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A SLAP IN THE FACE OF SOCIALIST TASTE:
THE NOVEL NIKOLAI NIKOLAEVICH

BY YUZ ALESHKOVSKY AS A CONTESTATION
OF THE RULES OF SOCIALIST REALISM

POLICZEK GUSTOWI SOCJALISTYCZNEMU:

POWIESC UWAGA ORGAZM! JUZA ALESZKOWSKIEGO

JAKO KONTESTACJA REGUL SOCREALIZMU

Powie$¢ Uwaga orgazm! Juza Aleszkowskiego — napisana w 1970 roku, a wydana
po raz pierwszy w 1980, bedac protestem przeciw estetyce socrealizmu, lamie
surowe tabu nalozone na tematyke zwiazang z seksualno$cig i stylistyczne
rozwigzania wykluczajace leksyke subnormatywna. Kompozycja powiesci Uwa-
ga orgazm! w wielu aspektach zblizona jest do wzorca powiesci produkeyjne;.
Jednocze$nie pisarz neguje warto$ci propagowane w sztuce socrealizmu: gtéwny
bohater to byly ztodziej kieszonkowiec, ktory urzadzit si¢ jako dawca spermy
w laboratorium i opowiada o swoich roboczych osiggnieciach jezykiem nasyco-
nym wulgaryzmami i elementami zargonu kryminalnego. Fabula utworu opiera
sie na zestawieniu komponentéw charakterystycznych dla ideologizowanych tek-
stow literackich z elementami, ktdre byly w nich niedopuszczalne. Wprowadzenie
do utworu tematu cielesnoéci, seksualnoéci czlowieka wnosi znaczny dysonans
i wywoluje efekt komiczny.

Stowa kluczowe: Juz Aleszkowski, Uwaga orgazm!, cielesnos¢, seksualno$é, paro-
dia
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IMOIMEYMHA COUVMAJTIMCTUYECKOMY BKYCY:

ITOBECTD I03A AJIEHIKOBCKOTO HIMKOJIAY HUKOJTAEBUY

KAK ITPOTECT ITPOTUB 9CTETUKIM COLIPEAJIM3MA

Ilosectp Huxonaii Huxonaesuu 6puta Hammca"a I03om AjemkoBckuM B 1970,
a BrepBble 6bU1a omy6mukoBaHa b B 1980 rogy. OHa AB/IAIACH IPOTECTOM
MPOTUB 3CTETUKM COLipeauM3Ma M Hapyllaja CTPOTMil 3alpeT Ha OIMCaHue Te-
JIECHOCTH U CEKCYa/lIbHOCTH, a TakKe — Ha CyOCTaHAapTHYIO ekcuky. Kommo-
sunma nosectu Hukonati Hukonaesuy BO MHOTMX aclleKTaX CXOJHA C KaHPOM
NpOU3BOACTBEHHOro pomMaHa. Ho BMecTe ¢ TeM mucarenb OTpuUllaeT LeHHOCTH,
YTBEp>KAABILIECs COLpeayN3MOM: IJIABHBIN Iepoit — OBIBIINIT BOP-KapMaHHIK,
MPUCTPOUBIINIICA JOHOPOM CIIEPMBI, — IIOBECTBYET O CBOMX TPYHOBBIX JJOCTHU-
JKEHMAX A3BIKOM 0011IeCTBEHHDIX HI30B C 37IeMEHTaMy KPYMIHA/IbHOTO >KaproHa.
CIoXeT IpOU3BEeIeHNs ONMPAETCA Ha COIIOCTaB/IeH)ieé KOMIIOHEHTOB, CBOJICTBEH-
HBIX MJIE€0/IOTU3MPOBAHHBIM TE€KCTaM C 3/IeMEHTaMM, KOTOpble B HUX 3alpela-
mich. BBefleHne B NMOBeCTBOBaHNME O TPyfle TeMbI TEECHOCTY, CEKCYalbHOCTH
Ye/I0BEeKa BBI3bIBAET AMCCOHAHC U CO3JjaeT KOMUYECKMIT 9P PeKT.

Kmouespie cnopa: 103 Anemkosckuit, Hukonati Hukonaesuu, TeieCHOCTD, CEKCY-
aJIbHOCTD, TApOus

Yuz Aleshkovsky wrote the novel Nikolai Nikolaevich in the 1970s.
For a long time, the work was disseminated in samizdat and it ap-
peared in print for the first time only in 1980 in the émigré publish-
ing house “Ardis,” when its author was already in exile. Composed
under the censorship conditions of socialist realism dominant in
the arts, this work violates strict taboos imposed on subjects related
to sexuality and stylistic solutions which exclude sub-normative
vocabulary.

In Russia, the attitude to corporality and eroticism had been
changing over the centuries, being influenced by folk customs on
the one hand and the Russian Orthodox Church directives and rec-
ommendations on the other. For many decades, hardly anyone had
dared to speak against Orthodox doctrines, including marriage,
and it was only in the last decade of the nineteenth century that
the problems of the body and sex began to be publicly discussed.
The new aesthetics and philosophy were directed against both the
Orthodox Church morality and the sanctimonious principles of
nineteenth-century moralists. This new openness to carnal mat-
ters was quickly suppressed in the era of modernism. The October
Revolution interrupted the regular process of the development of
art and of its subject matter. The Bolshevik sexophobia meant that
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creating any erotic art became impossible in Russia, and that every
nude was considered to be pornography.'

The 46th volume of the Great Soviet Encyclopedia published in
1940 included the entry Sex Life, which emphasized the importance
of not causing an “unhealthy interest” [in sex] and trying to “rea-
sonably transfer the sex drive to one’s attentiveness to work and
culture” At the same time, it was reported that there was no “sex
problem” in the Soviet Union.? In two subsequent editions of the
encyclopaedia, “the body” appeared in two entries: Algebraic body
and Geometric body, and it was additionally mentioned in the en-
tries Corporal punishment and Bodily harm.?

This “sex problem” (nonosoti 6onpoc) — seemingly ignored and
pushed into oblivion — was, nevertheless, permanently embedded
in the Russian consciousness. As Nikolai Berdyaev wrote:

The problem of gender and love is central to our entire religious-philosophi-
cal and religious-social perception of the world. The main drawback of all social
theories is prudery and the hypocritical ignoring of the source of life, the origi-
nal cause of all human history: sexual love.*

Due to this approach to human sexuality, the old taboo on sex
was reinstated in the Soviet Union. The censors did not allow the
characters images dissemination whose sexual attributes were dis-
cernible. In particular, this pertained to representing men.

One can observe a great similarity in the manner of representing
the male body in the arts of totalitarian states: the masculine body
should be exclusively either heroic or athletic. These basic princi-
ples of the aesthetics of the representation of the male body were

' Kon, Myxckoe meno, CrnoBo, Mocksa 2003, p. 25-34.

2W. Kou, Kny6nuuka Ha 6epeske: CexcyanvHas kymvmypa 6 Poccuu, Bpewms,
Mocksa 2010, p. 100-126; A. OTKMHT, Ipoc HEB03MOHHO20. Vcmopus ncuxo-
ananu3sa 6 Poccuu, Menysa, Cankr-IlerepOypr 1993.

3 “Kak MeHs/I0Ch OTHOLIEHNe K cekcy B Poccun 3a mocnenuue 100 net,” Aduwia
— Daily, 31.08.2017, www.daily.afisha.ru/pokolenie/6593-kak-menyalos-
otnoshenie-k-seksu-v-rossii-za-poslednie-100-let/ (14.05.2019).

*H. Bepnses, Memagusuxa nona u nio6su, BMM, Mocksa 2014, p. 9.
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implemented both in fascist Germany and Italy as well as in the
Soviet Union. However, Bolshevik sexophobia, and especially sex-
less sexism, rejected any manifestations of phallocentrism, which
was evolving towards the unisex. Soviet gender equality, aimed at
lead women to the male standard, led to the elimination of sexual
characteristics within the bodily canon. Particularly rigid censor-
ship was applied to the image of male genitalia, which was not only
forbidden but whose existence was not even allowed to be hinted
at. This ban included even the best Soviet artists. The male body,
especially the genitals, was presented bountifully in unofficial art,
with eroticism most often associated with political satire.’ This situ-
ation led to the “detachment of the man from the body,” as Viktor
Yerofeyev wrote.

Another taboo in Soviet literature was stylistic restrictions.
A particularly severe ban was imposed on vulgar vocabulary, the
so-called mat. As Dimitri Karalis wrote, “People, the same way
as before, cursed in building entrances and at beer shops, but the
area of literature was free from any profanity”” According to Gasan
Guseinov, the reasons for the widespread use of a sub-normative
lexis lay in the feeling that high language was in danger,® which oc-
curred in the Soviet era, when the official language was dominated
by communist ideology.

These bans collapsed as late as the 1990s, when literature was
flooded by a wave of profanity and the subject of sex in its various
forms and aspects. The result of liberating vulgar vocabulary from
taboos was also the extension of the linguistic norm and, conse-
quently, a surge in interest in this recently banned linguistic mate-
rial among the scientific community.’ In 1997, few people were ap-

V. KoH, Myscckoe meno, p. 142-143.
B. Epodees, Myxcuunot. Tupanvt u nodkabnyunuxu, Ilogkosa, Mocksa 1997, p. 7.

" II. Kapanuc, “HemHOro mMara B XOJIOJHOI BOJE, WM ‘OCTOPOKHO: HEHOP-
MatuBHas iekcnka’ly JTumepamypras eazema 2002, no. 30, p. 7.

8T. Tycernos, “Touxa 3penns. Ponp Mara B pycckoit kynerype,” [locmHayxka,
7.05.2014, www.postnauka.ru/talks/25905 (10.05.2019).

 B. Moxuenxo, T. Huxnrnna, Crosapv pycckoii 6panu, Hopuur, CaHKT-
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palled when Viktor Yerofeyev wrote in his novel, Men: “sI nuxorna

He Ha30BY MY)XCKJe TeHMTaINU IIOCTBIIHBIM C/IOBOM WiIeH. Xyii

ecTb Xyit, U s Oyy MICaTh 9TO C/IOBO C 3aIIaBHOI OYKBBbI, KaK B CJI0-

Be PoxyHa. S BbIYepKuBaio ero 13 C/10Bapsi HEL[eH3YPHBIX C/I0B.
The novel Nikolai Nikolaevich had been composed almost 30 years

earlier and its subject of human sexuality as well as its style, abound-

ing in obscene vocabulary, excluded it from official circulation.
In an interview Aleshkovsky stated:

All my books are about contemporary life in the Soviet Union. [...] This is
how the Soviet reality seems to me fantastically absurd — that is, it does not
fit any standard measurements, it does not correspond to any divine or human
ideas; therefore, the method of reflecting this reality can only be fantastic. If
I were a reviewer of Aleshkovsky, I would write that his favorite genre is a phan-
tasmagoria, in which the discovery of reality is even more distinct than in the
critical description of being."

Andrei Bitovwrote the following words about Aleshkovsky’s novel:

The novel was not intended for publication, but initially not only because it
could not be published. It was written, so to speak, not for this purpose. It was
composed with delight and satisfaction, that is — for oneself, for one’s better
mood and in a sense — for gaining self-confidence, that is to say, for two or three
friends at most, to whom this work was dedicated. Therefore, even if this year
the “Novy Mir” had not been closed, and our “glasnost” had been announced,
the novel still, or even more so, was not intended for publication. This is because
it was written not so much against the government, as against publication.'?

Bitov noted in his essay that Aleshkovsky’s novel is in a sense
“a great production novel, a dream of social realism.”** The analysis
of the piece allows one to conclude that Nikolai Nikolaevich resem-

[Terep6ypr 2003, p. 3.
1"B. Epodees, Mysxuumot. Tupanvt u nodkabmyunuxu, p. 149-150.

1. Tnop, Becedwr 6 usenanuu: Pycckoe numepamyproe 3apybesxve, KHykHast
nasnaTa, Mocksa 1991, p. 121.

12 A. Buros, Hoeviti [yanueep, dpmurax, Hoio-Mopk 1997, p. 132.
3 Ibidem, p. 133.
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bles in many aspects the model of a production novel.'* Neverthe-
less, this similarity also reveals the negation of this tradition; that
is, explicit opposition to the tradition of the production novel, a de-
nunciation of its elements and composition principles by means of
a “semiotic gesture”"

In many aspects, the composition of the novel resembles the pat-
tern of the production novel: the plot presents the story of the pro-
tagonist’s career; certain parts of the story correspond to the tradi-
tional scheme of the production novel; the portrayal of the main
character is subordinated to the notion of his work; a love theme is
woven into the plot; and the plot is depicted against the background
of the country’s history. At the same time, all these elements of the
composition negate the values propagated in the art of socialist re-
alism: the main character is a former pickpocket, who built a com-
fortable life for himself as a sperm donor in a laboratory and talks
about his professional achievements in a language saturated with
profanity and elements of criminal jargon.

Naum Leiderman and Mark Lipovetsky subsume Aleshkovsky’s
work within the grotesque trend in Russian literature of the 1970s
and define his works as a carnivalised grotesque which, in their
opinion, privileges a picture of the life of simple people with all
manner of grotesque manifestations of the social system, which, by
ridiculing and discrediting them, offers rebirth and purification. At
the same time, the lowest natural properties of man and life acquire
a higher meaning.'®

The first novel by Aleshkovsky is a parody of the genre of the
production novel, which reigned in Soviet literature in the period

4 E. Tyszkowska-Kasprzak, “Tlapopust Ha >kaHp Kak OTpULjaHME TPagMUIVIMN.
‘Hukonait HukomaeBuy }03a AJeIIKOBCKOrO Kak IAPOAYsl Ha IPOU3BOJ-
CTBeHHYIO oBecTb, in: I. Ratiani (ed.), Tradition and Contemporary Literature,
vol. 1, Shota Rustaveli Institute of Georgian Literature, Tbilisi 2015, p. 202-214.

15S. Balbus, “Intertekstualno$¢ a tradycja literacka,” in: H. Markiewicz (ed.),
Problemy teorii literatury, Zaklad Narodowy im. Ossoliniskich, Wroctaw 1998,
p. 417.

'H. Jleitgepman, M. JIunosewkuit, Cospementas pycckas numepamypa: 1950-
1990-€ 200w, vol. 2, Akapgemust, Mocksa 2003, p. 138.
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1929-1941. Parody as a kind of literary genre is a comical imita-
tion of a given literary depiction (work, style, genre) which, thanks
to the deliberate intensification of its formal and stylistic features
and a substitution of themes, has a playful, polemical or satirical
effect.”” Parodying literary texts is a testimony to one’s attitude to
the original text, a form of polyphony, dialogicality of literature,
a way of manifesting the folk culture of laughter,”® hypertextual-
ity as a category of a parodic relationship of a text with desecrated
texts,'” a rejection of all “holiness,”® and a ritual game.”!

In this carnivalized handling of the original text, officially recog-
nized as high culture, the author adopts the form of a trickster. Trick-
ery is a conscious artistic technique that has its roots in the ancient
theory of hypocrisies — an imitation of the language and the actions
of others. The trickster is a phenomenon that recurs in the culture of
different eras, but takes on a special significance in the Soviet society,
representing the “closed” model, which is based on repressions and at
the same time “organized” mass enthusiasm. The clownish behaviour
of a trickster, his coarse language and paradoxical laughter, violating
established norms and values, determine his attitude as an expression
of rebellion against both history and the present. The attribute of the
carnival is the mask, the multiplication of one’s own “I” Thus, the
use of the mask effect by authors attains a double meaning: the mask
conceals, but also liberates; it covers and reveals at the same time. It
may be a synonym of falsehood, games, hypocrisy, a loss of individu-
ality, or of an alternative “I,” which allows one to view the situation

'"R. Nycz, Tekstowy swiat: Poststrukturalizm a wiedza o literaturze, Instytut
Badan Literackich PAN, Warszawa 1993, p. 201.

'8 M. Baxtus, IIpobnemur meopuecmea [Jocmoesckozo, XyRoxKeCTBEHHAS JIATe-
parypa, Mocksa 1972, p. 175.

' G. Genette, “Palimpsesty,” transl. A. Milecki, in: H. Markiewicz (ed.), Wspét-
czesna teoria bada literackich za granicg, vol. 4, part 2, Wydawnictwo Literackie,
Krakow 1992, p. 322-323.

Q. Opeitpenbepr, “Tlponcxoxpenne mapopun,” Tpyovt no 3HaKo8bIM cucme-
mam 1973, no. 6, p. 490-497.

2' 1. Xetisunra, Homo Ludens: Yenosex ueparoujuti, Afipuc mpecc, Mocksa
2003, p. 256-250.
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from a double perspective and to build a self-ironic distance to the
world in a state of decay. The mask draws attention to the relativity
of all values, the degradation of ethical and aesthetic norms, it points
to the meaning lying beyond it, so it can be interpreted as a means of
seeking authenticity.?

Mikhail Bakhtin, analysing the issue of carnivalization and trick-
ery in the 1930s, noted that these phenomena were a counterbal-
ance to the Soviet culture of those years. In the debate about mod-
ernist literature, which was disparaged in particular by the socialist
realist critics, it was in trickery that he found a form of discourse
which could be accepted as popular, mass discourse: namely, not
raising any suspicions of ideological hostility. At the same time, he
stated that in the poetry of Francois Rabelais, the trickster’s dis-
course was a tool for the destruction of the old model of the world
associated with the medieval worldview and for replacing it with
the new, anthropocentric model. This purpose was supposed to be
achieved by an introduction of images related to the nature of man,
and his corporeality: anatomy and physiology.”* Aleshkovsky em-
ploys a similar strategy in his novel: a socialist ideology, which is
detached from life and man, is contrasted with the hero’s physical-
ity, and sexuality, which is a natural source of pleasure.

The novel Nikolai Nikolaevich, being a parody of the production
novel, comically imitates the original text, by transforming the ele-
ments of the composition in order to re-evaluate them and deride
them. The writer uses elements consistent with the ideologized so-
cialist realist literature and, at the same time, denies their truthful-
ness, which indicates the author’s ironic intention. We are dealing
here not only with rhetorical irony: irony is the principle of organi-
zation in the whole text.

In order to become aware of the ironic nature of the novel, it is
worth following the guidelines of the Swiss literary expert Beda Al-
lemann: “At the beginning of novels and stories with an ironic struc-

2 M. JIunoBekuit, “Tpuxcrep u ‘3akpoitoe’ 061ectBo,” Hogoe numepamyproe
o0603perue 2009, no. 6 (100), p. 224-245.

# M. Baxtus, Bonpocu numepamypui u scmemuku, XyRoxKeCTBEHHAs TUTePa-
Typa, Mocksa 1975, p. 307.
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ture, the basic ironic tone is introduced from the first page. [...] The
irony of such texts is easy to recognize from the first sentence”** In
the first sentences of the novel Nikolai Nikolaevich, the author pre-
sents the main character-narrator using his own speech and, simul-
taneously, prepares the reader for the playful form of the narrative:
“Bot mocnymait. 5 yx 3Har0 — CKy4HO He OyzmeT. A 3acKyuvaels,
3HAYUT, HOJIHBIN THI MYyAWIA ¥ HY Xys He HeTPUIIb B OMOTIOruUN
MOJIEKY/IIPHOIA, @ 3a0[JHO 1 B ICTOPUYU MO€I KU3HU. >

The ironic negation of the elements of the portrayed world con-
cerns not only the Soviet reality, but is a protest against the poetics
of socialist realism, which “became an instrument of the embodi-
ment of a utopia, and its basic function was to supplant the images
of reality with utopian ideas about reality”* The narrator of Nikolai
Nikolaevichexplicitlyexpresseshisopinion onworksofsocialrealism:

Bce oHU, TIOBTOPsII0, HA OFHO JIMIIO, U CTOWT, ThI YK II0BEPb MHE, OLONETH
CTpaHMII ABAALIATD, KaK YYelllb, ITO U3 Te6sI KJIelaMy JYLIY BBITATMBAIOT, OITY-
CTOWIAIOT Tebs1, TO HeyMeHMeM MHTEPECHO MIPUAYMBIBATD, TO TAKOIl Iaparieit,
YTO I71a3a Ha 7106 JIe3yT. A IlaBHOe, BCe OHY CTAPAIOTCS TaK IIPYUITaTh, YTOObI
Kasajoch HaM camuM u B 1IK: OX, ¥ IpuindHas >KU3Hb B COBETCKOI HalIel
crpate. Ox, 11 paGOTaIOT Ha COBECTb paboune i KpecTbsHe. Ente cMeHa He KOH-
UNIACh, @ OHM YoKe B3[[BIXAIOT: CKOpeil 65l yTpo — cHOBa Ha paboty! Ilaparusm-
KV THYCHBIe. MeHsI-TO He IPOBEJENIb 32 HOC: 51 YKe IIOBYUAA XUTYXY Ha BCexX
konax CCCP>

Aleshkovsky rises against schemes and clichés that dominate so-
cialist realist literature. The plot of the work is based on an amal-
gamation of components characteristic of ideologized literary texts
with elements that were unacceptable in such texts. The introduc-

2 B. Allemann, “O ironii jako o kategorii literackiej,” transl. M. Draminska-
-Joczowa, in: M. Glowinski (ed.), Ironia, Wydawnictwo stowo/obraz terytoria,
Gdansk 2002, p. 32.

10. AnemkoBcknit, “Huxonait Hukomaesuy,” in: idem, Co6panue couureruii
8 mpex momax, vol. 1. Punon xnmaccuk, Mocksa 2001, p- 5.

M. Bepr, /lumepamypokpamust: [Ipobnema npucéoeHuss u nepepacnpedeneruss
enacmu 6 numepamype, Hosoe nmureparypHoe o6o3penne, Mocksa 2000, p. 53.

2710. AneumkoBckuit, “Huxomnait Hukomaesny,” p. 46.
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tion into the novel of the theme of corporality, and human sexual-
ity, which was a taboo topic in socialist realist literature, introduces
a major dissonance and induces produces a comic effect:

IIyTKy MIyTKamu, 5 IPUCITYILIAICS, M OKa3anoch, 4To IIaH y KuaMbl TakoB:
s IPOYY M TPYXaI0, YTO OJHO 1 TO XKe, a MaMO(eIiKy 3Ty MO MIUKPOCKOIIOM 13-
y4atot. [ToroM po6yIoT BBECTH ee B U3y OecIUIofHoit 6abe 1 CMOTPST, po-
mazier OHa W HeT. TyT 51 ero mepe6u HacYeT aTMMEHTOB, B CITydae 4ero. 3a-
fie/laelllb IITYKaM IIATH, 8 IOTOM IIIeBe/N POraMi B IIONMyUKY. [...] Vi, Bepuuib,
BCTAJI MOJT COIUIMBBII OT 3THX PasroBopoB. XOTb Ceitdac Ha4MHail. A 3TO MHe He
BIIEPBOIL. B /rarepe KaXX[iblil COTBIIT He TPyXaeT, a OCTA/NbHBIE [POYAT KaK CTO.?

From 1932 to 1934, after the theory of socialist realism had al-
ready been formed, erotic scenes were forbidden. Katerina Clark, in
a monograph on the Soviet socialist realist novel, notes:

The Soviet novel was to be a sort of eclectic summa of all great literature (this
is clear from the examples cited as models in official speeches of this period).
The only kinds of writing to be specifically excluded were so-called formalist
writing (e.g., parody, experimentalism, and varieties born of literary self-con-
sciousness), decadent or erotic writing, ‘pessimistic’ literature, and writing col-
oured by the values of rival word systems, such as Christianity.?

As Jakub Sadowski writes, “It is difficult to imagine a greater en-
emy of totalitarianism than intimacy: the most personal sphere
of life, most closely guarded, and, therefore, one most difficult to
control by anyone.”* The “New Man” in the Soviet system differed
from the old one in that every realm of life was now supposed to
be harmonized with the life of the collective and the state; hence, in
the new system there was no place for the category of intimacy. The
sex drive, as the factor that determined human behaviour to the
greatest extent, was sought to be channelled in the way that would
best serve the general public.’!

2 Ibidem, p. 8.

» K. Clark, The Soviet Novel. History as Ritual, Indiana University Press,
Bloomington and Indianapolis 2000, p. 36.

307. Sadowski, Rewolucja i kontrrewolucja obyczajéw, Ibidem, £6dz 2005, p. 11.
3Tbidem, p. 12.
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Aleshkovsky combines the elements of the official and intimate
spheres: he introduces scenes depicting physical intimacy — mas-
turbation, and a sexual act — into the history of collective work.
The main character/narrator gives a full and detailed account of the
process of obtaining sperm for research, he talks about the ways of
stimulating oneself, reaching an orgasm, and the temporary prob-
lems and feelings that accompany this process. The novel contrasts
the ideologized values of socialism — work for the good of soci-
ety — and the individual pleasures that result from human sexual-
ity. The narrator, a simple man, who is uncontaminated by ideology;,
does not comprehend how one can separate sexuality from mastur-
bation, which he practices in order to obtain sperm:

BbI oTHecuTeCh K MacTypbanuu, Kak K CBoeit paboTe, UCKIIOYNTE HAIUCTO
CeKCya/IbHbIl MOMEHT, Kak TakoBoil. K mpumepy, mor 6s! aspst Bacs paborarn
B MOpTe, ec/ivt Obl OH PbIIaJ IIPU BUfE KaXXI0ro Tpyma? Jlornkor oHa MeHs y6Ge-
[VWIa, XOTA 5 TOAYMaJl, YTO KaK JKe 9TO, eC/IU VCKIIOYUTb CeKCYanbHBI MO-
MeHT. Befib Torza u ctosiTh He Oypet.

The breakthrough moment in the development of the plot is
the scene in which an employee of the lab, Vlada Yurevna, assists
Nikolai in reaching an orgasm, and thus in obtaining material for
research:

[...] m TyT BApyT ofHa MIaniIas HayyHas coTpypHuna Brama IOpbeHa Be-
Tt Kumse n akafieMuKy:

— Komnery, noxanyiicra, He 6ecriokoiite pennmnyenra. — To ecTb MeH:. 3a-
KpbIBaeT iBepb. — OTBepHUTECH, — TOBOPUT, — IMOXanyricTa. VM BeIKmouaeT
cBeT JHeBHOIL. VI cBoell, KMpIoXa, COOCTBEHHOIT Py4eHbKOII OepeT MeHs BIIOJIHE
OTKPOBEHHO 3a IpyOblit, XaMCKWI1, yIIPAMYIO CBOJIOYb, 3a WwieH. V] Bce BO MHe
HaHpﬂI‘}IOCb ¥ CJIOBHO KTO B MO IIO3BOHOYHMK CHVMHHO a/IMa3HbIe TBO3OM-
Kn 336I/IBaeT Cepe6pHHI)IMI/[ MOJIOTOYKaMI " OKyHaeT MEHA C HOT O T'OJIOBBI
B BaHHY C IMBOM GOYKOBBIM, ! I10 TIeHe KPAaCHbIe PaKyl MOJI3AI0T Y YepHBbIE CY-
XapuKI IJTaBaloT. Bor, 61a71b, Kakoe ynoBonbcTsye! >

This friendly help in the performance of official duties became
the beginning of the characters’ intimate relationship. The main

3210. AnemkoBckuit, “Hukormait Hukomaesny,” p. 21.

33 Ibidem, p. 14.
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goal of socialist realist works was to have an effective impact on the
recipient, and this was often achieved by means of devices derived
from “non-ideological” popular literature, for example from love
stories. In the texts of socialist realism, these stories are deprived
of the characters’ motivation and independence which is typical of
popular literature, and they are subordinated to the idea of shaping
the awareness of readers.*

Socialist realism subordinates the theme of love to its ideological goals in two
ways:

— first, it uses the genre of the romance as a specific proving ground of
customs, “smuggling” moral postulates from the area of the so-called socialist
morality by means of romantic motifs and

— secondly, it interweaves and entangles love motifs with the motifs of
ideological shaping of characters, by making love either a teleological motivation
of the characters’ deeds, or a “reward” for desirable (postulated) actions or
attitudes.”

In Aleshkovsky’s novel, the love theme fulfils this second func-
tion, because love becomes a prize for Nikolai Nikolaevich for his
“ideological maturity” At the same time, the emotional bond be-
tween the characters is built on the foundation of eroticism and
not ideological compatibility. The writer, contrary to the rules gov-
erning the texts of socialist realism, renders corporality, natural in-
stincts, and open eroticism the basis for the relationship between
the characters. These values are fully autonomous; they stem from
the nature of man, and are devoid of ideological overtones. Aleshk-
ovsky also recognizes such qualities as mutual respect, faithfulness,
honesty, but satisfaction with sex holds an important place in this
hierarchy.

Experiencing pleasure from intercourse thus becomes a reward
for Vlada Yurevna for her commitment and the right attitude to-
wards her professional work. Previously sexually frigid, she has her
first orgasm with Nikolai Nikolaevich:

3 P. Fast, Realizm socjalistyczny w literaturze rosyjskiej, Universitas, Krakow
2003, p. 213-214.

3 Ibidem, p. 216.
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Tax BoT, mopyn s, yro mumTh Braxmy IOpbeBHY Hajjo roBemMpHO. A OHa
U B HaType, KaK ppIOa, ABILIAT POBHO, €3 YJOBOIbCTBIIAL.

— Bor BupuTre, — rosoput, — Huxomaii, BoT Bupnre?

W s 9yTh He IIady HaJ CIIALIEN IJapeBHOI, HO pe3ak MON He majmaeT. Bex
6yzy ero 3a 9TO yBaXKaTh U 110 BO3MOXXHOCTH Jie/ath mpusaTHoe. OTYasics yx
COBCEM B Capfie/bKYy, O/A/ib, ¥ BAPYT YTO CIIBILIY?

— O, Huxomnait! 3roro He moxet 0b1Th! He MoxerT. .. He moxer!

VI Bce rpomue 1 TpoMdYe, U ABILINT, Kak 1apoBo3 “®JI” Ha nogbeme, 1 He 3a-
MOJIKaeT HIf Hd MUHYTOUKY.

— Ko, pognoit! He MmoxxeT 91010 651TB! ThI C/IBIIINIID, HE MOXKeT!

A s u3 mocnegHMX cu pybaro, Kak B kuno “Kommynnmcr.*

Aleshkovsky reverses meanings and values here: he integrates
communist ideology with a sexual act, production work with the
act of copulation. The juxtaposition of these ideologically separate
elements evokes a comic effect, and constitutes a factor of carnivali-
zation in the text of the novel. One of the main ideas of Aleshkovs-
ky’s prose is the apotheosis of the true nature of man, not subordi-
nated to the conditions of the outside world with its overwhelming
ideology. Acceptance of sexuality and human biology is a charac-
teristic of simple people. In the dialogue between the narrator and
his listener — a friend from prison — the writer emphasizes this
accurate, primary understanding of the biological needs of man:

— E6 tBOr0 Matbh! — 1o 16y cebs crykaw. — S npupepxuBarb Oyay mpu
CITyCKe. A TTIOTOM C IIOHTOM BTOPYIO IIaJIKy CBEPX IIAHA BBIZIAM.

— He coBeTylo, — cepbe3sHO Tak FOBOPUT ypKa, — He/Ib3s IPephIBATh IO-
JI0BOE CHoIIeHMe X0Tb 05l ¢ JlyHbkoit Kynakosoit. Bpegno. SI ogy 6aby ns-sa
aToro pazorna. Tombko u Borwia: “Koxuait kyga-Hubyab B gpyroe mecro!”
“MosxerT, B cpefiHee yx0?” — crpayBbai. ‘Bce paBHO Kyzia, b Obl He B MY-
Tep!” — y MeHsA Ha 3TOJI IT0YBe Ha HOTAaX HOITH IOYTH IlepecTaan pacTi. Be-
pumib? IIpuIIock pa3orHaTs ee. Tak 4TO y)k KOHYail o-4yeoBedeckn!”

In Aleshkovsky’s novels, representations of sexual acts are also
employed to denote other spheres of human activity, most often
associated with political and social spheres. Such metaphors were
very popular in the mass culture of the 1960s through the 1980s. At

3610. AnemkoBckuit, “Hukormait Hukonaesny,” p. 33-34.

3 Tbidem, p. 9.
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the end of the novel, masturbation becomes a metaphor of fruitless
activities in almost all realms of life. An academic explains to the
main character:

— Tlonnmaro Te6s, Kons, nonnmaro. Y MeHs HOCTpalllHell Ha Jylle MyKa,
YeM TBOsA, XOTA I'PeX TaKye MyKI COM3MEPATD. Thl BOT IPOCTO J;POYMIID, TIO/Ib-
3yACh TBOMM BBIpOKeHMEeM. A MBI BCe UeM 3aHMMaeMcA? [...] Bor umenHo, —
roBoput, — cyxoapoukoit! Cy-xo-apou-koii! ITonHoit, 607ee TOro, CyXoppod-
koit! Bea coerckas, Koms, u MupoBas HayKa — CIIOLIHAsA CyXOApOdY-Ka Ha
JI€BAHOCTO NPOLEHTOB! A MapKCU3M-/TeHMHM3M? DTO 5Ke OYEBYTHBIN OHAHMU3M.
Teos xoTb 6e306uHa, Ko, cyxompouka, a CKONbKO KPOBY ITPOTUTO MAapKCHU3-
MOM-/IECHUHM3MOM B OffHOJT TOBKO €ro aboparopui, B Poccun? Mope!*

As Michel Foucault argues, sexuality and love discourse remain
in close connection to the system of social relations.*” In a social-
ist society, orientated towards the actions and good of the collec-
tive, propagating intimacy — including eroticism — as undeniably
individualistic concepts was undesirable. Thus, matters related to
sexuality, eroticism and procreation were shrouded in silence:

Everything that protrudes or comes out of the body, all major protuberances,
swells and branches — all through which the body goes beyond its limits and
produces another body — is cut off, annihilated, covered, and softened. In the
same way, all openings leading deep into the body are covered [...] The language
norms of the official and literary style, defined by this canon, banned everything
that was related to conception, pregnancy, childbirth etc.*

The narrative in Aleshkovsky’s novel is written in the first person,
which allows for a double perspective and some distance from the
events presented. The writer copiously infuses the narrative/speech
of the main character with vulgar vocabulary (the so-called mat),
which the protagonist himself perceives as neutral, and with ele-
ments of criminal jargon). Unofficial language, including profanity
and jargon, was taboo in literary works within the socialist real-

3 Tbidem, p. 47.
3 M. Foucault, The Courage of Truth, Palgrave Macmillan, London 2012.

‘M. Baxtus, Teopuecmeo Pparcya Pabne u HapooHas Kynomypa cpedHesekosvs
u Peneccarca, XynoxkecTBeHHas tureparypa, Mocksa 1990, p. 89.
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ist trend; the characters, regardless of their social status, expressed
themselves in correct and complex literary language.

In Aleshkovsky’s work, it is precisely the style that most distinc-
tively defies socialist realist rhetoric. In the language of the nar-
rator, communist slogans and Newspeak clichés collide with sub-
normative vernacular and prison jargon. This style seems raw and
uncontrived, just as seeing the world through the eyes of the main
character is fresh and naive. The writer explained his abundant use
of profane, obscene vocabulary by the spread of such speech in
common language. Addressing the first wave of Russian emigrants,
he justified the use of profanity in his works in the following words:

Vi BBl IONIaraeTe B CBOEW 0e3MATEXHO NeMOKpAaTMYecKoil AMeplke,
YTO eC/V JIarepHas >KU3Hb MIUIMOHOB JIOJEil CTajla YacThio OOIIeil cTpa-
Jla/buecKoil XMU3HM Poccym, TO ee A3BIK HO/KEH ObUI OCTaThCA MPEKHNUM:
MaCTepOBOJi — MAacTEPOBBIM, KPECTbSHCKMIA — KPECThbSHCKMM, MVDKOH-
CKMIT — MVDKOHCKVM, remedrepcknii — remedTepcknuM, a LelOMY/PeHHO-
IeBUYMIT — IIeTIOMYAPEHHO-eBUYbIM 1 TaK janee? Brl ommbaereck. A3bIk
JIarepeii ¥ TIOpeM, B KOTOPBIX COCEICTBOBAMIY CYAbOBI CBATBIX 1 YOUIIII, TeHM-
€B VM PacT/IUTeNeil MaJIONIeTHNX CYILIECTB, PAOOYNX ¥ TPASHBIX MOIICHHMKOB,
KPeCTbsAH 1 CKOTOJIOXKIIEB, 6anepuH U (pOPMEHHBIX KaHHIOAIOK, CBAIIEHHOC-
JTyXKNUTeNIel U XyITUTaHoB, GuuocodoB 1 KapPMaHHUKOB, A3bIK HEBMHHBIX JIYII
Y HeMIMOBEPHBIX 3/I0/leeB He MOT He CMEIIaThCsA, He MOT Ie/IaTh BUJI, UTO Cy/b0a
JTIOZIelt He MIMeeT K ero Cyfbbe HUKakoro orHomeHusA. Ho u npuHas B ce6s To,
6e3 4ero oH BIIO/IHE CyMeT 6bI 000ITUCD, TO, YTO HaKke 6e300pa3HO BhIpaXKa-
JI0 MBITaDCTBA CTPAHBI M HAPOJIA, OH HE BBIMED, HE YTPATUII CBOEI CYyIIHOCTH,
cunTas s ce6s 6oree IpueMIeMBIM 1 6€300MIHBIM ABJIEHIEM )XIBOJ BOPOB-
CKOJT >KapTOH U CaMblit TPA3HBII MaT, 4eM MePTBYI0 (ppaseonornio napTuitHbIx
HPYIAYPKOB U MPOYMX THYCHBIX TPeKasl. VI CKONbKO OBl HeCATUICTHI TIOAPAT
OHJI €My ee He HaBA3BIBa/IM, KaK ObI HU BTECBHIBA/IM B CAMYIO Iy C IIOMOIIBIO
BCeX CPEJCTB CBOEV B3MbIIEHHOI IIPOIIAaraHbl, MOV POJHOI PYCCKIIL A3bIK OT-
Topraet ot ce6s1 JIOXKb HAPTUITHOTO MEPTBOC/IOBDA. .. !

The functions of inappropriate lexis were quite diverse in Russian
culture: from using it as “punctuation marks” to supplementing the
words of a literary language. Mat can also take on different mean-
ings: it can be aggressive and vulgar, as well as delicate and intimate;
it can be vague and cryptic, and it can also be completely transpar-

“110. Anemkosckuit, “Kapycens,” in: idem, Cobpanue couurenuii 6 5 momax,
vol. 4, ACT-Actpenn, Mocksa 2008, p. 156.
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ent; it can express the vocabulary of the lowest social classes, and
also act as jargon of intelligentsia; it can be profane or, the reverse,
sacred, because it signifies concepts related to the sphere of corpo-
rality and intimacy.*?

However, it would be inaccurate to assume that only the lowest
social stratum uses mat. The use of profanity is polarized in Russian
society: drunkards and addicts, as well as sophisticated intellectu-
als, use it in their speech. In Russia, the only person who is suspi-
cious of mat is a man with a bourgeois mentality, who does not
consider it to be something that enriches the language, but some-
thing indecent. The bourgeois worldview also erroneously equates
the speech of man with his moral actions.*

The use of obscenities in Aleshkovsky’s work leads to the car-
nivalization of the world he represents. Profane words were con-
nected with primeval magical rituals, but, nowadays, these roots
have been largely lost, and the nature of their use has significantly
changed.** Also, Mikhail Bakhtin notes the altered essence of vul-
gar language in carnivalized communication. He writes that in
the conditions of the carnival, the meaning of profane expressions
changed considerably, because they lost their magical and practical
nature, and attained independence, universality and depth. In such
a transformed version, obscenities contributed to the creation of an
informal, carnival atmosphere and the second, laughing aspect of
the world.*

When the copies of Nikolai Nikolaevich began circulating in un-
derground editions, where mat spilled from every page, all readers
understood that the “honest” swearword was fighting in the novel

“11. Pynues, “Touka 3pennus. Pomp mata B pycckoit kynerype,” IlocmHayxa,
7.05.2014, www.postnauka.ru/talks/25905/ (12.05.2019).

«

B. Pynues, “V a0 Bce 0 HeM: Xyit': DeHOMEHOTIOI VIS, QHTPOIIOIOTHS, MeTa-
¢dusuka, nparmacemantrka, in: A. Ilnyuep-Capuo (ed.), Bomvuioii cnosapo
mama, vol. 1, Jlum6yc Ipecc, Cankt-Iletep6ypr-Mocksa 2005, p. 30.

#JI. IankoBa, “KapHaBabHas GyHKIMA MaTa B XyIOKeCTBEHHBIX IPOM3Be-
menusx, JJOKCA. 36iprux Haykosux npaup 3 ¢inocopii ma ¢pinonoeii 2004,
no. 5, p. 349.

M. Baxtnn, Teopuecmeso Pparcya Pabne, p. 23.
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against a torrent of the official Soviet false speech.* Andrey Bitov
said that the use of Soviet phraseology in the novel is more revolt-
ing than profanity and prison jargon.*”” According to Josif Brodsky,
the main character of the book is the language, which is the voice
of the consciousness of the nation and the individual.*® It is the
language in the novel that is the sturdiest form of opposition to
socialist realist rhetoric. The artificial, naive utopian socialist real-
ist literature, based on journalistic schemas, distorted the literary
style. Socialist realism was not only an aesthetic doctrine of totali-
tarian culture, but, above all, the space where power and language
collided.” Aleshkovsky defied such treatment of literature, and his
Nikolai Nikolaevich is a testimony to his protest.

It should be noted that vulgarity, which occurs frequently in
the speech of the narrator in Aleshkovsky’s novel, is something
completely natural. The writer emphasized that as a realist he is
trying to convey the way people actually speak. The main char-
acter of the novel cannot be accused of flaunting obscene lexis
in his manner of speaking: it is not coarse, but natural and real.
When talking about his work in the laboratory, he often uses dif-
ferent terms for penis: most often it is the term “dick” (xyii), but
he also chooses other words which are listed in the dictionar-
ies as profane. This way of expression is honest, unforced, and
organic to him. When he uses the word “member” in a story, he
apologizes to the reader for using an improper phrase. This way,
the writer draws attention to the scope of vocabulary related to
genital organs: in the literary language there are few such phrases
and they are synonymous with scientific terms, and in the unof-

4 M. Yygmaxosa, “Mat B muteparype: pro et contra,” Literratura 2018, no. 114,
www.literratura.org/non-fiction/428-mat-v-literature-pro-et-contra.html
(12.05.2019).

47 A. Buros, Hoswuii [ynnusep.

“ V1. Bpopckmit, “OH BblIeN U3 TIOPEMHOrO BaTHMKa, in: FO. AmermkoBckuir,
Anmonoeus camupuot u tomopa Poccuu XX eéeka, vol. 8, Ixcmo, Mocksa 2004, p. 9.

4 E. Hobpenko, “AMmyp Bo BpeMs 4ymbl, Wi JlaBKa BHEBPEMEHHOCTH
(meTadmsudecKe IPERIOCHIIKN coupeanuama), Obujecmeentvle HAYKU U co-
spemennocmo 1992, no. 1, p. 165.
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ficial language this lexis is represented abundantly, but regarded
as indecent or even vulgar.

The lexical system for marking parts of the human body is one
of the oldest in every language. The development of civilization
led to the development of social norms, which should be treated as
historical categories. What is determined within the scope of these
norms is the relationship of society to the human body, to uncover-
ing its individual parts and to the linguistic labelling of these parts.
Social norms allow exposing only part of the body, the so-called
“top” of the body, while the “bottom” is hedged by taboos. This pro-
hibition ensures that that the “bottom” of the body is available only
to its owner and should be hidden from the community. The taboo
on exposing intimate parts of the body is also transferred into lan-
guage: social norms do not allow public naming of these parts of
the body and activities related to them.*

Aleshkovsky himself described his attitude to obscenities as fol-
lows:

I think that the so-called uncouth words were initially not abusive, but sacral,
ritual. After all, our bodies —the genitals of men and women — create the lives
of future generations. And the great-great-proto-ancestor could not help but
feel admiration and fear toward his procreative activity. According to the impor-
tance of their performed functions, sexual organs are number one. I even think
that their activity is more vital than brain activity.”

The writer’s opinion turns out to be true: the vocabulary denot-
ing the genitals in pagan times was sacred, and with the transition
to Christianity the systems of signs and symbols changed, as the
words related to the “bottom” of the body and the reproductive
process were considered indecent or a taboo was imposed on them.
Vasily Rozanov wrote about it with a large dose of sarcasm:

[...] for Christians, everything is “indecent,” and as “obscenity” escalates, it
shifts “into sin,” into “wickedness,” into “villainy”: that’s why of its own accord

0 A. lynmuaenko, “S3bIk u Teno,” in: A. ITnynep-Capso (ed.), Borvuioii cnosape
mama, vol. 1, JTum6yc Ilpecc, Cankt-Iletep6ypr-Mocksa 2005, p. 35-36.

c

ST10. AmemkoBckuit, “Bupryossi-MaTepunHHuKN., PyccKue mucaTennu o pyc-
ckom Marte.” 2016, https://moiarussia.ru/virtuozy-matershinniki-russkie-
pisateli-o-russkom-mate/ (13.05.2019).
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and without comments, hints and evidence, the sphere of sexual life and sexual
organs — this part of global shyness, global hiding — descended into the “fiery

pit” of Satanism, the demon of evil, taking as a base “terrible, unbearable wick-

edness,” “world odour”*?

Aleshkovsky, by introducing a first-person narrator and stylising
the narrative as oral storytelling — the speech of a simple man (called
skaz in Russian literature) — conveys vernacular truths about life and
the world, a folk vision of man. Such a strategy can be compared to
carnivalization in literature. Bakhtin wrote about the carnival as “the
world upside down,” in which people free from social norms, prohi-
bitions, barriers and hierarchy demonstrate free, pure, distanceless
relationships between a man and the world. The deep sense of the car-
nival lies in the playful (“laughing”) rejection by the people of all sanc-
tioned official truths, and the whole authorized, fixed world order.>?

In the novel Nikolai Nikolaevich, the carnival laughter is ambiva-
lent: it includes two poles of phenomena, the “top” is switched with
“the bottom” and it abolishes hierarchical ideas about the world.
Paintings associated with corporeality can be traced back to the
folk culture of laughter, uninhibited by social, religious, or ideologi-
cal precepts. Laughter has the power of purification here; it releases
one from canons, dogmas and imperatives, it restores one to nature.
Thanks to this, the novel moves beyond the aesthetic concepts of its
time, and although it reaches back to original instincts and ways of
perceiving the world, it points towards the future.
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