeciamMATcTBOM... (y IlapeBa gaske MOSBUINCH HA
JIUIIE MBIIIIIBI, KOTOPbIE MOTYT N300pakaTh HCKPEHHOCTH!) ATy
30HY HY)KHO COXPaHUTb JIJIs IOTOMCTBA, a HAa KaKUe JIEHbI'U ee
coxpaHuTh? BOoT Ha AeHbru OT TypHu3Ma... (Ilapes, 1992r.) / We
suffer from forgetfulness...(On Tsarev’s face muscles appeared that
show his sincerity!) This zone must be preserved for posterity, but
do we have money to conserve it? There’s the money from
tourism...(Tsarev, 1992).

Gorlanova’s text shows metafictional elements in terms of representations
of time. As her experiments with repetition and shifting dates of citation
show, “chronological time [often] dissolves into textual space”328 within

metafictional texts, as well as the concerns of women’s writing with time.

Gorlanova’s citations run the gamut; on one page (20/21) segments are

%28 \Waugh 145
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quoted from three undated excerpts, 1968, 1969, 1991, and three from
1992. This is a typical example. Interest in making clear the fictionality
and conventions of the characters and narrator(s) is extended to the
overarching structure of literary Perm’. Waugh notes that metafictional
writers show “their own methods of construction”329.

One of the longest and most repeated examples of this follows; it is
a text chain that weaves throughout the text, and comments on a prison
and trial process(s), as well as a defense (of a thesis most likely). This trial
motif relates to the internal security agencies of the USSR (and early post-
Soviet times), the legacy of Siberia imprisonment, and the characters Bob,
Roma and Tsarev, particularly. The academic defense references deal with
Igor’ and Rimma, and are rendered in the same very serious manner, with
long days of “trials” for the students. This chain spans the bulk of the
work, first appearing on page 28 and ending on page 64. The first
reference occurs 9 pages into /It10608b 8 pe3oHo8bLx nepuamkax/Love in
Rubber Gloves:

— W3 Bcex BalIux MaJIbYUKOB Ha Mpoiiecce Best cebst JOCTOHHO

TOJIbKO o1H Bo6. Ha Bompock! citesoBaTesieii OH OTBedas
OZIHOCJIOKHO. "BBI COCTOS/IN B TAWHOM O0ILIeCTBE 3HATOKOB

ucropuu?” “Het”. “Ho BbI ObIBAJIN B ITO[BAJIE IeTCKOTO caza?” “Jla”.
“Uro ke Bl TaM Aenanu?” “Tlunu”. “A o uem rosopmwau?” “O
6abax...” (Poma BeayHos, 1992 1.) / Of our friends, only Bob was
dignified in court. He answered monosyllabically the detective’s
questions. “Did you belong to the secret group of history experts?”
“No.” “But you did go to the basement of the kindergarten?” “Yes.”
“What did you do there?” “Drank”. “And what did you talk about?”

“Chicks.” (Roma Vedunov, 1992).330

%29 \Waugh 10
330 Gorlanova 28.3
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Some references are certainly not as lighthearted. From Dunechka’s diary
we read:

“Ceronus mHe IlapeB ckasasi, UTO OH TOBOPHJI Ha JI0IIPOCAX TO, YTO
ObLII0, U TO, 4ero He 6bL10! [I0TOMY UTO €My TPO3UIIN UCKITIOUEHUEM
13 yHuBepa. 11 oH Jlake MyCTUII cJIe3y IIPU MHE, HO HUYETro
YeJIOBEUECKOTO B JIMIIE He MOSBUJIOCH — OBIBAET 7K€ ChIP CO CJIe30H,
Hy, BJIara, u Bce. Iko0b1 OpJIoB, pyKOBOAUTEJH TAWHOTO 0DIIIECTBA,
ckazau [lapro: “Hy, cyka, Hac 1mocajisit, HO, KOTZjJa MbI BEIU/IEM, TeOe
He >xuTh!” Ilapes, IlapeB! 3auem ThI TOBOPUJI TO, YETO HE OBLIO?
Kak s ero npesuparo! Eie 6 cexkyH/ia, u s1 6 eMy Bce BbICKazaa...”
(13 nueBHUKA J/[yHEUKH. 1968 T.) /

“Today Tsarev told me that he talked about what had happened and
what had not happened! Because he was threatened with expulsion
from university. He only shed one tear in front of me, but nothing
human showed on his face — it was like moist cheese, just moisture
and that’s it. Supposedly Orlov, the leader of the clandestine
organization, said to Tsarev: ‘Hey, bitch, we might go to jail but
once we're out, you're a dead man!’ Tsarev, Tsarev! Why did you
tell them things that hadn’t happened? How I hate him! If I had
more time I would tell him all that I think of him...” (From
Dunechka’s diary, 1968). 331

— A 19-ro aBrycra Urops nomten k benomy nomy! U Tpu nHA, u Tpu
HouH 3amuiai ero. f mpuexan KapsikuHa JIEIIUTh, a KAKOE TYT!
[Ipunuiock nmoiitu Kk beomy oMy, 1a 10Ab notet... fI 651,
KOHEYHO, ero He y3HaJI, HO MIePEKYChIBAJIH, CJIBIIIY: PHIOY KTO-TO HE
ect! (Poma BeayHoB, 1992 1.) / On the 19th of August, Igor’ went to
the White House! And for three days, and three nights he defended.
I went to sculpt a bit at Kariakin’s, but with all that was going on! I
had to go to the White House and the rain was falling...I didn’t, of
course, know him, but I'd heard a bit, while snacking: he was
someone who wouldn’t eat fish!...(Roma Vedunov, 1992).332

Gorlanova also uses this motif to explore behaviour and reactions of the
surrounding characters to the defences:
— Ha PumMmy nmokatusiach BOJIHA peIpeccui, ciaraeMasi U3 COTeH
IIPETEH3U, BHEIITHE HE CBA3aHHBIX MEXK/Ty co00i. O/THO J1eJ10: OHA

cocTaBusa COOPHUK HAyYHBIX paboT, T/ie ObLyIa CTaThs B CTHJIE
Commxa (HO He ee crarbs!). JIpyroe f1ey10: OHA ABJISJIACH HAYIHHIM

%1 Gorlanova 38.1
%2 Gorlanova 41.5
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PYKOBOJIUTEIEM MaJIbYUKOB, U/TYIIUX TI0 TIporieccy... I Tak faee.
Ho BHyTpeHHe 3TH (HaKThl ObLIU HEYMOJIMMO CBSI3aHbI Heel
3acTosl. 3acTaBUTh PuMMy 3aMmostdaTh, He OBITh cO00M. fApkue
JIMYHOCTH yKe ObLn orATh He Hy»KHbL. (H.I'., 1992 r.) / Rimma was
swept up in a wave of repressions, made from a hundred
pretentions outwardly unconnected with eachother. One thing was
a collection of academic work, an article in the style of Solzhenitsyn
(even though it wasn’t her article!). As for the other thing, she
served as an academic supervisor for young men, being on the panel
at the defense... and so on. These facts outwardly are inexorable
constraints on the idea of stagnation. They compelled Rimma to be
silent, and not herself. Once again, a bright personality was not
needed (N.G., 1992)333,

In addition to this, Gorlanova uses the symbol of a trial process to broach
commentary on the KGB and other security apparatus; in this example,
she uses the trope of overheard conversation:

— Harmre mpegcraBienne o KI'b 66110 HemmosiHbIM. BoT s
IpowIa, Kak OHU n3bmBasm npodeccopa Jiuxauesa, crapuka! OHn
OoJiee He JIIO/IN, UeM MBI [yMaJIu, XOTs Ky7ia OBl y:ke 6osiee-To?

— Pa3 He s1tou, 3HAYUT, HE BUHOBATHI. MallInHe Beb BCE
PaBHO, KOTO OUTH: MOJIOZIOTO HUJIU CTAPOTO. A TaK HEJIb3s UX CIacaTh
— He Jiroau, He joau! B ToM-To U f1e510, UTO Bee J0au-u... 1 Bce
JTIOJI’KHBI 32 cebs1 oTBeuarh... Tak-c! (Tpe3Bble pa3aroBopsl 1991 T.) /

- Our conception of the KGB was imperfect. I've read how
they beat up professor Likhachev, an old man! They are more
inhuman than we thought; how much worse can it get?

- But if they are not human, they are not guilty. It is all the
same to the machine, who was killed: the young, the old. They
could never be saved — they weren’t people, not people!...Though
they were human...and everyone has to answer for their
deeds...that’s how it is! (Sober conversation, 1991). 334

Several examples are slightly longer, and provide more subtle references to
prisons, trials and security apparatus. Despite the lengths, the oblique

references to the trial motif are important as they serve to characterize,

33 Gorlanova 47.1
33 Gorlanova 49.3
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normalize and represent the process as it was integrated into everyday life
in Siberia. It is also ironically integrated in passages that have to do with a
summer wedding. It is worth noting that ‘N.G.’ tends to author these
citations:

— Ilepen cBagp00it Katrel ee oTama Myp3uKa pe3ko
MOBBICWJIN. M OH 3ampeTusI MaJIbYUKOB IPUTJIANIATE. Y HETO yKe
OpesKHEeBCKHeE IOATBIMKHBAHUSA B peun nmosapuinck... OHU YKE
TBEPJIO 3HAJIV, KAKUMU CAMUMMU COBOM HYKHO BBITb.
3HAYUT, 3TO OBLIO B alIpeJie, IOTOMY UTO MbI PEIITHIIA BCEX HAJYTh.
Obemay npuiiTH 6€3 MAITLYUKOB, HO CAMU HUYETO UM BOOOIIE He
TOBOPUJIH, BCE 3asIBIJIUCH — U Bce. Myp3uk roBopui ppasy:
“JIr00JTr0 ampesIb: y?Ke He Ha/I0 XOAUTh Ha JIbDKAX, ellle He HYKHO
e3n1uTh Ha f1auy”. U ocekcs. OH Bce 3Ha npo nporece. OH
WICITYTaJICSA /IO TAKOU CTENEHU, UTO s MO[yMasia: OTMEHUT CBaZbOY
nmouepu!.. babymika Kamnel BckpukHysia:

— WM ckazanu He IPUXOAUTD, 2 OHU 3arpadJistorcs!

MasbYUKH-TO HUYETO HE 3HAIN U CMEJIO IIPOXO/SAT BCEX
nesioBaTh. Y Llapesa Bcerga HanucaHo Ha JIMIE, YTO OH —
’KeJIAaHHBIN TOCTh BCIOAY B MUpe. Y Irops 30/10T€HbKHE OUOHKU U
BU/JI, JUIIJIOMaTa BooO1e... Y boba Ha 111ee moJiocaTbii IJIATOK, U
Kama cpasy K oTYuMy Ha 1I€l0: 3KU3Hb — OHA B II0JIOCKY, MUJIBIN
Myp3uk! B monocky! 1 Bcex 3a cron ycaguna...! (H.I'., 1992T1.) /

Before Kapa’s wedding, her stepfather Murzik was abruptly
promoted. He forbade us to invite young men. He was already
Brezhnev-style inarticulate in his speech... THEY ALREADY
DECIDEDLY KNEW, WHAT EACH OF THEM SHOULD BE. So,
this was in April, and we decided to play a joke on everyone: we had
promised to come without young men, but we said nothing to them
at all, and everyone came — that’s it. Murzik said the phrase “I love
April: you don’t need to ski anymore, but you don’t yet have to go to
the dacha”, and stopped short. He knew everything about the trial.
He was uncomfortably frightened; I thought he might cancel his
daughter’s wedding!..Kapa’s grandmother cried out:

-They had been told not to come, but they come!

The young men didn’t know anything, of course, and had
boldly come to kiss everyone. One could always tell Tsarev's
feelings by looking at his face, that [he is] a desired guest
everywhere in the world. Igor’ had golden-tinged tiny glasses, and
the general air of a diplomat... Bob had his stripy kerchief around
his neck, and Kapa at once embraced her stepfather: “life is striped,
dear Murzik! Striped!” And she seated everyone ...(N.G., 1992).335

335 Gorlanova 54.2
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The references in this passage are not only the trial itself, they also stand
in as a metaphor for prison uniforms; this becomes evident in Gorlanova’s
play on words with nosocka/stripes. The camps of Perm’, for example,
used this striped uniform for prisoners. She follows that statement with
an ironic name-check of the KGB’s statement of a family’s “worth”, while
they helped to break up so many with imprisonments and interrogations:
“-Hy, na, ato Ham ['opbadeB ckazaji, UTO eCTh O0IeUETIOBEUECKUE
IIEHHOCTU U CeEMbs He MeHee IieHHa, ueM rocyziapcrso! A B KI'b aTo n
TOT/Ia 3HaJIH, HO Jiepskaiu B cekpere! (H.I'., 1992 T.) / So, yes, this is what
Gorbachev said, that we have a universal value and that family isn’t worth
less than government! And the KGB, they all know, but keep it secret!
(N.G., 1992)”336,

The defence is further linked to the summer wedding in the following
example, as well as the old town of Golonovo (recurring, as the origin of
the jam/glue for the illegal leaflets) and Gorlanova’s continued references
to poor health (or stress):

— 3amurty Urops ormevanu B ['onoBanoso. Ilau ¢
anexktpuuky, 1 Kama Bpyr y Boba cripammBaer: Kak ujier
IIOZITOTOBKA K cBabOe?

— He 3Hato, 51 ceifuac 371eCh, a OHO — TaM...

Kana oT HeoXkuZlaHHOCTU cOpPOCHUIa BIIEPE]T OHY Ty(QJII0 1
Ha OJTHOU HOXKKe MTOCKaKasia K Hell. [IoTom MHe 1endeT: To-To EBka

Ha4daJjia TOJICTETb — Y HUX coo6111a1011me COCYyhbI YXKeE. Bo6 BoH

xyneer... ('pe3ka, 1992 T.) /

- Igor’s celebration of his defence took place in Golonovo.
We were walking from the train, and Kapa asked Bob: how were
they preparing for the wedding?

3% Gorlanova 65.1
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- Idon’t know, I am here now, and it’s there...
Kapa tossed one of her shoes foward, out of surprise, and hopped
on one leg toward it. Later she whispered to me that Evka had
begun to gain weight, they are like communicating vessels. And
Bob grew thin...(Grezka, 1992)337

The final stand-alone reference to the trial comes on page 64, and is
quite long. It reads as part of a letter from Igor’ to Liudmila, and is
partially conversation. The passage is attributed to a stranger in 1992,
though it names specific and well-known characters (in their diminutives,
even) and contains bracketed portions and personal thoughts. This level
of familiarity with Perm’s residents, as well as this level of textuality —
including specific references to Socialist slogans, and those made famous
from other sources (like the Spanish slogan, from the civil war in the
1930’s338) —makes an “unknown” source for this citation unlikely:

— Bapyr nucbmo ot HUropsa: mou, JIrozx, g TyT COBEPILIEHHO
CJTyJaifHO J1eJiayl KHUTY BUTHOMY OHKOJIOTY, OH BO BCEM MHPE
kotupyetcsa. Cama 3Haelllb, B KAKOM MUPe MbI )KUBEM, Ha BCAKUI
cyIydayt s1 Hanuiry tebe azipec 1 HoMep TesiedoHa... A s Boob1ie oT
paka HUKorza He ympy. /la BeIkIiounTe Bbl 3T0ro HeBpo3osa!
OnArp OH PO MOPTH... 32 YTO BbIIIbEM? 3a KAIIUTAIU3M, 32 TO, UTO
JIOKUJTH, MOTJIH O U He I0JKUTh, ecyiu 06 He ['opbaues... Coruanusm
HO naccapas!.. MHe nopa Boob1iie 6pocathb 3TO JIeJO0...

—MpbI Te6s1 Ha pacKJIaIyIIKy B KJIaJI0BKe IOJI0KUM, I'pe3ka...

— BsI y2ke MHOTHM 3TO 00€Ianu — y Bac TaM CKOJIBKO
siexkutT? MoXerT, ¢ MPOIIJIOTo MPa3/IHUKA elle KTO-TO €CTh, YKe
docdopecupyronuii, — pyKy IpoTATruBaeT — OOHSATh HOBUYKA...
Panbiie, B Moprax ObLIN KOJIOKOJIBUMKU — €CJIN KTO 0KUBAJI, MOT
IIO3BOHUT.

— Ho 6GostbImielt 4acThiO MIYyTUJIN CAMH IIOKOMHUKU. A TO U
PYKU, 3aKUHYThIE B 0aHKU ¢ (popmasimHOM. CTOPOK MIPUOEIKUT:
BU/IUT — KpYyTHu pacxoasarcs. OH B OellleHCTBe XBaTaeT
IIPOBUHUBIIIYIOCS PYKY — U BOH ee U3 6aHKH!..

%7 Gorlanova 57.5
%38 This may be related to the Stalinist war-slogan “Hu mary sasaxa! / Not one step back!”



164

(1 mas 1992 rozia, y I'pe3ku Ha IleKe yrKe IapaluHbl, CJIOBHO
KTO-TO YK€ HauaJsl IPUBATU3aIHIO IPOCTPAHCTBA, HAYAJI €Tr0
JIeJINTD Ha YYaCTKHU, HO Ha TOJIIYyTU OPOCHII.)

— Cirymaiite, HO Belb BCA peIaKIUsA 3Hasa, uTo bob
skeHwiIcA Ha EBke, moTomy 4uTto ee orel — noJIKOBHUK KI'D B

» « »

orcraBke! OH yum Bo6a oTBeuartsb Ha mporiecce “He”, “HeT”, “He
yuTasr’, “He 3HaI0 . A UTO /IeJ1aTh, €CJIU IIOKPACHEEIb? JTO B
IIPOTOKOJI He 3aHocuTcst. OH 06ela MOrOBOPUTH OTHOBPEMEHHO B
KI'B ¢ ObIBIITUMHY KOJIJIETAMH — KaK HE TIOMOYb Oy IyIeMy
POZICTBEHHUKY, ITIOBTOPSI OH Ipu 3ToM. (ITocTropoHHss, 1992 T.)/

Suddenly, a letter from Igor’: “Liuda, I'm making a book for a
famous oncologist, known world-wide! You well know the world we
live in; I am going to write you his address and telephone number
just in case...And then I'll never die from cancer. Ah, can you
switch off this Nevrozovs39?! They’re speaking about mortuaries,
again; what shall we drink for? For capitalism, and that we
survived (until it came round), and would not have, but for
Gorbachev... Socialism iNo pasaran! [shall not pass!] It’s time for
me to give it up...

-Grezka, we have a cot for you in the closet.

-You have already made many promises — how many people
do you have lying there? You may have some phosphorescent ones
from the last holiday stretching out their hands in order to embrace
a newcomer... There used to be hand bells at the morgues, just in
case one survived so that one could ring them...

-But mostly it was dead people who joked. Hands, jars of
formaldehyde. The watchman comes running: he sees ripples
spreading; he rabidly hunts down the offending hand and throws it
out of the jar!..

(It’s May 1st, 1992. Grezka has abrasions on her cheek, as if
someone began to privatize that space, began to divide it but gave it
up halfway).

-Listen, all the editorial board knew that Bob married Evka
because her father was a retired KGB colonel! He taught Bob to
answer only “not”, “no”, “never read it” and “don’t know” at the
trial. Nothing can be done to stop you blushing a bit... It’s not
entered into the minutes. He promised he would talk to the KGB,
to his ex-colleagues — how could he not help a future member of his
family? he used to say... (A Stranger, 1992).

This collusion of the political and the poetic/aesthetic is an important

theme to Gorlanova’s work, as she often tries to incorporate the two. In

9 A TV anchorman, with a penchant for scary stories, from perestroika-era television.
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JTo606b 8 pe3oHosbix nepuamxax/Love in Rubber Gloves, she not only
presents poetic quotation and literary citation, she often broaches political
subjects ranging from the Decembirists (45, 55, 68) to intra-office affairs,
sexual politics in academia to Czechoslovakia and Afghanistan. This dual
nature in turn helps to explain Gorlanova’s interest in representing literary
Perm’ in her works, and unmasks a twofold interest in highlighting the
centrality of Perm’ to herself and her literature, and the symbolic
periphery of Perm’ to the rest of Russia, which manifests itself as both
contradictory and somehow coexistent. The political element here lies in
exposing and creating matrices for the relationship of the center-
periphery. At this juncture, this dissertation will turn its attention to the
impact and existence of women’s writing, its definition and hallmarks, as

well as its association with metafiction and literary critical innovation.

THE INFLUENCE OF WOMEN’S WRITING

I am a woman. I write with who I am. Why wouldn’t that be valid, unless
out of contempt for the value of women...? Only those who are still in a
state of verbal automatism or who mimic already existing meaning can
maintag?osuch a scission or split between she who is a woman and she who
writes.

In this section, the variegations of the term “women’s writing” and
its related assignations concerning the status of Siberian women writers,

space and literary theory (metafiction) will be explored in relation to the

9 Irigaray, Luce, Je, tu, nous: Toward a Culture of Difference (Routledge: London, 1993) 53.
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work Aemobuozpagusn/Autobiography and JIt0606b 8 pe3oHo8bLx
nepuamxax /Love in Rubber Gloves by Gorlanova. Her use and
manipulation of 6stm/everyday life, autobiography and metafiction will be
explored. In alater chapter, Natalia Smirnova’s works will be explored in
relation to women’s writing and “women’s themes” with special attention
paid to the concept of ritual labor, domesticity and 6vim/everyday life.
This flows organically out of our discussion of Gorlanova, in which we
noted how theories of women’s writing and explorations of space intersect
theoretically in her work. Much of the initial theory will be covered at this
time, and later applied to Smirnova while comparing and contrasting. I
have suggested that “space” is of primary concern to Gorlanova’s works. It
should, however, be understood as more than the connotation of
physicality. Though the physical situation of Siberia is of obvious concern
to me, and these works, space should be understood as more than this
narrow implication. Taking into account a more broadly defined
understanding of space, it becomes of central importance to both authors.
Their work addresses the physical space of Siberia and its peripherality,
but also the possibility of creating a space for women’s writing (feminine
writing) in a Cixous-ian fashion, and the space they are allowed by their
status in the Russian literary canon. Both seem aware of the othering and
space-definition of women’s writing in the Russian tradition, as well as the
space for themselves which they are eking out with each story they pen.
Each sentence and theme can then be interpreted as a response to space,

or as the creation of a new self-defined space. We begin with
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understanding of the Russian literary canon and Siberia’s place within it.
The idea of Siberia as an ill-defined cultural space is mirrored by the
contradictory states of being that have long problematized understandings
of Siberia. Siberia, with its contrasting wealth and extreme emptiness
(and areas like Perm’, with their dense, lively populations contrasted with
the death and privation that they housed), falls victim to a seemingly
irreconcilable gap between cultural reality and perception. This
contradictory experience is echoed in the Russian canon and its
understanding of women’s writing and Siberian women’s writing in
particular. Met alternatively with paeans to its few great stars (Anna
Akhmatova [1889-1966], Marina Tsvetaeva [1892-1941], Nadezhda
Mandelshtam [1899-1980], Lidiia Ginzburg [1902-1990], Tat’iana Tolstaia
[1951-], etc) and denigration of the rest, the reception of women’s writing
in the Russian canon brings a similarly confused cultural understanding.
It is onto Russia’s conception of Siberia as other that gender is also
laid. Beyond the lexical gender of Cubupw/Siberia, which is feminine,
Siberia as the ‘other’ also exists outside of masculine space. Many major
stereotypes of Siberia are reflected in those regarding Russian women’s
writing. The wealth and unrealized dreams of Siberia, wild and untamable,
are rejected by the oppressive memories and associations with death and
privation that haunt it: “numerous books were published promoting the

northern periphery's beauty, and its 'frontier spirit', despite the horrors
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which were concurrently occurring” there34t. Concomitantly, the greatest
icons of women’s writing, Tsvetaeva or Akhmatova, were “accepted as
anomalous female classics”342. They were practically sainted as paragons
of women’s writing, while other women writers are treated with ignorance
and denigration by the canon. Considered base and second-rate, these
other women writers represent one half of the classic dichotomy of the
virgin-whore. Relegated to the peripheries of literature, women in Russia
were typically confined to avenues of “women’s writing” which spoke of
themes such as childrearing and housekeeping, or personal stories. The
importance of these forms of work was ritually denied, and the attendant
borders which contained women writers to these topics were strictly
enforced. Women were largely denied a literary or authorial voice, as well
as a subjective “I” beyond the limited options sanctioned by the (primarily
male) Russian literary community. Forced to exist within phallogocentric
institutions and categories, both motherhood and domesticity were
routinely denied importance as subject matter and as labour, and
subsumed under a male-privileging language343. In the contemporary era,
female writers in Russia are still coming to terms with the terminology
surrounding “woman’s prose/literature” (srcerckas anumepamypa) as
designations. These carry presumed judgments of worth, and both “sound

pejorative in Russian, suggesting a literature devoted exclusively to love

%1 Round, John, “Rescaling Russia's Geography: The Challenges of Depopulating the Northern
Periphery” Europe-Asia Studies Vol. 57.5 (Jul., 2005) 707.

%2 Holmgren, Beth, “For the Good of the Cause: Russian Women's Autobiography in the
Twentieth Century”. Women Writers in Russian Literature, ed. Clyman, Toby and Diana Greene
(Greenwood Press: Westport, 1994): 136.
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and trivial themes, and a preference for a simplistic, over-emotional, even
hysterical style”344 which continue to lean on the historical misogynist
portrait of women for support and justification. Traditionally, connection
with 6wim/everyday life, banality and peripheral life has had strong
connotative ties to women, as has the concept of second-rate or secondary
literature. This concept of style will be further understood in the chapter
on Smirnova and her manipulation of “women’s themes”.

Generally, there still exists a vague but very negative correlation
commonly made between women’s and sub-par writing. This often led to
the dismissal of any difference between the sexes by Russian women
writers:

the country’s retrograde adherence to immemorial gender

stereotypes...renders the woman writer a paradoxical creature.

Although Soviet society proselytizes sexual distinctions in all other

walks of life, it males a unique exception for literature. Writers

themselves, while participating in the entrenched habit of touting
women’s inherent “femininity”, simultaneously discount the
relevance of gender to creative processes. According to their
untenable scenario, the instant a woman starts to write, she
miraculously jettisons the “inherent” feminine traits that she
unavoidably displays elsewheres4s.

Beyond the reasons already addressed, Siberian writing has suffered

spatially from its association with women’s writing. Historically

disinterested with non-normative space, the Russian (and especially

Soviet) canon long devalued and connotatively gendered the “other” space

as female. Despite the socialist “equality” of the sexes espoused during the

%4 Marsh Gender and Russian Literature 3
%% Goscilo, Helena, “Coming A Long Way, Baby: A Quarter-Century of Russian Women’s
Fiction”The Harriman Institute Forum 6.1 (1992) 2.
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last century, the feminine, non-traditional space was diminished and the
canon of regulatory fictions was strengthened through support and
repetition. In these spaces, any “other” association was controlled and
identified as secondary, as the canon continually controlled their
definition. This construction of meaning was not limited to the later parts
of the 20t™C, either. From a Russian perspective, it can be seen that this
view of provincial and peripheral writing as banal “senseless repetition of
an infinity gone bad, extreme pettiness, and unceasing boredom” is linked
with the image of women. The “sphere of the everyday is not part of
Russian culture in its heroic self-definition. IToutiocms /banality has
frequently been represented as a woman”, which has been conceived of in
Russia “as opposed to the creative force of art”. From a women’s studies
perspective, it is interesting to note that from the 19thC on, “bad taste’
became increasingly feminized”34¢, and peripheral writing is often
dismissed in the same manner. It is only in the 1990’s and beyond that
one might speak of Siberian women’s literature as such.

This sense of triviality is equaled by provincial banality being made
essentially a woman’s burden:

So enduring are the stifling portraits of provincial existence in these

and other works that they began to pass at the turn of the century

from literature into common linguistic usage in the form of the

term 6uvim, a word whose dictionary definition...fails to do justice to

the array of negative associations that it now evokes for most

Russians... Chekhov offers this revealing eulogy to another of his
long-suffering, provincial heroines: ‘It is a hard, tedious existence,

8 Boym, Svetlana, “The Poetics of Banality: Tat'iana Tolstaia, Lana Gogoberidze and Larisa
Zvezdochetova”, Fruits of her plume: essays on contemporary Russian woman's culture, eds
Goscilo, Helena (NY: M.E.Sharpe, 1993) 63.
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and only solid cart horses like Maria Vasil’evna can bear it for

long...’. 347
This is more explicitly a complaint in prose, as women writers of poetry
have been more accepted than the writers in so-called “masculine” field of
prose. In a more general context, the reception of women’s writing needs
to be placed within the larger critical context of contemporary Russian
literature. “Until very recently, most histories of Russian literature paid
scant attention to woman writers, as the majority of critics who
established the literary canon, masculine and feminine...were conditioned
by the patriarchal Russian cultural tradition”348. Often the literary center
was “frequently unduly harsh and dismissive in their judgments of women
writers”349, “because for Russians feminization per se constitutes
derogation: Ladies’ or women’s by definition means secondary or second-
rate”350; “damskii” is a damning word, used to denigrate women’s
writing”351. For many of the intelligentsia, the “reflex response to the very
terms woman writer and feminist recalls Dracula recoiling from a
cross”352. In part, this recoiling comes from the connotations of women’s
writing with 6uim/everyday life and nouwiocms/banality. There have been
theoreticians who have focused their efforts on recognizing and
understanding the iteration, implications, and meaning of the “everyday”,

or in Russian, 6btm. Buim is generally understood as everyday life, life’s
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quotidian element, but the Russian notion of 6btm/the everyday has
complex associations and connotations.

Benjamin Sutcliffe has recently published a book length study
concerning the “everyday lives” of Russian women, as reflected in the
prose of Russian women writers3s3. His complex analysis of the two
related but differing concepts of 6vim/everyday life and 6simue/objective
reality, as well as his application of these conceptions to women’s writing
and themes is obviously thematically close to my work and a great
resource for it. If it is nothing else, it is an example of strong scholarship in
a sparse field. Sutcliffe characterizes 6btm as a typically Russian
conception of the everyday, tinged with negative connotations regarding
spiritual life and gendered activities. “The everyday is a problematic
concept that Russian culture consistently and insistently links to
women”354, in which 6stm does not exist as a neutral term, but instead
expands in common use to “not only refer to daily life but also to a
corrosive banality threatening the higher aspirations of 6stmue /objective
reality.”355 Gender and 6stm/everyday life, he argues, “were inherited
problems in late Soviet culture. Functioning as two halves of an equation,
they suggested that women are inclined toward domesticity, childcare, and
the endless minutiae needed to support a family, constituting a major

portion of the quotidian”356. These “female tasks”, as Sutcliffe names

%3 Benjamin Sutcliffe, The Prose of Life: Russian Women Writers from Khrushchev to Putin
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them, “are a part of 6utm, and the negative adjectives connoting the
quotidian echo the alleged attributes of women’s lives in Russian culture:
petty, small-scale, mundane, exhausting, repetitive”3s7. The theoretical
bounds of 6btm/everyday life will be further explored in Smirnova’s
chapter, but for the time-being we will focus on the ways Gorlanova
utilizes 6vim/everyday life in her works, Aemobuoepagus Autobiography
and JIt0608b 8 pe3oHosbix nepuamxkax /Love in Rubber Gloves.
Gorlanova’s employment of 6uim is manifest in her repetition of mundane
and petty tasks and the small-scale behaviours to represent life in literary
Perm’. The space in literary Perm’ might be expanding and networking,
but it is alternately closed and regulated as well. In her use of prison and
household imagery, Gorlanova employs her understanding and
manipulation of 6stm and the norms of everyday practice, time, and space.
In her iterations, she emphasizes the monotonous reality of 6stm/everyday
life, while her editing hints at the possibility for subverting it.

The work of French theorist Maurice Blanchot (1907-2003)
suggests a conception of the everyday that reflects elements of my analysis
of Gorlanova and Smirnova’s works. He feels that the “everyday must be
thought [of] as the suspect (and the oblique) that always escapes the clear
decision of the law”358 (which can be understood as the control of male-

dominated, informed and regulated behaviour), as well as his axiom that

%7 sutcliffe PoL 5
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the everyday invigorates through chaos3s9. Sutcliffe maintains that this
lies in contradiction to Jakobson’s “dire formulation [which] negates
[Blanchot’s] utopian rebelliousness”, and reflects the “tautological
reasoning of totalitarianism”360. This idea of the repetition and openness
of the everyday will help our discussion of Gorlanova’s vision of literary
Perm’. In regards to Gorlanova’s “circular” style and stylistically complex
writing, Helene Cixous’ desire for “a fluid and problematic language that
will harmonize...[with the typically male] avant-garde”36t will be explored.
In the application of the aforementioned theories, feminist criticism will
inform my approach: criticism which adopts such a position [to] scrutinize
its texts for fissures and cracks and signs of hetereogenity, re-examining
“the masculine imaginary, to interpret how it has reduced [women] to
silence, to mutism” (Irigaray) and has led to a “feminine...that is repressed
in a patriarchal linguistic structure” (Julia Kristeva)3¢2. Along these lines,
I will focus less on the way female grammatical language is subsumed
under male dominance, and instead on the male canon’s attempt to
relegate “women’s themes” and women’s writing to the second tier—
specifically, Smirnova and Gorlanova’s tactics and strategies of avoidance
or transgression of this privileging. As Mary Jacobus writes, it is only in
the context of Derrida and poststructuralist feminism that the world of
“woman and artist, the feminine and the avant-garde, are elided...Writing,

the production of meaning, becomes the site of challenge and Otherness;
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rather than [more traditionally] simply yielding the themes and
representation of female oppression”363.

These arguments are illuminated by the theses of second-wave,
primarily French, feminist theorists. One such theorist, Luce Irigaray
[1932-], called for the establishment of a new space for l'écriture feminine,
in which women could attempt to reclaim a new type of writing and
understanding, allowing them to escape language steeped in male
symbolic logic. Spaces for the representation of women, interpretations
and enactions of femininity and oneself are carved out by each author as
they move, in Barbara Heldt’s words, from being “viewed as objects of
male [and here we interpret this as also “the center’s”] self-interest [to]
become the subjects of their own scripts.”3¢4 Some women writers,
Gorlanova for example, use awareness of this in their literature to create
space for the themes and modes of what has been termed “women’s
writing” — embracing a stereotypical feminine understanding of time (as
cyclical, non-linear). Using this stereotype, Gorlanova avoids typicality by
using this expectation as a framework for her literary experiments. As
noted Slavic feminist scholar Helena Goscilo has hypothesized: “Space as a
concept has historically been relegated to temporality—*“time” is defined in
terms of change, movement, history and dynamism, “male” categories—

while space has, with typical “feminine” passivity, been defined as the
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absence of these things and, with the help of Freud, as ‘female’”365. Julia
Kristeva, the renowned French psychoanalytic feminist, writes on this
historical relegation of women to the realm of space:
‘Father’s time, mother’s species,” as Joyce put it; and, indeed, when
evoking the name and destiny of women, one thinks more of the
space generating and forming the human species than of time,
becoming, or history. The modern sciences of subjectivity, of its
genealogy and accidents, confirm in their own way this intuition,
which is perhaps itself the result of sociohistorical conjecture”3¢¢.
Recognizing the sociohistorical influences that most likely inform this
view, Kristeva continues to explore the relationship of women and space,
while casting a wider net to include an understanding of “women’s time”.
Noting the importance of this conception to modern psychoanalysis and
women’s studies, Kristeva avers:
I could go on giving examples. But they all converge on the
problematic of space, which innumerable religions of matriarchal
(re)appearance attribute to ‘woman,” and which Plato,
recapitulating in his own system the atomists of antiquity,
designated by the aporia of the chora, matrix space, nourishing,
unnameable, anterior to the One, to God and, consequently, defying
metaphysics3¢7.
This notion of woman as “unnameable” resonates in women’s studies, as it
links with the process of writing oneself as a woman, and a writing a
woman’s experiences, in a language which is dominated at the
grammatical and the canonical level by masculinist logic. Gorlanova’s

interest in naming and editing within the texts, the focus of the last half of

this chapter, intersects with women’s studies again, especially in regards to
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Irigaray and Cixous’ lecriture feminine (writing informed by the female
body) and the writing of experientially different lives.

This interest in female subjectivity is in line with Kristeva’s larger
argument concerning ‘women’s time’. After her discussion of women’s
historical association with space, Kristeva notes the seemingly unavoidable
association that female subjectivity has with time, as well:

As for time, female3%8 subjectivity would seem to provide a specific

measure that essentially retains repetition and eternity from among

the multiple modalities of time known through the history of
civilization. On the one hand, there are cycles, gestation, the
eternal recurrence of a biological rhythm which conforms to that of
nature and imposes a temporality whose stereotyping may shock,
but whose regularity and unison with what is experienced as
extrasubjective time...occasion...unnamable jouissance. On the
other hand, and perhaps as a consequence, there is the massive
presence of a monumental temporality, without cleavage or escape,
which has so little to do with linear time (which passes) that the
very word ‘temporality’ hardly fits...369
This is a different type of temporality than the historical, masculinist,
linear time that is associated with traditional literature or chronology.
This ‘women’s time’ is “all-encompassing and infinite like imaginary
space”37° in its scope and innovation. The two types of temporality—
cyclical and monumental—are “traditionally linked to female subjectivity”
despite problems that arise in respect to typical conception of time37.

Time as a masculine concept—time as a project, linear, “time as departure,

progression, and arrival”’372—is at odds with the anterior temporal

%8 Here the translator knowingly uses the word “female” or “woman” to represent the French term
“le feminin”; a non-pejorative term in French relating to women in general.
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modalities that necessarily link time and space, and which are associated
with women and other marginal373 groups. A newer generation374 of
feminist theorists have refused these paradigms, and have “undertaken a
veritable exploration of the dynamic of signs”, subjective and corporeal
experiences and their influence on writing, demanding recognition of their
plural, fluid feminism that “situates itself outside the linear time of
identities” and within “the cyclical and monumental temporality of
marginal movements”375. Via Kristeva and Irigaray, we can see how
Gorlanova’s concerns with her non-traditional “autobiography” and her
interest in manipulating traditional concepts of space and time in her
works, are linked to women’s studies and feminist theories.

The general response of women authors to this identification as
marginal has been varied, ranging from rebellion to capitulation. The
“avant-garde woman writer is doubly intolerable, seen from the center,
because her writing escapes not one but two sets of
expectations/categorizations; it corresponds neither to the usual
‘revolutionary point of view’ nor to the ‘woman’s point of view’”376. The
avant-garde represents taboos, and it is in transgressing the borders of the
easily accepted that the avant-garde has reacted rebelliously to the
pressures that emanate from the literary centers/mainstream. Goscilo

avers that “women’s prose of the 1980’s evidences a perceptible shift,
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whereby a fascination with language has displaced the primarily thematic
preoccupations of earlier decades....[some contemporary writers’ work]
heightens the reader’s awareness of language as mediator through the
elliptical, fragmented ordering of their story materials, and [sometimes]
an individualized folklore”s77. These descriptors are all highly applicable
in Gorlanova’s case. Gorlanova uses literary Perm’ and semi-fictionalized
self-representation to create space for her literary experiments. She also
explores the depth and use of non-linear temporality in her work. This
textual experimentation, which consists of challenges to both genre and
convention, comprises Gorlanova’s textual response to her status as both a
Siberian and woman writer. We will now explore some examples from
Gorlanova’s Asmobuoepagusn/Autobiography and J110608b 8 pe30H08bLX

nepuamxax /Love in Rubber Gloves.

Maurice Blanchot said:

A book, even a fragmentary one, has a center which attracts it. This
center is not fixed, but is displaced by the pressure of the book and
circumstances of its composition. Yet it is also a fixed center which,
if it is genuine, displaces itself, while remaining the same and
becoming always more central, more hidden, more uncertain and
more imperious37s.

This applies well to Bes ITepmw/All of Perm’, especially the
Aemobuoepagdusn/Autobiography and J110608b 8 pe3oH08bLX nepuamrax

/Love in Rubber Gloves. This chapter, essentially a small book unto itself,
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has “a center which attracts it” despite its fragmentary nature and its
constant shifts, revisions and piecey form. There are two “centers” in
JTo606b 8 pe3oHo8bix nepuamxax /Love in Rubber Gloves, two types of
central ideas which represent a double-nature like the one that Blanchot
has noted. The emotional and orbital center of the text is Gorlanova
herself. The second is the literary version of Perm’ which she creates, her
version of Perm’, which she introduces in scraps that litter the body of text.
Pushing her story to the peripheries and simultaneously weaving it into
the center of her work, Gorlanova shapes her “literary Perm’” as a place
that is co-authored, polyphonous, multiplicitous—a space that is made up
of many spaces both physical and literary, and a space that is “subject to
change”. In addition, Gorlanova’s Aemob6uoepagus/Autobiography also
represents a shifting of expectations, and a subversion of women’s writing
traditions. Gorlanova’s literary work has strong theoretical ties to her
feminism. This phrase, “subject to change” has been used by Nancy Miller
in order to explain the work of feminist writers to whom “the replacement
of the fixed identity of woman with the improvised mobility of a feminist
subjectivity, a feminist modernist whose desires in language remain
subject to change.379” Virginia Woolf called for creation of a “woman’s
sentence” by a woman writer. Helen Southworth sees this “other
sentence”, as Woolf envisions it, as shaped according to “the different

physical and mental spaces occupied by women, the ‘different order and

379 Southworth 270
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system of life within which women operate”38°. This understanding
furthers the interest in space that has already been noted, but draws this
understanding farther into the realm of women’s studies. Recall that on
page 56 of this study, we examined Woolf’s belief that having “sat indoors
all these millions of years” has created a specific link between women’s
writing and space38t. The woman’s sentence that emerges from these
domestic confines mimics the structure of the novel which Blanchot
described. Multiplicitous and open to change, this woman’s sentence is
“broken and double, one that embraces interruption”382. The focus on the
interiority, the “insideness” of women’s lives and points of view is
emphasized in this passage, but not to the exclusion of their incursion into
the outside world. Gorlanova’s treatment of Perm’ and outside space is
analogous to this. This interest in creating a larger net of relations, instead
of solely handling specific stories is prefigured by an interest in the social
and productive function of space(s) and the actions that occur within
them. It has been argued that “space in its traditional sense is not a pre-
existing receptacle for human action, but is created by that action; space,
in turn, exerts its own variety of agency, modelling the human actors who
have configured it”38s.

Gorlanova is less concerned with the inside space and interior lives
of particular women (in J/T10608b 8 pe3oHo8bix nepuamxkax /Love in

Rubber Gloves) than Smirnova is, turning instead to literary Perm’s
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6wvim/everyday life. The inside of Perm’ is revealed and studied through
the interactions of private lives made public via quotation and citation.
M. Abasheva notes that:

Y IlepMmu, KOHEYHO, KEHCKOE JIULO. TYT 3Ke UHTYULUIO

TIO/IJIEP’KUBAET caMa TPAaMMAaTHUKA. A C Hel - HCTOPUs, IOMHSIINAS

MaTpuapxaabHyto Mol [lepmu Benukoii. [la u cynba ropoga

CPOJIHU KEHCKOU, TPUBBIYHO TOTOBOU K TEPIIEHUIO U CTPAJIAHUIO:

Oy/aTO HAaWBHASA IEBYIIKA-IPOBUHIIAJIKA TIOIILIA KOTA-TO B

¢dbabpuyHble pabOTHUIIBI, MUHYJIU TO/IbI, © BOT MA€TCs OHA

HAJIOPBAHHBIM 3/IOPOBBEM, U, MOKET, IPSTYET CIIEBI IOJTyCTEPTON

TaTypoBKH.../ Perm’ has, of course, a female face. Here, our

intuition supports our grammar. And with it, history remembers

the maternal might of Great Perm’. Yes, the fate of the city is in its
relationship with women, intimately prepared for patience and
suffering: a supposedly naive provincial girl goes to fabrication jobs
for ages, and she languishes in strained health, and, maybe hides
faded tattoos...384
This underlines the presented femininity of the area, as well as the lasting
effects of the space on the female body. We will continue to find textual
proofs of Gorlanova’s unorthodox women’s writing, as well as the
intersection of space and place and this writing.

The form of Gorlanova’s JI10606b 8 pe3oHo8bix nepuamkax /Love in
Rubber Gloves influences her autobiography, which prefaces the rest of
the story. The story itself is inscrutable. It consists of paragraphs and
quotations from named and anonymous sources; longer dialogues are
interrupted with commentary by the authorial voice and citations from
famous real individuals and infamous fictional characters. One assumes

that the recurrent individuals are residents of Perm’, though this is not

clarified for the reader. Is this the presentation of truthful events, accurate

384 Abasheva 5
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quotations and the quantifiable history of Perm’? Is it a work of
reportage? Is it pure fiction, pulling in postmodern form from a jumble of
literary precedent and creating a pastiche of the old and the new? Are her
characters somewhat fictionalized, lovingly woven around the framework
of Gorlanova’s friends and family, her town and her memories? Similarly,
the autobiography itself is inscrutable. Is what is told to us the truth—the
representation of her objective history—or the presentation of some hybrid
autobiography /memaoir, fictionalized and coerced into a new form? The
following section will examine the ways in which Gorlanova’s work
manipulates the conventions of women’s writing and lifewriting into
hybrid forms she uses against the center, casting herself as a “doubly
rebellious” female, peripheral writer. The rejection of this typical genre
works to, in Goscilo’s words concerning another contemporary Russian
woman writer, “if not actually invalidating the seminal 19tC trope of
literature as the mirror of life, at the very least depotentiates it by
distorting the mirror’s reflective properties almost beyond recognition.
This “estrangement” and self-assertion of style showcase language most
rewardingly”38s.

Playing with the creation of center and periphery, Gorlanova uses
her forays into lifewriting and conventions of “women’s writing” to create

29

an autobiography that mediates with a “literary Perm’” she has written
into existence. Most importantly, this interest in hybrid forms, genre and

genderic concerns are all interrelated in their orientation. This orientation
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is always outward; Gorlanova’s lifewriting exists to mediate with the outer
community of literary Perm’, which exists in its mediation with the outside
realms of Siberia, and, confrontationally, with the center. In remaking or
fashioning a center out of Perm’, Gorlanova reaches thematically outward
once again, towards interaction with the traditional center. In her
manipulations of women’s writing and the genres associated with it in
JI0b08b 8 pe3oHosvix nepuamxkax /Love in Rubber Gloves, Gorlanova
argumentatively positions herself against a dominant external canon. This
is to contrasted, later in this dissertation, to the stalwart interiority of
Smirnova’s works, purposefully focussed on the interior, enclosed, female-
dominated space of provincial domesticity. Firstly, the connection
between autobiographical writing and women’s writing, more specifically
in the Russian tradition and contemporary women-studies theory, must be
explored. The conclusions of this portion will then be applied to

Gorlanova’s texts for analysis.

AUTIOBIOGRAPHY vs MEMOIR: CONTEMPORARY VIEWS ON
LIFEWRITING IN RUSSIA AND ABROAD

The first concept to be discussed is Gorlanova’s use of
autobiographical writing in Bcst ITepmw/All of Perm’, and that genre’s close
connection with women’s writing in both the world and Russian traditions,
as well as her practice of employing masculinist literary experimentation
within the framework of “women’s writing”. Autobiography and memoir

are, in academic parlance, not synonyms. Despite this, they are often used
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almost interchangeably, and the differences between the two are poorly
hewn. There exists a narrow conventional divide between memoir and
autobiography based on the latter as a subclass of the former with
increased focus on interior thoughts and memories of the author. As
noted in the Introduction, many view writing that focuses on the home,
self, and life of a non-famous personage “trivial”. Iurii Mineralov has
called Gorlanova’s work “narrowly focussed” on “trivial subject matter” of
the everyday, while others have condemned her as performing mere
“lifewriting”: “Bmecte c TeM mmposa ['opsiaHOBOM IMOIBeprayiach U
YHUYIKUTETLHOU KpUTHKE 3a ‘MenkoTeMbe (FOpuit MunepasioB)...[wn]
‘oprrorricanue’ / All of Gorlanova's prose has been subjected to derogatory
criticism as ‘narrow-minded’ (Iurii Mineralov)...[or] ‘everyday life-writing’
386, The usefulness, purpose or value of a “nonentity’s” memoir or
autobiography is of significant debate. Gorlanova’s personal desire to
document her life as a writer and a fine artist is also a matter of some
interest, as her once prolific (almost daily) blog entries on LiveJournal
have been recently deleted and her account closed3s”.

We must, of course, note Russia’s inherent judgment concerning
this writing as gendered. The terms employed are not innocent, nor do
they lack connotations to the historical place for “women’s writing”. The
term employed by Mineralov about Gorlanova, “menkoremse”, literally

means “petty themes” and not just a narrow focus of specialization; it also

%8¢ Danilenko 3

%87 Her address on LiveJournal was active, but this account was suspended by her, and then
permanently deleted as of early 2010. It reappeared in early summer 2011, under
http://ngorlanova.livejournal.com/
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implies a marked triviality, and a lack of scope. For this dissertation’s
purposes, writing which addresses the small scale everyday lives and
chores of Siberian women is useful in that it represents the perceived—and
consciously rendered into print—reality of that contemporary woman
writer’s life, or that it provides a telling fictionalization of this life. The
reasons that a story concerning everyday life might be fictitiously altered
are important to the goals of this study: were these lives fictionalized and
written down artistically in order to hint at some greater theme or symbol
within them? What is the perception of reality, as evidenced by the fiction
that is written concerning the quotidian, telling the careful reader about
the themes and symbols that are important to the writer? And what are
the strategies of these Siberian women writers? The level of artistry in the
works hint at the value of a poetics being applied. The way that Gorlanova
reaches out to the townspeople around her—reaching out though
maintaining a “lack of scope”— by writing her city’s biography along with
her (fictionalized) own, clashes with the meditatively restrictive “lack of
scope” and “narrow focus” of Smirnova’s work. Both strategies intersect
with other Russian genres; Gorlanova’s most overtly with autobiography
and memoir.

Beth Holmgren has recently published the book, The Russian
Memoir (2003), in which she questions the role memoirs play in the
history of Russian literature, what forms they take, and for which reasons.

Gorlanova is specifically mentioned in this work, but let us first lay the
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groundwork for a more basic understanding of the memoir388. Despite
Russian literature’s heavy reliance on the memoir,
for all its indispensability to the making and understanding of
Russian culture and history, the memoir, with its generic slippage
between art and document, subjective expression and dedicated
record, often falls through the cracks separating the relatively
recently developed academic fields of literary studies and
historiography. We...rarely bother with their structural and stylistic
analysis.389
Critics of Russian autobiographical writings have “tentatively conclude[d]
that women’s autobiography (most often defined in contrast to men’s
autobiographical writing) exposes the marginalization and erasure of
female subjects; delineates a self-formed in relation to (rather than
separation from) others; and explores fragmented, uncentered
[siclnarratives and rhythmic, nonsense-language styles in order to liberate
women’s life stories from patriarchal modes of definition and relation.
Such conclusions have been ...based mainly on Anglo-American
examples”390. This work hopes to incrementally fill that gap.
The question of with whom, or with what an autobiography
engages, and to what extent it comments on the “real world”, is unreliable
and indefinable. Each memoir and autobiography seems to rewrite the

rules of the genre, and “the veracity of the memoir’s related ‘facts’ and the

style of the memaoirist’s perception and expression differ greatly from text

%8 Note both my belief that Gorlanova consciously collapses the boundaries between memoir and
autobiography, and also refer to footnote below, Note 397.

%9 Holmgren RM x

%% Holmgren Women Writers in Russian Literature 127
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to text—in the main because the genre accepts all comers”39:. It has been
noted that “as the number of people writing about autobiography has
swelled...the boundaries of the genre have expanded proportionately until
there is virtually no written form that has not either been included in some
study of autobiography or else been subjected to autobiographical
interpretation”92. Or it could be, as Lejeune stated, that internally there is
“no difference between an autobiography and an autobiographical
novel”393. One of the often overlooked conventions of lifewriting is that it
“can never inscribe the death of the speaking subject, the terminus of life,
which theoretically [biography] can describe. Autobiography, then, was
necessarily un-ended, incomplete, fragmentary, whatever form of
rhetorical closure it might contain”394. Despite this, the Russian literary
community has at many points in history attempted to define this
amorphous subject. Lidiia Ginzburg (1902-1990) notes:
There is an unbroken chain connecting artistic prose to the history,
the memoir, the biography, and ultimately the ‘human document of
everyday life’395. The nature of this correlation is complex and has
varied from one epoch to another....literature has either withdrawn
into special, pointedly aesthetic forms, or it has moved closer to
nonliterary discourse. The intermediate, documentary genres,
without losing their specificity, without turning into either novel or

tale, have accordingly sometimes acquired the status of verbal
art39e,

¥1 Holmgren RM xi

%% Stanton 134

%% Stanton 136

%% Stanton 135

%% Note here the phrase, “of everyday life”.
%% Holmgren RM xii
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Ginzburg shows us what Holmgren calls “a cluster definition”397. The
tension between highly monitored and less controlled discourse is thick in
this conception of the nature of “human document of everyday life”.
Mikhail Bakhtin, on the contrary, places the memoir according to “an
antique view”398 of the genre. Despite this, he notes the place of
autobiography as containing “a new type of biographical time”, with an
“increasing accent on private life and interiority”, having “had a profound
influence not only on the development of European biography, but also on
the development of the European novel as a whole”399. Noting the value of
autobiography and memoir, Bakhtin highly values the “material they
proffer for fictional refurbishing”4°0. Developing within and between the
document and the fictional text, “autobiography poses perhaps the
greatest challenge of literary definition and categorization”4°t. Depending
on “the tension between textuality and referentiality that inheres in all
documentary genres, [autobiography] seems especially to foreground the
autobiographical subject and his or her play of subjective imagination402,

Holmgren argues that from the mid-1800’s onwards into the post-Soviet

%97 For the time being, I acknowledge the use of the word “memoir” by Holmgren et al., but

maintain that for simplicity’s sake in quoting from various sources that come from different
cultural and academic contexts, as well as commenting on them, both the term “autobiography”
and “memoir” are to be understood as interchangeably used, and read as interchangeable in my
text. This is said though | am aware of the narrow conventional divide between memoir and
autobiography based on the latter as a subclass with increased focus on interior thoughts and
memories of the author, as well as the assertion that a memoir typically describes events occurring
during a specified period of time, and the implication that events recorded in a memoir might have
more “historical” value than those found in an autobiography. The autobiography is more
commonly seen as a personal testament.

% Holmgren RM xii

%9 Holmgren RM xii

% Holmgren RM xii

“ Holmgren RM xiii

%2 Holmgren RM xiii
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state, memoirs have become increasingly popular, important and
influenced by the changing popular forms of fiction and their stylistic and
thematic trappings4°3. Using these as guides for emulation or rebellion,
memoirists “articulated their confounding life stories in the narrative
forms they knew”404. For example, the trend for both official and
unofficial memoirs post-Stalin into the contemporary period, was toward
collecting “a motley of high and popular genres”, and “the self-conscious
embrace of lyricism and aesthetic experiment”495, in a reflection of the
“deliberate aestheticization of the Russian memoir—marked by
emphatically subjectivized narration, deliberately disordered plots,
manipulation of time and space, incorporation of disparate
imperatives”406. Helena Goscilo notes that the “early 1980’s thus
witnessed a flurry of works written by women with a woman as
central...principally through the first-person narrative” with an emphasis
on the domestic life “clearly focus[ing] on an individual woman and on
the...quality of her individual life”407. It is argued that the contemporary
period (post-Soviet) shows us an interest in memoirs as “accessible
formula(s) and provocative form(s)—variously manifest as a wildly

popular commercial product, a corrective or confessional...historical

%% Holmgren RM xxv-xxxii

% Holmgren RM xxix

%% Holmgren RM xxix

%% Holmgren RM xxx

“7 Goscilo, Helena ed, Fruits of Her Plume: Essays on Contemporary Russian Women’s Culture
(NY: M.E. Sharpe, 1993) 43.
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document, or an aesthetic point of departure for new experiments in
prose”408,

A cursory look at “[world] criticism published during the past
fifteen years reveals a dramatic change in the discursive status of
autobiography, a mode of writing traditionally considered to be marginal,
generically inferior”409. Stanton argues that ES Burt is right, that “the
whole project of defining autobiography generically is what needs to be
abandoned. [This] radical gesture would meet with continued
resistance...[ from the average] of hierarchies and oppositions, in which
the generic, as the French genre suggested, was inextricably linked to the
genderic”41°. Indeed, “beyond their tacit agreement to exclude women’s
texts, critics disagreed about the specific substance of autobiography”4:.
The shifting definitions of autobiography as writing reflecting life, “seem
to exploit difference and change over sameness and identity: their writing
follows the “seam” of the conscious/unconscious where boundaries
between internal and external overlap. Such writing puts into question the
whole notion of “genre” as outlined by the exclusionary methods of
Gusdorf’s rather narrow definition of the autobiographical. And it is not
surprising that the question of “genre” often rides on the question of
gender”412 in speaking about lifewriting. If women’s “self-representational

writing has no category with which it is identical...that is because the

“% Holmgren RM xxxi

“%% Stanton 131

“19 Stanton 135

“1 Stanton 134

“12 Benstock, Sherri “Authorizing the Autobiographical.” Women, Autobiography, Theory: A
Reader, Eds Sidonie Smith and Julia Watson (Madison: Wisconsin Pr, 1998) 148.
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organization of the history from which it seems to be excluded names it as
“dis/organization”413. The association between lifewriting and the
negative stereotypes of women’s writing is well-documented and
longstanding. These assumptions are alive and vigorous in the Russian
tradition.
New ways of seeking and privileging these texts need to be found;
“to keep from getting lost in the usual ways—frequently by overrelying
[sic] on traditional theories of interpretation and history which were
developed to describe the literary characteristics of texts by mostly white,
male, heterosexual-identified, non-working class writers...one must follow
a route of estrangement from dominant codes of meaning”414. Gilmore
notes that “an introduction presumes the existence of a subject, and turns
upon that existence necessarily...one expects to find it properly named and
placed within an interpretive framework that makes it recognizable”, and
asks, “but where is the interpretive network, the proper name that
confirms the identity, indeed the existence, of women’s
autobiography?”415. She offers that the “differing codes of masculinity
woven through the discursive body of autobiography’s ‘representative
man’...can be described as an autobiographical effect”, while:
autobiography names the repeated invocation of an ideological
formation that comes to seem natural—that is, in the simplest
terms, that autobiography is what men write, and what women

write belongs to some “homelier” and minor traditions. While the
full depth of the uncanniess (un-homelike-ness) of this home

13 Gilmore 6
414 Gilmore 6 italics added.
415 Gilmore 1
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writing has yet to be explored, the projection of an all-too-familiar
gender hierarchy onto texts explored through the terms “major”
and “minor” has extended, in discussions of autobiography, to the
persons who write. This gendered version of the autobiographer
affects the production and reception of women’s self-
representational texts416 .
This association is obviously similar to that which links the sub-par or
secondary with women’s writing, and, in addition, links lifewriting with
the “minor” genres. Despite this, this association is not just with
lifewriting and the feminine, but also between lifewriting and the feminist.
Seeing this, as well as the value of these denigrated forms, requires a new
focus and a new strategy. Gilmore suggests a different focus, noting that
for her project on women’s autobiography, she “need[ed] different tools,
different maps, and not ones that would locate women’s self-
representation in relation to prominent features on a literary map of
canonized works or in the authorized “sub”-genres to which they already
belonged. In short, [she] discovered that a map for finding women’s
autobiography became a map for getting lost”47. There are several Slavic
theorists who have also undertaken being lost. Beth Holmgren agrees with
Barbara Heldt’s belief that autobiography is the domain of feminist
interest in Russia,4:8 and feels “feminist scholars catalyzed the new focus

on various forms of Russian autobiographical writing”419. Benstock refers

to this malleability as “elastic form”420, Holmgren’s work focuses

8 Gilmore 1/2

7 Gilmore 3

8 Heldt passim.
% Holmgren RM x
420 Benstock 151
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specifically on this, and also uses the term “elastic form” for the memoir
(6ocnomunanus), “with [its] dual (if not always balanced) agendas of
individualized expression and reliable reportage”, which remains
incredibly popular in modern-day Russia421.

Concerning the “fissures of female discontinuity” that are seen,
critics “ascribe certain forms of discontinuity to the female rather than to
the male, assigning them as functions of gender”422. The opposition that
is often cited, between men’s and women’s lifewriting, states that:

men’s narratives were linear, chronological, coherent, whereas
women’s were discontinuous, digressive, fragmented. This was the
same narrative shape that Didier had discovered in Sand’s My Life,
a form Anais Nin likened to “a crazy quilt, all in bits” [note here
female labor is equated to domestic labor]....narrative discontinuity
was integral to [many] conception[s] of autobiography; and
fragmentariness was the matrix of Beaujour’s study of the “auto-
portrait” from Augustine to Leiris. Indeed...discontinuity and
fragmentation constitute particularly fitting means for inscribing
the split subject, even for creating the rhetorical impression of
spontaneity and truth...Turning...to the question of
autogynographical content...a binary opposition recurred that
associated the female with personal and intimate concerns, the
male with professional achievement—a replication, it seemed, of the
private/public, inner/outer dichotomies that mark genderic
differences in our symbolic system...[re: “personal”]...a domestic
“dailiness”, to use Kate Millet’s word, often permeated
autogynographies, the concept of the personal was a function of
changing conventions.423

This split subject is interestingly linked to W.E.B. DuBois’ conception of
women’s “lived twoness”, and Gorlanova’s duality as both a provincially

and genderically peripheral writer. To some, participation in this is akin

2! Holmgren RM x
422 Banstock 152
423 Stanton 137
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to a rebellion against the object-ivity of women in traditional societies:
autogynography, [Stanton’s term for the study of women’s autobiography]
had a global and essential therapeutic purpose: “to constitute the female
subject...the graphing of the auto was an act of self-assertion that denied
and reversed woman’s status...creating the subject, an autograph gave the
female “I” substance through the inscription of an interior and an
anterior”424. The focus of women’s autobiography is also different than
the average (male) one. Gilmore suggests that:
Autobiography, then, does not necessarily produce a fuller relation
to the “real”, to identity and authority, for women who write it. It
may, as like, prompt a profound renegotiation of the terms and
forms of self-representation, one result of which is that women’s
autobiography cannot be recognized as “autobiography” when it is
written against the dominant representation of identity and
authority as masculine...For all its synchronic and diachronic
variety and density, gender [as female identity] persistently
performs as incoherence, contradiction, and challenge within the
discursive nexus named “autobiography”.425
Approaching women’s lifewriting as such, Gilmore underscores the
rebellion of these women and their diverse literature. Gilmore begins
“with the premise that women’s self-representation describes territory that
is largely unmapped, indeed unrecognizable, given traditional maps of
genre and periodization. The historical communities in which women
write, their choices to join different communities or to alter their given
relation to a community in profound ways, and their relation to male

writers whose works have come to represent ‘autobiography’ are little

known within the bulk of autobiography studies”, calling her approach

424 Stanton 139
425 Gilmore 2
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“autobiographics” and its relation to the technologies of
“autobiography”426. She think of autobiographics as “operating within
texts that have not been seen as autobiographies and occurring in the
margins of hegemonic discourses”427; an understanding which handily
applies to the Siberian lifewriter. Gorlanova experiments with naming and
intertexts begin with her Aemob6uozpagus/Autobiography, and its own
changing, unstable, name. “Sensitive to the variabilities [sic] and
complexities of its narrative modes,” it has been noted “that autobiography
might appear to privilege chronological linearity, but that it tended toward
discontinuous structures...with disrupted narrative sequences and
competing foci of attention”428. The varying discourses and intertexts can
be understood, in the words of Gilmore, as “legends for a map that is still
being drawn, and they should demonstrate that women’s self-
representational writing is bound up in still other discourses”429. Stanton
feels that any autobiography is “a heterogeneous mixture of discours and
histoire, to use Beneviste’s terms, the personal and the historico-cultural,
the elegiac and the picaresque, the illustrative and the reflective” and that,
“inevitably...the specific texture of an autobiography also represents the
mediation of numerous contextual factors: a particular intertext...or a set

of intertexts”430,

6 Gilmore 5
2T Smith 184
%28 Stanton 135
29 Gilmore 184
%0 Stanton 135
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Gorlanova begins the story with her self-designated
Asmobuoepagusn/Autobiography, and completes the work with an essay
of sorts at the end. As soon as the first page, multiple texts and references
are made. Her introduction to herself is allowed a secondary title, “wan
BopuBoii kopoBe bBor poros He gai.../God does not give horns to cows
that would use them”. The secondary title here does not function as a
common subtitle, as a continuation of the title. This references a common
Slavic nocaosuya/proverb, and can be seen to function as an epigraph.
The practice of using an epigraph in a work began in the 18tC, and “the
epigraph partakes of the book industry’s rhetorical strategies to authorize
and gentrify print...”, and in the 19™C “the choices of author became more
significant than the texts of the epigraphs themselves”43t. Porter Abbot
complains that: “One of the aggravating things about humanists is the way
they have to begin their essays with epigraphs. Strangely privileged words
that hover an inch or so above the text, they generate vague resonances but
rarely settle into a definitive relation with what follows. In this, the
practice of using epigraphs is simply an extension of the humanist
tendency to avoid nailing down the case”432. Gorlanova seems to avoid
this empty “humanist” vanity, and her choice is meaningful in the context
it evokes and resides:

One does not need to read either Greek of Latin to gloss the

presence of an epigraph in either tongue as an elitist caste label.
But while the label is recognized by all, the meaning is accessible to

“31 Barchas, Janinie Graphic Design, Print culture, and the 18™ C Novel (University of
Cambridge: London, 2003) 85, 90.
“32 Abbot, Porter “Humanists, Scientists, and the Cultural Surplus” SubStance (2001) 203.
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only a few. For even if a smidgen of Latin or Greek unlocks the
literal meaning of an epigraph...only a familiarity with the fuller
context of the passage from which the line is lifted...reveals to a very
few the hidden joke or irony behind its selection. In other words, at
every level (from the naive to elite) the novel’s use of the epigraph is
all about context, rather than text.433
The choice of an authorless, or author-anonymous, or community-
authored proverb may be significant. The proverb is not shown with an
ellipsis at the end, implying that, in its complete form, it could be
expanded. It reads, as she uses it, “BoiyinBoii kopoBe bor poros He gai...”
This translates to: “God does not give horns to cows that would use them”.
The meaning of this is more indefinite. Horns in Christian scripture refer
to the strength of men; in Psalm 75:10, God states: “I will cut off the horns
of all the wicked, but the horns of the righteous will be lifted up”434. By
this, he means that he will reward and intensify the strength of the
righteous, but revoke the strength of the wicked/heathen non-believer.
Admonishing the boastful and wicked, God states in Psalm 75:4: “Do not
lift up your horns” — do not revel in your own strength or lord it over
others out of pride43s. Knowing this, the epigraph might be understood as

“God does not give strength to those who might abuse it”. In the English

tradition, we might link this to the threatening/warning proverb: “Don’t

“3 Barchas, Janinie, Graphic Design, Print Culture, and the 18"™C Novel (London: University of
Cambridge, 2003) 90.

4 http://bible.cc/psalms/75-10.htm

#35 http://bible.cc/psalms/75-4.htm



199

mess with the bull, you'll get the horns”, as made famous in recent pop
culture by filmmaker John Hughes436.

Beyond these possible references, the idea of a female (cow)
disallowed the power of those around her (a lack of horns) is also
thematically important to Gorlanova’s autobiography, as she repeatedly
comments on the level to which her life has been reigned in and restricted
by her poor health. Throughout her autobiography, she cites her lack of
strength as the reason for her living a “normal” and not “extraordinary”
life. She tends to note this as if it were a mercy. Examples are rife within
her autobiography; on the first page, she notes: “Ha cuacrtbe, Bor mocian
MEHS B KU3Hb CO CJIaObIM 3/I0POBbEM, U 3TO CIIACJIO MEHSI OT MHOTOUX U
MHOTOUX 6eJl, KaKue MPeICIeAYIOT CTPEIbII0OB-X0JIEPHKOB-9KCTPAaBEPTOB/
Fortunately, God gave me poor health in this life, and this saved me from
many, many troubles, which often attend Sagittarian-choleric-
extroverts.437” She continues throughout the rest of the autobiography to
state the possibilities that her life might have held for her, had she not
been so castrated by her poor health. For example, following the
aforementioned case, she notes that but for this poor health: “Taxk, st Bcero
JIVIIIH O/IVH Pa3 BBINILIA 3aMYK, a MorJia ObI iATh/ Because of this, I was
only married once, when it could have been five times.” If we recall an

earlier citation of Abasheva’s438, we can see Gorlanova linking her own

% |n the popular film The Breakfast Club (1985), for example; common beforehand with
permutations: http://www.english-sayings.com/mess-with-a-bull-you-get-the-horns/7162

7 Gorlanova 16

438 vy HGpMI/I, KOHE€YHO, JKXKCHCKOC JIMIIO. . A c Hel - HUCTOpPUS, NOMHAIIASA MaTpUapxXajlbHYIO0 MOLIb
[Mepmu Benukoii. Jla u cynba ropojia CpoiHH )KEHCKOI, TPUBBIYHO TOTOBOH K TEPIICHHUIO U
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health and fate with that of Perm’s; her great potential is tempered by
outside control and sad reality. Gorlanova maintains this course,
enumerating her possible futures, and their tamed reality:

Poniua s1 Bcero 4eTBephIX JE€TEH OT CBOEro My»Ka, a MOTJIa Obl
BOChbMepBIX 6e3 My»ka!.. Ha BocmuTaHue s B3s1J1a BCETO OTHY UYXKYIO
JIEBOYKY, a MeUTaJIa B3ATh eIlle JIBYX, /Ia TOMEIIaIo c1aboe
310poBbe. V13 joMa 51 BRITHAJIA TN YeThIPEX CTyKaueH, a MOTJIa
ObI 1 iecAaTh. JKasto6 s Hamucasia He 00Jiee TPeXCOoT, a Oy/ib CHJI
mo6oJ1e - MorJia 661 U ThiNLy! KopMusia-mmonia-onekasa si B CBOel
’KM3HU BCETO JIBYX T€HUAIbHBIX Xy/I03K-HUKOB, OZIUH M3 KOTOPbIX
MeHsI IT0TOM 0000past, a Oy/ib IIOKpemye 37J0POBbE, 51 ObI, MOJKET,
ellle /IByX B3sa... CocBaTasia s1 B CBOeU KU3HU JINIIb TPU
CYIPY>KECKHeE Mapbl, BCE OHU TEIEePh MEHS MPOKJINHAIOT. A Be/lb
ecy 6 He Mou 00J1e3HH, 5 O ellle JIBaIIaTh IMap cocBarasia.
IToccopuitace s (B miporiecce 60pbOBI 32 HPAaBCTBEHHOCTD) BCETO
JIMIII ¢ CEMHA/IIATHIO APY3bsIMHU, a HE CO BceMHU copoka. U Tak
nainee. / I had four children with this husband, when it could have
been eight with no husband in sight!... I adopted and raised
someone else’s daughter, and dreamt of having a second, but was
prevented by my poor health. From my home I expelled only four
informers, but it could have been ten. I wrote no more than three
hundred complaints, it could have been more had I had more
strength—it could have been a thousand! I fed-watered-and-cared
for two genial artists in my life, one of these robbed me and would it
were I had greater strength I could have taken two more still... I
matched up only three couples in my life, and each of them has
cursed me since. And had it not been for my illnesses, I'd have set
up twenty couples. I've broken up (in the process of fighting over
ethics) with seventeen friends, but not all forty. And so forth.439

Her interest in the limitations and descriptions of her health throughout
Asmobuozpagus/Autobiography asserts itself as one of Gorlanova’s main
thematic concerns. The negative consequences of a life untempered are

advanced: “A eciu 6 He B3s1IH, 1 CBOOOAHBIE CHJIBI Opocusia 6 Ha 60pwOY C

crpaganwmio... | Perm’ has, of course, a female face. ..And with it, history remembers the maternal
might of Great Perm’. Yes, the fate of the city is in its relationship with women, intimately
prepared for patience and suffering... (Abasheva 5)

9 Gorlanova 16/17
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KOMMYHHCTHYECKHIM PEKUMOM U cesia 0 B yiarepsb (1o 58 cratee)/ ... And if
we hadn’t taken her, I would have had the strength to fight against the
communist regime and to sit in a camp (for the 58th statute)”440. Linked as
it is with possibility (of a life) and potential (of a woman), this
preoccupation with health becomes a trope by which Gorlanova mediates
on the choices made available to her, and her efforts to live up to her
“potential”. The negation of a “normal” life here is integral to the mode of
telling. Iiuri Lotman suggests that, “66tm surrounds us like air and, like
air, is only noticed when it is spoiled or in short supply”44!. This is, in fact,
what Gorlanova seeks to accomplish here; with all of the exceptions she
notes, she underlines her deviation from the “normal” quotidian. She sets
herself apart by focusing on her inability to do what she might have done,
had her strength not been inhibited or “in short supply”.

Gorlanova further extends the weight of her epigraph into the body
of her autobiography, listing her various life’s accomplishments according
to the possible outcomes she did not achieve. She continues, making these
comparisons the bulk of her autobiography:

Ciiaboe 3710pOBbe CIACI0 MEHS OT aKTUBHOCTHU B ITHOHEPCKO-

KOMCOMOJILCKOU paboTe (CHJT XBAaTaJIo JIUIITb HA OTOPO/I, POBa U

ceHo). biraromaps »kenTyxe, s B TpU rofla Hay4uIach YUTATh - B

OOJIbHUIIE /IEBOYKHU-IIIKOJIBHUIIBI BBIyUMIN MeHs a30yke. M3-3a

IIJTOXOM CITPABKH O 37I0POBBE 51, K CYACTHIO, HE MOIJIA MOCTYIaTh

IIOYTH HUKY/Ia, KpoMe pusdaka. A Korjia sl Hagasia mucaTh Mpo3y 1

60OpOTHCS C PEKUMOM, Ha MOe cJ1aboe 3/T0POBhE HATIOKUIIOChH

IIJIOXO€ 3/I0POBbE MOEH MPUEMHOM JIOUEPHU - MBI U B3SLTU-TO €€

IIOTOMY, UTO B ZIETAIOME OHA ObI ymepJia... A ecsiu O He B35IIH, A
cBOOOIHBIE cUJIBI Opocuiia 6 Ha 60pb0Y ¢ KOMMYHUCTHYECKUM

“OGorlanova 17
1) otman in Sutcliffe PoL 8
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peXUMoM U cesia 6 B siareps (110 58 craThe). M MyKy OTTyAa mucaia
6: “bor HaKa3bIBaeT MEH 3a TO, YTO MBI HE B3SLIU TY O€IHYIO
eBouky! Cxoau HA ee MOTWIJIKY U IIOMOJIMCh 32 MEHS, IIOIIPOCU
nporenusa!”’/ My poor health rescued me from active participation
in the pioneer/komsomol work (my strength would last only as long
as the vegetable garden, firewood and hay). Thanks to jaundice, I
could read by age three; schoolgirls taught me the alphabet in the
hospital. Due to my bad bill of health I, luckily, couldn’t enter
anything but the philological faculty. And when I started to write
prose and wrestle with the regime, my weak health was added to by
the poor health of my adopted daughter whom we had taken her in
(she would have died in the orphanage)... And if we hadn’t taken
her, I would have had the strength to fight against the communist
regime and to sit in a camp (for the 58t statute). And I would have
written to my husband from there: “God punishes me with this, that
we wouldn’t take in that poor girl! Come, pray from me in front of
her grave and ask her to forgive me!”442

Gorlanova does not only judge her past accomplishments, or lack of them,
in this way. She uses this same format to understand her recent choices,
and even to explain her impetus to begin writing her autobiography:
HenaBHo s MOHsIA, UTO 37I0POBbe 0CJIa0JI0 HACTOIBKO, YTO HE MOTY
OopoThCsA Jake 3a JTIOOUMYI0 feMoKkpaTuo! [To3Banu MeHs Ha
KOHTPECC MHTEJUTUTEHIUH, a s PUCIYIIaIach K 30By O0JIbHOTO
3yba u BeIOpasia MoxXo/| B MOJUKJINHUKY. HO ¥ B IOJIMKJIMHUKY He
TIOIILIA, a CeJia 3a MAIIMHKY U HarleyaTasa 3Ty aBToouorpaduio /
Recently I've understood that health weakens the extent to which
you can fight for your beloved democracy! I was called to the
congress of the intelligentsia, but I listened to the call of a sick tooth
and chose the trip to the clinic. I didn’t go to the clinic, and instead
sat down at this typewriter to type this autobiography.443
With this statement, Gorlanova plays with the expectations of the reader.
Combined with the previous set of statements (Had I not been ill, I might
have done more...) Gorlanova plays which the belief that the
autobiographer might be writing because they think his/her life interesting

or important. In fact, she seems to go out of her way to emphasize that her

2 Gorlanova 17
43 Gorlanova 18
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life might have (and maybe should have) been much more than it has
been. Each stage of her life or example given from her autobiography is
undermined by its unfulfilled “potential”. Even her eventual choice to
write it is presented as ambiguously positive or intentional. In this way,
Gorlanova almost writes two biographies, one of herself as she was, and
one of a mythical version of herself that represents a fuller, more
accomplished and more “important” history. This parallelism can be seen
as extending into the body-text of JI10606b 8 pe3oHosbix nepuamxax
/Love in Rubber Gloves, which writes a mythical “literary Perm™ as a
contrast to Perm’ as it is. The mode by which she shows her otherness,
and narrates her lifestory, is also of interest. It happens that health and
the conscious literary mediation on it, is a typical theme in late- and post-
Soviet women’s literature. This tradition, as well as its implications, will
now be addressed.

There has been a historical interest in more typical “women’s
literature”, by which I mean to include the pejoratively understood
“damckuil/women’s” writing, on the motif of the mother and her children.
This focus on maternity, as the primary role and interest of the female
author, is linked with the popularity and association of lifewriting with
women writers. Most typically concerned with the workings of the family,
children, and quotidian, the subject of maternal health, as well as the
general health of the writer, was broached in relation to these topics.
Often steeped in sentimentality, most accounts from the turn of the

century until the 1960’s approached health in this manner. In the Thaw
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period, and most obviously with the publication of Petrushevskaia (1938-)
and the writing of Grekova (1907-2002), health became a different marker
in modern Soviet prose. Women writers, such as Petrushevskaia, began to
focus on the poor health of their female characters as a sociological and
cultural damnation. Whether representing poor maternal health due to
shortages or abominable health care, or forays into explaining and
showing women’s rising alcoholism, the darker side of women’s health was
uncovered. Though it does not appear in her
Asmobuoepagusn/Autobiography—there is a comment concerning her
ability to make hooch eight ways as a schoolgirl444—alcoholism is, in fact, a
theme that runs throughout JT0606v 6 pe3onosvix nepuamxax /Love in
Rubber Gloves.

Alcoholism or consumption to excess is noted on many occasions in
JI0b08b 8 pe3oHosbix nepuamxkax /Love in Rubber Gloves, though
predominantly in reference to male drunkenness. This is also
commensurate with a new openness in women’s writing; the openness to
confront issues that were affecting domestic and interpersonal affairs,
such as high rates of alcoholism. This drinking is often referenced as an
social activity, but also is used as a descriptor of assignations; for example,
conversation on 20.6-21 is called “ITvsinble pazeosopst/drunken
conversation”, while an excerpt from 49.3 is called “mpesenie/sober”,
specifically. At times, the drinking or drink is referenced explicitly, as in

the following excerpt:

4 Gorlanova 17
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— Henenosauusiit CoH-O6;10MOB mpHIies Ha apOy3HUK BECh B
3Be3/ax. JleTu MesioM Ha cKaMeliKe HapUCOBaJIH, a OH ceJl. Hy u Ha
€ro IIMPOKOIKPAHHOU 33JIHHUIIE MHOTO 3Be37] moMecTuyiock! bob
COCUHMTAJI — HE MIOMHIO, Y?K CKOJIbKO TaM ObLIIO, HO Ha OYTHLIIKE
KOHbsKa Y Boba cTOJIbKO Ke 3Be3710UeK 0Ka3aynoch. Halio CI03KUTh,
Ha710, TOBOPUJIA OHH, YXO/is B 3alIKadbe KOPUI0pa ¢ OYTHLIIKOM. .
(Kama, 1968 r.) / The never-been-kissed-Dream-Oblomov went to
an event, covered in stars. Kids with chalk had drawn all over a
bench, and he’d sat on it. And on his wide canvas many stars had
found room to shine! Bob counted, I don’t remember how many
there were, but a cognac bottle Bob had owned showed the same
number of stars. They said they have to count all the stars together,
disappearing behind the wardrobe in the hall... 445
This casual type of reference is common, and also, interestingly, shows
consistency throughout the years and decades (the aforementioned
‘drunken conversation’ from 1992 differs little from that mentioned in
1968, or beyond). Sometimes, the drinking or drunkenness moves the
“plot”, explaining how or why something happened, for example: “— A He
cuikoM v Tpe3Bo Kama mctusia bBoOy 3a ero nbsiHy1o 3a06IBUNBOCTD?
ATOT rpaH/IN03HBIN IeHb poxkeHuA boba ¢ BpyueHueMm opzeHa JloH
JKyaHna BTOpOI cTeneHu... Bee ske oHa pacmucasia o MUHyTaM: Ha
copokoBoi MmuHyTe 1{apeB /1omkeH ObITh MepTBeNKH MbsH... (H.I'., 1980
r.) / Was it not too soberly that Kapa took revenge on Bob for his drunken
oblivion? That grandiose birthday of Bob’s, when she gave Bob an Order
of Don Juan, of the Second Degree... Nevertheless, it was everything she
predicted (and penned): by the fortieth minute Tsarev had to be dead

drunk... 7446, This kind of comment is less common than the

aforementioned. On other occasions, drunkenness is related to more

5 Gorlanova 25.2
6 Gorlanova 35.1
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generalized statements, concerning life or the state of people in general,

not unlike the “bar-room philosophy” already discussed (page 66).

Beyond the reference to alcohol found in these examples (and those found
on 19, 20, 29, 41, 46, 48), an example that uses alcohol abuse as a
reference might also include hints at the name of the chapter /Io606b 6
pe3oHo8bix nepuamxax /Love in Rubber Gloves. In a bout of “ITbsiHbie
pasroBopsi/drunken conversation”, the talk moves towards our familiar
theme of the KGB, and also a telling discussion of contemporary society
that blends the emerging prominence of sexual commentary and stories
with openness about the more negative aspects of 1990’s, just post-Soviet
society:

— Crpannble BbI, pebsaTa! Crosbko jetT: KI'b ga KI'b... A 310 He
camoe cTparnrHoe. Bot koryia 3a TO60# HUKTO He CJIEUT, He
HWHTEpeCyeTcs... TYT B3BOeIIb! X0Th YTO TBOPH. PaHbIlle MHOIO XOTb
MIJIHIUS HHTEpeCcOBaslach — paboTaTh 3aCTaBJIsAIN, TO-CE, a
ceilyac, Kak Havasach MepecTpoiKa... HUKTO He CIIPAIIuBaeT...
BriBas1o, BBIN/IEh HA 0O0YMHY TOPOTH, IIPEJIOKHUIITL CBOE
OpeHHOEe TeJI0 KOMY-HHUOYZIb — 1 Pa3roOBOP Ha BCI0O HOUb 00ECITeU€eH.
Pycckuii Takoi, o aymawm... A cetiuac Bce CITN/Ia 6osres. [ Tyt k
Bo0y 3a1wia B KOHTOPY — OHU O0CY’K/IaI0T, Ky/1a BJIOXKUTH CBOU
KanuTasbl, 071! B mopTBeliH, TOBOPIO, KAaK HanboJiee KOPOTKUI
criocob nepekavyku (pu3uIecKoro B AyXoBHOE... [shortened] / - It’s a
queer thing, guys! How many years of the KGB, the KGB... This is
not the most horrible. When there is no one to shadow, no one
interested in you... this is when you howl! Doesn’t matter what you
do. Before that, at least the militia was interested— forced to work
at this and that, and now with the start of perestroika...no one even
asks... It used to be, you’d go out to the edge of the curb, offer your
perishable body to someone or another, and a night of conversation
would be provided. Such Russian conversation, from the soul... But
then AIDS scared everyone. So I went recently to Boris’ office—
there they just discuss where to invest their money, ha! It’s like
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port, I say, it’s the fastest method to destill the material into the
spiritual.447

The mention of AIDS allows for us to understand “love in rubber gloves” as
condoms. On 24.3, this seems to be somewhat corroborated, though the
excerpt predates AIDS per se, as Kapa links love and rubber gloves in
conversation with Liudmila: “~-Huxkorzga s Tak ero He y1ro0mia, Kak BO
BpeMs apOy3HHKa, KOT/[a PyKU ObLIH CTAHYTH PE3UHOBBIMH
nepuarkamu! (Kana-JIrogmuia, 1970 r.) / -1 never loved him like that, as
much as I did love him at the time, when hands were sheathed in rubber
gloves! (Kapa to Liudmila, 1970)”. Chetverpalna also subtly maintains this
connection: — Korzaa cHsiyim mepuatku, s cripocuia Kamy: “MoKHO K Tebe
HoueBaTh?” “MaMouKa, ThI JKe y Hac 00IIeCTBEHHBIN Oy/IMIbHUK, a Yepe3
IISITh YaCOB KaK OOIeXUTHe BCTaHeT Ha MeauinHy?” Hy, roBopro, Toraa,
Bob6, mb1 toBepsiem Tebe keHImmuH!.. Kamy u /lyHeuky.. (UeTBepnaiHa,
1968 1.)” / Everyone removed their gloves and I asked Kapa, “May I spend
the night?” “Oh, but mama, you are a communal alarm clock, and in five
hours how will the dormitory wake up without you for the military medical
class?” Well, in this case, Bob, we entrust the women to you! [He’ll be the
alarm clock] ... Kapa and Dunechka. (Cherverpalna, 1968)”448, This
reference also occurs within a cluster of 4 sexual-romantic citations, to
further this inference449. Rubber gloves are also used to denote safety of

another kind, safety from persecution by authorities. From Dunechka’s

4" Gorlanova 20.5
8 Gorlanova 27.4
9 Gorlanova 27/28
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diary, we find the following passage, connecting explicitly rubber gloves
with political agitation campaigns and untraceable glue from Golovono :
“Hajto 11 3auChIBaTh, IOUEMY MbI BBIITyCKAJIN CTEHTA3€TY B
PE3UHOBBIX IlepuaTKax? BoT y ByHnHa Bech MOJI yChITIaH MEPTBBIMU
30JI0THIMH ITYeJIaMU, ¥ HUUero He pa3:keBbiBaercs. Ho Kana
mrcajia KypcoByr0 — HaC 3aMyJusIa BOIIPOCAMU: TIOUEMY ITUEJThI?
Tak 1 oJIyyuTed: moueMy pe3uHOBBIe lepuaTKu B 68-Mm roay? Jla
IIOTOMY YTO HAIIIA JIeKAHIIIA IOHU/IET /IO OTIEYATKOB MAJIBIEB, TO
€CTb 10 CHATHs OHBIX ¢ raseTsl.. (113 qHeBHUKA JlyHeukH, 1968 1.) /
“If you must write it down, why publish the newsletters in rubber
gloves? There’s a Bunin’s story, a floor strewn with bees, where
nothing is explained. But Kapa wrote a course-project on it—she
tortured us with questions: why bees? That, and why the rubber
gloves in ‘68? Because our dean would go as far as to fingerprint us,
that is to say, to take our fingerprints off the newspaper...” (From
Dunechka’s journal, 1968)450
Beyond rubber gloves as an innuendo or a symbol, they also remind us of
our theme of hospitals, women’s health, and the new tradition focusing on
the medical trials of their contemporaries begun by women writers.
Sociologically, this was a reflection on the previously ignored, physical
conditions to which Soviet (and early post-Soviet) women were submitted.
Perestroika “opened the floodgates as female authors envisioned the state
unflatteringly neglecting women or countenancing violence against them”,
argues Benjamin Sutcliffe45!. The neglect, willful and also infrastructural,
of women “in post-1985 works frequently involved the much maligned

medical system. Indifference toward women within the hospital topos

underscored humiliation and loss of agency in everyday life”452.

40 Gorlanova 21.3
1 Sutcliffe PoL 84
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This focus on the hospital as setting and the medical crisis as
subject matter was not purely sociological or reflective of the life-
experiences of the writers, but also a psychological method. Though a
“new” trend in Russian/Soviet literature, this is not one without precedent,
though one must search the male tradition of literature to find them. In
addition to fulfilling some of the requirements of typical “feminine”
lifewriting, such analytical and unflinching descriptions of the medical and
corporeal concerns of everyday life owe a debt (or a sisterly camaraderie?)
to the documentary-style writing of survivors such as Solzhenitsyn (1918-
2008). Indicating the importance of the minutiae of a day, marked by
lapsed humanity and desperate want for personal needs, this type of
documentary writing also privileged the importance of 6btm/everyday life
(even if it also hinted at the sanctity of 6stmue/objective reality in a way
contemporary women’s examples rarely do453). Ginzburg (1902-1990) and
Mandelshtam (1899-1980) penned such works as well, though often with
less focus on the details of physical burden of imprisonment or living
under the weight of abysmal everyday life, and with the overarching focus
on documenting and memorializing their husbands. In addition, Elisabeth
Skomp argues the New Amazon’s writing presented “a feminized variant of
the subgenre of hospital fiction that canonical male writer such as
Chekhov and Solzhenitsyn composed, [in which] female writers delineate

uncertainty and instability through their use of the hospital

**3 I this statement, I do not include nor reference the same type of writing by Solzhenitsyn’s
female contemporaries, such as Ginzburg, I refer to the contemporary women fiction writers that
make up the broad subject of this dissertation.
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environment”454, She gives Gorlanova’s story of childbirth, bodily pain
and the slippage of maternal control, “Victopus ozepa Becénero/The Story
of Lake Cheerful”, as an example. In the contemporary fiction scene,
Sutcliffe suggests Petrushevskaia as a prime example of this writing.
Linking her novellas, for example Manrenvkas eposnas (Little Terrible,
1998), with Solzhenitsyn’s writing (B xpyee nepeom /The First Circle,
1968 abroad), he traces the conception of both hospitals “as the nadir of
degradation”/ a “tortuous realm of hell”455.

The forced communality (a well-tread trope of Soviet life) of the
hospital also links the medical with the penal system. Through a
metaphor suggesting that the entire USSR was a vast labor camp, Sutcliffe
offers a feminized metaphor that the entire nation was a
KommyHaaka/communal apartment. Drawing on these similarities, he
argues “the hospital ward is another, even less pleasant feminized locus
where time and space intersect through crises and forced interaction with
strangers” and everything is alert to 66tm/everyday life. Goscilo continues
to argue that both the camp and medical systems divest the
patient/incarcerated from their individuality (I would maintain, through
diagnosis and institutional practice, such as numbering patients) and “the
autonomy traditionally paired with masculine roles”456. In both the prison
cell and the hospital ward, space is replaced by a 6bim/everyday life

defined by its lack of scope; “as in the communal apartment, scale

>4 Skomp 92
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matters”457. Beyond this, the lack of control that is central to most
hospital/illness stories is underscored by the lack of control one has over
their ill body. The “corporeality of control defines and limits personal
autonomy”, and recalls the biased set of controls that Stalinism applied to
women through the body (such as the illegality of abortion or the
classification of lesbianism as a mental disorder)458. Reading Kristeva’s
theories of the abject further links this experience with women’s
experience. Such an interest can be seen in examples like this:

— W peansl — 3TO jiydiiee pBOTHOE CpeCcTBO. Eciy HaZlo IPOMBITH
JKeJIyJIOK — MPUHOCAT U/IE€ATbI, YeJI0BEeKa pBeT. 111 BHyTpb,
BHYTPHUBEHHO... HO MOKeT MpUBbIKaHUE BOBHUKHYTD, KaK K
HapKOTHKY. Eci K uieasiaM BO3HUKJIO IIPUBBIKAHUE, TO HHBIX
OTXOJTHAK ObeT 6e3 umeasnos... (I'pe3ka, 1992 r.) / Ideals — they are
the best emetic. If you have to bathe the stomach — emetics are
brought and men vomit. Or from inside, intravenously... but
dependence can originate from it, like with narcotics. If
dependence develops, they really suffer; addicts without ideals.459

A repeated example of the abject is found in Gorlanova’s use of the word
“naBo3/manure” (or shit), as in the following example:

[...]— I'peska, y TebOs1 3TO CrIenuagbHO?

— Yro?

— Kodrra HauzHaHKy. I[loMHIO: B ieTcTBe 6a0yIIKa yunia: eciau B
Jiecy 3a0JIyIUIbCS, HAJIO IIaThe ITEPE0IETh HAaU3HAHKY, UTOOBI
HAWUTHU JOPOTY...

— 3HauwuT, BbI [yMaeTe, u4To 5 3a0JIy/IUIach B 3JKU3HU? A BBl HE
3a0JIyIUJTHUCh — TTOJCTUIIASICH?

— Yro?

— HaBo3oM J1o:kach noj, cjieAyioniue moKoJaeHua? JTo
caMoe UTO HH Ha ecTh 3a0JIyK/IeH1€e, COBETCKOE, OIISTh JKUTh PaJik

7 Sutcliffe PoL 43

8 Sutcliffe PoL 44. Not to imply that these problems disappeared after the legalization of these
states. In fact, this is hardly the case, and the continued use of these motifs in the literature post-
Krushchev reforms shows the reader that the confines of feminized byt still “continue to make
women the victims of their own bodies”, as Sutcliffe offers (44).

*% Gorlanova 56.4
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CBETJIOTO OyIyIero... Y Bac BaJIOKOPAUHYUK ecTh? JlaiiTe, s
BBITIBIO... /Ia He KaIUIAMU, a Bce. (Pa3roBop, 1992 r.)460

[...] — Grezka, did you do this on purpose?

- What?

- Your blouse is on inside out. I remember what my grandmother
taught me as a child: if you lose yourself in the forest, you have to
turn your dress inside out to find your way back...

-You mean, I presume, that I've lost my way in life? As if you
haven’t gone astray? [acting promiscuously]

-What?

-Laying like the shit that lies underneath the next generation? This
is the purest delusion, a soviet one, one that tells us to live for the
bright future... Do you have any valerian? Give it to me, I'll drink
it...not a few drops, all of it. (Conversation, 1992)

— I'peska, s BOT TYT AyMaJia: a MOKET JIK OBITh CYACTJIMBO HAIIle
IOKoJIeHre 0e300KHUKOB? Bunmo, Halle mokoJieHue oyaer
HaBO30M JIJIf APYTUX MOKOJEHUH. MBI y3Ke caMU [TO3THO
MPUIIUTA K Bepe... YTo K, IMyCcTh TOPAO peeT 3HaMsI HaBo3a!
(H.I'. 1992 1.) / -Grezka, I've been thinking recently, were we lucky
to be a generation of atheists? It’s obvious that our generation will
be manure for the next. We were still late to come to faith...That we
might proudly fly the flag of shit! (N.G., 1992)46t
This also interestingly links the hospital/poor health writing of Russian
women writers with the peripheral camp/prison system and peripheral
experience. This lack of control and negativity, linked with scatological
symbolism and overt physicality, is the experience of the disempowered
and peripheral.
An increased interest in the bodily and the functions of the body
that were hidden from view in the past were highlighted during

perestroika. Petrushevskaia and others women’s prose reacted to the “new

freedom of the press [that] also led to a dramatic increase in sexual

%0 Gorlanova 31.1
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exploitation of women’s bodies in advertising and pornography”, as well as
increase in the physical abuse of women'’s sexualized bodies through sex
trafficking. Sutcliffe argues that this rendered the past heroines of
Baranskaia (1908-2004) and Grekova’s style of prose “invisible as readers
reoriented their image of women previously seen as full (if flawed)
participants in society, women in the late 1980’s became linked to a small
number of unfulfilling roles”462. Into this context, new writing from
women emerged, and “three literary trends shaped the reinvention of
women’s prose”463. I would argue that the emergence of increasingly
marginalized and restrictive roles for women was countered by the
emergence of fiction whose heroines were nothing like the narrowly
defined and idealized sexually objectified women of the late- and early
post-Soviet period. Both physically set apart, placed within institutions,
they were further othered by their total lack of artifice, sexual “desirability”
and distance from typical feminine subjectivity. Their dependence on
masculinist time and lack of agency were hyperinflated in these stories,
monstrously reflecting depressing realities that women were experiencing
in everyday life and on everyday scale. Further, this concentration on the
bodily must also be viewed in context of the rocky reemergence of
ovim/everday life prose. For example, “while [many] female authors’ main
concerns derived from the topics of Trifonov (1925-1981), Baranskaia, and

Grekova,” provincial writers did often focus more on traditional and

62 gutcliffe PoL 92
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“village” ways of life. The influence of dpyzas npoaa, “a catchall term
applied to innovative fiction that distinguished itself from the legacies of
socialist realism as well as 6vtm and country prose”464 in the 1980’s.
Petrushevskaia and Tolstaia (1951-) are notorious exemplars. This
literature was marked by a “lack of pathos and [a] skeptical approach to
verisimilitude...[and] refused to honor stereotypes created by previous
authors, challenged the hypocritical standards of Soviet morality, and
pursued stylistic innovation. Critics later applied these attributes to
women’s prose through the age-old principle of guilt by association,
considering it a subset of alternative prose”4s.

This fixation on health and description of the female or maternal
body also has roots in the branch of French feminism best understood
through the works of Kristeva (emphasizing the psychological import of
the body) and Cixous (emphasizing the importance of the body to
literature). Undermining the western-feminist preoccupation with
“sameness”, these authors explicitly dwelt on the difference(s) between
men and women by privileging the physical body. This sexuate and
maternal body is then extended as the defining motivation for and as a
symbol of this difference4%¢. In some ways, this is also a strategy which
can be identified in the shockingly direct and gendered Russian prose that
speaks of /through the female body. A similar method of boldly

demarcating, instead of obfuscating, the lines defining difference between

6% sutcliffe PoL 93
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%66 See: Cixous, Helene Writing Difference, Susan Sellers, ed. (St. Martin’s: N'Y, 1988) passim.
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men and women, can be read into the detailed descriptions of entirely
(traditionally) desexualized bodies of women in specifically gynocentric
situations: women’s sexual experience, the abortion clinic, the maternity
ward, the women’s prison, the women’s hospital. In contrast, the rampant
(often coerced, unfulfilling or unwilling) sexual experience of women was
no longer unnamed or unrecognized, but instead foregrounded as
common subject matter. Goscilo notes that gynocentric fiction is “the site
of psychological revelations, critical turning-points, and opportunities for
self-knowledge”467. Women’s anthologies, both those from the center and
the periphery, also made clear this sense of difference; “women’s
anthologies added a key sense of alterity to the documentary style marking
most of their content”; some “made this otherness explicit”, explaining it
in their frontmatter468. Indeed, unlike previous eras, “ascribing difference
to women’s writing was a key distinction between perestroika authors,
who recognized and often asserted their otherness4%9”. This is the logic
which allows for the term scerckan nposa/women’s prose used, not only
as the most common designation, but as what Adlam sees as a unifying
term that demarcates the following shared characteristics: internal traits
(“questioning realism, identity formation...textual transgression”) and a
difficulty being published. Sutcliffe expands this definition, seeing

women’s prose as “writing by women, who often (but not always) focus on
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female lives, which differ from men’s lives”470. This alterity is a key to the
definition of a women’s prose movement or collective, and it is, for better
or worse, emphasized by writing the experiential difference of the male
and female bodies through both bodily experience or through detailing
women’s everyday lives.

Gorlanova has, in fact, penned several short stories which deal
overtly and explicitly with the conditions and experiences of the late- and
early post-Soviet female body. These focus primarily on maternity wards
and hospitals for women patients. In these, Gorlanova chooses to critique
the medical system, as Sutcliffe describes it, “through the sardonic lens of
irony”47t. Beyond stand-alone stories, Gorlanova relates
hospital/maternity ward experiences that focus specifically on the female
characters (of herself, in Aemob6uoepagusn/Autobiography) and residents
of Perm’, in /Tto608b 8 pe3oHoswvix nepuamxax /Love in Rubber Gloves.
As previously discussed, Gorlanova sets her entire autobiography against
the backdrop of poor health, creating for herself strict boundaries of what
was possible and what was disallowed by her poor health, focusing as
much on an alternative fictional autobiography as her ‘real’ life. In her
discussion of health and maternal health she avoids this trope, with the
notable exception of a potential/assumed maternal death on 43-44, which

is discussed at length in a later portion of analysis. Typically, references

470 Suteliffe PoL 95
41 Suteliffe PoL 85
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are to hospitals as a setting, for example on pages 31.2, 33.1, or sometimes
to illnesses:

— A 5 cerojiHs BHeJIa HaIlly KyPHOCYIO, KaK CMEPTb, IEKAHIITy 1 He
y3HaJ1a ee!

— Yro, I'pe3ka, OHa TaK U3MEHUJIACH?

— Her. {I Tak uamenmiach. Ckirepo3s. OHa nepBas
mo3aopoBasack.”’[shortened] /

-“Today I saw our snub-nose dekansha [female dean] looking like
death - I didn’t recognize her!

-What, Grezka, is she much changed?

-No. I changed. Scoliosis. She was the first to say hello....”472

— Bor BuuTe: cbia Jlapucku 60JI€H CAJIbMOHEJLJIE30M 1 BHYK
I'emmiesntb Toxke. 1lepen caibMOHe I€30M BCe MbI paBHBIL... Kucible y
HAC B cajly HbIHYE sI0JIOKU YPOJIHJICh — UMH TOJIBKO KOCBIX
IIPABUTh, KaK TOBOPUT Oa0OyIIKa... A TO OBI YK S OTHECJIa B
6ospHUIY K JIapucke... (Kama, 1968 1.) / See here, Lariska’s kid is
sick with salmonella and Gempel’s grandson as well. In the grip of
illness we're all equals... We have sour apples in our garden this
year, and they’re really only good for treating cross-eyes my
grandmother says... Otherwise I would bring some to the hospital
for Lariska...(Kapa, 1968).”473

On occasion, these references to illness form text-chains, of repeated
words or motifs. For example, the following set of citations occurs on page
48, and notice the overt connection of 6s1m /everyday life with the trials of
the routine of ill health:

— YyTh OH HE yIIaJI B OTKPBITHIH JIIOK U HE MOKET YCIIOKOUTbHCS:
“Kro ObI MeHs TaM yecan?” 3aueM uecath? /la aumares, HaM B
0OJIBHUIIE ITPOKOJIOJIN OJTHAK/IBI 32 MECAI] MIJIJIMOH PAa3HBIX
AHTUOUOTUKOB... OH Teleph YellleTcsi, BECh B KOpocTax. fI
HOYaMHU He CIUTI0. [[MMOuKy nmouechiBao... (UerBepnaina, 1980r.) /
-He almost fell into the hatch and couldn’t calm down: “Who would
scratch me there? Why a scratch? Diathesis, we had a lot of
injections in the hospital and a million different antibiotics in a
month ... Now he scratches himself, there’s already a scab. I don’t

42 Gorlanova 30.6
43 Gorlanova 34.1
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sleep all night. Scratch-Dimochka does, now and then....
(Chetverpalna, 1980).

— Tp1, MaTh, MycOp KakoHi-TO cobupaemis! IIpu ueMm TyT KOPOCTHI,
a? BOT MocMOTpH: y MEHA TO3Ke KOPOCTHhI, IIcopHa3s. ITa
moxoska Ha AHHy Illepep, a 9Ta — MajieHbKast — Ha TOTIOP
PackosipaukoBa? Hy 1 uto?! Kak ObI 1 HU ITHJIa, KaK ObI HU
CYKaJI0Ch KOJIMYECTBO MBICJIEH BO MHE, BCE PABHO 3Ta YaCTh
IIEPETATUBAET BCE KOPOCTHI, BECh 3TOT OBIT rOJIOIHEIN... (I'pe3ka,
1992 1.) / You have collected so much garbage, mom! And what
does this have to do with scabs, hmm? Look, I have some scabs too,
psoriasis. This looks like Anna Shearer, and this one —the little
one—like Raskolnikov’s axe? Well what do we make of that?! No
matter how I drink I can’t taper off the number of thoughts I have,
all of these scabs are outweighed by this hungry everyday life...
(Grezka, 1992)474

Pregnancy is also mentioned in passing on several occasions,

typically when summer or the exams are discussed, for example, on pages

49.4 and 50.5. The cycle of ‘N.G.’s commentary at the end of the text, from

page 66-69, also ends on a note concerning maternity and health concerns

(if metaphorical). The citation is too long to quote in full, but the following

excerpts, in the order they appear in the text, show these tendencies:

Ha Tenerpade Bciofy BajsioTcss MepTBbIe MbIiti. Hamo ju
00OBSACHSATD, YTO MPOIITyMeJsia KAMIIAHUSA C BeJIpAMU U KPUKAMMU:
“Nesunpernua — matb mopaaka’? [...] / Dead mice lay
everywhere in the telegraph. Is there any need to explain that a
campaign took place, with buckets and noisy cries, “Disinfection is
the mother of order”?

- ... YacaMH JIe;Ky Ha MTOJIKax uniuinkaropa KysHerosa!
[...] / Ilay for hours on a sheet of needles475! [...]

- fI x poguHKy cBeJal

Omna cBeJjia pOANHKY ¢ KOHUMKA HOCA, HO B MOEM-TO
CO3HAHUM 3TA POAVHKA OCTAJIaCh HABEKU — ee Y»Ke He BbIBE/IEIb
HuyeM. O yeMm oHa?.. Uro mpucaars? Bort uro: curaper!

-KypuTh cTaHOBUTCA HeE 110 KapMaHY - HaZl0 O6pocaTh!

% Gorlanova 48. 3 and 48.4, respectively.
“”> The “ipplikator Kuznetsova” [a sheet of needles used for therapeutic treatment].
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-YeTBepnajiHa, HO U ’KUTh He TI0 KapMaHy - TO3Ke OpocaTh?
A MOXOPOHBI, 3HAEIIb, KAKHUE {OPOTHE...

-Eciiu ceppe3Ho orosiojiaere, Thl MHE THUIIH...3BOHH. .

-JIajiHO, €CJIHM T0JIOC IMPOIAJIET, OCIA0OHY TaK, TO OYyy
HOTI'TEM IIapanaTth MeMOpaHY - Thl IIOUMeIb? [...] /

- I got rid of my birthmark!

She removed the birthmark to the tip of her nose, but to my
mind that birthmark goes on forever —it can’t be removed. What is
she on about?..What to send her? Ah, cigarettes!

-Smoking is too expensive — you have to quit!

-Chetverpalna, should we quit life as well, if it’s too much for
my pocketbook? A funeral is also quite expensive...

-If you are seriously starving, you write me...call me...

-Okay, if hunger strikes, weakens me so that I can’t speak,
then I'll scratch the telephone with my nails, but will you
understand? [...]

[last paragraph of text:]

Hetu! ®unocodsr! [Tomorure mae! (MKam — momoryT,
ckazasa 061 ['peska). Kakoii sxe BBIXOJT U3 BCero 3Toro? Jletu
CMOTPAT MyJIbTGUIBMBI ITpo muesy Maiito. "[Ipommai, MmaseHbKast
JmyuHKa!" — roBopUT KTO-TO TaM. [Iporaii, Hale JTUIHHOYHOE
cocrosiHue! Bee He Tak yx mw10xo! KoMmmyHucTHYeCKasA Ue0JIoTH,
HauynHasi OT YepHBIIIIEBCKOTO U KOHYAsI HAITUMU JHAMU, POIUIIA
He TOJIbKO PaxmMeToBa, HO 1 BOT — umuinkatop Kysnenosa! O He
MoOT ObI TOSIBUTHCA, He OyZib PaxMeTOoBa ¢ ero MpUBBIYKOM CIIaTh Ha
reo3zsax! Ha urosakax unmuinkaropa Kysnenosa yacamu jiexxat
OBIBIIIIIE KOMCOMOJIbCKUE JIU/IEPHI, HO HUKTO HE 3aIPEIaeT He
OBIBIIIIM TOKE JIEYUTHCA... Bee He Tak yxk 1oxo. I'pe3ka
BBLJICUUTCA OT aJIKOIrOJIU3Ma... /ety Hatu BoIpactyT. TOJABKO
BOT HA YJIMIIAX COBCEM HET 0epeMEeHHBIX KEHIIUH, a TaK
ObI BCe He coBceM I10x0... (H.T'.) /

Children! Philosophers! Help me! (Wait — of course they’ll
help Grezka.) Where is the exit from all of this? The children are
watching a cartoon about Maia, the bee. “Goodbye, little maggot!”
someone said, over there. Goodbye, our larval state! Everything
isn’t so bad! The Communist ideology that began with
Cherneshevskii and ended in our day produced not only Rakhmetov
but also— the ipplikator Kuznetsova! It couldn’t have appeared
without Rakhmetov and his habit of sleeping on nails! The ex-
Comsomol leader lay for hours on the nails of that ipplikator
Kuznetsova, so no one forbade the others [still active in the
Comsomol]... Everything isn’t so bad. Grezka will recover from
alcoholism... Our kids will grow up. Only on the streets are there no
pregnant women, though this isn’t all bad... (N.G.)
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These excerpts contain several notable elements, the first being a slogan
that is slightly modified — “/Iesundexnus — math nopsizika / Disinfectant
is the mother of order”476, instead of the famous slogan of the anarchists,
“Anapxus - matb nopsaaka / Anarchy is the mother of order”. Also, there is
a reference to Grezka’s alcoholism, as well as a cryptic commentary on
maternity in Perm’: “/IeTu Hamu BerpactyT. ToJIbKO BOT Ha YJIMIIaX COBCEM
HeT OepeMeHHBIX KEHIIIH, a TaK ObI Bce He COBCEeM ILI0XO... / Our kids will
grow up. Only on the streets are there no pregnant women, but this isn’t
all bad...”477 This dark commentary serves to introduce Gorlanova’s
stories which focused on maternal experience478 as well 6vim/everyday life
marked by shortages, privation and neglect, and which convey the
hallmarks of uepryxa/gallows humour. This word conveys a black or
gallows humour, and grisly stories. Mark Lipovetskii (1964-) has argued
that this type of literature stemmed from a journalistic approach to
writing, “which depicts an extreme image of 6b1m/everyday life that
contains recognizable types (e.g. abused prostitute, impoverished
mother)”, combining what Sutcliffe calls “Baranskaia’s and Grekova’s
legitimation of women in Soviet prose with shocking depictions of the
violence and hopelessness comprising the reality of this “typical”
group”479. Here, the female body and the actions that mark the female
body, I aver, are never far from this writing. Nor are the clichés of

gendered experience (note the options offered, debased whore or suffering

*"% Gorlanova 66

*""Gorlanova 69

“78 je. “The Story of Lake Jolly”.
479 Sutcliffe PoL 96
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mother). The everyday life and how its shortages and pains inscribe
themselves on the typical female body is highlighted in the image of the
abused prostitute or the impoverished mother. Emphasis on typicality
and 6uim/everyday life was linked, in the uncertainty of perestroika and
the collapse of the USSR, with crisis48¢ and the comparative freedom of
expression allowed for 6vtm/everyday life to be highlighted and discussed.
For Ulitskaia (1943-), who has enjoyed remarkable success post 1991, this
has translated into an “engagement with history, reduced idealism, and a
focus on the body as locus of trauma”48:. Repeated quotations that
concern maternity and hospital stays highlight the artificiality of these
comments, or at least their recurring inclusion in the text. Helena Goscilo
observes the connections between the camp/gulag systems and the
hospital structure in Soviet times. As noted, she feels that imprisonment
and hospitalization both center themselves on strict dependence on
measured time and small tasks. This focus on the control of time, its rigid
management and institutionalization, is a grotesque form of “masculine”
logical time. This form of regimented time exists in direct contrast to the
cyclical, amorphous and changing that is associated with “feminine” time,
as well as the scattered atemporality of both women’s lifewriting as well as
Gorlanova’s Aemobuozpagus/Autobiography and J/I10606b 8 pe3oroswvlx
nepuamxax /Love in Rubber Gloves. The repetitions that thread

throughout the text also provide a sense of control and domination for a

“80 Sutcliffe PoL 98
8L Sutcliffe PoL 134
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seemingly random text. Examples of edited and repeated text, such as
hospital and maternity examples, relativize temporality and challenge
typical chronology whilst highlighting new motifs and themes of women’s
writing.

Women writers, through their new emphasis on openly discussing
the body and not using 6wtm/everyday life as “proxy for open discussions
of women’s issues”, instead used 6wb1m/everyday life as an end in itself and
“appropriated the era’s emphasis on exposure, negation and systematic
critique to challenge gender roles”482, Russian culture staunchly
associates, or “binds the physical to the feminine”483, ensuring the
preeminence of the body in all but the most esoteric of feminist literary
discourse. Tat’iana Meleshko has noted that, as part of the eight common
traits of Russian women’s contemporary prose, a focus on the female body
as a theme reflecting women’s problems in society and an opposition
between male and female are represented, whilst avoiding what is seen as
the Western, second-wave preoccupation with “the purpose of women’s
prose”484. She notes, specifically, the clichés of “perestroika criticism
when identifying women’s prose as a similar accretion of details,
characters, and patterns...suggest[ing] independent women [writers] who
were aware of gendered oppression yet did not espouse the feminist
rhetoric that is anathema to most [Russian] authors”485. In this variation,

Russian women writers diverge theoretically from the French theorist

482 gutcliffe PoL 98

83 gutcliffe PoL 117
8 sutcliffe PoL 115
“8 Sutcliffe PoL 116
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Cixous, with her emphasis on actively creating a new way of writing for
women. Devoid of (stated) feminist intention, the outcome of these
changes might be different. But, in practice this difference is less explicit,
as the output is, arguably, the same. Out of uepnyxa/gallows humour,
dpyeaas nposa/ “other” (dark) prose and segments of scencrkas
aumepamypa/women’s literature have emerged new styles of writing and
innovative stories that reflect changing modes of women’s representation.
Broadly, of course, the apex of self-representation is lifewriting.
Stanton argues that “every autobiography assumes and reworks literary
conventions for writing and reading. And its texture is ultimately
determined by the way in which meaning can be signified in a particular
discursive context, an (ideo)logical boundary that always already confines
the speaking subject”486. Stanton further adds that “the female “I” was
thus not simply a texture woven of various selves; its threads, its lifelines,
came from and extended to others. By that token, this “I” represented a
denial of a notion essential to the phallogocentric order: the totalized self-
contained subject present-to-itself...because of women’s different status in
the symbolic order, autogynography... dramatized the fundamental alterity
and non-presence of the subject, even as it asserts itself discursively and
strives toward an always impossible self-possession. This gendered
narrative involved a different plotting and configuration of the split

subject”487. Beyond Stanton’s concerns, Kristeva’s notion of woman as

%8 Gorlanova 135
“87 Stanton 140
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“unnameable”, previously discussed, as well as Irigaray and Cixous’
notions of gendered writing and the writing of experientially different
lives, link with the process of writing oneself as a woman; this allows for
writing a woman’s experiences, in a language which is dominated at the
grammatical and the canonical level by masculinist logic. One way with
which Gorlanova destabilizes this foreign language is via unstable naming.
Her choice to format the voices of literary Perm’ as quotations allows for
acceptance of what appear to be “multiple autobiographical narrators”,
who dictate in small doses, their experiences of Perm’. Some narrators
seem to have “no particular interest in negotiating the narrative in a
helpful manner,”488 and Gorlanova seems to enjoy this caprice. The
Gorlanova who writes her autobiography for us is assumedly the same
authorial “N.G.” who authors comments within and whose writing frames
the rest of the story. There are some concerns about this assumption.
Stanton outlines her struggle with believing and analyzing the
autobiographical, female “I”:
The name of the female author has consistently generated restricted
and distorted readings, when her texts were not, as
autogynographies had been, simply banned from consideration; in
that sense, Foucault was right, although he never spoke of women,
because of that gender-bound discursive situation [it is required to]
privilege and promote the female signature, make it visible and
prominent, or else endure and insure more of the phallocentric
same...[but] a signature could always be counterfeit. Given that
uncertainty, [one] could take the signature at its face value and
promote, with Peggy Kamuf and Mary Jacobus, Derridean and
Kristevan notions of the “feminine” as a modality open to both men

and women [but this may involve] recourse to abstract and
essentialist predefinitions, rather than the heuristic exploration of

%88 Galloway 326
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sexual/textual differences. Even less satisfactory as a solution,
however, was a return to Lejeune’s pact and to policing a reader
who could purportedly confirm anatomical truth...[so, this] text
would leave an unresolved contradiction. But why not?489
Stanton notes that, as of the time of her essay, she believed that
“contradictions were emblematic of broad discursive problems [and] at the
very least [she] should clearly mark the contradiction in [her] text—no less
overtly than the divided female subject in the autograph—before [exposing
her] illogical belief that the gender of the author did make a difference, at
this discursive point in time”490.

Gorlanova’s use of shifting voice intersects with her use of women’s
writing and biography. By prefacing the work with an ambiguous
statement, Gorlanova highlights the unstable and shifting nature of
narrative voice in JIt10608b 8 pe3oHo8bix nepuamkax /Love in Rubber
Gloves. What is attributed to a particular voice could actually be a
community-created and community-accepted fiction. The entire creation
of “Perm’” is really the creation of “literary Perm’ which is pieced together
via the statements and stories its residents tell, as they are recorded and
commented on by Gorlanova. Her story is also continued through this
narration. This puts into doubt the strict veracity of her autobiography,
with its literary conceits and its unusual form, as well as several of the
quotations attributed (assumedly) to members of the Perm’ community,

which are laced with references, citations and literary precedent. The

“89 Stanton 141
490 Stanton 141
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presence of a first-person interior monologue does not, luckily, hinge on
the veracity of their statements. Recent interest in the form and meaning
of memoirs and autobiographies allows us more breadth of interest and
access to new ways of interpreting Gorlanova’s text. One of the main
theories relating to voice, narration, and style that was addressed here is
metafiction. In terms of autobiography, Gorlanova might well be testing
metafiction’s avowal that “to write of ‘T is to discover that the attempt to
fix subjectivity erases that subjectivity, constructs a new subject”49t. That,
or her lack of clarity mirrors this rebellious query, made regarding the
inability to clearly describe women’s autobiographies: “But does it matter
if the place cannot be mapped as long as I can still describe it?”492 What
was mapped, in Asmobuozpagusa /Autobiography and JIto608b 8
pe3oHo8blx nepuamxax /Love in Rubber Gloves, was a complex network
of interaction between the center and the periphery. This was presented
by focusing on the interaction the gendered Russian tradition with
women’s writing’s treatment, especially autobiography and metafiction,
and also of space, particularly unstable space. Often, this place seemed,
with its repetitions, its point form disjointedness and its episodic
narration, seems intended to confuse. In this work, the narrative voice of
the author is not consistently problematized in the texts. We are reminded
of Gorlanova’s use of quotations; are they real? However, for analysis it

does not matter if they are true, they are made literary by their inclusion;

1 \Waugh 135
2 Gilmore 1
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“It is immaterial whether they represent reality, since it is sufficient that
they are presented as reality”493. This established Gorlanova as a writer
who actively uses an interrogation and imaginative conception of space
and characteristics of women’s writing to define her shifting, difficult to
define, work. The presentation of a study of Siberian and peripheral
space, the historical reception and contemporary view of women’s writing,
and of metafiction as a genre laid the foundation for a study of Natalia
Smirnova’s texts, which will provide a counterpart and foil for those
written by Gorlanova. In addition to building on the comparative
framework provided by the study of Gorlanova, an analysis of Smirnova’s
texts will add to the theories of women’s writing a deeper understanding of
the theory of l'écriture féminine and the coding of feminine 6utm/everyday
life, peripherality, domestic ritual and the empowerment of typically

“feminine” writing style.

PART TWO: SMIRNOVA

The space that must be traversed in Natalia Smirnova’s writing is
much more contained, though perhaps no easier to map than Nina
Gorlanova’s. The two works of Smirnova’s that will be discussed in this
paper are entitled Hapodnutii pomar/A Folk Story and 2KeHwuHwt u

canoxcHuxu/ The Women and the Shoemakers, and were originally

% Galloway 326
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written in Russian, with English translations appearing in 2003 in Glas.
The Russian texts I consult can be found online from the journal Ural.
Hapoodnwliii poman/A Folk Story494— is translated in Glas volume 30 as
“Nina”. The English translations that are provided by this volume are
consulted in my analysis, though they make translation errors in some
cases which I will point out and redress. If the Glas translation is
referenced, it will be noted in the citation. The overarching theme I would
like to address is the incursions of concerns about space(s), femininity and
women’s writing and metafictional elements into stories which focus on: a
preponderance of domestic symbolism, domestic ritual, the creation of a
sense of self, the performativity of gender, and the “empowerment” of
typically “feminine” topics and protagonists and writing style. Gorlanova’s
writing also exhibits an interest in women’s lives and writing, but this
tendency is more pronounced in Smirnova. Her interest in space(s) is not
as stylistically straightforward as Gorlanova’s. Smirnova’s focus is on an
insular type of space—provincial domestic space—and not a city, like
Perm’. She interacts with ‘other’ spaces within the immediate peripheral
realm, but does not create the wide-ranging networks that Gorlanova does,
instead bringing together close-knit narratives and domestic relationships.
This part will be divided between sections dealing with the Hapoodnutii
pomatn/A Folk Story and the attendant issues of cooking, 6bm/everyday

life and women’s silence and language. The second part will address The

% Smirnova, Natalia, Yenmuns! i canoxuuku: Pacckassr. Ypar 3 (1999). Sep 2011, N.Pag. NB:
this is the online version which is Russian text, and the source from which | draw all Russian
quotations.
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Women and the Shoemakers, and the themes of women’s domestic labour
via sewing, matrilineal lines of succession, and enclosed domestic space.
Theories highlighting the power of feminine performativity and ritual
labour are central to this chapter. In addition, this story contains images of
shoemakers and other working class men, who will be included as
representative of provincialism and male characters which provide
“folksy” touches to Smirnova’s work as well as dwell in “additional” public
space. The ways in which these characters evoke historical imagery of the
provinces and play off the imagery of an independent provincial home, run
by women, as well as the intentionally artificial plot devices of the author
point to Smirnova’s dalliance in literary innovation and the applicability of
metafiction as a theory to her text. This chapter hopes to bring attention
to Smirnova’s talent, and her unique writing voice, and not to reduce her
work to commentary on women’s writing or feminist concerns emergent in
Russia.

To reiterate what was noted in the Introduction, much of the
following analysis will rely on the understanding of periphery, space,
women’s writing and literary theory that was first introduced in Part One.
This comment comes both to explain what might seem like an inequitable
division of space between Gorlanova and Smirnova, as well as the
importance of contrasting and comparing the similar basic influences that
are applied to Gorlanova and Smirnova’s very different texts.

In each of her stories, Smirnova focuses on the personal lives of

“regular” women. Each story is set in a more or less generic Siberian town
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(note my introductory comments regarding Sozina’s thesis that these
towns have a typology, and often represent Ekaterinburg) within a home,
and the actions that drive the story are also typically ordinary. The
importance of women’s domestic labour as a plot device and as a theme is
central to Smirnova’s portrayal of this quotidian life. Despite the heavy
symbolic importance of domestic work in Smirnova’s texts, it is not
preformed as unthinking capitulation to the regime of heteronormative
society. Both of her texts work to subtly debunk or challenge the historical
associations linked with these spaces, as well as space in its broader
interpretation. Domestic labour is performed as a means of survival, but
also as a meditative action which allows for the production and fostering of
a sense of self, of connectedness to others, rootedness and tradition which
links each character either to her female brethren, or to an intimate male
counterpart. It is simple for the dynamic mainstream tradition to dismiss
literature with an attention for domestic detail, household labour, and
“feminine” concerns as being regressive or dull. For, as Romines argues
when a writer turned to domestic life and its recurring rhythm as a
primary subject, placing her central characters inside, not outside,
this world, she found herself in a literary and psychic realm with
few precedents and little terminology, a domestic realm that
traditionally privileged privacy and unwritten texts. Until recently,
a woman writing fiction about housekeeping was likely to find her
choice...excused as cautious, diversionary ‘politico-economic
strategy’...[or] the domestic aspects of her work separated from the

rest and labeled as relatively trivial...or dismissed as boring... ‘nice
safe subjects’.495

4% Romines 8/9
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Smirnova’s use of these assumptions, concomitant with an exploitation
and subversion of their ‘boring’ status, allows us to see her commentary on
domestic space and women’s labour, as well as the provincialism that has
long interested Russian literature.

An interest in the homelife of a woman is not without precedent in
Russian culture; of course the realm of “women’s writing” often
represented the home and the concerns of romance and family. However,
this work was often reductive and over-generalized; what we might
compare to the Western popularity of “chick-lit”. At times the Russian
intelligentsia has paradoxically become associated with well-known
women writers, as well as with a return to the domestic (and somewhat
fictionalized) “private” sphere:

“privacy” began to be seen as the only honorable and

uncompromising response to the system of public compromise. It

was not an escape, but rather a way of carving an alternative space
and a way of personalizing and de-ideologizing (to use a favorite
term of perestroika intellectuals) the official maps of everyday
life...496
All too often, however, this type of sentiment has been withheld from
literature that emphasizes the daily realties of the home, and a sense of
inwardness and quotidian domesticity has been associated pejoratively

with a type of feminized banality. “In the Russian tradition the figure of

...poshlost’ [nowrocmy -banality] threatens any women writer”, as the use

% Boym , Svetlana, “From the Russian Soul to Post-Communist Nostalgia” Representations No.
49 (1995) 133-166. 148.
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of “gendered metaphors in aesthetics” has been commingled with this
sense of 6bim/everyday life, banality and bad taste. The

woman writer has been conceived as...an exalted weaver who by

mistake picked up the wrong materials for her knitting, someone

who can excel only in textiles, not in texts. All women writers and

poets, in including Tsvetaeva and Akhmatova, were accused of

displaying various kinds of ‘feminine genetic deficiency’, and each

responded to the threats of Madame Poshlost’ in her own way497.
One might argue that this type of dismissive presumption has led some
contemporary female writers to bask in the darker side of Russian life,
such as the gloomy dystopian prose of Tatiana Tolstaia (1951 - ) or the
borderline grotesque of a writer like Liudmila Petrushevskaia (1938 - ).
Smirnova’s rejection of such a path combined with her refusal to engage in
traditional modes of feminine writing makes her work more unusual than
many other contemporary options.

This type of perjorative attitude is intricately connected to
conceptions of 6bim/everyday life as gendered and will be discussed
further in my analysis of Hapodhutii pomat/A Folk Story and 2KeHwuHbt u
canoxcHuxu/The Women and the Shoemakers. To state broadly this
chapter’s influences, the work of Ann Romines, especially The Home Plot:
Women, Writing and Domestic Ritual, is very important to this chapter.
Romines’ interesting and thoughtful study of domestic ritual in American
women’s literature helps to inform this study via her theories concerning

the legibility of domestic codes that are inscribed by domestic labor, as

well as the importance of women’s ritual housework and domesticity.

“7 Boym “Poetics of Banality ” 65
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Romines’ study provides a framework for the synthesis of anthropological,
sociological, historical and literary women’s study to prove that women’s
literature, so often denigrated, has depth and breadth to offer the attentive
reader. With close readings of several thematically connected works of
American literature, Romines shows the continuation of several separate
themes throughout this women’s writing. She separates her work into
chapters focused on individual novels, but with an overarching interest in
applying the “feminist scholarship of last twenty years, work in history
anthropology psychology, and women’s studies, as well as the literary
gynocritics...concerned with ‘woman as writer...producer of textual
meaning 498 in the domestic sphere”. Chapters include scholarship on
realism and housekeeping in Harriet Beecher Stowe and Sarah Orne
Jewett; the repudiation of domestic labor and synthesis of women’s
culture in Willa Cather; the female lines of domesticity and aging
housekeepers of Eudora Welty; and the repetitious lives of domestic
caretakers that interest Mary Wilkins Freeman. In addition to the breadth
of research, we can take from Romines a laudably expansive framework of
one way to read women’s literature. Onto this exploration of the home and
women’s work, this study adds the Slavic background of women’s studies
and particularly Siberian and provincial concerns. Barbara Heldt has
researched and written extensively on Russian women’s work and writing,

as well as the feminine association of women with the domestic ideal and

4% Romines 9
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highly gendered roles499. Her insight on the historical and modern
conception of femininity will be used in this chapter to bring
understanding to the repeated use of gendered terms, gendered judgments
and the tired association of women with what are actually unisex
descriptors. This intersects with the Russian understanding of
o6vim/everyday life and 6simue/objective reality, and the cyclic time and
the maternal lines which are proffered by domestic labor in literature.

In the two stories Hapoouwltii poman/A Folk Story and JKeHwumwl u
canoxicHuxu/The Women and the Shoemakers female characters
repeatedly perform acts which are gendering, insofar as they are
traditionally “feminine” activities. This work is performed inside of these
enclosed domestic spaces, and the actions help to define the boundaries
and perception of provincial and peripheral space. In Hapodhutii
poman/A Folk Story, the protagonist is abandoned by her husband, and
falls into an affair with a married man, haplessly, and is forever cooking
for him. In 2KenwuHwt u canoxcruxu/The Women and the Shoemakers,
Smirnova attempts to learn if we “could possibly imagine a heroine, or
simply a protagonist, to whom nothing very much has ever happened”s°o.
This protagonist is a seamstress, who sews endlessly with her mother and
daughter. Their feminine work is the major way by which they mediate
the world; their gendered actions allow them entrance into society. These

unceasing perfomances of feminine labour coincide with the causal

9 gee: Terrible Perfection: Women and Russian Literature.
500 Smirnova, trans, 212/13
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gendering of domestic labour as feminine that has maintained itself in
Russia even throught the banner of equality championed under socialism.
The cult of motherhood (and the attendant domestic bliss) that rose out of
Stalin’s time enhanced and spread this same ideal of “happy domestic
femininity” throughout the USSR and it has endured in many ways into
modern Russia, but without inciting a “true” sense of respect for women.
The author Shalamov, while incarcerated, said of motherhood in Stalin’s
era:
Motherhood represents a high ideal and at the same time
something very real to everyone...But even this one supposed ray of
life is false...This glorification of one's mother is camouflage, a
means of deceit...The mother cult is a peculiar smokescreen used to
conceal...The attitude towards women is the litmus test of any
ethical system. Let us note here that [there] was the coexistence of
the cult of motherhood with contempt for womenso1.
This essentialist view which associated the domestic and the feminine
naturally may have come from the fact that “feminism of the Western type
[sic], let alone a women’s liberation movement, until recently was in its
infancy”592. The unequal division of labour continued unabated into the
era of new capitalism and the dual burden of working (the majority of all
Soviet/Russian women worked) and domestic duties remained with
women. Another method by which the mainstream
reiterated [and justified] the gender norms of consumption was by
noting how men were simply unable to prepare food. Just as many

of these [popular and cooking-related] texts emphasized that
women will, by nature or by fate, assume the family's kitchen

%01 Boobbyer, Philip ed. The Stalin Era (Routledge: New York, 2000) 82.
%02 Dziewanowski, M.K. Russia in the Twentieth Century (Prentice Hall: London, 2002) 357.
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duties, they implied that men will not be playing any kind of
significant role in cooking for the family.503

In Russia, this was underscored in culture and literature by the
enduring concept of “natural” labour division based on gender (despite
communism's influence), as well as the harsh concept of the “superfluous
man”, who is generally incompetent and unable to finish anything of
worthso4,

In the 1960’s, a researcher found that:

As far as help in the house is concerned, these men make a poor
showing. Clearly they were not domesticated. While their wives
devoted more than an hour and a quarter daily to the care of clothes
and the home, they got by with 16 minutes! And when it came to
cooking, the wives gave nearly two and a half hours to the
husbands' 15 minutes! This fragmentary picture, thirty years old,
may be far from reliable. The Soviet home has improved, prepared
and packaged foods are much more readily available, and the
husbands may have progressed in the direction of domestication.
Yet the subjective impression which I personally gathered in the
Soviet Union was that the women are still carrying the heavy end of
the stick. It is important to notice, however, that the extra burden
which the Soviet working mother carries appears to be not that of
parenthood, but of domesticity.5°5

Indeed, this domestic work seems often unnoticed. It is a common fear
that women who write about domestic lives might have their work ignored,
or linked to socio-political commentary. Romines argues that
when a writer turned to domestic life and its recurring rhythm as a
primary subject, placing her central characters inside, not outside,

this world, she found herself in a literary and psychic realm with
few precedents and little terminology, a domestic realm that

503 Neuhaus, Jessamyn, “Way to a Man’s Heart: Gender Roles, Domestic Ideology, and
Cookbooks in the 1950s” Journal of Social History Vol. 3 (1999) 540/41.

%% Gheith, Jehanne M. “The Superfluous Man and the Necessary Woman: A "Re-
Vision"”.Russian Review. 55- 2 (Apr., 1996).

%% Mace, David R “The Employed Mother in the U.S.S.R”. Marriage and Family Living. 23- 4.
(Nov., 1961): 333 italics added.
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traditionally privileged privacy and unwritten texts. Until recently,
a woman writing fiction about housekeeping was likely to find her
choice...excused as cautious, diversionary ‘politico-economic
strategy’...[or, as noted,] the domestic aspects of her work
separated from the rest and labeled as relatively trivial...or
dismissed as boring... ‘nice safe subjects’.50¢
Despite this, there has been an upsurge of women choosing domestic life
as their subject matter, “to write about housekeeping in a new way, not as
the unarticulated denouement of every female story but as a subject and
ongoing substance, in itself’507. In Hapoodnwtii poman/A Folk Story,
Smirnova’s protagonist Nina is defined in large part by and through her
cooking. This domestic activity and the way in which it is gendered is not
presented as natural as it has been in much of the rest of society, but its
performative and repetitive nature is highlighted by the iterative nature of
domestic work and the ruptures within this. Primarily in response to
Judith Butler’s concept of the performativity of gender, and Helene

Cixous’ and Luce Irigaray’s discussion of language, Smirnova’s story

Hapoomwiii poman/A Folk Story will be discussed.

ANALYZING NINA: COOKING AND THE PERFORMATIVITY OF
GENDERED LABOUR

“Nina”, in Russian is entitled Hapoodnusiii poman/A Folk Story,
hinting at the ubiquity of the story being told. The plot of HapoodHutii

pomar/A Folk Story is extremely straightforward: Nina is walked out on

5% Romines 8
7 Romines 9
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by her husband. She continues to live in the home, with her young
daughter (about whom we know nothing, and who does not figure in the
story), until she meets a man who has responded to her ad selling old
music. They eat together, have an affair that spans several days (and
meals), and Nina finally meets both his wife (also having an affair) and
attends the theatre as his guest. These three spaces are presented, with
Nina’s home serving as the domestic center, and the two other spaces
serving as “additional”. In the end, they continue dating, several days
after their first encounter. Most importantly, this story couches itself in
the language of food and cooking, and in questions surrounding women’s
speech. In fact, the entire structure of the story is created via meals and
cooking, as well as the reciprocal purchase of foodstuffs. An overview
follows.

On their first encounter, the first meal Nina makes is salmon with
onion, oil and olives. The man buys beer to accompany it. They woo each
other over this meal, with him touching her hand over the tables°8,
Silently, for she had learned from her husband that “when you kept quiet
you seemed more convincing and they [men] left you alone”, she gestures
for some wine, and the man goes out to buy two bottles of wine. This wine
is drunk with a piece of meat which Nina cooks to accompany it, the empty
bottles and plates signaling that the man “must be going”599. When this is

quickly vetoed, Nina immediately “happily prepared some open

%% Smirnova Nina trans 223
%9 Smirnova Nina trans 224
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sandwiches with sprats...and a few more drinks”51° and some fruit
preserves. They fall asleep. Before he can leave in the morning, Nina
reverses the pattern from the day before, and buys beer for him. He
begins to drink and decides to stay for a bit. He tells smutty stories, which
we will later examine more closely5!. They consummate their affair, and
afterwards buy brandy and food together, eating and realizing that: “From
raw to cooked, from hard to soft, from strange to familiar. That’s the way
it goes. Not only in the frying pan”s:2. Later, he grabs her, “rich and
creaming as well-cooked soup”; they awake the next morning to a
“protracted breakfast”s:3. After a telephone conversation with his wife, ad-
libbed by Nina to the man’s anger, she walks him to his house. As soon as
they arrive, he pours them a drink of wine and leaves her to find some fruit
in his kitchen; suddenly, his wife appears. Kicked out, Nina and the man
have lunch —“what else can we do if we’ve been thrown out?”5:4. When he
comes back the next day, he meets his wife’s lover Felix, and after a spat,
she and Felix leave to “have a bite to eat”, completely ignoring the man
and his angerss. The last interaction of the story occurs around the
concept of fruit preserves, which will be introduced belows:6.

In Hapoouwtii pomar/A Folk Story, Nina is left by her husband

after a row instigated by her cooking and preparation of meals, which he

%10 Smirnova Nina trans 225
1L Smirnova Nina trans 227
%12 Smirnova Nina trans 229
13 Smirnova Nina trans 229
%14 Smirnova Nina trans 231
%15 Smirnova Nina trans 233
%16 First mentioned in Smirnova Nina trans 235
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deemed repetitious and not nourishing. After finding out from a woman
friend that he was cheating on her, Nina was “stunned. Although she did
not confront him with it, he seemed to sense that she knew and
deliberately got on her nerves by complaining every single day that he was
fed nothing but fruit preserves”s7. This sweet preserves is symbolic of
several things. In the Greek tradition, sweet preserves are a symbol of
hospitalitys:8. In Ukrainian folklore, they were associated with the ritual
cleansing and attendant food preparations that preceded childbirths9.
More broadly, preserves most likely represent general domestic work
preformed by women. The laborious canning of these fruits, to be stored
in the home for later, might also represent the ‘sickly sweet’ trappings of
domestic life. The “stickiness” of the preserves might be a subtle nod to
the fact that Nina’s husband felt “stuck” in her domestic routine of
canning, meals, and parenthood. Nina is often referred to in terms like
this; she stews like kasha, is warm like soup, and, perhaps it is implied, is
as ‘sticky’ as sweet preserves. This is a refrain that Nina repeats with both
men in her life, with strikingly different results that represent the two
types of men with whom she is dealing. This sort of metaphor, as is typical
for Smirnova, is based in the quotidian details of domestic life.

The assertion of the husband is that he is being fed (note the

passive construction here; he is not “eating” or participating in this meal,

*" Smirnova Nina trans 222
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he is passively “being fed” in English translation) inappropriate meals,
“that she, Nina, was filling him with sticky-sweet apricot preserves”:
HuHy B3siy1a OTOPOIIB, U XOTS OHA €My He BMEHWIa, OH OYATO
IIOYYBCTBOBAJI, UTO OHA 3HAET, M CTAJI KAK/IbIi OOKUH JIEHb
IIOIIPEKATh KOMIIOTOM, KayK/IbIF OOKUI IeHb HAPOYHO U3BOIIII €€
kommotoM. Uto ona, HuHa, omownsia ero JUMKUM aOpPUKOCOBBHIM
KOMITIOTOM, a eH CJIbIIaioch “oTpaBuia’s20 / Nina was stunned.
Although she did not confront him with it, he seemed to sense that
she knew and deliberately got on her nerves by complaining that
every single day that he was fed nothing but fruit preserves.
The repetition of this domestic act, feeding her husband with home-
prepared preserves and his complaints, culminates in Nina mishearing his
complaints one day and the first major twist of the story: “She [Nina]
thought he had said ‘killing’ him” [instead of filling him]”. In this way, her
actions are interpreted as the unacceptable performance of her gender;
and “Torga oHa, BOBHEr0/I0BaB, BHIIJIECHY 1A OaHKY KOMITIOTa Ha CTEHY, a
OH, IIPEMHOTO JIOBOJIbHBIH, YAJTUJICS HEBEOMO Ky/la, KaK CTUHYJI,../One
day in a fury she spattered a whole jar of preserves all over the wall and he,
mightily pleased with himself, went off never to be seen again”s21. The
unusual and “unlady-like” act with which Nina breaks the repetition of her
days (filled with feeding and being complained to) also ruptures her
marriage. The un-feminine response to criticism and Nina’s perceived

lack of feminine domestic skill or prowess in cooking and serving meals is

grounds enough for this husband to leave her.

520 Smirnova Nina trans 222
%21 Smirnova Nina trans 222
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Beyond this, a close look at the Russian phrasing concerning
compote hints at an alternate and more nuanced translation than that
provided by Glas. This feeding of preserves is interpreted as a spell of
sorts, literally speaking the translation goes as follows: “Udto ona, Huna,
OTIOMJIA €0 JIUITKUM a0pPUKOCOBBIM KOMIIOTOM, a €U CJIBIIIAIOCh
“orpaBmia”/ That she, Nina, was over-feeding him with sticky apricot
compote, and she heard “poisoning”. This phrase, “onouts komMmorom / to
poison with compote” recalls another: “omouTh IPUBOPOTHHIM 3€JIbEM /10O
bewitch with love potion”. This concept of over-feeding or poisoning with
potion can be commonly associated with “bewitching”. Of course, this is
linked both with notions of girlish femininity — fooling with love potions—
as well as with the image of the female sorceress or witch. In this
reference, one again notes the close proximity the Siberian or provincial
woman, when unsatisfactorily domestic, shares with the literary concept of
the witch—recall here, also, the image of Baba Yaga implied by Gorlanova.
Indeed, Maguire and Rampton concur that “the periphery is often seen as
backward, organized according to tradition and ritual rather than reason”,
and connections like this underline the implication as well as the link
between women and ritual. This phrase also underlines the psychological

importance of cooking to the daily 6vtm/everyday of domestic life.

Instead of this rupture signaling a change in her behaviour or in her
priorities, Nina seems unremittingly dedicated to cooking, and through

this enacts her femininity via the repetition of her gender long after her
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husband has left her. Soon a new man comes to her home, an “intellectual
man” in front of whom “HuHa Tepsisia MBICJIUTETBHYIO OCTOPOKHOCTD IIPH

BU/I€ MHTEJUIUTEHTHBIX MY}KUHH, XOTsI 3HaJIa PO UX YBEPTIMBOCTH U
HEMOHATHYIO YKJIOHYUBOCTH C JKeHIMuHaMU.../ Nina lost the ability to
think straight although she was well aware how equivocal and evasive they
could be in their dealings with women”s522. He is difficult, but she acts too
quickly and silently to engage herself to his service:

Hwuna pe3ko HeMesia, HO HeMOTa ObL1a T03bIBHAS, TOJIKAJIA HA
IIOCTYNKHU, a Kakue? Yero oH XoueT, Kak yragats? Ho TyT oHa
IpeANIOUNTaIa HE PA3MBIIILUIATD, 3/IECh OHA CJIyIajia CBOe
YIIOPCTBO, KOTOPOE BHIBOAMJIO Ha MPABUJIBHYIO IOPOTY, CJIOBHO
maxtepckuii GoHapsb Bo Ji0y./Her silence was actually a challenge, a
call for action, but action of what sort? How could she guess what
he wanted? At this point, however she preferred not to deliberate.
Instead she relied on her own obstinacy to guide her onto the true
path, like the torch on a miner’s foreheads23.

She quickly is engaged in wanting to “grovel at his feet slavishly grateful
for she knew not what”524, and begins to cook for this stranger: “IToka on
pazbupast marnky ¢ HoraMu, KoTopble HuHa pernmia mpogaTh, 4Tob He
BJISIJTUCH B KAOWHETE, OHA IUIAaBHO OTCEKJIA TOJIOBY TOPOYyIIle U 3aIpaBuia
JIyKOM U MacyioM ¢ onuBkamu.../While he was looking through the folder
of music she decided to sell because it was cluttering up the study, she
deftly removed the hide from a salmon and garnished the fish with spring

onions, oil and olives”525, and to lay the table. She was quickly reassured

by his happiness that this was exactly what he had wanted, and her

%22 Smirnova Nina trans 222/3
%2 Smirnova Nina, trans 223
524 Smirnova Nina trans 223
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“singular path” of domestic service for this man, is clear to her. Their
relationship quickly progresses and Nina is understood via her domestic
cooking and service. The feminine ideal which Nina is theoretically
embodying by way of this domestic ritual is complete at the beginning of
their tryst. At first, “OHu y:kuHaIU J0JIT0, CMaKys KasKIbIH KyCOK, OyZTO
esia BiiepBbie, — /they took a long time over the meal, savouring each
morsel, as if they were eating for the first time” as the quality and their
enjoyment of the meal paves the way for a more intimate set of actions.
Nina’s good cooking and domestic skill has hooked her a new man, as he
meaningfully initiates his first physical contact with her over the table526
(“On npotsanHyn pyky uepes cros...”). This collusion of sensual imbibing
and the telling of sexually explicit stories is a motif which follows in the
text, as her companion tells bawdy stories about prostitutes while drinking
beer after dinner. These smutty stories are most likely stories about the
man himself527, though he passes them off as stories of “friends”, and their
telling and some drinking precedes Nina and the man’s first sexual

encounter.

Nina’s action after feeling his touch is telling, as it is explained to
the reader in terms of her feminine practice as a wife who wanted to avoid
conflict in her domestic sphere. Nina is reluctant to respond to the man’s

touch since

5% Smirnova Nina 223
52" Smirnova Nina 226-228, 232
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HwuHa He criemmia 0TBe4YaTh, OHA OT My’Ka Hay4HIach OCTOPOKHO
JlyMaTh O CJIOBaX, IOTOMY YTO TOT Jie3 U3 KOXKU OT CTPOTOCTH, €CJIU
cJI0BO OBLIO He TO. V13-3a “JIOKOHKOB”, KOTOPHIE €l XOTEJI0Ch 3aBUTh
ZIEBOYKE K YTPEHHUKY, BBIIILIIA HECOPa3MePHBIE JIEHCTBUS C
BBIOPOIIIEHHOU B OKHO DHITUKJIONIENEN MOJIO/ION CeMbHU U
yrpo3aMu YUTHU U3 JKU3HU yepe3 6asikoH. HuHa aTy
HEOXKUJAHHOCTD 3alIOMHIJIA, IOTOMY YTO OBLIIO CMEIITHO U Y?KACHO
BMecte./ She had learnt from her husband to choose her words
carefully, because he got quite exasperated if she picked the wrong
one. Her idea of doing her daughter’s hair in ‘sausage —curls’s28 for
a nursery-school parade provoked a reaction out of all proportion,
which included the Young Family Encyclopedia [a Russian how-to
manual for young wives and families] being hurled out of the
window and threats to jump off the Balcony. Nina remembered the
incident because it was both funny and frightenings29

In Glas’ translation, this word “siokon” is rendered as “sausage curl”. In
Russian, there is not, as far as this author is aware, a hard and fast
relationship between the word for “ringlet” and “s1oxon”, though there are
many “girly” translations listed in dictionary reference which support a
“feminine” sounding translation: ringelet, kiss-curl, lovelock, twirls3o.
Glas’ translation makes this reference overtly food-oriented. For the
purposes of analysis, this possibility will be entertained. Nina’s use of
language is highly irritating to her husband, a man initiated into the
language of the phallogocentric Symbolic, to reference Cixous, Derrida and
Irigaray. Cixous argued that:

The exclusion of women from writing (and speaking) is linked to

the fact that the Western history of writing is synonymous with the

history of reasoning and with the separation of the body from the

text. The body entering the text disrupts the masculine economy of
superimposed linearity and tyranny: the feminine is the “overflow”

28 NOTE here, the issues with this translation that was done for GLAS. Your author here does
NOT concur that this is an actual or implied connotation of the word lokonki.

529 Smirnova Nina 224
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of “luminous torrents”, a margin of “excess” eroticism and free-play
not directly attributable to the fixed hierarchies of masculinityss:.

With Nina, her exclusion has come from her inclusion of the domestic
(and the corporeality of the domestic) and not directly from the body
(though insofar as women are considered feminine, and domestic work is
considered feminine work, her body helps to define her labour), as her
understanding of the world is mediated by the domestic sphere, and
typically feminine provinciality influence her language. To her, “sausage-
curls” is a sensible and somewhat endearing way by which she can
describe a cylindrical curl in her daughter’s hair, but to her husband the
unexpected incursion of a provincial metaphor into the well-ordered
language which operates by sets of unchanging rules and norms is a
sizable slight. The actions which are powerful markers for Nina, such as
the fruit preserves that she prepares that so irritate her ex-husband or the
hole she finds in her lover’s pocket that she sees as proof he is unloved, are
important to her because she interprets these domestic codes in a way that
allows their influence to push far beyond the literal realm. That they are
mistaken by critics as unimportant details of 6btm/everyday life, or baffle
other characters in the story speaks to the privileging of masculinst codes
and language. Romines contends that “domestic language may seem
recessive and unimportant to readers who have not learned to read it”s32.

Nina’s life “can’t be reduced to a series of facts or activities that can be

%31 Cixous, Helene, “Cixous, Helene”. Briganti, Chiara and Robert Con Davis. Stanford
Presidential Lectures and Symposia in the Humanities and Arts. Npag.
%32 Romines 13
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added up or taken away [but by] events that can be repeated without
repetition: each time they happen differently”s33, and this domestic
reference represents what made sense to Nina at the time. It could be
argued that this flexible use of a language which referred to her own
experiential living is a type of Irigaray-ian reclamation of a women’s
language, or the mediation of phallogocentrism with the feminines34: “For
when a writer turned to domestic life and its recurring rhythm as a
primary subject, placing her central characters inside, not outside, this
world, she found herself in a literary and psychic realm with few
precedents and little terminology”535. Throughout the work, Nina is
understood as the manifestation of her domestic actions, and her domestic
work is seen as a demonstration of how she feels. This displays “qualities
that Rybcyzynski says have been associated with housework since the 17th

C: enforced privacy, intimacy, and a rich, reflective interior life”s3¢.

There is an absence of masculinst time in the story, and what is
considered “feminine” mythic, repetitive, cyclical time takes its place. It is

noted that the domestic

way of life [is] very much like the ‘housework as ritual enactment’
described by theologian Kathryn Allen Rabuzzi. Such
housekeeping, weighted with significance for the woman who
performs it, “makes the individual player in a scene far older and
larger than her individual self. No longer does she participate in
profane historical time; instead, she is participating in mythic

>% |rigaray, Luce, Je, tu, nous: Towards a Culture of Difference. (Routledge: New York, 1993)
115.

> |rigaray Je, tu, nous... 67-74

> Romines 8

*% Romines 69
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time”. The time that this woman spends at her household tasks is
“typically characterized by amorphousness or circularity or both,
and a content frequently imperceptible within the structures of
dominant male culture” .....in such rites, according to Mircea
Eliade...the ritual maintains a continuity of belief and knowledge
from one generation to the next.537

This also reflects a similarity to Gorlanova, and her interest in temporal
shifts and circular time. This represents a different conception of both
temporal space and story-telling. The openness to non-traditional modes,
which could spur on the creation of a new language, has the potential to
reprivilege feminine language and to empower a typically disempowered
language. However this interaction, instead of happening in Irigaray’s
ideal in which the female language describing women’s lives and
experiences would be supported, happens in an unsupportive male-
dominated sphere, and the violent reaction of her husband serves to
inculcate further deference to male opinion, male language, and the
patriarchal view of femininity. Through his frightening reactions to her
“misuse” of language,
E1e My>k Hay4Ims1 CTOMKO 3aITUPAThCS HAa BOIIPOC “3a4eM” WU
“mouemy”. JItoOble OTBETHI — TPaMBaW BCTAJI, KJIIOU 32061714,
repelymMasia — BbI3bIBAIU (POHTAH APYTUX “TIOUEMY” U 3aILyThIBAIU
ee, a ero MooyKJAaIu KUJaThCA Ha cTeHbl. HUKaKo# OoTBeT He
TOUJICA, HaZl0 OBLIO MOJTUATh, TOT/IA BCE YCIIOKanBasiochk. Kora
MOJIUHIIIb, BBITJIA/IAIID YOEIUTETHHO, 1 HUKTO HE TIPUBSIKETCH. /
Her husband had also made her wary of questions beginning with
‘why’ and ‘what for’ [lest her answer be unsuitable, which] made
him tear out his hair. No answer was ever any good. The best thing

was to keep quiet and let it pass over. When you keep quiet you
seemed more convincing and they left you alone.538

53" Romines 6
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Nina decides to remain silent. Following Nina’s unsure and silent
response to her gentleman guest, a nod of the head, she quickly begins to
cook for and serve him once again. Drinking wine, “Nina reflected aloud
that the wine would go down even better with a nice piece of meat” and
immediately “the meat hissed and sizzled in the deep frying pan” as she
cooked it539/HuHa BCTyX MoAyMasia — HET, K BUHY 5 BCE-TaKH MOKaPIo
MsCcO. MsICco THYJIOCH U ITy3BIPUJIOCH B TJTyDOKOU CKOBOPO/E, OHU
PaCKpacHeINCh, a TOTOM €JT U TTUJIU 10 00MOPOKA, /IO TOTO, UTO HE MOTJIH
IIOIIIEBEIUTHCA U CUIETN HEITOABUKHBIE OT CUACTbhSI JKU3HEHHBIX COKOB.
Such feminine and domestic work is looked upon kindly, and the product
of her labour quickly consumed for its “life giving juices”. The feminine
ideal of the untiring cook and nourisher of the household is upheld by her

repetitive behaviour.

After this “nice piece of meat”, Nina discovers that the man has a
wife, to whom he should be returning. The embarrassed and easily flushed
Nina prepares to bid goodbye to this visitor, and he “T'ocTs BeTa, ¢
MOHMMAaHUEM ToliesIoBaI HUHUHY JIyKOBYIO PYKY U MTOKJIOHUJICS, a HuHa
IMOKpacHeJs1a OT OJIM3KOro BHAa ero TUMeHHBIX Bosioc /stood up, kissed
Nina’s onion-smelling hand meaningfully and bowed, while Nina blushed
at the proximity of his barleycorn hair”s40. As he is leaving the feminine
ideal, Nina, he hesitates and instead sits down again, obviously expecting

continued service. Nina capitulates, merely repeating the things he says to

%3 Smirnova Nina trans 224
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her. He decides, “Ere mapy uacoB mozxHo. /laxke Hy»kHO. HuHa pagocTHO
caenasa 6yrepOpPOABI CO MIMTPOTAMHU, HAKPHIB MEPTBBIX 30JIOTAIINXCS
PBIOOK JINMOHHBIMH KoJiecaMu./ I can stay another hour of two. In fact I
must. Nina happily prepared some open sandwiches with sprats, topping
the dead gold-flecked fish with thin slices of lemons4t”. The dead-ness of
the fish served is twice commented on (here as well as on page 223542), as
is the careful preparation of the flesh given for consumption like it is a
kind of ritual religious offering. The labour of cooking is highlighted, as
everything from the preparation to the garnish and presentation is
described to the reader. The repetition and minutia of her actions in the
domestic sphere are carefully represented, as if they are the keys to
understanding Nina. Indeed, it is only when she breaks from her well-
performed femininity that she is described as a thinking subject by the
author. At first, when she is left by her husband and her planned domestic
future is interrupted, she is described in domestic and cooking terms:
[ToHATHO, YTO UBMEHEHUS B KEHIIHE, IOKUHYTOU MY>KeM, TaK
WX WHAYe MPOUCXO/IAT, U U3TU0AETCs ee yIeBHbIN cTBOJ. s
HuHbI ciecTBUAMY pa3Bo/ia cTajia HeZJOBEPUYUBOCTD,
yAUBJIAOMIAACA caMol cebe, cTpax epeMeH U yropcTBo. Kpome
TOTO, Y HEW 0Opa3oBajiach MPUBbIYKa O€PEYb TEIIO, KYyTasCh B
TsKEJIbIE XaJIaThl, MEXOBbIE€ KyPTKH U IIIaJTH CO CKATaBIIMMHUCS
IIIapUKaMHU IIEPCTU. 3aKyTaBIINUCh, OHA TMOMUAACH, KAK KAWA 8
Jdyxoexe, ¥ yMeJIo JIIOOUIa 3TO TOMJIEHHE, JOPOKIIA UM U
oracasach CKBO3HSIKOB M PACKPBITHIX JIBEPEi, TaK KaK
II0/I03pEBaJIa, YTO OHU MPUHOCAT HesagHoe./Being left by her
husband is bound to change a woman one way or another, to

produce a kind of curvature of the emotional spine. For Nina the
consequences of the divorce were a lack of trust in people that

> Smirnova Nina trans 225
%2« _she deftly removed the head from a salmon”...
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surprised even her, a fear of change and a mulish obstinacy. What
is more she developed the habit of trying to keep warm by
enveloping herself in heavy dressing gowns, fur jackets and shawls
with tangled bobbles of wool. Wrapped up like this she would stew
away like kasha in the oven, wallowing in the slow warmth...543

Like “kasha”, she “stews” in her cocoon home, and layers herself in
protection against change and the world outside. She is described even in
sleep in feminine terms:
Huna...cHUICA el 3BeHAINN HACEKOMBIMU ITaXy4dUH JIYT ¢ I[BETAMU
¥ JJUMOHHHIIAMHU...HO CIIajla OHa HEKPEITKO, TOMIJIACh U BCTABAJIA,
YTOOBI TIO/ICTABUTH MY IO/l HOTH YIOOHYIO JIABOUKY, HAKPHIThH
IJIEZIOM | IIPOCTO MOJII000BaTheA...OUKapuKk 6€3 OUKOB BaJIUT
HAIIOBaJI, a CIAIUN OUKapUK IMPOH3AET cep/ile JBOMHOM CTPEJIOH,
elre U MarepuHckoii.../She dreamed of a sweet-smelling meadow
with flowers, fluttering butterflies and humming insects...but she
slept lightly and kept getting up to put a small stool under his feet,
cover him with a tartan blanket or simply to feast her eyes on
him...A bespectacled man without his glasses is irresistible, but
doubly so when he is asleep, for he appeals to the maternal instinct
as well.544
When Smirnova provides her heroine with small rebellions against
the normative feminine and domestic ideal, she seems to be pointing to
the very constructedness of this concept. Judith Butler famously argued
that the construction of sexual identity is based on cultural and stylized
gender performance, and that society acts as a regulative and normative
authority, coercing people to perform gender-specific acts or to be
ostracized. The implication of this theory is that people, during the

practice of these repetitions, could both a) notice and become critical of

these iterations that come to define one’s gender, and b) use the awareness

%3 Smirnova Nina trans 222, italics added.
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of constructed gender and regulated norms in order to see the
constructedness of what is touted as “natural” or “true”s45. Butler’s
argument was that gender polices sex, and that gender is a discourse
placed by culture onto a neutral “prediscursive surface” (a person) via

repeated inscription546 .

Regarding the possibility for sustained rebellion against these
regulatory norms, Butler is slightly vaguer547. Amy Allen notes that “her
analysis is somewhat unique among discussions of power in its attempt to
theorize simultaneously both the features of culural domination and the
possibilities of resistance to and subversion of such domination”, though
she meets with varying degrees of success548. Though not a total
liberation, Butler’s notion that constructed gender norms are resistable
relies on her staunch belief that, in repetition, acts cannot remain intact
and self-identical549. Instead, by their own repetitive nature, they always
exist “anew in a multiplicity of contexts, like citation”s5°. This leaves the

“contingent and fragile possibility” for power to be redeployed upon itself

2 See Bulter’s Gender Trouble (NY: Routledge, 1990) passim and for political impact and her
Excitable Speech: A Politics of the Performative; as well, see: Smith, Sidonie, Smith, Sidonie.
“Performativity, Autobiographical Practice, Resistance” Women, autobiography, theory: a reader
(University of Wisconsin Press, Madison, 1998) 108-115. In this article she speaks to the ways in
which autobiographical practice is both engaging in performative action.

> Bytler GenderTouble 7

> For a study of this, note: Lloyd, Moya, “Performativity, Parody, Politics” Theory, Culture &
Society Vol 16.2 (April 1999):195-213.

8 Allen, Amy “Power Trouble: Performativity as Critical Theory” Constellations (Vol.5.4
December 1998): 456-471. 456

> Butler Bodies 244/265

550 Disch, Lisa, “Review: Excitable Speech: A Politics of the Performative by Judith Butler; The
Psychic Life of Power: Theories in Subjection by Judith Butler” Poltical Theory (August
1999):545-559. 550
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in resistancess!. Beyond this constant “possibility”, the following idea also
informs my slightly extended version of Butler’s sites of resistance: Butler
insists that the repetitions required to perform gender endure “necessary
failures”. These require the continued repetition of gendering actions and,
as such, guarantee a multiplicity of acts552. Despite any disciplinary
regulation—the “process of iterability”—the fact remains that “gender” is
not “natural”, opening this gender discourse to de-construction as
performances or acts are changed and subverteds53. Drawing on this belief
in the inevitable failure and rupture of gender-performance, my paper
maintains that sites of rebellion and resistance are routinely accessible in
the performance of gender in life as well as in its representation in fiction
(this goes slightly beyond Butler). These sites of resistance are not always
bold, but, instead, these self-aware moments create fissures in the
monolithic and dominant discourse; these fissures allow for small changes

to be made in the next iteration of a gendered act.

Butler notes that this performance of gender subjectivity becomes
“ritualized production”s54. In Butlerian fashion, Smirnova elicits a quick
flash of an openness for reinvention which is at odds with the iteration of
gender (the regulatory ideal), and performativity. Performativity is a
reiterative, citational practice that produces the effects that it names.

Gender norms work performatively to constitute the materialization of the

> Disch 550

%2 Bytler Gender 145 italics added.

>3 Butler Gender Trouble and Bodies that Matter: On the Discursive Limits of Sex (NY:
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body’s sex, the idea of sexual difference, and to strengthen the
heteronormative structure of society. This all means that gender is
materialized and performed everyday, but is not “natural”, and that small
rebellions against it can have far reaching consequences. Among these
consequences can be a breakdown in the heteronormative family
structure, as was evidenced in Hapoombstii poman/A Folk Story. When
Nina rejects the quiet feminine ideal, even for a moment, she is faced with
a lack of surety about her role and rejection or anger by the males around
her. These small rebellions against or re-inscriptions of the norm are
effective in causing a shift in relational statuses, but are ultimately shown
to be unwittingly engaged in. Despite her effective disruption of the
normative pattern of her behaviour, Nina is ever-eager to re-engage
herself in the domestic labour which engenders her, and in the quiet
suppression of her own instincts. When she is criticized for her forays into
the masculine world of language (pg 224 for example), she falls silent, and
when she acts unexpectedly or “brashly”, she does so “cxynurannna Huna,
He 0c00eHHO OecITOKosCh COUTH ero ¢ ToIKy /not really expecting this to
disconcert”s55. When he states that he must go because of his wife, she is
instantly off-balance in her home (the domestic sphere). As she asks this
nosily, brashly and un-femininely, and:

Hwuna BAPYT pa3BOTHOBAJIACH /IO TOTO, UTO BCTAJIA U PEIITUTETHLHO

BBIHYJIa U3 XOJIOJWJIbHUKA TPEXJIUTPOBYIO OAHKY KOMIIOTA U

MIPUHSJIACH UCKATh OTKPBIBAIIIKY B IIOJTHOM M OKOHYATEJIbHOM
3aMellaTebCTBe, HAIIOMHUHAA ce0e, YTO UIIET U KaK 5TO BBITJIASUT

%5 Smirnova Nina trans 225
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— cepn u moJioT. Cepmt 1 mosiot./Nina suddenly got so agitated that
she took a three litre jar of fruit preserves firmly out of the fridge
and started searching for the bottle opener in a state of complete
and utter confusion, constantly reminding herself what she was
looking for and what it looked like—a hammer and sickle, a
hammer and sickle.55¢
He quickly asks her why she asked, clearly uncomfortable with this shift in
power which has left her the (masculine) questioner and him the
confessor; “OH ucIbITaT BAPYT AUKOE O0JIETYEHHE... UTO 3TO JoByIIKa/ He
also realized straightaway that this was a traps57”. This is a trap which he
feels “feminizes” his role, much in the way that Butler insists that the man
is “named”, and this naming (and accordance of a gender) is “at once the
setting of a boundary and also the repeated inculcation of a norm” against
the “other” of the femaless8. If she is occupying the role of masculine in

this exchange, then he must be forced into the feminine role, which

disquiets him.

Naming is an interesting feature of Smirnova’s story, as certain
characters remain unnamed or confined by “role” names. For example,
Nina, the protagonist is named throughout though her lover is never
named. His wife is never named, though her lover “Felix”, whom we
encounter once, is referred to by name five times. Nina’s ex-husband is
named once, in the diminutive form “Zhenia”. In comparison, the rat who
lives in Nina’s apartment is named, “Vaska”, twice. This type of fluidity in

naming conventions, as well as the large number of characters who are

%% Smirnova Nina trans 225
%7 Smirnova Nina trans 225
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named only by their role (“her husband”, “his wife”) or pronouns that are

clarified by context, points to several possible authorial intentions.

Cooking has been closely associated with femininity and feminine
virtues, and duties. The feminizing aspect of domestic labour can be taken
as similar in both the West and Russia, as textual analysis reveals similar
trends and foci, to which women’s desires were secondary. This obligation
to perform domestic labour both stemmed from an active gendering of the
ritual acts, domesticity and its correlating importance for the family,
personal relationships, the proper performance of “femininity”. Especially
in the case of cooking, this action betrayed a certain amount of basic
necessity:

It is understood that when you hate to cook [in the West], you buy

already-prepared foods as often as you can. ... But let us amend that

statement. Let us say, instead, that you buy these things as often as
you dare, for right here you usually run into a problem with the
basic male... He wants to see you knead that bread and tote that
bale before you do down cellar to make soap. This is known as

Woman’s Burden.559
In Soviet Russia, given the harsh socio-economic realities of the time,
cooking can be understood less as a strategy of appeasement and more one
of necessity. The cooking and domestic chores tended to be left to the
women of the house. This obligatory labour was often understood in
terms of “femininity”, and its social and domestic trappings. Most avenues

of life, in Russia and the West, have gendered the act of cooking. Even

something as seemingly innocuous as “recipes themselves ...often

%9 Neuhaus 545
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reiterated a similar set of norms. Editors and authors linked food and
gender norms in at least two ways: sexualizing the process of cooking-as in
‘the way to a man’s heart is through his stomach’ and by gendering
particular cooking processes or types of food”5¢0. The “recipes and
accompanying text that sexualized food preparation asserted that food
[were] a way to woo a man and the way to keep him. For example, “Betty
Crocker” offered a set of cookie recipes called “Beau-Catchers and
Husband Keepers”. Majorie Husted, creator of Betty Crocker, told an
advertising executive in 1952 that advertisers must make women believe
that “a homemaking heart gives her more appeal than cosmetics, that good
things baked in the kitchen will keep romance far longer than bright

lipstick”s6,

It becomes apparent in reading Smirnova that the provision of food
is a loaded symbol, and highly bound with philological concerns and
concerns regarding language use. The negation of both of these elements,
via silence and withheld offerings of food, also become charged indicators
of relationship-health and autonomy in Hapoduutii pomar/A Folk Story.
Further into the text, Nina asks him “what for?” when questioning his
need to go to fulfill the traditional role of the returning husband to his
waiting wife, and as

HwuHa ynpekHyJia ero JyMaloIUMH IJ1a3aMU, U OH TOKe 3alyMaJICsl
— 3aueM? Ha camom Jiesie Bompoc “3aueM’, eCjii He IIOHUMAaTh €T0

%0 Neuhaus 538
%1 Neuhaus 538
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IIJIOCKO, B OBITOBOM CMbICJIE — BOIIPOC OECIIOKOMHBIN U JKaJIAIIHH,
KaK 0ca, HO J[yMaTh OH He XOTeJI, XOTeJI IIPOCTO PaioBaThCs, 6e3
MyTHBIX BoripocoB. /Nina’s thoughtful eyes reproached him...he
began to wonder too—what for? In fact the question ‘what for?’, if
not understood superficially, in its everyday meaning, is a
disturbing one, with a sting like a wasp.562
Nina is suddenly shown as “thoughtful” in opposition to being
“mindless” as she is twice characterized on the first page of the story, and
the man is unexpectedly shocked by this change. This change in focus
allows us to consider how Butler saw the construction of gender as
producing, and domestic ritual practice as reiterating the norms of the
sexes. It is by virtue of these endless repetitions that some deviations from
and changes to the norm are made possible. As Nina continually reenacts
her femininity for this man, she is allowed by this need for repetition to
change her behavior in small ways, to effect a modification on the outcome
of her performance. In the aforementioned cases, this seems to produce a
shift in her reception. The instability which is fundamental in this process
of repetition is the “deconstituting possibility...that undoes the very effects
by which “sex” is stabilized”563. This deconstituting possibility could be
understood as the fissure through which change could enter; every
iteration wants to obscure the “fact” that there is nothing at the heart of
this repetition, and that everything is performed. This constant interaction
takes place at the edges of ab/normalcy. Pushing the boundaries of

Butler’s concept of the performative, I argue that to deconstruct the terms

of body, gender and sex while continuing the use them is to repeat them

%2 Smirnova Nina trans 227
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subversively and to displace them from the context of oppressive and
normative powers%4. This is Foucauldian in that it attempts to challenge
“prevailing configurations of power [that] are never seamless but are
always spawning new forms of subjectivity, new contexts for resistance to
and transformation of existing relations”505. Moreover, Nina’s foray into
masculine curiosity and brashness has left her momentarily without the
familiar narratives of her domestic, feminine sphere, and has unbalanced
her domestically to the point that she is unable to deal with her preserves,
a potent symbol of her feminine labour of service and cooking. She is no
longer able to read the “codes” which demystify her kitchen for her. Nina
has experienced an interruption in her regular reiteration of traditional
domestic femininity, and as a result has difficulty reading the codes of her
kitchen which are normally “natural” to her. Instead, Nina has to
constantly repeat, and actively remind herself how to perform, her gender

and domestic femininity in this specific time and space.

These codes can be understood as the ways in which the domestic
sphere is made uncomplicated and understandable by those who enact
domesticity:

in such a text women can read esoteric messages that are not easily

accessible to men, including messages that comment on women's

roles in relation to men, messages it would not be safe to express
directly... women [are] active readers, reading and learning from

%4 Butler, Judith,“Contingent Foundations: Feminism and the Question of 'Postmodernism”
Feminists Theorize the Political (New York: Routledge, 1992): 17.

565 Bordo, Susan, “Postmodern Subjects, Postmodern Bodies”, Feminist Studies 18- 1 (Spring,
1992): 167.
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the messages encoded into women's culture. They read the text of

[a] kitchen because they understand its signs, and in reading it, they

learn a new message by which they can interpret their own lives.566
These codes are one way in which the masculine language is subverted,
though coding need not be a conscious act5¢7. These codes are rarely
described in (male) language. Domestic clutter and confusion can be read
in a larger manner as a metaphor for disruption within the domestic
caretaker’s life, in a manner which is difficult to understand to the
uninitiated. Romines explores the requirement of initiation into these
domestic codes at length in her book The Home Plot58. This sense of
coding allows for personal changes in behaviour; a general understanding
remains similar without a major rupture in the fabric of femininity or
domesticity, but differing performance and understanding of these codes
also seems to allow for changeable iteration. Complex and layered
understandings of the domestic world hint at a postmodern notion of
plurality and differances®9, as the “real” meaning of an action or a
misplaced jar of preserves is forever deferred as individuals experience,
reinscribe, and subtly shift it:

This unnameable is the [postmodern] play which makes possible

nominal effects, the relatively unitary and atomic structures that are

called names, the chains of substitutions of names in which, for

example, the nominal effect différance is itself enmeshed, carried
off, reinscribed...57°

566 Radner, Joan N. and Susan S. Lanser, “The Feminist Voice: Strategies of Coding in Folklore
and Literature”, The Journal of American Folklore Vol. 100. 398 (1987) 413.

7 Radner 414

%8 in passim; especially 73-76.

%% Derrida, Jacques, “Différance”, Margins of Philosophy, trans. Alan Bass (Chicago: Chicago
University Press, 1982) Online .N.pag.

*0 Derrida “Différance” N.pag.
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The initiation pattern of learning from elders or family members is noted
by Rabuzzi, who observes that “housekeeping is the only form of work in
which neophytes are still widely instructed by their parents or elders”
while Romines adds that, “a woman writer...has an ambivalent relation to
that whole past of instructing mother and sibylline housekeepers”s7:. This
closed cycle of learning and teaching is one way by which women maintain
the structure of domestic space. Choosing a plot of domestic ritual may
even allow “a possible interpretive schema for lived experience rather than
the entrapment of falsifying codes”572. Nina understands the world in
these culinary codes; even her new lover is unaware:
Hune 1 6e3 ¢10B 6BLJIO TTIOHATHO, UTO Y HUX BCe B ITOpsike. 13
CBIPOTO B BapeHOe, U3 TBEP/IOTO B MSTKOE, U3 Uy?KOTO B CBOE — 3TO
BCIO/ly TaK, HE TOJIBKO Ha CKOBOpojie. OHU He TOPOIISACh, CO BKYCOM
noesu u Beimuiin./She did not need to be told that everything was
right between them. From raw to cooked, from hard to soft, from
strange to familiar. That’s the way it goes. Not only in the frying
pan. They ate and drank leisurely and with relish.573
She feels justified with his affair, as she has “proof” his wife does not love
him:

— OHa Tebs He 106uT. — Y HuHbI 3aropescs ee yIpsaMblil
maxrepckuii GoHaphb BO JIOY.

— 3apacceere. BOT TOJIBKO 5TOTO He HAJIO.
— B xapmase /ipIpa 1 BepXHell yroBUIIbI HE XBaTaeT.

— HapopgHble npumeTsl, — yCMEXHYJICA OH. — A 3a4eM ThI
ocMaTpuBajia MOU KapMaHBbI?

°"1 Romines, 52.
%72 Frye, Joanna (40) in Romines 49
%% Smirnova Nina trans 228/9
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— fI He ocmarpuBasia, — obuzenach Huna. — Y Tebs KJII0Y BBITIAJ,
s TIOJIOZKUIIA. /

“She doesn’t love you.” The obstinate miner’s torch on Nina’s
forehead was switched full on.
“Oh, for heaven’s sake. Aren’t things bad enough?”
“There’s a hole in your pocket and your top button’s missing.”
“Bad omens,” he mocked. “Why were you looking in my pockets?”
“I wasn’t,” said Nina in an aggrieved voice. “Your key fell out and I
put it back.”574
This behavior, the failure to perform domestic labour on the part of his
wife, is interpreted by Nina as representative of her failure to love her
husband. Via a clue, unknown to the uninitiated and not understood by
her lover, Nina has “proven” to herself that his is a bad wife, and to her
lover that she is the one who will truly labour to care for him, which she

equates with love.

At the end of the story, Nina invokes loaded terms and apricot
preserves again, once more, as a test of her boyfriend. Glas’ translation
somewhat confusingly uses the phrase “sausage-curls”, also known as
“ringlets”, for “sokonku. If taken at the translator’s value, this is a
meaningful choice, as it underlines the implication and power of domestic
language creeping into regular speech, and its reception by men. Even if

this is rejected in favor of the more ubiquitous “ringlet”, the following

5" Smirnova Nina trans 230, italicss added.
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citation powerfully shows Nina’s newfound and (limited) confrontational

engagement:

— A ezna y Hac ecTp?

— Hery, — mpogomkana 6yaroBarh Huna. — EcTh aOpUKOCOBBIH
KOMIIOT.

— AGpurocoBsIil KOMIIOT! — OH BOCXUIIIEHHO ITIOCMOTpEJT Ha Hee.

— I xouy ceiiuac npuiiTH 1 3aBUTH cebe JokoHKH! — HuHa ckazaia
3TO C BBI30BOM, ITOTOMY UTO HE MOTJIa TIO3BOJINTD ceOE OIMOUTHCA.

— Kak T8I ckazasna? Urto ceuth? — OH Aa)ke NOAIIPBITHYJI OT
JKeJIaHUSA PACCIIBIIIATD.

— 3aBuTh JIOKOHKHU! — ynipaAMo nosropmia Huna.

— Aii! — OH corHyJICA U CXBaTWJICA 32 )KUBOT. — All! — OH cToHa,
MIBITAsICh PACIIPAMUTBCSA, €T0 KPYTHUJIO HA MECTe, CJIOBHO TpenaJl
cMepu. — A-a-a-i1! — HOBBIN IIPUCTYTI XOXOTa €1Ba HE CBAJINJI C
HOT, OH eJIe CZIeP>KUBAaJI CIIa3Mbl.

— He mory 6ospmie! B rimazax remuo! He mory 6osibiie! Eciiu He
XOYelllb, YTOOBI 51 yMep, HUKOT/Ia He TOBOPU 3TOTO ¢JIoBa. — JIUI0
€Tr0 CHOBA JIPOTHYJIO, IPO3s1 Pa3beXaThCsl YIBIOKOHU, HO OH HAIIPAT
MBIIIIIIBI, ONIACAACH JOUTH /IO MIOJIHOTO U3HEMOXKeHus. — MHe
Ka)KeTCsI, UTO KOT/[a YeJIOBEK HEITPEPHIBHO CMEETCsI, TO OH
CUACTJIUB, & THI YTO YMAEIIIh?

HwuHa HexoTs y/IbIOHYJIach: Y OTHOTO OJHA IIPUPOJIA, Y
JIPYTOTO JIpyTasi, OAWH CKaHAJIUT, KaK OeIleHbIH, APYTOH ITOrubaeT
CO CMeXy, U He YCTaHOBJIEHO, UTO XYK€, UTO JIydire. JIydine He
JlyMaTh, MBICJIN OTJIOJKUTh, HEU3BECTHO, KyZla OHU 3aBeayT. [IycTh
cebe XOX0UeT, el UTO, KAJIKO JJIs HEr0 CMEIITHOT0?/

“Have we got anything to eat?

“No,” Nina continued to rebel. “Only apricot preserves.”
“Apricot preserves!” He stared at her in rapture.

“TI want to go home and do my hair in sausage-curls,” Nina said

challengingly. She couldn’t risk making a mistake [in choosing
men] this time.
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“What did you say? Do your hair in what?” He jumped up and
down at the prospect of hearing the word again.

“Sausage-curls,” Nina repeated obstinately.

“Ooh!” He doubled up with laughter. “Ooh!...Don’t mention that
word again or I'll die! ... A man who laughs all the time is a happy
man. Don’t you think?”

Nina smiled in spite of herself. People vary. One man can
become furious and tear his hair, while another will split his sides
laughing, and no one can say which is best. Better to put it out of
your mind, not think about it, for there’s no knowing where it
might lead. Let him have his laugh. Why should she mind?575

This man does not react with violence at Nina’s incursion into the world of
language as mediated by her experiences as a woman, but he mocks her
“sausage-curls” as if they were a joke, more unthinkable than threatening.
The same stimuli are reproduced as in the beginning of the story, but the
outcome is slightly different, as shifts of meaning have influenced the
interpretation of similar events. In this case Nina is debased in her efforts,
and made the object of a joke and not the subject of her own language, in
her rebellion. If these small acts of rebellion are subversive, as Butler
might argue, then I argue that their effect is yet too subtle to be seen
within this story perhaps due to Nina’s strong fear of change, and her
commitment to continuing in the domestic ideal; why should she mind?
Ultimately Smirnova seems to be making a case for a natural feminine role
as domestic, though the picture is not entirely unambiguous. Several

paragraphs before Nina’s final meditation on her lover’s laughter, it

appears that she is mulling over an entirely different role model. Upon

5 Smirnova Nina trans 235, italics added.
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hearing that her lover’s now estranged wife “never changes her mind”,
“this almost made her cry”. Nina says defiantly, “A mHe oHa HpaBuUTCA.
3o1as, KpacuBas, Tolas, st ObI TOKe XoTesia Takoi ObITh! /..I like her.
She’s so angry, and good-looking, and slim. I'd like to be like that”, in a
pique of rebelliousness. Her boyfriend “waved his hands like a drowning
man. “Yro te1! Uto Th1! OHAa, KcTaTH, He 371as1, TaKasi opraHuka. Ilpuposa.
Y mebs odHa, y Hee dpyeas. /For God’s sake! No, it’s not really anger.
She’s just made like that. It’s a question of temperament. You're one type,
she’s another”, he answers her. Indeed, here it is important to note the
differences in the English and Russian versions of the text. Obviously
arguing for a return to normatavizing “natural” types of personalities and
gender performances, the man in the story downplays Nina’s sudden
interest in emulation, and the differences between her and his wife.
Undeterred, Nina retorts, “Uem xy»xe 00paIiaenibCcs ¢ My>K9iuHOH, TeM
6oJibirie oH TebOs 1eHuT! /the worse you treat a man, the more he values
you”s76, in a direct assertion of the perfomative enaction of gender and of
personality. As Butler would assert, performative acts (discursive
practices) also enact and produce that which they name, though this power
of the subject is never the origin, but is always the derivative (in Derrida's

terms). Every action is performed (“cited”) and in turn derives power

%" Entire exchange, Smirnova Nina trans 234
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from the performances (“citations”) which it compels577. Indeed, his wife,

having taken a lover of her own (Felix) comments to this effect:

Ho mens He 6110 Beero Hezeno! Tl ckoponasuTebHa!

— A TbI ¥ He 3Ha? PeTuKe, THI YTO OOJIBIIIE BCETO IEHUIID B
JIIONIAX?

— Ckopocts. Purm.

— BoT Buzumb, TH HeZIOBOJIEH, a eMy HpaBUTcA. KaxkzioMy cBoe.
— 3T0 damUCTCKUN 1eBU3.

— I paga, 9TO THI TOUHO MEHS MOHSLI. /

“But I've only been gone a week [the husband says]. You're quick
off the mark”.

“Didn’t you know? Felix, what do you value most in people?”
“Speed.”
“There you are. You're upset, but he’s happy. It takes all sorts.”
“That’s a fascist slogan.”
“I'm glad you’ve got the message.”578
Binding her actions up in the performance of “fascism” and a different sort
of femininity, she leaves her husband to Nina, “Takyro HazekHyI0, KaKk

XOpoIui, HaBapucThii cyn /rich and creamy as well-cooked soup”s79.

" Butler Bodies that Matter 13
58 Smirnova Nina trans 233
5 Smirnova Nina trans 229
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THE IMPACT OF FEMININE THEMES AND SPACE FOR A WOMAN’S
SENTENCE

Using language provocatively is also a major component of
Kenwunst u canoxcHuxu /The Women and the Shoemakers. Similarly
concerned with the reactions that can be evoked by the use of domestic
language, Natalia Smirnova creates a story in which unconventional style
describe the domestic. The emphasis on internalization and introspective,
intimate writing cannot escape connotative associations with ‘women’s
writing’; this intersects with the creation of self-aware works of fiction. In
addition to this, continued emphasis on women’s labour and domestic
space further mark this story as “feminine”. Smirnova—like Gorlanova—
works to create new, self-mediated and feminine literatures, spaces, times,
and domesticities. The concept of a “women’s style” of writing will be
addressed again, briefly, so as to better understand Smirnova’s style as she
employs it.

It has been argued that “in feminist parlance, Russian women’s
fiction is gynocentric. Women’s search for self-actualization (usually
played out in the context of a modern urban environment) spawns many of
the recurrent themes in this literature: love, marriage, familiar
relations”s80. Goscilo succinctly notes that:

Stylistic hallmarks of women’s fiction, which favors the short story

and povest’ (novella) over the novel, include a subordination of a

plot to a preponderance of description; an exploration of levels and

modes of consciousness; a style that eschews modernist techniques;
and a stable perspective conveyed through quasi-direct discourse—

%80 Goscilo Coming 4
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a limited (most frequently female) viewpoint in which boundaries
between author, narrator, and protagonist often dissolve.58!
Indeed, it has been argued that women’s style and motifs have become so

stereotypical as to become almost fixed. Goscilo notes of Valeriia
Narbikova (1958 - ), that “the invariant motifs of her novellas—a love
triangle, a journey (usually to the sea), a confrontation with nature, and a
circular return—yield a chronotope in which time loses specificity while
space receives extravagant elaboration”. Again, this conforms to
women’s tendency toward the spatial. Many years ago, Ellen Moers
offered a study (most vividly with Literary Women: The Great Writers,
1976) of women’s literature that argued that the metaphors of space were
characteristically female, decendent in part from the “complicated
topography of the female genital parts” in which Freud and his
psychoanalytical lot were so interesteds82. Jane Costlow succinctly maps
her connection of this complex topography with women’s “frequent
representation as landscapes” and Moers claims that female space “knows
no nationality or country” though “certain lands have been good for
women...open lands, harsh and upswelling”583 . Though Costlow
interprets this as the forest, this space could easily be Siberian —rural,
wild, and certainly harsh. Despite the influence of Moers’ pioneering

feminist work, her conception of women as linked to open, harsh and rural

%81 Goscilo Coming 4, italics added.

*82 Moers, Ellen, Literary Women: The Great Writers (New York: Doubleday, 1976) 254-255.

%8 Costlow, Jane "Landscapes of Girlhood: Forest Space in A Russian Childhood and The Tragic
Menagerie", Mapping the Feminine: Russian Women and Cultural Difference, Hoogenboom,
Hilda and Catherine Theimer Nepomnyashchy, Irina Reyfman eds. (Bloomington: Slavica, 2008
113-131) 113.



269

spaces did not go unquestioned. Sandra Gilbert and Susan Gubar, Moers’
contemporaries who also associate women’s writing with the spatial,
posited that the spaces most emblematically female were literary
landscapes of confinement and enclosures84. Their unique focus was the
attic, but the vein of criticism is that the female writer is possessed by such
images because they are “possessed in every sense of the word” 585,
entrapped by the “enclosures of domestic architecture” and tenuresse.
They further argue that the prominence, to the point of repetitive
“monotony”, of images of domestic space in women’s literature is truly an
insurrection against expectation; their concern with domestic space is
subversion “grounded in an experience of its severely debilitating
effects”s87.

When thematic repetitions are analyzed beyond their spatial
influence, Goscilo sees that “the extensive spatial movement reflects the
genre of a utopian voyage, a search for authenticity”’s88—what was
seemingly rote repetition obscures a deeper, more meaningful tactic.
Indeed, this is the connection that Costlow seeks to make, shifting her
discussion of women’s focus in literature on imagery of domestic enclosure
and space into an analysis of autobiographical tales of Russian girlhood.
While Smirnova does not veer into the autobiographical (or fictionally-

autobiographical) as Gorlanova does, she maintains this focus of domestic

%4 Costlow 113

%% Gilbert, Sandra and Susan Gubar, Madwoman in the Attic: The Woman Writer and the
Nineteenth-Century Literary Imagination (New Haven: Yale University Press, 2000) 84.
%8 Costlow 114

%87 Costlow 114

%88 Goscilo Coming 12
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and women’s space. Related to this, she varies her style but not themes
much, sticking to “women’s topics” while using falsely straightforward
language to cover up the subtle myths, intertexts and use of language that
help to define her female characters. This is a strategic movement against
the (male, canonical) prose of “mirror of life” 19th C and also the
“reportage” of earlier women writers (i.e. Baranskaia) who wrote about
women on women’s themes in stylistically bland and unimaginative ways
(leaving logos to the men). The retention of classical women’s themes
allows for this comparison to be foregrounded, as the treatment of the
language and the characters in a story can then be compared against
earlier modernist/journalistic versions and also other women’s versions of
womens’ prose. The retention of classically feminine themes creates unity
and comparable attributes/bases between stories, even if they are
stylistically different, and allow for the treatment of characters and style to
be used as obvious points of comparison through which different strategies
of writing women or peripheries become apparent. This lets the author
use individual [characters to] destabilize a single, unilinear interpretation,
while retaining links to the past via theme, “feminine” use of impressions
and shifting descriptions, as well as “contradictory”/non-theoretically
“strong” masculine male logic or tropes. This essentially allows women
writers to “own” their links to historical women’s writing and the Russian
conception of femininity. They can do this while retaining their interest in
their lived experiences and proving that “women’s themes” (with which

they might identify) can cohabit in literature alongside the ostensibly
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“male” pursuits of language games, semiotics, logos, bodily references,
style, irony, postmodern feature, and self assertion among others. Cixous
argued for this type of flexible and creative writing, hoping that women
would claim the full resources of writing and that the woman “will put
herself into the text... we are in no way obliged to deposit our lives in their
banks of lack, to consider the constitution of the subject in terms of a
dream manglingly restaged, to reinstate again and again the religion of the
father”s89.

In both Gorlanova and Smirnova, shifting layers of characterization
work to remove the female characters and notions of femininity from male
“reflected mirror truths” of a single, modernist, stable (male) subjectivity
and identity. This also allows a foray into the feminist culture seeking
nuanced identities and self-knowledge which reflect women and “women’s
themes” as more than a unified, single, one-trick pony counterpoint to
men’s. The style of some of Smirnova’s stories also hints at metafiction,
including a rupture between the narrative and the author’s world, the
interruption of the narration and critical theory into the body of the text,
an elaborated “framing” of the text by the narrator, heavy irony, and the
desire to “play” with the traditional subject of a story. This “play” seems to
be employed as a criticism or a resistance to the Russian (and broader
literary) norm of subject matter “worthy” of literature, and the self-

conscious rejection of this normative plot. In a manner not dissimilar to

%89 Romines 198
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estrangement, the emphasis on a Derridian59° notion of differance allows
Smirnova to textually defer strict definitions and to simultaneously apply,
and rebel against, traditional notions of femininity. By focusing on and
privileging domestic action, the characters that existed as peripheral
subjects of literature and which exist as markers of a peripheral gender,
are given new meaning. Smirnova subverts the conventions of traditional
“important” literature and challenges the regulatory fictions which support
and are deployed by them. This occurs alongside the tension of
espacement (differance), and the pregnant irony of Smirnova’s choice of
subject matter and loci interacts with tension: “Several studies of ritual
also stress its liberating capacities to generate play, invention, and art,
especially in the ‘liminal’ stage”s91. Her inward focus—towards
relationships, quiet meditation, the home, domestic ritual—is historically
feminine, though her style and the ends to which she employs them is

more nuanced than might be expected.

ANALYZING METAFICITONAL ELEMENTS: UNUSUAL HEROINES
AND FRAMEBREAKS

Instead of a more traditional format — for example, memoir or
fluffy “women’s literature” intended for a female audience—Smirnova
plays with both critical expectation as well as convention in her text

Kenwunwt u canoxcHuxu /The Women and the Shoemakers. She openly

% Derrida “Différance” passim.
%91 Romines 13; see: Victor Turner; Mary Ellen Ross; Cheryl Lynn Ross.
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favours a story about women and a heroine to whom “nothing very much
happens”592, and in so doing employs metafiction. This description of the
heroine is not a critique of her writing from outside, but the voice of the
narrator incurring into the story. Smirnova does not demarcate between
the voice of the narrator, who provides literary critique of her story before
and after the body of the text, and the rest of the story. Such annotations
are playful pieces of “meta” commentary, both presaging and defusing
criticism against her plot and style. This story is elaborately but obviously
framed. Smirnova’s introduction notes her narrator’s desire to write an
“unusual” work, in which her heroine is different from those of other
literatures. She acknowledges her choice of events as intentional, and her
privileging of the domestic feminine subject in this manner as out of step
with the literary norm:

W MO3xHO J11 Ipe/icTaBUTh cebe reporHel, IMyCTh B CaMOM
HETrPOMKOM CMBICJIE, JKEHIIIUHY, C KOTOPOH 32 BCIO }KU3Hb HUYETO
He cyumioch? OHa HUKOT/IA He ObLyIa CYaCT/INBA, 3aCTHIB B HEKOEM
POBHOM COCTOSIHUM U »KUBSI B HEM, TOUHO B CKOPJIyTIE, HO U
HEeCYaCTHs TaKKe 00OIILIA ee CTOPOHOM. 3acyIyra ee, eCJIi TaKoBast
HMMeJIach, MOIJIA COCTOSITh JIUIIIb B TOM, YTO OHA IIPE/ICTaBJIsIa
co00¥ Ty caMyt0 HOpMY, 00 KOTOPYIO, KaK TOJIOBOM 00 CTeHy,
0€e3bICX0/THO OBIOTCA UCTHHHBIE TEPOU, WJIH, TOBOPS MHAYe, OHA
IIpeZICTaBJIsIa TO O€3BECTHOE CEPOE TPOCTPAHCTBO, KOTOPOE
CITyKUT uX GOHOM. CITy?>KHUTB, TPOCTO CIIY?KUTh, HUUETO He 3HAYUTb,
CTOSITh B 00IIIEM psiZly, HUUETO He YTBEPIK/IaTh, HUUEro He
OTPHIIATh, HE MOIAIaTh B Ka/IP, HE BBICTYNATh C TPUOYHBI, HE BECTH
B 601 — 3TO caMoOe IIPOCTOe KUTEHNCKOe 1eJ10, U BPAJL JIU MOXKHO
CTaBUTD €TI0 B 3aCJIYTy KOMY-HUOY/Ib.

/And could we possibly imagine a heroine, or simply a protagonist,
to whom nothing very much has ever happened? Caught fastin a
cocoon-like quiet equanimity, she has never been truly happy,
although real misfortunes have passed her by. Her service, if she
can be said to have performed one, could only be that she

592 Smirnova The Woman and the Shoemakers trans 222
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represents the norm with which true heroes clash, a wall to bang
their heads against interminably, or, you might say, the amorphous
grey anonymity that provides a background for them. To serve, just
serve, to have no meaning, to stand in the common ranks, to assert
nothing to deny nothing to keep out of the big picture, never to
speak on a platform or lead anyone into battle—the most ordinary
existence, which can hardly be to anyone’s credit.593

A desire to “play” with the traditional subject of a story is admitted here,
and this “play” seems to be employed as a criticism or a resistance to the
Russian (and broader literary) norm of subject matter “worthy” of
literature, and the self-conscious rejection of this normative plot in favor
of a story about women and a heroine to whom “nothing very much
happens”. Jane Marcus notes in The Home Plot, that “what seems
significant is not the female struggle to enter male public discourse, which
feminist scholars have documented, but the recognition of the inability of
that discourse to include their voices in history, the necessity of a return to
the personal”s94. This is in contravention, Smirnova notes wryly, to the
historical norm:
Harre moHrMaHue reposi OTJIMYAETCs OT TOTO, YTO TO[pa3yMeBaIu
JINTEPATOPHI B IPEXKHUE BpeMeHa. JIJisi HUX CaMbIM CyIlleCTBEHHBIM
SIBJISIJIOCHh OTKJIOHEHUE OT HOPMBI, BpaXKZAeOHOCTh el U JaKe
natosiorusi. [eposiMu CTAaHOBUJIUCH JIFOIN CTPAHHbIE,
OpUTHHAJIbHbIE, O/IEP>KUMble MAHUSIMHY, HEYMECTHbBIE B KH3HHU
JIEACTBUTEJIHHOM JI0 TMIOJTHOW 0OPEYEHHOCTH Ha TEPOU3M.
OHaK/TbI COCTPaiaTe/IbHAS YMTATEIbHUIIA YIIOMSIHYJIA B
pasroBope rocrnoxy boBapu, COBMeCTHB BHIMBICEI U PEATTbHOCTD:
“BemgHas, myuiie 661 Kynua cebe IMIBEHHYI0 MalIMHKY!”, Ha 4TO

HCKYIIIEHHBIU YeJIOBEK TYT ke Bo3pasui: “Torga oHa He cTasia Ob
repouHei pomana”. /

% Smirnova The Women and the Shoemakers trans 213. All Russian from the unpaginated:
http://artural.narod.ru/LITERAT/Ural/Ural_03 99 03.htm
% Romines 78
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Our idea of the literary hero is quite different today from that of
earlier times. For writers then it implied above all deviation from
the norm, hostility to society, even to a pathological extent. Their
heroes were strange, unusual people, maniacally obsessed, out of
place in real life, doomed to heroism.
“The poor creature should have bought herself a sewing
machine!” a sympathetic reader once said of Madame Bovary in a
mixture of real life and fantasy. To which her more sophisticated
companion replied: “Then she wouldn’t have been the heroine of
the novel.”595
As the narrator begins her investigation into what makes a heroine, the
text is elaborately framed, especially in opposition to a canonical work,
written by a man about a woman, Madame Bovary. Sadly, the idea that
capitulation to traditional femininity—which held the possibility for
happiness or peace—is anathema to the hero/ine defined herein. The idea
that a “normal” woman, and her domestic work, could be the focus of a
novel is rendered improbable in history.
We recall that the narrator states: a “sympathetic reader once said
of Madame Bovary” that “the poor creature should have bought herself a
sewing machine!”59% Indeed, “The Women and the Shoemakers” seems to
be an overt answer to this challenge, Smirnova’s way of responding to the
question: “U uto mpousonwio 661 ¢ poMaHOM, ecaiu 661 OMMa boBapwu,
OCJIyIIIABIIIKUCh ABTOPA, HE BCTa/Ia HA MYTh IVIOTCKUX CTPACTEH, a KyIuia

mBeliHyIo MamuHy?.../ What would have happened to Flaubert’s novel if

Emma Bovary had in fact ignored the author, refused to give herself up to

%% Smirnova The Women and the Shoemakers trans 212
%% Smirnova The Women and the Shoemakers trans 212
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carnal passion, and bought a sewing machine instead?...”597 The result of
this advice is presumably the author’s heroine, though it should be noted
that this experiment may not be offered up as a kind of antidote to
mainstream normative works which are focused on linear progression,
action, progress and a “hero”, but instead enjoyed as playing with
tradition. In fact, the ironic frame is completed in the last paragraph of
the story, in which Smirnova notes:

3/1ech, BEpPOSATHO, CJIEJTyeT C/IeJIaTh BHIBOZ, O TOM, UTO pOMaHa U3
MOZI00HOM KM3HU MOJIyIUTHCSA HE MOTJIO, IIOTOMY UTO OHA Oe/lHa 1
yIJIOBaTO-HEB3PAYHa, YTO 3TO COBCEM He Ta 6JiefHO-111ahPaHOBOTO
1BeTa baperkeBasi TKaHb, N3 KOTOPOM IITUJIA IJIAThe TOCIIOKA
BoBapu g1 cBoero eimHCTBEeHHOTO O6as1a B BoObecape...u uTo,
BEPOSITHEE BCETO, JTAJKE U PACCKa3a U3 TAKOU KU3HU HE BBIIILIO OBbI,
HE CJIYIHUCh IO COCE/ICTBY CAIOKHUKOB C UX HAPOJHBIM FepOU3MOM,
KOTOPBIM, KaK TOPHKHM IIeplieM, ObLIa IpUIIpaBIeHa BCs
ucropusi./Here one should probably conclude that such a life would
be no good at all as the basis for a novel, because it is so poor, so
unprepossessingly awkward, and certainly not made of the delicate
pale saffron silk that Madame Bovary chose for her one and only
ball at La Vaubyessard. And it is most likely even this account of
such a life would not have seen the light had it not taken place in
the vicinity of the shoemakers with their folk heroism that spices
the whole story like hot pepper.598

In these statements, the provincial stereotypes are also thrown into relief.
The provincial, idealized domestic norm of the housewife and traditional
“feminine” laborer is seen as hackneyed and performed, while explicitly
foregrounded provincial “stock characters” like the shoemakers are given a

boost in this comparison. The trick, argue narratologists like Todorov “is

to find events that rupture a norm subtly and so with veracity (thus

7 Smirnova The Women and the Shoemakers trans 212
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maintaining ‘sameness’), yet tellingly, or ‘strikingly’, and so with
significance (thus asserting ‘difference’)’599. Throughout the work,
Smirnova makes ironic statements regarding the stock “folk heroism” of
the shoemakers. For example, for getting drunk, taking advantage of an
artist and fighting, the following traits are attributed to the shoemakers:
“I'7is1751 CO CTOPOHBI Ha ATY KU3HB, MOTJIO ITOKA3aThCS, UTO CATTOKHUKH
POYHTAIN U 3aTBEPAUIN HAU3YCTh OCHOBOIIOJIOXKHUKA COI[PeaTn3Ma 1
Pa3bITPHIBAIOT CIIEKTAKJ/Ib, TOYHO IO HOTAM, HO BPS/I JIU JIEJIO 0OCTOSIIIO
TaK, CKOpee OCHOBOTIOJIOXKHHUK YXBaTHJI TOPHKYIO UCTUHY JKM3HH, a
MMEHHO YTPOOHYIO TATY K T€POUUECKOMY XY/IOKECTBY, B KAKOM ObI
3aTparne3HoOM KocTioMe oHa HU BbicTymasna./ Watching this [shoemakers]
life from the sidelines one might have thought the shoemakers had read
and learnt by heart the founder of Socialist Realism and were simply
acting out the script to the letter. But this was hardly the case. Most likely
the founder himself had actually hit upon the bitter truth, namely the
deep-seated attraction for heroic art, however shabby its attire”6°0. On the
contrary, mindful to the power of real effort, change is not entirely
dismissed as artifice: “...;1Hu 1K 6€3 TOpecTel U pajloCTel, MEeHsIs
oJlesTHUE JIEPEBHEB U IBET HEOA, HO HE MEHSSI CYyTH JKU3HU, [IOTOMY YTO
OHa MEeHsIETCsI, €CJTH MEeHsIeTCs1 BOOOIIe, Me/[JIEHHO, HEPUMETHO, U
KaK/IbIH 111ar TpedyeT repornueckux ycwauii. / The days passed

uneventfully, without sorrow or joy, changing only in the color of the sky

%% Hutchings 661
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and the attire of the trees, but not the essence of life, which changes, if at
all, slowly, imperceptibly, each change demanding a heroic effort”¢01. The
protagonist is, presumably, the type of “normal” woman, engaged in the
type of “normal” domestic labour that one would ignore in typical
literature. However, in 2Kerwunst u canoxcrHuxu/The Women and the
Shoemakers, she is subversively the focus and the undoing of typical
subject matter. One way by which this is accomplished is in the invocation

of 6bim/everyday life as a primary source of textual material.

Bbuvuim AND SEWING: MANTPULATING THE CONCEPT OF THE RITUAL
‘EVERYDAY’

As has been noted, 6btm/everyday life is overtly gendered in the
Russian tradition, and this conception has continued into the modern day,
despite changing norms and patterns. However, an understanding of this
term — often considered untranslatable — requires a more nuanced look.
Regarding the connection between women, domestic labour and negative
conceptions of 6bim/everyday life, Svetlana Boym has treated this subject
in interesting ways. In addition, so have Barbara Heldt in her studies of
the changing face of Russian women’s femininity and ideal enacted forms,
and Helena Goscilo. Ann Romines’ detailed and close readings of
American literature by women uncovers themes and strategies concerned
with the practice of 6btm/everyday life, the everyday practice of

domesticity; “Romines helps to pioneer a new direction in feminist

%1 Smirnova The Women and the Shoemakers trans 219
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criticism, one that locates women’s aesthetics in their material practices
particularly in the rituals of domestic labor”¢02, Romines suggests that
learning to read the symbols and subtle meanings which inhabit women’s
themes of labor and domesticity illuminate the enforced privacy, intimacy,
and reflective interior lives that mark women’s literature and housework
itselfoo3, This serves the purpose of helping to rehabilitate the concept of
tedious and empty 6vtm/everyday life. This can be richly applied as a type
of coalescence of the material 6btm/everyday life and aesthetic/artistic
6vimue/reality, as well as a feminist reading of the traditions and
iterations which have helped to shape the majority of women’s writing.
Benjamin Sutcliffe contends that, “almost all of the women authors
discussed in [his] study, envision the everyday as a conduit to
ovimue/reality”604. Smirnova also uses images of 6btm /everyday life to
reinforce feminine understanding of time (as cyclical, non-linear) and
space. The post-structuralist feminist Judith Butler has focused on
theories which highlight the potential significance of everyday actions and
the changing beliefs and identities which come from their enaction. Her
theory of gender informs my concepts of 6b1m/everyday life in Smirnova’s
works, its iteration, and identity in literary works, especially insofar as

performativity and the actions of the quotidian in literature can be seen as

%92 Donovan, Josephine. Verso cover of The Home Plot: Women, Writing and Domestic Ritual.
%%Romines 69 — “qualities that Rybcyzynski says have been associated with housework since the
17"C: enforced privacy intimacy, and a rich, reflective interior life”.
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the repetition of stylized discursive acts in time®°5. Of course, along with
Butler, the poststructuralist feminists Luce Irigaray’s work on the male-
privileging of language and canons is central, and Hélene Cixous®°¢, whose
theories of phallogocentrism are employed in an analysis of the gulf
separating “male” 6btmue/objective reality and “female” 6b1m/everyday
life. The representation of traditional women’s space as concerns of
domestic space and the enaction of domestic rituals are explored. The
concepts of ritual work, gendered domestic space and feminine interiority,
a “feminine style” of writing, and the presentation and influence of
6bvim/everyday life will be explored herein.

The complex relationship between 6btm and 6simue has been
addressed in the Russian theory of Roman Jakobson, Lotman and
Nabokov, among others, as well as many women writers of the stagnation
and perestroika periods, as well as those on whom this dissertation is
focused. Lotman noted that 6bim/everyday life occurred in a “realm of
practice”; another way of understanding this is as the “realm of the
symbolic”. If 6vum is the tired yet unceasing world of the physical
everyday, then 6stmue can be understood as “the symbolic cosmos of
ovimue/reality. The gap between 6stm and 6vimue reiterates the Eastern

Orthodox separation of body and soul and their gendered equivalents... [as

%3 Butler, see: Gender Trouble; Bodies that Matter; Excitable Speech: a Politics of the
Performative.
806 See: Sorties; Le Rire de la Méduse (1975).
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well as] the modernists distinction between masculine high and female
mass culture...”%07 In a similar turn, Stephen Hutchings:
posits an opposition between ‘the everyday’ (Russian ‘6stm’) and
true life (Russian “cu3mb); in order for art to mediate the
transfiguration of ‘6btm’into “#cu3mw it has to resist the natural
framing impulse of fiction, as expressed in Bakhtin's insistence that
the represented world [ . . ] can never be chronotopically identical
with the real world it represents.608
Jakobson contended that: “Opposed to [the] creative urge toward a
transformed future is the stabilizing force of an immutable present,
overlaid...by a stagnating slime, which stifles life in its tight, hard mold.
The Russian name for this element is 6u1m”¢09. Sutcliffe’s conceptions of
the “quotidian”, as he often refers to it, are suitably Russian in their
negativity; Western conceptions of the everyday are “more optimistic”610
and simple when compared to the gendered, dual nature of the Russian
everyday. Western works include the writings of de Certeau and his belief
in the redeeming small scale tactics for transgressions which the everyday
provides. Andreas Huyssen also supports this positive conception of the
disordered everyday, while rejecting the notion of gendered distinctions of
male/high and female/mass culture, as Benjamin Sutcliffe notes in his
book The Prose of Life6.

As noted, Iiuri Lotman’s “key definition of 6stm”, to use Sutcliffe’s

term, upholds that daily life cannot promote independence from the

%07 gutcliffe PoL 8

%98 Elsworth, John “Russian Modernism: The Transfiguration of the Everyday by Hutchings,
Steven C” The Modern Language Review (2000) 11-54.

%09 gutcliffe PoL 3

810 gyjtcliffe PoL 5

* Sutcliffe PoL 5, 8/9
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physical reality in which it is based. Its logic dictates that its corporeality
keeps it grounded, and keeps the individual from the world of
6vimue/objective reality. Lotman states:

Buim is the ordinary flow of life in its real and practical forms. Itis
the things that surround us, our habits and everyday behavior.
Buvim surrounds us like air and, like air, is only noticed when it is
spoiled or in short supply®12. We notice the peculiarities of others’
6bm, but our own escape us—we are inclined to consider it ‘just
life,” the natural norm of practical existence [6btmue]. bwim is thus
always located in the realm of practice; it is above all the world of
things.613

In short, the “implied passivity of reaction” and the banality of female
o6bim/everyday life, “exists alongside a problematic corporeality
(menenocms)”, in which “both Russians and Westerners deem women’s
activity more physical than mental, unworthy owing to its reduced scale,
ephemeral nature, and constricted existence within the home as marked
space”®14. Goscilo believes this sort of institutional bias stems from
sociohistorical truths, in part:

since many real-life husbands and fathers hold aloof from
household and parental duties, domestic and familial obligations in
the Soviet Union became almost exclusively women’s realm. When
reflected or refracted in literature, the situation yields
correspondingly different emphases. .... these figure much more
prominently in works by authors with firsthand knowledge of them
(the correlation is especially notable in “literaturna byta”
(“literature of everyday life”)...women tend to problematize these
hackneyed formulations, which malestream [sic] fiction (above all,
the village prose contingent) takes for granted and therefore

%12 Here | would like to note my deviation from Lotman, in that | posit that byt is also noticed
when it is performed very well, and/or when it is presented to us in literature or art as performed
very often. This will be noted and explored further in the later chapters concerning Gorlanova and
Smirnova’s work, with special attention paid here to Smirnova.

813 Sutcliffe PoL 8, italics added.

814 Sutcliffe PoL 5. Note here the work of Eve Sedgwick (1950 — 2009), feminist scholar and
queer theorist.
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relegates to the invisible status of natural givens and immutable

truths sedimented in the nation’s psyche.615

In Russian tradition, 6stmue/objective reality is characterized in
sharp contrast to 6sim/everyday life. Connected with the female element
of the Russian binary, 6sum is the banal quotidian which denies access to
the male dominated sphere of 6btmue/objective reality. Sutcliffe
characterizes this as a typically Russian binary; “the myriad problems
women confront reappear daily as a new set of crises, effectively erasing
pervious accomplishments. The resulting atelelogical and small-scale
struggle sharply differs from traditional ‘male’ activities and 6wimue.
Masculine actions often involve sweeping claims to permanent
change...the gender of 66tm, however, is feminine”¢1¢ (this is meant
ironically — the word’s gender is not actually feminine, it is just a term
applied in the vast majority of cases to women, domestic chores, and the
struggles of the quotidian). This can be read from a feminist bent as an
analogous binary to the modernist/dominant (male):un-
modernist/subordinate (female) hierarchy. bsvim/everyday life routinely
intersects with adjacent terms, such as nouwiocms/banality (with the
connotative sense of “vulgarity”), munuunocms/typicality, and
AuyHocmy/subjectivity, not to mention the damckasn nposa/ladies prose,
and xcercxas nposa/women’s prose labels. Today, despite the ubiquity of

these terms,

815 Goscilo Coming 4
816 Sutcliffe PoL 5
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Russian reviewers continue to assert vehemently that literature
possesses no gender. In the same breath, however, they lambast
the (non-existent) category of women’s literature (“zhenskaia
literatura®17”) for its mediocrity according to criteria that await
definition. Although the bias is immemorial, the illogicality is
relatively new in Russian culture and motivated by historical
developments. During the early decades of the preceding century
the now controversial but then largely unexamined categories of
“women’s literature” and “woman’s talent” were invoked
unproblematically.618
Goscilo notes that the terms ‘women’s literature’ and ‘woman writer’
acquired pejorative (or ambiguous) connotations that were intuitively
grasped by everyone, if unarticulated. Rejecting all terms that seemed
associated to this complex denegration of 6vim/everyday life, “female
authors instinctively construing them as dismissive, thinly coded signals
for inferiority”619.

This important association of the domestic with 6s1m/everyday life,
women, women’s writing and the loosely delineated boundaries and
marked space of the home is at the crux of much of this work’s focus on
Smirnova’s literary domesticity and inwardness. This mimics in a broad
sense the unfixed and fluid boundaries of Siberia, as well as the ill-defined
place marked for Russian women writers within the male canon.
Smirnova focuses almost entirely on the (gendered) home and domestic
space/space for a “woman’s sentence”. Here we must remind ourselves of

Virginia Woolf’s preoccupation with domestic spaces which have been

marked as feminine for so long.

®17 This term means “women’s literature”: ocenckasn 1umepamypa.

818 Goscilo Coming 1
819 Goscilo Coming 1
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Homes and their inhabitants are sprinkled throughout both
Gorlanova and Smirnova’s texts; in Smirnova this is more concrete, while
in Gorlanova there are large portions of time spent in schools and
dormitories by the main school-going characters. The predominance of
these enclosed domestic spaces reinforces the corporality and weight of
6vim/everyday life in Smirnova’s texts. In her work on Sidonie-Gabrielle
Colette (1873 — 1974), Southworth argues that “representations of physical
spaces —gardens, houses, rooms—are used to illustrate not only the
constraints to which women were subject, but also the confining, male
nature of conventional literary form and the potential for breaking free of
those confines”. In this citation, one recalls the weight of Gilbert and
Gubar’s scholarship, and the enduring connection of women’s literature
with images of enclosure and restraint. Focusing on the action that takes
place within (and in turn defines) the domestic sphere, Romines interprets
domestic work as a gendered language, and addresses the circular practice
and repetition of nowocms/banality as writing tactics which must be
understood via the domestic codes inscribed on them in order to be
appreciated. Drawing from a breadth of feminist scholarship, her
approach, which is firmly textual and focused on themes, motifs, and style,
serves as a wealth of inspiration for this work. She notes that “domestic
ritual offers a writer a wide range of possibilities” and that “rituals
performed in a house a constructed shelter...derive meaning from the
protection and confinement a house can provide”. To be considered

»

“ritual”, “they must possess most of the qualities that, according to Orrin
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E. Klapp, are common to all rituals: regular recurrence, symbolic value,
emotional meaning and (usually) a ‘dramatic’ group-making quality”620.
This group-making quality will be explored in Smirnova’s works as well.
Studies of ritual also “stress its liberating capacities to generate play,
invention, and art, especially in the ‘liminal’ stage”621.

As discussed, women’s work is often connected with the banality of
everyday labour. The banal, as we have explored, is often coupled with
concepts of provinciality and peripherality. Interestingly, as was noted
earlier, Siberia has been described as representing a place that is
“simultaneously ‘the outside’...and, by necessity, ‘the inside,” a ‘home away
from home”. These concerns not only highlight concerns regarding space,
but also regarding overtly feminized space and the confining nature of this
designation. This designation is not only applicable to the obvious status
of women writers, but might also be usefully applied to the wider state of
the periphery’s writers. The overwhelming focus on what is deemed
secondary in literature, the domestic 6u1m/everyday life that is repeated
mundanely, seems to be used as a writing challenge by Smirnova. She
states at the end of 2Kenwunwt u canoxcnuxu/The Women and the
Shoemakers that “such a life [as was described] would be no good at all as

the basis for a novel, because it is so poor, so unprepossessingly

620 Romines 12
621 Romines 13
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awkward...622” but we can see from her other works that this domestic

sphere remains of a central interest to her.

Sewing, like cooking, is another element of this domestic sphere
which has been actively and insidiously gendered as feminine, and which
is of central importance to the story 2Kenwunwt u canosxcnuxu/The Women
and the Shoemakers. The heroine of this story is a seamstress, tailor and
embroiderer. These are activities which have been actively seen as
feminine labour since medieval times, and which have historically long
associations with “desirable” femininity, and passivity®23. The nature of
sewing, as repetitive and creative, does allow for some novel
reinterpretations and some potential subversion of the status quo,
however¢t24. Meaning and the extent to which sewing panders to the
traditional feminine and domestic ideal can be deferred in a quite
postmodern way as the actions are repeatedly recurring in subtle
variations. The traditionally “endless” nature of sewing is well-
documented, as:

records open wide a door that has been hitherto only slightly ajar, a

door behind which are women, in all periods and in all places of

history, faithfully recording and commenting on domestic work that
was otherwise ignored. Rebecca Foard's newspaper clipping,

“Women's Drudgery,” captured a good deal of what many 19thC

women felt about much of what they did. There are many diaries

like that of Mary Ann Morse who described her life in New York
State in 1862:

%22 Smirnova The Women and the Shoemakers, trans 221.

823 parker, Rozsika. The Subversive Stitch: Embroidery and the Making of the Feminine. (New
York: Routledge, 1989) passim.

824 parker, passim.
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‘January 6 All sorts of housework took most of the day
January 7 Sewed all the time I could get
January 10 Sewed all the time I could get.’

Litanies of such entries, month after month, year after year, a
monotony of repetition and routine, culminated as a Georgia girl's
diary of the 1860s: “Fannie and I sewed ourselves sick. We stitched
day after day from morning until night.”625

The repetition of these acts was often a matter of survival as well as

conditioning:

In the period before the 1846 invention of the sewing machine, and
until much later in areas where machines were not available or were
too costly, hand-sewing remained a major domestic task. “The good
wife makes breakfast, makes the beds, then sits down to sew or
knit”, wrote a Virginia mother to her daughter in

1873. Women sewed their own and their husbands’ and children’s
clothes, and all towels, bed linens, and table cloths. In addition,
they quilted...for innumerable 19t"C women, quilting became,
unlike mere clothing construction,not only necessary work but also
a creative outlet, a form of personal artistic expression. Such
creative activity enabled women to transcend the limiting daily
routine.626

Steeped in a cultural set of expectations, Smirnova would have been
doubtlessly influenced by them, especially given the slow speed at which
the provinces and rural areas of the USSR/Russia developed and
industrialized which demanded a great deal or reliance on hand-produced
goods. Born in Siberia, and later living in the Urals before moving to the
center later in life (at which time she began to write crime fiction),

Smirnova’s “prose is subtle and slightly fanciful while her cultivated

625 Hedges, Elaine “The Nineteenth-Century Diarist and Her Quilts”.Feminist Studies 8.2
(Summer, 1982) 294.
626 Hedges 294
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heroines are trapped in the crude surroundings of drab, provincial lives”627
and her characters tend to use these “feminine” activities as their foray
into the “transcendent” element of repetition and feminized domestic

work.

In both of Smirnova’s stories, the female characters seem to create a
sense of “self” through the repetition of their genders, and the actions
which define them do so within their gendered sphere. Characters
ceaselessly sew, embroider, and cook. In Hapoowwiii poman/A Folk Story,
sewing is an example of domestic labour that sustains a strong
relationship and indicates its absence, as when she notices her lover’s torn
pocket as a sign that he is no longer loved by his wife. This domestic
labour is a type of search for selthood, and takes place after an abrupt shift
in their lives in which they are left without a male influence in their
families, and by which they are encouraged to create their own sense of
tradition and rootedness through “feminine” action. Ozzie J. Mayers has
suggested that sewing especially, acts as a “a resonant metaphor for
rootedness”628, In this case, the heroine of 2KenwuHwt u canoxcruxu/The
Women and the Shoemakers is also left by her husband, or more truly, she
is kicked out of his home with his mother-in-law and daughter. He is a
womanizer and devalues her with

pazmocTHast 6€33a00THOCTD CBU/IETEIHCTBOBAJIA, UTO TAKOE
CYIIIECTBOBAHUE U €CTh HOPMa, HACTOSIIUH MOPSIOK *KU3HU, KaK OH

827 perova, “Notes on Authors”, NINE of Russia's Foremost Women Writers: Glas 30, N.Pag.
628 Romines 127
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€ro MoHuMaJI. MaTh U ’KeHa TEPIEIUBO KAATU €r0 U3 JOJITUX
OTJIy4Y€eK, U BIIOJIHE BO3MOXKHO, UTO BCS KU3Hb IIPOKATUIIACH OBI T10
3TOH KoJiee 6ECIIOMOIITHBIX 0KU/IAHUM 1 HEPAJIOCTHBIX BCTPEY, HO
OMHAXKJIbI, B 3aTMEHHHU, HaBEIHHOM KaKOM-TO 0COOEHHOM
JKEHIIIMHOM, OH BBITHAJI KEHY U3 JIOMa U HAIMOCIEI0K /Il el
mopkonHuK B moabesze. / Cheerful nonchalance [which] suggested
that he viewed this as the existence as the norm, the natural order
of things. His mother and wife would wait patiently throughout his
long absences, and it is quite possible that their life would have
continued in this pattern of enforced waiting and joyless meetings,
had he not one day, in a blind moment induced by a rather special
woman, thrown his wife out of the house and given her a parting
smack on the backside to boot.629

Her husband is a patriarchal subject, who had been dictating her existence
of “enforced waiting” and the suppression of her happiness to his whims.
However, in this story the breakdown of their union represents more than
a divorce to our heroine, and instead symbolizes a rupture in the logical
modernist progression of her life replete with enforced domesticity and
feminine passivity. The possibility, indeed the need, for change and plural
opportunities is suddenly clear to her: “Ou He cobupascs ee 06MUKaTh,
IIPOCTO TOATOJIKHYJI, KaK MsI4, — KaTUCh OTCIO/Ia, IyTAEIIbCs MO
Horamu... /He hadn’t meant to insult her, just whacked her like a ball”, an
object which he controls, and
Kak HUM CTpaHHO, 3TOT y/1ap, KOTOPHIN He ObLJT HACTOSIIUM YZapOoM,
a Tax... CTaJI JiJisi TEPOMHU HEKUM MOMEHTOM UCTHUHBI, KaK Oy/ITO
nepe;; HayaJoM CIIEKTaKJIs Pa3Bep3Ccs 3aHABEC U ITOKA3aJl OCTOBbI
HETOTOBBIX JIEKOPAIIHH, Ha KOTOPBIX CTOUT U JIEPIKUTCS BCsI KpacoTa
»ku3HU. OHA He HCITyTaiach TOJIbIX JIEPEBIHHBIX MEPEKIIAIUH, C
COCHOBBIM /IyXOM B IVIyOMHE, MEXaHUKE MTePEKPEITUBAIOIITUXCS
CyCTaBOB, 3yOII0B, KPIOUKOB, OJIOKOB, IIIIIaraTOB, OTKPBIBIIUXCS JIJISI
0003peHus, HO B HEH B/IPYT M HABCET/IA OCThLIIA MEYTATETLHOCTD,

JIeTKas, ¢ XPYIKHUMHU KPBUIBIIIKAMHU, IEBUYbsA, HEOCTOPOXKHAA
JIOBEPYUBOCTH K JKU3HU, OKHUIaHUE CIOPIPU30B. /yet strangely

%29 Smirnova The Women and the Shoemakers, trans 213
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enough, this slap, which was not a serious blow, just a token, so to
say, became a “moment of truth” for our heroine, as if the curtain
had been raised prematurely revealing the naked hulk of an
unfinished stage-set on which the beauty of life was to be played
out. She was not afraid of the bare wooden crossbeams still
smelling of pine, the mechanism of the intersecting joints,
cogwheels, hooks, block, ropes and pulleys suddenly exposed to
view, but gone suddenly and forever was the young girls’
dreaminess with its fragile wings, the blind trust in life and
expectations and surprises.63°
This metaphorically explains the heroine’s move from a belief in the
constancy of an overarching structure which would both explain the status
quo and shield her from its mechanisms of power which enforce their
seeming “naturalness”. This “naturalness” is suddenly shown to be merely
“the mechanism of intersecting joints” of a normative framework, and this
rupture allows her to regain a space solely defined and regulated by
women. The rapid change of her way of life leaves the heroine with the
burden of negotiating this newly confusing world. Experiencing a rupture
in her old life, the heroine is suddenly exposed to the various
“mechanisms” of the “naked hulk of an unfinished stage-set on which the
beauty of life was to be played out”. This deconstructivist vision of the
world, as assembled in an unfinished and repeated set of mechanisms that
are typically hidden from view, is an examination of power and cultural
construction. Suddenly the mechanisms of power that were hidden to her
are made obvious, and their existence changes her life forever, as she

enters the postmodern in which there is no more “inside vs. outside”. Her

gender performativity can no longer be understood apart from the

830 Smirnova The Women and the Shoemakers trans 213/4
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reiterative and forcible practice of sexual regimes which are
heteronormative and require the materialization and normalization of sex-
“norms” to enable the formation of a subjectivity®3:. Though our unnamed
(does she thus stand in for an “everywoman”?) heroine in this story also
turned to classically feminine labour after her divorce, she did so less in
relation to service and men than Nina did, and more as an empowerment
of herself and her daughter. Her domestic work and its quality no longer
define her without her input, but now are chosen actively as they provide
solace to her. Her choice to confine herself to the domestic sphere

functions to incubate her relationships with the women around her.

Our heroine reassembles from scraps of her life a sort of bifurcated
sense of normality, that of the “before” and “after” (the divorce) which they
have lived through, and create from this pastiche something nearing a
subject. This subject is never whole or centered, however, as it is reliant
on reenacting the image of a whole, gendered subject. She moves in with
her mother-inlaw, “oHu Hauasu KUTH BMeCTe ¢ OEJTOCHEIKHOU CTAPYIITKOU,
cTapaslielics 3arJIaJUuTh YyKyl0 BUHY, HO 6€3 My»a, KOTOPOTO 3aKPyTHJIa
U yBeJIa JKEHII[HA ¢ HEOOBIKHOBEHHBIM, ITOUTH MYKCKUM I'OJIOCOM M
penkoit 6opoakoii/She began to live with this white-haired woman who
was trying to redress the wrongs of the past, but without the husband, now

enamoured and lured away by a woman with an almost masculine voice

831 Butler Bodies that Matter 15
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and a rudimentary beard”¢32. Within the framework of contemporary
uncertainty, associated with the postmodern condition (it was published in
2003), the possibility that any sense of true identity is abolished seems to
be written into the very repetition of the traditional acts and the way in
which they are mediated on, repeated in endless variation and
alternatively accepted or rejected until they can make a reasonable
approximation of a subjectivity for those who feel “shattered” by a rupture
in the “natural” progression of their lives. The framework of this new life
is simply and plainly laid out, in the incurring voice of the narrator who
clearly intercedes to set out the path on which her women will walk.

The women begin to stay in and sew all of the time in close
company. They become almost wholly consumed with the feminine labour
of sewing, and

OHH MaJIO BBIXOWJIN U3 YIOTHOM KBaPTUPHI ¢ (PUKyCcaMHU, 3aBeTn

IIBEHHYI0 MaIlINHY, OBEPJIOK, MaHEKeH U IITHUJIN KOKaHble OepeThl,

CYMKH, MOJTHbI€ TIaJITO U3 IIIEPCTH C JIJTMHHBIM BOPCOM U JIasKe

TIO/IBEHEYHBIE TJIaThsI, K KOTOPBIM CBEKPOBb YMeJIa /IejiaTh PO30BBIE

U KPEMOBbIE, BO3/IyIIIHbIE, KAK MTUPOKHOE, IIBETHI U JIJTHHHbBIE

aTJIaCHbBIE TIEPUYATKHU C OCTPHIMHU TPEYTOJbHBIMH MMAJIbIIAMHU HJIH

naJbIIaMU OBAJIBHBIMU, Kak BUHOTpas./ They rarely left their cosy

apartment...bought a sewing machine with an overlock, and a

tailor’s dummy and began to make leather berets, handbags,

fashionable coats of long-haired wool, and even wedding dresses for
which the mother-in-law made pink and cream flowers, light as
puff-pastry, and lone satin gloves with pointed triangular finger tips
or oval ones like grapes®3s.

They begin to skillfully produce the trappings of femininity, decorations

and fine, refined clothing which is described in the vocabulary of advanced

832 Smirnova The Women and the Shoemakers trans 214
833 Smirnova The Women and the Shoemakers trans 214
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domesticity as “light as puff-pastry”. As Irigaray might hope, these women
begin to “redress the wrongs of the past”, and by this it is obvious that
these are the masculine-wrongs of the past (the husband is excluded), and
to create for themselves a small and tightly bound type of women’s space.
According to Irigaray we need “rites and myths” to teach us to love other
women, to live with them and values that can be shared if we are to
coexist. She goes on to point out that without symbolization, of words, of
stories and myths, religions and philosophies which do not have
representations of women as women, women lack the means of loving the
same—themselves, and other women. They do not, then, have the means
of knowing how to act and be with other women because there are no
words, or stories, or myths that express the love of the same, of oneself as
a woman, and love of other women. As she puts it, because “there are
indeed almost no symbolic forms of love of the same in the feminine” and
because we exist within “a language and a social organization which exile
us and exclude us”, we must create, or “invent another style of collective

relations. . . . a new subjective and socio-cultural order.”634

Our heroine and her mother-in-law begin to work in a specifically
feminine and domestic sort of language and space which they both
understand and which differentiates them from the men in their lives. In

an Irigarar-ian sense, they begin to understand that “the whole framework

834 Oseen, Collette “Luce Irigaray, Entrustment, and Rethinking Strategic Organizing”
Integrated Studies, N.pag.
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of their identity has to be constructed, or reconstructed”®3s and the
mother-in-law actively exploits this as she initiates a change, and seeks to
create a matriarchal type of genealogy. She does not discriminate against
our heroine because of her non-blood relation to herself, but instead
accepts her and her daughter into her home and actively forms a female
genealogy, which is held together by the performance of feminine labour.
It is argued that “viewed thus, housekeeping is not only the unspoken,
unvalued routine by which a patriarchal regime is maintained. It is also
the center and vehicle of a culture invented by women, a complex and
continuing process of female, domestic art”63¢. They buy a sewing
machine, and set about developing mother-daughter relationships by
“once again [learning] to respect life and nourishment...[and] regaining
respect for the mother”637. Irigaray wrote that “if we as women are to
avoid the reconfiguration of hierarchical relations between and among us
as women, we must create an interval—a border or a limit—to contiguous
relations so that women can work together side by side, so they are neither
obliterated nor erased. We do this through recognizing or creating a place
for our mothers as mothers and as women”¢38, Irigaray argues that
“attractive images” of “the mother-daughter couple should be

displayed”¢39, and our heroine and her family were “all three of them

%% Irigaray Je, tu, nous...47
6% Romines 14

%7 Irigaray Je, tu, nous... 47
638 Oseen passim

%39 Irigaray Je, tu, nous 47
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remarkably well dressed”640, cutting a fine figure of women living together
well. They are successful enough that “they were able to buy a plot of land
and plant marrows and strawberries”%4! and renovate their apartment.
This measurement of success once more repeats the domestic and the
culinary as markers of female achievement, and maintain a continuity of
the matrilineal line. The reconstruction of their lives is mimicked in the
construction of lovely, feminine clothing, the constitutive act of sewing.
They sewed well, autonomously and happily; “Crapyiiika mora murhb,
TOJIBKO KPacysiCh KaJKIbIM CTEKKOM M CKJIa/IKo¥ Ha TkaHH./The old
woman could never sew without showing off her stitching and pleating
skills”42, This is a charming and uncommon incursion of the character’s
happy feelings into the text. And, a certain sense of pride is not
uncommon, “given the repetitive nature of women's everyday
work...pride...is understandable. The 20t C poet Marge Piercy calls a quilt
‘the only perfect artifact a woman would ever see. Dishes washed become
dirty; food cooked is consumed; a quilt endures’.”643 It is via this close and
personal feminine domestic work that our heroine begins to find a new
sense of self in her postmodern world, in the reiterative and ever-evolving
communal sewing work: “UrospHoe yIIko MpOmyCTHIO UX B MUD, YEPE3
HET0 OHU BUIEJTH U OCS3aJIH PEATIbHOCTD, U Yepe3 HETO JKe PeaIbHOCTb,
MIPUIIYPUBIIUCH U PA3IJIAJIEB UX, JapHia CBOM CKPOMHBIE MUJIOCTU U

pazoctu./The needle’s eye had launched them into the world. Through it

840 Smirnova The Women and the Shoemakers trans 214
81 Smirnova The Women and the Shoemakers trans 217
%42 Smirnova The Women and the Shoemakers trans 214
%3 Hedges 296, italics added.
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they saw and sensed reality. And through it, in turn, reality scrutinized
them, bestowing its modest joys and blessings”644. We recall that it has
been suggested that when housekeeping is seen as ritual, it is both “the
center and vehicle of a culture invented by women, a complex and
continuing process”45. Our heroine and her daughter and mother-in-law
continue to live happily in their new space they have created, whose

boundaries they control, until the old woman’s death.

This death is another blow to the heroine, but she is not without her
solace. This is found both in the hope of a continued female genealogy
with her daughter, and in continuing and repeating her mother-in-laws

careful work:

l'epouHsa 3akOHUYMIIA 32 CBEKPOBb BOPOT LIEJTKOBON MY?KCKOU
COPOYKH, 3a060TACH O POBHOCTU U KpacoTe KaK/I0I'0 caMoro
MEJIKOTO CTE€XKKa, HO ee He OTIyCKaJI0 YyBCTBO Ipy0OH yTpaThl, Kak
Oy/ITO Iepe]] JATbHUM ITyTEIIeCTBHEM OOYMCTIIIN HA BOK3AJIE.

BrIBarOT JII0/TH, MOTEPST KOTOPBIX ITPEBOCXOUT JII0O0€E
IepeKuBaHUeE, JaKe IMO-3KEHCKH TJTyDOKOe U JI0JITOe, U TO, UTO He
3aTAHYJIOCh, OCTAETCA 3UATh TPEBOTOU, CJIOBHO OJUHOKUM (DOHAPH
Ha yJIuIe, yOUBAIOIIUH MaTOBBIM CBETOM HOYHOM ITOKO.

/Our heroine finished off the collar of the man’s silk shirt that her
mother-in-law had been making so that every tiny stitch was as
even and near as possible. But she could not lose the sense of naked
loss. It was as if she had been robbed of all her possessions at the
railway station before setting off on a long journey.

When some people die the sense of loss dominates all other
feelings, even long, deep feminine grief, and lingers on achingly, as

%44 Smirnova The Women and the Shoemakers, trans 214
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a solitary street lamp destroys the peace of night with its dull
glow.646

Important in this passage is the indication that “feminine grief” is not,
unlike many other attributes ascribed to women, a shallow or superficial
thing. The femininity of this emotion is tried to its importance, its depth,
and its philosophical meaning. It also strengthens and deepens the bond
and connection of these women to eachother in a way that is specifically
correlated with femininity. Despite the heavy symbolic importance of
domestic work in her texts, it is not performed as unthinking capitulation
to the regime of heteronormative society. It is performed as a means of
survival, but also as a meditative action which allows for the production
and fostering of a sense of self, of connectedness, rootedness and tradition
which links each character to their female brethren. This death once again
forces our heroine into the masculine world for a funeral and the attendant
responsibilities, not excluding seeing her ex-husband again. The second
solace which she enjoys is in continuing her domestic feminine labour with
her daughter, in a continuation of a female genealogy:
UYepes HeZesTo oCJie TOXOPOH TePOUHS YCa IiiIa JIEBOYKY 32
IIBEMHYIO MAIIIMHKY, U Ta *KaJIa Ha I1eJ1aJib, BECEJIO HaIleBasi, KaKk
IITAYKA, OYZTO C 3TUM POAUIACH. [[eBOUKA HU C KEM He JIPYKHJIA,
HUKYy/Ia He XOINJIa, KPOMeE IITKOJIbI U TAHIIEBAJIBHOTO KPYIKKa,
CJIOBHO OBI €€ UTOJIbHOE YIIIKO OBLJIO COBCEM Y3KHUM U HE TPEOOBAIO
IITUPOTHI BIIEUATIIEHUI, HUUEro HOBOTO U HEM3BECTHOTO, a /IEBUYbSI
JTOBEPUYUBOCTH K JKU3HU ITPOCTO OBEBaJIa BCeE, 3a UTO OHA
IIPUHUMAJIACh, HO HUYETO He MPEebsBJIsIA, JOBOJIBCTBYSCH BCEM,
CJIOBHO TUTAIach Bo3ayxoMm./ A week after the funeral our heroine

sat her daughter down at the sewing machine, and the girl pressed
the pedal, singing happily like a bird, as if she had been born to it.

846 Smirnova The Women and the Shoemakers, trans 217
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She had no friends and seldom went out except to school and her
dancing class, as if her needle eye was very narrow with no need of
broader impressions, anything new or unknown, and her girlish
trust in life encompassed everything she did, never demanding,
always satisfied, as if it fed on air.647
This emphasis on the naturalness and simplicity of the ritual labour is
tempered by the almost ironically over-the-top description of a “perfect”
femininity. She is “never demanding, always satisfied” and exists as lightly
in this domestic sphere “as if it fed on air” — a caricature of the quiet,
subservient, naturally “feminine” and easy girlishness. One can compare
this to Nina Gorlanova’s character in her
Asmobuozpagus/Autobiography, who is born into illness, and learns to
be (as little as) what her health will allow. Unlike this heroine, Gorlanova’s
character rebels against her fate, and wrestles with the weight of her (non)
actions. Smirnova’s girl works, born into her role and into her labour. It
has been observed that in contemporary times, domestic labour
is the only form of work in which neophytes are still widely
instructed by parents...to do a task precisely as you observed or
were taught by your mother or grandmother is to experience a
portion of what they each once did...the ritual enactment of
housework thus helps provide continuity from one generation of
women to another...it is one of the major ways that women (whose
lives have typically been isolated from the public sphere dominated
by men) have been able to share in the entire community of
women.648
‘Passing the torch’ of domestic labour to her daughter from her mother-in-

law is one way in which our heroine finds “validity and meaning...not by

striking out, but by going in deeper, through the apparent boredom and
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triviality and repetition, toward the hidden understanding that must be
approached cyclically”¢49. This has been described as a “distinctively
female way of feeling”65°. Smirnova’s description of a girl who seems
naturally “feminine”—uncomplaining, skilled in domestic labour,
feminine, quiet, a home-body—puts into question the effectiveness of this
new “women’s space” as being liberatory. In this story this happy,
seemingly natural feminine domesticity is not presented as regressive or
essentializing, as one reads the conclusion of the story against its
beginning. It seems, in many ways, to be an ideal sort of life, lived without
the incursion of men. Indeed, Smirnova has written, in her story
Hapoonwtii poman/A Folk Story, of the poverty of men and the dangers of
them asking too much of women: “ ‘A1, 6eHbII!” — U yBU€JIA 110 JIUILY,
YTO MOTaja B TOUKY. MyKYMHBI Bce HEMHOTO O€e/IHbIEe, €CTH YK Ha TO
IIOIIIO, OHA TaK U JiyMajia BCer/a, HeJIb3s TOJIPKO UM CHJIBHO
IIO/IIAaBaThCs, a TO caMa Oyzelb elie 6emHel. /she just said “poor chap”
[about him] and saw from his face that she had hit the nail on the head.
All men are poor chaps if you think about it. She had always thought so at
least. But you mustn’t give way to them too much or you will be even
poorer”ost,

The daughter sews with her mother, and in lieu of payments
occasionally is given entrance into the outside world in the form of

marriage want-ads and promises of help in the future. Her mother sits

849 Romines 74
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“every day” sewing®s52. She has soon finished school and jets off to Cape
Town to marry a man who answered her want-ad. Since our heroine
requires the acquiescence of her ex-husband for her daughter to marry,
she finds him, now living alone:

— Bosbpmenrs MeHs K ce0e? — CITPOCHIT OH.

— Bo3bMy, — JIETKO COTJIacHJIach OHA, HE T0/Ipa3yMeBasi HUUEro

obugHOro. — CTOpOXKEM Ha CKIajl. /

‘Will you take me back?’ he asked. “Sure I will,” she agreed easily,

without implying any sense of injury. ‘As a night watchman for the

warehouse. 053
With this quip, she shows that she is empowered by her new, successful
(both in the masculine-oriented world of prophets and also in her personal
life) domestic activity, and is confident in herself. The actions which were
historically disempowered have empowered her in the outside world in the
domestic sphere became empowered as codes; symbols by which she can
understand and express herself ¢54 confidently and whereby the initiated
can understand her¢s5. Foucault argued that “power and knowledge are
fused in the practices that comprise history and that discourses partake of
power, not knowledge alone”65¢. This type of “coded” action is not only

multifaceted and forever changing as the codes are interpreted/intended

to be read in subtly different ways, but they:

82 Smirnova, The Women and the Shoemakers trans 219 — “Kaxpiil IeHb JKeHIIMHA CaUIACh 3a
MalInHKYy...”
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call...attention to some important features of women's culture: that
the signs common to women's experience can make up a complex
text capable of many readings; that in such a text women can read
esoteric messages that are not easily accessible to men, including
messages that comment on women’s roles in relation to men,
messages it would not be safe to express directly.657
This “slippage” of meaning, or the lack of concrete interpretation of
meaning prevents the domestic act from being interpreted as solely
regressive (for the “women’s movement”) or wholly feminist:
for innumerable...women, quilting [and sewing] became, unlike
mere clothing construction, not only necessary work but also a
creative outlet, a form of personal artistic expression. Such creative
activity enabled women to transcend the limiting daily routine.58
This very instability of meaning allows for this code to be open to
interpretation, change, and strategically used. These “feminine” products
and actions can be read as feminist or as merely familiar. The acts of
“feminine” labor that are performed can be both “apolitical” or “un-
meaningful” as well as representing encodings which act as resistance, and
which privilege with power that which was ignored by the (male) canon:
Recent research has focused on those "ordinary women" whose
household work comprised, defined, and often circumscribed their
lives: the work of cooking, cleaning and sewing that women
traditionally and perpetually performed and that has gone
unheralded...659

However, in this work, they are domestic “heroines” and their domestic

actions occupy the full stage. What was an ironic suggestion in the
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introduction, for Mme. Bovary to buy a sewing machine, our heroines in
“the Women and the Shoemakers” do exactly; they turn very literally to
domestic ritual and action when times are rough, or circumstances unruly.
Murphy argues that “stitchery has a noticeable presence in literature as a
kind of supporting text within a text”¢60. This newfound choice and
plurality is a recurrent theme within the story, and one which the heroine’s
daughter also reenacts.

Following her move to Cape Town and her marriage, the daughter
was overwhelmed by the masculine and unfriendly conditions in which she
found herself:

Jloub BepHy1ach yepes roj.

— He mory 60J1blile, MaJIBYAIIKY ITPUCTAIOT, TPEOYIOT €/IhI,

IyTaloT... Y>Kac, CKOJIbKO TaM 3Mel, BCe BpeMs 0/l OKHAMHU

IIypIIUT... Hels1 He XOUeT yYUTh MeHsI PUCOBATh, XOUET JIE?KATh B

ITOCTEJIH C 3allITOPEHHBIMH OKHaMU. /A year later the daughter came

back. “I can’t stand it any longer. The boys drive me mad...Neil

[her husband] won’t teach me to draw. He just wants to lie in bed

with the shutters drawn...”661
She returns happily to her mother’s home, knowing that her return will
help to continue the maternal genealogy that they have begun as she
divulges joyfully (“3acmesinach ot cuactbs”), “sa 6epemenna! Ckazanu, 4To
Oyner neBouka/I'm pregnant! They say it’s a gir]”662. Intent of remaining
with her mother, she leaves men’s letters from Cape Town unanswered

and untranslated, instead choosing to enact feminine labour with her

mother, and to view this female-space as liberatory. Continuity of life and

880 Murphy 643
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domestic tradition, as indicted by her pregnancy, helps to feed the idea of
self-perpetuation and self-creation of their own domestic continuity. This
space will be treated more fully in the following pages, but for now
emphasis is on the daughter’s rejection of masculine language, as
represented by the letters; in her home she is able to shape and interpret
the domestic code that exists to suit her:
...BMECTO 3TOTO CeJIa 32 MAITUHKY IIIUTh YEITUUKH U ITOATY3HUKH.
OceHbl0 OHaA poAWJIa JOUKY, Ha3Bajla ee UMeHeM yMepliei
6abymku “AHHA”, U OHU CTJIH JKUTH BueTBepoM /She sat down at
the sewing machine instead to make little caps and nappies. In the
autumn she gave birth to a daughter, called her Anna after her dead
grandmother, and all four of them began to live together.663
The new girl in her life is actively named, by a woman, to reflect the ideal
continuation of a feminine matriarchy. The importance of naming has
been explored in a chapter pertaining to Gorlanova, and all of this
meaning is exercised by the daughter in autonomy from male privileged
systems. This isn’t a form of revolutionary or utopian existence; as Sarah
Orne Jewett noted in County of Pointed Firs (1896): “we [women]
understand our fellows of the cell to whatever age of history they may
belong”664, However, it is one chosen actively by the women in it, and
which allows for them to empower themselves by making small changes
and subversions to the general pattern of life, as desired. This gives them

a power and a freedom of expression that is unheard of outside of their

community: “At its most basic level of metaphor, the practice of
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housekeeping is problematically associated with women’s work and with
female power”665. Not that this power is overstated, however; their lives
are described, in closing, as quiet, feminine (submissive) normalcy:

He CYACTJIMBO U HE HECUACTINBO, U YMEPJIU, KaK II0JIOKEHO,
Ka>X/IbIH B CBOU CPOK, HE U3BEJ|aB KaKUX-JTMO0 0COOEHHO KPaCUBBIX
1 HeOOBIKHOBEHHBIX YYBCTB, KpOMeE UyBCTBa 0J1aroJapHOCTH 3a TO,
YTO CTPHIKEHBIX OBeUeK 00T OeperkeT U, KOT/ia MOXKET, YKPbIBAET OT
BeTpa./neither happy nor unhappy, and died as is only right and
proper each in her own time without experiencing any particularly
beautiful or unusual feelings, apart from a sense of gratitude that
God looks after the shorn lambs and protects them from the wind,
whenever he can.666

A literature which privileges the domestic by using it as its central or main

metaphors and subject matter is experimenting with an interesting shift in

power in which the dynamics of labor are changed: domestic work
commands low wages, or none, and is often considered trivial or
demeaning, “shitwork”. What these women do is essential yet
impermanent and invisible; according to [Harriet Beecher] Stowe,
one sign on an accomplished housekeeper is that she is never
caught in the act. The culture consumes the products of the

housekeeper’s labor; the fact and the process of that labor are
suppressed.667

In Smirnova’s works, the domestic is no longer hidden beneath the surface
of the text, and comes to the forefront as a privileged ritual act. The work
that is powerful because it is “essential yet impermanent and invisible” is
much like many postmodern concepts of power—forever subjective (in

design or recipe), always moving, always invisibly shaping the world

665 .
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around it, repetitive and never formalized, a “loose, hybrid, and composite
collective action”668, Despite her ludic approach to the questions of
domesticity and femininity, Smirnova has offered the reader two
variations on a theme. Via metafictional elements, a preponderance and
meaning of domestic symbolism, activity and ritual are invoked in an
effort to understand the actions of domestic protagonists who enact
feminine labour. The potential offered up by these domestic spaces and
this “feminine” work is explored in the emergence of new relationships
and genealogies, while an ultimate judgment concerning its efficacy is
deferred. The performativity of gender and the extent to which it can be
subverted is explored as the “empowerment” of typically “feminine” topics
and protagonists focuses the reader’s interest inwards, into the rich depths
of the domestic home, once again illuminating what has been so often

neglected in literature.

DOMESTIC SPACE ENCROACHED UPON: BLUSTERY
PROVINCIALISM AND ‘ADDITIONAL SPACE’

Smirnova is a woman writer who focused on writing about
provincial lives, issues of space and nature, as well as moving through
boundaries between center and periphery. Hoogenboom has argued that
“by representing themselves as provincial, these women [writers] laid a

claim to another, equally important kind of literary seriousness, not

688 Roseneil, Sasha, “Postmodern Feminist Politics: The Art of the (Im)Possible”, European
Journal of Women's Studies 6 (1999): 174.
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among men, but among women, writers”¢%9. In this case, conceiving of a
matrilineal type of system seems to be apt, as even space is primarily
domestic and feminized in Smirnova’s works, as has been discussed.
However, beyond these primary domiciles, “additional” spaces are added.
In the case of 2Kenwurst u canoxcHuxu/The Women and the Shoemakers
these spaces are provincial and public—the funeral home, a factory. These
are the types of space that to a large extent define the daily rhythms and
interactions of an isolated town. In Hapodhutii pomat/A People’s Story,
the secondary space proferred is a different home—the lover’s abandoned
home, inhabited by his wife and her lover. This home, though it is
characterized as a “foreign” space, still seems both recognizable to Nina, as
well as logically included in the story of adultery and home. While it is
additional space into which Nina moves remarkably at her own leisure,
ostensibly “tricking” her lover into simultaneously introducing her to his
wife and finalizing their split, it is not truly central to the text. It maintains
the motifs of food, domestic space, and an interest in the language and
character of women versus men. On the other hand, the spaces in
Kernwunst u canoxcHuxu/The Women and the Shoemakers are more
significantly different, and their inclusion in what is otherwise a story that
revels in tightly bound space is an interesting anomaly. These spaces are
what I term “additional” spaces, and serve a different purpose than that of

the setting. They are like tiny pockets of “local flavour” and are moved

%9 Hoogenboom 251
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into at times by the main female characters, and remain small parts of the
life of the generally domestic women.

The parallels to Smirnova’s story 2Kenwunst u canosxcvuxu/The
Women and the Shoemakers are plentiful. Her story tells of provincial
flavour, the symbolism of emptiness, additional spaces that reinforce
central boundaries and the motif of remaining “domestic by choice” as a
woman in the provinces. By including snippets of “typical” provincial life,
Smirnova attempts, winkingly, to add some excitement to her “boring”
story of domestic femininity. She actively ironizes the stereotype of boring
writing about domesticity by adding male characters and additional spaces
that would be deemed more exciting by historical standards (the
characters are lively and give folkloric or rustic touches to the text, or the
locales are exotic), but which are actually seen to be just as dull. Her
inclusion of African vignettes both reinforces the importance of the
daughter’s return to her provincial home, as well as provides
metacommentary on the colonialism of critics such as Abashev toward
Siberia. Smirnova includes the shoemaker-characters expressly in order
to add “interest” to her experimental work about a heroine who “does
nothing”. She states in her introductory paragraphs that her heroine is
both far from the exciting heroes of the past, and her story a bit in need of
livening up®7°. This serves to both acknowledge the bias against women’s
stories, as well as to mock it, as the shoemakers are shown to be boors and

thieves and not particularly entertaining. Belinskii wrote that women

870 Smirnova Women and the Shoemakers trans 213
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were limited to writing about homelife and domesticity: “a woman is
locked in her very self, in her womanly and feminine sphere, and if she
steps outside it, then she becomes some kind of ambiguous being”¢7:,
however, the men that are depicted are also ambiguous stock characters.
Choosing “a prosaic Russian landscape that is calculated to be boring”,
Smirnova implies the typicality of the shoemakers and the other men in
the town, and focuses on their actions and glosses over their feelings or
characterization in lieu of the women’s introspection. Gogol outlined this
connection between provincial women, feelings and landscape, writing as
Chichikov that: “so it is in the life of a provincial person, if his days are
poor in events, they are nevertheless filled with feelings...I speak about
provincial women because in provincial towns, men are busy...they have
no time to occupy themselves with feelings”672.

In this story, such a bias is exemplified in the men’s scheming and
drinking, and in their lack of emotional characterization. They are
explicitly “additional” and rather artificially (not)integrated into the text.
The ex-husband is described in one paragraph as a lecher and casually
sexist:

Orelr IeBOYKH... ObLT KOPEHACT, OJIYJINB U POCTOBATO-XUTED, KaK

KOHb napTr3aHa MOPO3KH, 1 OTBJIEKAJICS Ha BCEX JKEHIITUH CPasy...

Ero pamoctHas 6e33a60THOCTD CBU/IETEIHCTBOBAJIA, UTO TAKOE

CyIIleCTBOBaHUE U €CTh HOPMa, HACTOSIIINI MOPAIOK KU3HH, KaK OH

ero nonumaut./The girl’s father...was a thick-set lecher, who would
make a pass at any woman...His cheerful nonchalance suggested

¢ Hoogenboom 252
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that he viewed this existence as the norm, the natural order of
things®73.

This explanation represents the most that is said about him in the story.
The townspeople are given a similarly impressionistic treatment, the
casual domestic abuse of the women and the “tense, proud [lives]” and
“brawls” that define them, and the alcoholism that defines the town
artist674. The wide swath cut by these stock characters is intentional, and
the authorial intent and distancing is made obvious with the following
statement: “I's1A15 cO CTOPOHBI HAa 3TY KU3HB, MOIJIO IMOKA3aThCs, UTO
CANO}KHUKHU IIPOYUTAIN U 3aTBEPAWIN HAU3YCTh OCHOBOITIOJIOKHUKA
colpeasin3dMa 1 Pa3bIrPhIBAIOT CIIEKTAKJIb, TOYHO IO HOTaM.../Watching
this life from the sidelines one might have thought the shoemakers had
read and learnt by heart the founder of Socialist Realism and were simply
acting out the script to the letter”. That this letter includes the
drunkenness (passim), snideness and violence®7s, thievery from the
women®76 and ubiquity does not bode well for this comparison; she notes
slyly that “ocHOBOIIOI03KHUK colfpean3Ma, Kak 1 MHOTHE JIPyTHE
JINTEPATOPHI, JIIOOWJI U T0-yestoBeuecku noHuMa ux/the founder of

Socialist Realism together with many other men of letters would certainly

873 Smirnova The Women and the Shoemakers trans 213

%74 Smirnova The Women and the Shoemakers trans 214-215. Russ: “u oburareneii paiiona
OTJIMYANIO PA3HOOOPa3He OTEKOB M CHHAKOB Ha JIMLAX — OT Ta0auHO-KENThIX 10 (PUONIETOBO-
BIOBBUX TOHOB, KOTOpBIMI/I OHHU FOpI[I/U_H/ICB, KakK 3HaKaMHu OTHHqI/Iﬂ, HqueM JKCHIIWHBI JaXe
6OJH)H_IC, qeM My)KqI/IHBI. )I(I/I?)HB nx l‘lpOTeKaHa Hal‘lp}DKeHHo nu l“op)lo, B 6Ha)KeHHOM TICHUHU U
HEHCTOBBIX KPUKAX, CEMEHHO-YIMYHBIX, BBIBEPHYTHIX HAPYKY, MATEKAX, COOMPABIINX KPYKKH
o0bIBaTeNIeH, KOTOPBIE C MMOYTHUTEFHOM OPE3TIIMBOCTRIO PA3TIISIBIBAA HEMPHSITHO-MSICHCTHIE
nociueacTeus.”

875 Smirnova The Women and the Shoemakers trans 216

876 Smirnova The Women and the Shoemakers trans 215



311

have understood and loved them for it”’¢77. Another man at the funeral lies
and womanizes®78, silently and subtly eyeing the woman’s fifteen year old
daughter.

To broaden the presentation of men in the story, the daughter’s
sojourn to Cape Town works to characterize, negatively, men more
“globally”. Though Smirnova does not create a violent story to describe
the father of the daughter’s child and his sons, they are written as
tediously boring and insulting characters. The man, David, is described as
a tanned foreign dilettante, “3aropesbrit ”HOCTpaHel] ¢ JOOPHIM, KaK y
MTOPOJIUCTHIX cOOAK, JIMIIOM U B IOJIOTHAHBIX IITaHaX/a suntanned
foreigner with a kind face, like a pedigree dog”¢79. This kindness, however,
does not mask his comparison to a predatory animal, reflecting the fact
that he “buys” the daughter from Russia for his wife. The move, instigated
by the women and as a bartering action given in lieu of payment—a female
economy of scale—allows the girl to explore the world, but at the end of
her trip, she realizes that each place offers the same monotony. This
reinforces her “domestic” mentality, with un-nourishing tertiary spaces
and goal-oriented experiences outside bringing the women back to their
central domestic space and reinforcing the self-imposed boundaries of
their feminine, provincial space. It begins to show the rehabilitative

potential of the domestic spaces that dominate women’s writing, and the
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freeing subversion and protection that is achievable within such

architectural enclosure.

CONCLUSION

Whilst reading the texts herein, analysis was based on
understanding the strategies used by both authors as responses to
periphery. These are not the same strategies, though several overlap.
There is the shared interest in women’s writing, women’s experience and
the realities and themes of Siberian women’s lives. Of course, these
thematically link both authors’ work to the larger global history of
women’s writing and interest in women’s themes. Their interaction with
the world and Russian canons link them to both literary traditions, as well.
Siberia, as a focus, is part of the textual response to periphery, one that
links it with women’s writing, criticism and literary space. Nina Gorlanova
and Natalia Smirnova’s specific interest in Siberia, its relationship with the
center and the influence of the periphery on - and in relation to - women,
differentiates their prose from the precedent in Russian culture while
highlighting the tremors of this heritage that run through the works. The
way their works parallel the bias and peripherality of gender with that of
the Russian north allowed for fruitful discussion (and rejection) of old
critical models, and the eventual application of hybrid analysis, bringing
together the best of Western and Russian theoretical approaches.

Both Smirnova’s and Gorlanova’s works further mediate on broad

conceptions of space and women's writing, but do so with divergent foci.
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Forging onward from the historical link between women and space, both
authors create space(s) for their own voices and sites of rebellion.
Gorlanova puts emphasis on new theories that accentuate the relationship
of literary theory with the theoretical bases of women’s writing. In
addition, she draws attention to issues of carceral space, and the ways her
Siberian hometown interacts with/as paradoxically peripheral and central
space. The focus is on the network of shifting centers that she creates; the
provincial Siberia of Perm’ and feminine, inhabited spaces. Smirnova, on
the other hand, works with questions of space but meditates on the
interiority of provincial women’s lives, the insideness of their domestic
homes and lives, as well as the closed circle of their domestic and
“feminine” labour. Both are concerned with the fraught peripherality of
both Siberia and their connotatively marginal status as provincial women
writers.

Peripherality, it was argued, does not solely refer to matters of
geopolitics, but instead encompasses the “othering” of Siberian literature
from the Soviet/Russian canon, and the belief in women’s writing as a
distant and secondary part of Russian literature. Writing by women has
long been condemned as separate and secondary, in style, form, mode and
importance, and the writing of the periphery, especially Siberia, has long
been dismissed as mimetic or provincial. The ways in which the woman,
the avant-garde writer and the marginal intersect were of interest to this
analysis. The desire to place one’s writing within canonical space was

shown as a feature of this prose, in both its jesting and serious forms. The
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peripheral or marginal qualitative view of these Siberian women authors is
manifest in the dearth of attention paid to them within the Russian literary
community, as well as the Western one. In regards to both women’s
studies and center-periphery studies, the primary concern was finding
textual proof that Siberian women writers experience spatial concerns
vividly and to map the intersection of the two themes in writing. The
connection with spatiality is consistent with the association of women with
space in both the wider Western and Russian traditions. Understood as a
response to the peripheries they share, Smirnova and Gorlanova’s stories
become creative acts which may subvert, supplant, comment on, or
support the prevailing views of women’s writing and space. My analysis of
these works intends to rectify the overall failure of literary criticism of
Siberian women’s literature on a literary, administrative and cultural level.
In part, the provision of translations into English — which are, in
Gorlanova’s case, the only ones currently available —will hopefully spur
other scholars to rectify these failures with their concerted studies.

Both authors have cultivated different ways to deal with issues of
geo-political and literary peripherality, and their related but differing
approaches make them particularly good examples for comparison.
Indeed, they have in many ways employed the tropes and the sterotypes of
peripherality in order to re-privilege the periphery. In 1892, 19thC
Russia’s most prominent historian Vasilii Kliuchevskii averred “B Poccuu -

neHTp Ha nepudepun/In Russia the centre is on the periphery”. In their
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“Introduction”, Muireann Maguire and Vanessa Rampton present
Kliuchevskii’s interpretation of Russia’s periphery(ies):
...his observation also highlights the persistent slippage between
real, physical centres and peripheries, and metaphorical ones.
Kliuchevskii’s use of the terms central and peripheral has less to do
with geographical position in a place with a given size and shape,
than with a metaphorical understanding of what is of fundamental
value to society..... ‘Real’ centres and peripheries cannot be
disentangled from a narrative that provides them with their
symbolic value 680,
In fact, both note that little has improved these unities, as “the
technological and communications interdependency characteristic of the
post-modern era has resulted in the further fragmentation of the concepts
centre and periphery”8:. This idea is further enhanced by the
postcolonialist theories of Homi Bhabha, Gaiatri Chakravorti Spivak, and
Arjun Appadurai and others, who “stress that boundaries and identities
assume complex forms that go well beyond any binary centre-periphery
division: encounters between a core and periphery no longer take place
‘out there’; peripheral cultures have penetrated the core and transformed
it”682 However, this is not to say that the center-periphery trope has lost
its significance, but to emphasize that “the shifting notions of marginality,
centrality, and borders—or their absence—have shaped the categories and
concerns of contemporary Russian cultural production. In some cases,

center and periphery...[as concepts] are blurred, and authors approach the

terms center and periphery as part of a process of conscious and ongoing

%80 Maguire, Rampton 88
%81 Maguire, Rampton 88
%82 Maguire, Rampton 88/89
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repositioning that affects both cultural producers and their audience”683.
Truly, these methods of describing contemporary Russian cultural
production serve Gorlanova and Smirnova well, as Gorlanova tends
toward highlighting shifting centers and fluid peripheries that she makes
her core setting and plot, while Smirnova reprivileges the domestic,
personal centers most often associated with women’s writing. While the
terms ‘center’ and ‘periphery’ used by Maguire and Rampton in their
edited collection “have been redefined by 215t C technologies and
opportunities”, in their words, the terms “nevertheless remain firmly
embedded in the constraints of Russian history and culture”®84. This
embedded nature, this permanence in Russian culture, helps to explain
both my study’s and the authors’ interests in these “old” topics, and also
the cultural relevance of writing in a contemporary way with a focus on
women’s/traditional themes. There is a lag between western and Russian,
as well, in some ways, a disconnect.

Upon investigation, this paper identified two different strategies for
approaching our authors’ spatial concern in their literature. Gorlanova,
who has remained in Perm’ with her works situated there alongside her,
re-makes Perm’ as a “center” in her network of shifting centers. This geo-
political orientation has become an overt characteristic of her prose; the
city of Perm’ serves as the setting for most of her novels and stories®85. For

her, the choice of Perm’ as the setting of her fiction underscores the

%83 Maguire, Rampton 90
%84 Maguire, Rampton 90/91
%85 perova N.pag.
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importance of periphery and specific space(s) to her works. Gorlanova has
chosen one strategy which I see as a response to these historical feelings of
peripherality; she has decided to aggressively reclaim a subjective voice
within her works, and has chosen to ironize the conventions of the “canon”
by incorporating snippets of it within her works and de -“heroizing”
traditionally male subjects and positions. She repeatedly asks in her
writing if this history is anything other than “the manure which lies under
the next generation”686  actively questioning the notion of caring for an
old, or creating a new, canon. In writing her heavily fictionalized
“autobiography” and her works about Perm’, she responds to her
peripheral status by turning outwards and responding to masculine
privileging within history and the canon by re-writing it. In her style of
writing Gorlanova may again be choosing a peripheral status, as
metafiction also functions “as [a] border or frontier genre which borrow(s]
elements from other related genres”¢87. She re-makes the city and history
of Perm’ in her works of fiction and, in her metafiction, writes a version of
her subjectivity into this new, subversive world. She mediates with the
weight of the history and the world that she lives within by turning
“outward” and recreating a place in which she is no longer involved
peripherally, one in which she can control the canon of literary
conventionality and of historicity. She openly defies convention, and

weaves her autobiography into her fiction, and displaces the canon and

%8 This device is especially found in JTio606b & pesonoswix nepuamkax /Love in Rubber Gloves.
%87 Sadoux 176
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literary norms in her text. Each sentence is presented as a shifting and
changing thing, with citation, the use of readymades, text chains and
editing, which highlights the process of writing. By exploring the works of
Gorlanova, it was the goal of this analysis to find textual places in which
her orientation on the peripheries of Russia and Russian literature
intersect with the fictions she writes into her texts.

Smirnova, on the other hand, has moved into other areas of Russia,
and in her stories to strategically re-creates domestic spaces that fit into
their surroundings. In her works, Siberia’s peripheral geographical status
is less overt; references to the importance of physical geography and
peripheral living are underscored by her focus on provincialism, women’s
lives in provincial towns, and a close, inescapable feeling in her works.
Known for “her prose [which] is subtle and slightly fanciful while her
cultivated heroines are trapped in the crude surroundings of drab,
provincial lives”088, Smirnova writes female characters who ritually create
a domestic context into which they fit. This is a more broadly “northern”
Siberian context, and works to compartmentalize the women from the rest
of their environment. Smirnova does not turn outward in an attempt to
mediate her place in the world, or differentiate her subjectivity from her
routine. This paper sought to establish that she responds to her peripheral
status by turning self-consciously “inward”. The overarching themes that
have been addressed in her work include the preponderance and meaning

of domestic symbolism, activity and ritual in the stories — all markers of

%88 perova N.Pag.
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the interior lives of provincial women. She becomes preoccupied with the
domestic subject and the repetition of gendered activities®89. All of this
establishes feminine spaces that are defined by the ritual enactment of
femininity. This focus on typically devalued actions and undervalued work
which is identified and gendered as “feminine” subverts the literary norm
in Russia, as it does not focus on the domestic sphere as an idealized or
didactic expression on femininity. In Smirnova’s work, feminine labour
acts as the point of mediation between her female characters and the
world in which they live. It is through their gendered actions that these
characters interact with the outer world, and leave the ordinary periphery
of society in which they are confined; the provincial domestic home. It is
also a way by which her characters can subvert and subtly change their
surroundings and the restrictions placed on them, as they both enact and
destabilize the feminine roles that define them. Through the use of a
“feminine” language of labour, Smirnova creates code by which her stories
can be understood in domestic space, as well as criticized®90. It is by their
production of gendered goods that her characters attain recognition as
(limited) subjects within society, and it is this which defines them to the
world. By unorthodoxly privileging typically “feminine” topics and
protagonists that Smirnova achieves her particular significance.

By self-consciously and openly privileging and employing domestic

actions, those which exist as peripheral subjects of literature and which

%89 Bytler Bodies That Matter passim.
8% |rigaray Je, tu, nous, passim.
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exist as markers of a peripheral gender, this research has shown that
Smirnova subverts the conventions of traditional “important” literature
and challenges the regulatory fictions which support and are deployed by
them. This does not occur without the tension of espacement (differance)
coming to the fore, and the pregnant irony of Smirnova’s choice of subject
matter and loci interacts with the ultimate instability of meaning via her
use of unusual, and perhaps metafictional, style. This style is glimpsed in
moments of framing of the text, the intrusion of the narrator into the
story, and the playful and wry irony of her tone. Smirnova’s literary
focus— inward towards relationships, quiet meditation, the home,
domestic action—is historically feminine, but her style and the ends to
which she employs them is rebellious. Additionally, Western women’s
studies helped to understand her work, regarding the production,
Butlerian performance and importance of domestic ritual and the creation
of women’s space in literature. The concept of women’s space, women’s
writing and matrilineal concerns were analyzed via I'écriture feminine and
the work of Héléne Cixous and Luce Irigaray, and Sidonie Smith in
particular. The confines of the Russian provincial domestic were also
analyzed in Hoogenboom, and in relation to the private/public divide.
With special interest paid to Smirnova, and in a specifically Russian mode,
a detailed understanding of the concept of 6b1m/everyday life (as versus
6vimue/objective reality) in the tradition was explored in order to offer
insight into the role that women’s experience has in contemporary

literature.
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Essentially, these two women have provided us with two very
different strategies for coping with a very similar status on the periphery.
As trained literary critics and practitioners, neither has used these
techniques intuitively, and the intentions of their deployment are of great
interest to this paper. Gorlanova has reacted by turning outwards.
Gorlanova mediates with the outside world, and the canon of male
literature (certainly one “center” to which women were peripheral) by
remolding networks of interaction, and remaking her space(s) for herself.
She creates her subjectivity in relation to her own subjective view of the
world. In turn, she pushes the reader out toward the borderlands, to a
place of uncertainty and instability. Smirnova may at first glance seem to
capitulate with the typical modes of femininity, with her focus on the
personal lives and repetitive domestic labour of provincial women, but this
inward turn and highly aware style of prose serves as both her mediation
with the outside world as an autonomous subject. She remakes herself
domestically, within the world. The overly constructed nature of her prose
helps to underscore this point; all of this is a construction, and not part of
the “easy natural femininity” that plagues traditional Russian domestic
tales. Smirnova’s ludic approach to literature links her to Gorlanova and
her use of estrangement textually subverts the gendered norms of the

Russian literary standard.
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