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ABSTRACT

The publication of Eduard Limonov's exhibitionist novel Eto ia
- Edichka (It's Me, Eddie) in 1979 provoked, both among
readers and critics, a great deal of negative emotion, which
simmers on even now, boosted by the publication of virtually
all Limonov's major writings in Russia and by Limonov's
transformation into a notorious public figure of dubious
political persuasions. The emotion mentioned often precludes
a sober comprehensive analysis of Limonov's creative
activity, an analysis which his unquestionable success
requires. Limonov's infamy frequently casts an unmerited
shadow over the significance of his artistic works, especially
over his exquisite, innovative poetry which is often neglected
nowadays. This thesis tries to repair the damage by following,
step by step, Limonov's life and career (partly mythologized
by him in his allegedly autobiographical prose) sine ira et
studio, relying on the whole body of his work which includes
poetry, fiction, journalism and private correspondence.
(Permission to cite extracts from and refer to unpublished
items was given to me by Limonov via my proxy in Moscow
in the summer of 1995.) Although there is no separate
chapter on Limonov's poetry in the thesis, his poems are
copiously quoted throughout the whole work.

Another step which has been taken in properly evaluating
Limonov's output (over twenty books altogether, translated
into at least fifteen languages) is to consider it as a link in the
chain of his Russian literary predecessors. The need of a |
reassessment of Limonov is also met through pointing to some
literary sources important for this author, such as the Cossack
Ataman and writer Petr Krasnov, the poet of the Russian
revolution Vladimir Maiakovskii, Limonov's Russian and
Western critics, his colleague from the so-called Khar'kov
poetic school Iurii Miloslavskii, and the Eurasianist movement
(the last two sources have been touched on in passing only).



In addition, Limonov's idiosyncratic concepts of Hero and
Barbarity are discussed at some length.

Our thesis, we hope, finally makes it possible to regard
Limonov not merely as an obnoxious literary hooligan, but
also as a writer with roots and ideology, with an underground
past and a firmly established, if slightly embarrassing,
present reputation. Some theoretical issues pertaining to
certain limitations in the existing definitions of literary
influence and intertextuality are also raised.
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INTRODUCTION

'"The dirtiest of them all' - that is how W.L.Webb has
characterized Eduard Veniaminovich Savenko, alias Limonov
(born on 22.02.1943 in Dzerzhinsk in the Gorky, or Nizhnii
Novgorod, region), when comparing him to other
contemporary Russian authors.! The superlative degree
applied to the writer in question looks more than just
pertinent. It perfectly fits the repulsive image of a person
whose desire to leave a lasting imprint on Russian (and, if
possible, world) culture and history has driven him to
extremes unparalleled by all other past and present Russian
poets and novelists, except, perhaps, Vladimir Sorokin.
Whatever Limonov has already attempted in order to gain as
much attention from the general public as humanly possible,
from being a prominent member of the Moscow underground
poetic avant-garde in the 1960s and 1970s to fostering
Russian 'dirty realism' in prose, from exploring taboo subjects
(such as homosexuality) to engrossing himself completely in
the dirt of today's Russian politics,2 he not merely succeeds,
but becomes more and more influential.

As recently as in 1990, the compiler of the Russian literary
almanac Gondvana Vladimir Salimon had to reject a short
story by Limonov 'for its (literally) unprintable language'.3
Around the same time the publisher Aleksandr Shatalov was
forced to resort to the following tricks in order to reprint

IWebb, 1995, p.8. Other critics prefer less negative labels, though.
Thus, Duncan Campbell has branded. Limonov 'a dissidents’ dissident'
(Campbell, 1984), whereas Andrei Zorin has called him ‘the last
genuine [Russian] avant-gardist' (Zorin, 1997, pp.326-27).

2Limonov openly admits that he aspires to the position of the
ideologist of the Russian nationalist opposition (see Limonov, 1993f).

3Condee and Padunov, 1993, p.61.
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Limonov's most controversial novel, Eto ia - Edichka,* in the
Soviet Union:3

I offered the novel to three publishers, who all turned it
down. It was then that I decided to launch a publishing
house of my own to be able to publish books that other
publishers were afraid to touch but which I believed
should be available to Russian readers. For the first time
in Russian publishing, unprintable language appeared in
print. Printers refused to typeset the book, so

eventually it was printed in Riga (Latvia) under the
supervision of a special police force. Since then almost
two million copies of the book have been printed in all.6

Although Shatalov admits that the first publication of Eto ia -
Edichka in Russia caused a cultural shock,” by 1996 this novel
had been reprinted by various publishing houses no less then
four times, and produced a whole trainload of emulators,
Igor' Iarkevich seeming to be the most gifted.® Moreover, Eto
ia - Edichka, which contains not only scatological outbursts,
but also graphic scenes of homosexual love-making,
undoubtedly 'played a decisive role in the 1994 repeal of the

4In his interview for Radio Liberty in summer 1981, Professor
Maurice Friedberg called this novel 'pornographic' and suggested that
it would be forgotten within a year,

5This novel, as well as Limonov's collection of poems Russkoe (That
Which Is Russian), was originally published in 1979 in the USA and
firmly secured his place in modern Russian literature.

6Shatalov, 1994, p.196.

7The impact of the very first edition of the novel back in the 1970s was
even more serious. The first husband of a female prototype for Efo ia -
Edichka reportedly died from a heart attack while he was reading the
book (see Kisova, 1995).

8This prompted the critic and poet Aleksandr Shchuplov to re-phrase
the famous one-liner, traditionally ascribed to Dostoevskii, about
Gogol"s novella 'Shinel": 'We all came out [...] from under Limonov's

underpants’ (Maklovski, Kliain and Shchuplov, 1997, p.92).
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notorious article of the [Russian] Criminal Code which
proscribed consensual homosexual contact'.®

Logically, it is hardly surprising that, in one expert opinion, it
was none other than 'the eccentric writer Eduard Limonov, at
one time the minister of security in Zhirinovsky's shadow
cabinet, [who] taught [the notorious leader of the Liberal
Democratic Party Vladimir Zhirinovskii] the practical use of
exhibitionism'.10 However, Zhirinovskii soon turned out to be
not extreme enough for Limonov, and the latter left his
'ministerial’ post (the Head of the All-Russian Bureau of
Investigations, to be exactll) with the intention of forming a
party of his own. Such an institution (called the National
Radical Party) came into being in November 1992.12
According to the news agency 'Interfaks’, it included 4, 821
members and planned to issue a newspaper 'K toporu' [Grab
an Axe].!3 As early as at the very beginning of 1993, though,
the National Radical Party suffered a split (or a 'schism’, in
Limonov's own words).14 In the spring of the same year
Limonov abandoned his short-time party allies Sergei

9Shatalov, 1995, pp.42-43.

l0Kartsev with Bludeau, 1995, p.6. Limonov's ill-wishers also allege
that he taught the extreme Russian nationalist Aleksandr Barkashov
(the Head of the militarized Russian National Unity movement) the art
of self-promotion. Thus, according to one piece of gossip, in 1994
Limonov arranged an interview with Barkashov for the Moscow office
of an unnamed 'well-known American newspaper' (The Chicago
Tribune), and charged 500 US dollars for doing so (see Babich, 1996,
p.1). Limonov gives a different version of the same story in Limonov,
1996a.

I1Limonov apparently fancied himself as chief of what he envisaged
as a Russian analogy of the FBI (see Dolgopolov, 1993).

121 imonov's and Zhirinovskii's political 'divorce’, however, formally
took place only in January 1993 (see Dolgopolov, 1993).

13See Trud of 12 January, 1993, p.2. For a description of certain
members of the National Radical Party and its unhappy relationship
with the authorities see Limonov, 1993d.

14See Dolgopolov, 1993.
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Zharikov and Andrei Arkhipov, only to found another party,
the National Bolshevik Party, which he governs at present.l3
In the first half of 1995 the National Bolshevik Party
comprised 'up to 500 members'.16 In mid-1998 the number
of its members was estimated at 'five to six thousand'.l7 As
the National Bolshevik Party has not been officially registered
(although it now boasts the existence of at least 27 regional
organisations registered by the local authorities!8), it cannot
be included on ballot forms.!® Therefore in the December
1995 elections to the Russian Parliament (Duma) Limonov had
to stand as an independent candidate (in the Leningrad
electoral district no.194 in Moscow; he gained only 2% of the
votes and lost to the democrat Vladimir Lysenko).20 In
October 1997 he tried to enter the Duma again, this time as a
candidate in the Georgievskii electoral district no. 52 (on the
border with Chechnia), and lost again, now to the Communist
Party candidate Ivan Meshcherin (this time Limonov received
2.5% of the vote).2l The Party newspaper Limonka, of which

15See Womack, 1993; Pribylovskii, 1994, pp.8, 14. Rosalind Marsh states,
however, that Limonov 'stood for election in December 1993 as a
member of Vladimir Zhirinovsky's neo-fascist Liberal Democratic
Party' (Marsh, 1995, p.219). In fact, Limonov stood as an independent
candidate in electoral district No.172 in the Tver' region and lost to
Tat'iana Astrakhankina, who was supported by the Communist Party of
the Russian Federation (see Pribylovskii, 1996, p.221).

16Khomchuk, 1995, p.42. An opinion poll conducted in Russia in July
1995 showed that only 0.2% out of 2 404 informants knew about the
existence of the National Bolshevik Party (see http://www.ria-
novosti.com/dr/1996/dd10095.htm).

171 jkhachev and Pribylovskii, 1998.

18See Likhachev and Pribylovskii, 1998.

19See, for example, Dugin, 1995.

20See Gokhman, 1995.

21See RFE/RL Newsline of 15 September, 1997, vol.1, no.117; Eliseenko,
1997. In a desperate bid to obtain a seat in the Russian Parliament in
the 1999 elections, Limonov has recently formed a coalition with two

left-wing political movements, the Officers' Union led by Stanislav
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Limonov is editor-in-chief, is similarly not very popular with
the masses,22 but, given its boss's energy and persistence,
there is some chance that the size of the print-run and of the
party's membership will steadily increase.23 In the meantime
Limonov travels across the former Soviet Union and appears
on TV, propagating his radical nationalistic political views.24
As a result, he is liable to be charged under article 114 of the
Ukrainian Criminal Code for instigating attempts to damage
the territorial unity of the Ukraine (viz., for declaring that the
Ukrainian city of Sebastopol is Russian property that has been
captured by a hostile state and should be defended by force
of arms, if necessary); he will be prosecuted if he enters
Ukraine.23

Terekhov and the Working Russia led by Viktor Anpilov (see
Karam'ian, 1997; Zhelenin and Kamakin, 1997).

220n 4 July, 1996, the Khamovniki office of the public prosecutor in
Moscow instituted proceedings against Limonov for his publications in
Limonka  which allegedly instigate war and national hatred (file no.
202061). The file was closed on 3 September, 1996 (see the unsigned
publication 'Kratkii kalendar' N[atsional;] Blol'shevistskoi] Plartii] v
1996 in Limonka, no. 51, 1996, p.2).

23 According to one source, in 1996 the circulation of Limonka was
5500 copies (see Grabel’nikov, 1996, p.45). If we are to believe
Limonka's editor-in-chief, in August 1997 its circulation reached
10000 copies (see Limonov, 1997).

24The frequent inconsistency of these views often puzzles even the
close followers of Limonov too. Thus, the OMRI Daily Digest of 12
February, 1996, informed its subscribers that Limonov surprisingly
called on nationalist forces to support President Boris Eltsin's
candidacy in the Russian presidential elections in June 1996. This
news led to the resignation of Limonov's party comrade Egor Letov
(see Limonov, 1996). Then came the news that Limonov endorsed the
candidacy of the Russian weight-lifter turned nationalist writer Iurii
Vlasov (see Aleksandrov, 1996). As Paul Bailey puts it, Limonov 'seems
to enjoy expressing calculatedly unpopular opinions' (Bailey, 1992).
25See Limonov, 1995d; see also the unsigned information 'Odin

Limonov na dve prokuratury' in Moskovskie novosti, no.14, 1996, p.3,
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All these facts strongly suggest that the Limonov

phenomenon is marked by unusually solid bonds between the
writer's politics and his poetics,26 his journalism being almost
inseparable from his fiction.2? What made Limonov what he
is? What brought the son of an NKVD officer through years of
menial labour in the Soviet Union and the USA, through the
hardships of three consecutive emigrations,2® to the offices of
Libération, Playboy, Globe, Le Journal Littéraire, L'ldiot
International and, finally, to such newspapers as Den’,

and the unsigned notice 'Grim po-limonovski' in Al'manakh
Panorama, no.834, 1997, p.4.

26Cf.: 'It seems to me that poetry and politics are the same thing'
(Limonov at a meeting with his readers in Ostankino (Russian TV) on
13 September, 1992 (12.05-13.00)). One could indeed make out a good
case for seeing Limonov’s political views as an extention of his fiction.
Limonov often seems to be driven by the need to shock and to outrage,
and to that extent his political actions are part of his art, as well as a
political programme to be interpreted literally. On the kinship
between Limonov's politics and poetics see also Dugin, 1997.

27The violent outbursts in Limonov's writing sometimes affect real
life and inflict physical damage on Limonov's opponents, as well as on
Limonov himself. Thus, he struck Paul Bailey on the head with a
champagne bottle in the lobby of the Hilton Hotel in Budapest in 1989
(see Bailey, 1992). In 1996 he had a fist fight with a 'veteran of the
Russian patriotic movement' in St. Petersburg (see Stepakov, 1996) and
was badly beaten in Moscow by unknown assailants, allegedly for his
journalistic attacks on General Lebed' (see Limonov, 1996f; A.F., 1996;
Builo, 1996; E.K., 1996; for Limonov's anti-Lebed' articles see Limonov,
1996b and Limonov, 1996c).

28Limonov emigrated to the West in 1974, partly against his own
wishes, under the pressure of the KGB. He settled in New York City in
1975 and then moved to Paris in 1980, where he eventually acquired
French citizenship. Regularly visiting Russia since 1989
(Soviet/Russian citizenship was returned to him in 1991; see Vedomosti
s'ezda narodnykh deputatov SSSR i Verkhovnogo Soveta SSSR of 25
September, 1991, p.1539), Limonov finally decided to move back to

Moscow, where he resides for most of the time now.
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Izvestiia, Komsomol'skaia pravda, Krasnaia zvezda, Novyi
vzgliad, Sobesednik, Sovetskaia Rossiia, Zavtra and Sokol
Zhirinovskogo? What took him to the Croat- and Muslim-
Serbian conflicts in the former Yugoslavia (1991-92), to the
turmoil in Pridnestrov'e and in Abkhaziia (1992), and to
Ostankino and the Russian 'White House' during the Moscow
1993 uprising??9 The meticulous study of Limonov's
biography seems to be no less significant for answering these
questions than the search for the literary sources of his
intellectual background and artistic vision.

Chapter 1 deals with Limonov's (auto)biography,30 which,
impressive in itself, has been additionally fictionalized in his
work (in it the protagonist and/or the narrator almost always
carries the same name as the author). By recourse to methods
which are perhaps more appropriate for criminal
investigations and court procedures than for literary criticism,
that is, cross-examining all the information available, we try
to separate fact from fiction in Limonov's countless stories
about Limonov, and thereby piece together the true picture of
Limonov's real life. In particular, Limonov's dependence on
the writings of Iurii Miloslavskii is seen as circumstantial

29For some accounts of Limonov's experiences at war see
Aleksandrova, 1992; Limonov, 1993g; Limonov, 1993h. In quite a few
instances Limonov did not merely write about what he witnessed, he
actually took sides and fought as a soldier - for the Serbian cause, for
example. Limonov's 'misbehaviour' in Bosnia caused public outrage
(see, for example, Bailey, 1992; ironically, the writer recalls that in
1989, at a writers' international conference in Budapest, Limonov
suggested that Salman Rushdie should be publicly executed ‘for
insulting the Muslim people and their noble religion'). Arguably the
most eloquent condemnation was provided by the writer Georgii
Vladimov, the winner of the 1995 Russian Booker prize (see Vladimov,
1993). Limonov's response is to be found in Limonov, 1993i.

30For an undeservedly brief account of it see Kasack, 1992, pp.663-65; a
longer entry by Helen L. Tilly, regrettably, contains a number of

factual errors (see Tilly, 1998).
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evidence in support of the reasonable doubt invariably
aroused by Limonov's accounts of his own criminal past.3!

The question of the literary origins of Limonov is especially
important in the light of the alleged absence of any Russian
precursors - a view shared by many critics.32 Chapters 2 and
3 are devoted to the influence of the writers Petr Krasnov and
Vladimir Maiakovskii on Limonov. The methods of close
reading and social and historical contextualization of
numerous works by these three authors enable us to detect
various aspects and consequences of this influence. The choice
of Krasnov and Maiakovskii from 'Limonov's literary
predecessors of varying calibre'33 was governed by the fact
that, in contrast to Limonov's own unequivocal statements,34
he is often described as one of those who today stand 'on the
extreme right'.35 What we actually encounter is in fact an
unusual mixture of conservative and revolutionary features
in Limonov, as he equally favours the 'White' Krasnov and the
'Red' Maiakovskii. Limonov's proximity to the ideology of the
Eurasianist and National Bolshevik movements36 which
emerged between the two Wars also proves the same point.

31A survey of the major writings by Limonov and his concept of the
Hero, pivotal for an understanding of the Limonov phenomenon, is
also given here.

328ee, for instance, Vail' and Genis, 1982, p.107.

33Bokov, 1979.

34¢f., for example, the following words by Limonov: 'the programmes
of the left and of the right are not so relevant today. Today's politics is
made by leaders' (Bol'shakov, 1992). The critic Dmitrii Bykov notes that
Limonov 'calls upon the extreme left to merge with the extreme right,
uniting them on the basis of extremes' (Bykov, 1994). Limonov also
calls his National Bolshevik Party ‘'the ultra-left among the right-
wing parties and the ultra-right among the Left' (Limonov, 1996d,
p.2).

35Kartsev with Bludeau, 1995, p.162.

36See specifically Chapter 2. An analysis of Limonov's original

concept of Barbarity is also to be found here.
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Another unusual feature of Limonov - using the critique of
his writings as a substantial source of inspiration - is given
due consideration in Chapter 4. Its emphasis on the recently
deceased Vladimir Maksimov and losif Brodskii is dictated by
the material we analysed: both writers, in their own way,
were major exponents of aesthetics alien to Limonov. In our
opinion, it was the constant polemics with Maksimov and
Brodskii (now hidden, now explicit) which eventually turned
Limonov himself into a critic. Then Limonov's literary
criticism developed into full-scale political journalism (we
touch on the latter only in passing), which in its turn eclipsed
everything else Limonov has done so far.

This research was carried out within the traditional
framework and methodology of literary history, with no
intention whatsoever of making any contribution to literary
theory. Our working definition of a literary source, which we
followed throughout the thesis (tangible textual parallels
between works by two authors, inherent to these two authors
only, providing a reasonable likelihood of the acquaintance of
the 'recipient’ with the legacy of the 'donor') is by no means a
discovery. However, from the point of view of the theory of
literary influence - the discipline which is normally held
responsible for literary sources - some methods of analysis
applied in this research might seem incommensurate. On the
one hand, the biographical method, unavoidable in a
monographic study of one author, presumes the domination of
the writer over his or her texts. On the other hand, the
technique of close reading, indispensable in detecting literary
sources, implies a significant degree of independence of the
texts from their authors, and, therefore, the relative
irrelevance of the writer's biography.37 Is it possible to marry
both approaches? This and other theoretical problems are
discussed in the Conclusion.

All translations from Russian are by the author, unless
indicated otherwise. Russian words and names are normally

37See Clayton and Rothstein, 1991, p.14.
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transliterated in accordance with- the Library of Congress
system, unless they appear in quotations from the works of
other scholars who have chosen a different system of
transliteration. An exception has also been made for place
names, such as Moscow, which have a commonly used English
form. Translations of the original Russian titles of Limonov's
works are usually given in brackets when they appear in the
thesis for the first time, and are —accompanied by the date of
first publication, if known. The poetry, as a rule, is quoted in
the original Russian, with no translation and transliteration

provided.
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Chapter 1

DICHTUNG UND WAHRHEIT:
Limonov and Limonov

Q.: Mr Limonov, when are you really sincere - in
your interview to Moskovskii komsomolets and in
Eto ia - Edichka, or in your articles published by
Sovetskaia Rossiia?

A.: 1 am always sincere, although I guess I am more
sincere in my articles, because in them I speak on
my own behalf.

Limonov at a meeting with readers in Ostankino
(Russian TV) on 13 September, 1992 (12.05-
13.00)

1.1. EDUARD LIMONOV'S TRUE LIES.
1.1.1. Limonov and his (autobiographical?) character.

When speaking of Limonov's prose and journalism, virtually
everyone, whatever their background, asks the same
questions: "Did it really happen as he describes?" and "Does he
really mean what he says?". Even literary experts are baffled
and cannot come to a definitive conclusion as to when exactly
Limonov's alleged autobiographism gives way to fiction, and
what exactly in his statements should be accepted as fact.
Thus, David Lowe in his study of contemporary Russian
writing, when analysing Limonov's novels Eto ia - Edichka,
Dnevnik neudachnika, ili Sekretnaia tetrad' (The Diary of a
Loser, or The Secret Notebook, 1982) and Podrostok Savenko
(Savenko the Raw Youth, 1983), classifies him as a non-
fictional writer.38 Such an attitude is based on at least two
significant assumptions: first, in the case of Limonov there is

38See Lowe, 1987, pp.39-40.
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no substantial difference between the author and his main
protagonist, and, secondly, Limonov ignores the boundaries
between life and art.

The point of view which identified Limonov the writer with
Limonov the character seems to have been introduced for the
first time in an exegetic essay by Arvid Kron which
accompanied the publication of an abridged version of Eto ia -
Edichka in the magazine Kovcheg and was intended to play
the role of an air-bag for the reader, crushed by Limonov's
abusive political incorrectness.3® Kron's interpretation met
with strong opposition, led by those for whom the clear
distinction between the outlook of an author and that of any
of his literary characters had been axiomatic. Leonid Geller
grumbled: 'It is not clear on what grounds {...] the author and
the main character of Eto ia - Edichka have been identified
[with one another] in Kron's essay'.40

It is curious that the Kron-like treatment of Limonov's prose
had been anticipated even before Kron's essay actually came
out. When the excerpts from Dnevnik neudachnika, ili
Sekretnaia tetrad' appeared in the magazine Ekho, Vladimir
Maramzin decided that it was necessary to attach to the
publication an explanatory article, in which he stated:

The Russian reader has always been inclined to suspect
that behind the narrator there is the author, with all [the
narrator's] individual features. After finishing Sekretnaia
tetrad’' you start worrying about Limonov: if only a rare
reader does not inwardly blame the money-lender
woman on Dostoevskii, what will people say about
Limonov's loser who, above all, is devised as a first-
person narrator? Does one really have to ask the reader
not to confuse the writer with his characters?41

39See Kron, 1979, pp.89-96.
40Geller, 1980, p.87.
41Maramzin, 1978, p.69.
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The writer and critic Igor' Efimov-Moskovit polemicized with
Maramzin. He pointed out that literary characters vary a
great deal, and

Gogol' did not need to turn into either Chichikov, or Vii,
Dostoevskii did not need to rape a teenage girl and take
an axe in his hands; Camus did not need to kill an Arab.
But the Marquis de Sade had to be what he was, as well
as [...] Louis Céline [, who] had to visit the end of the night
in order to write his book. The same applies to
Limonov.42

Needless to say, Efimov's words backfired. None other than
Sergei Dovlatov accused Efimov himself of 'thinking that life
and literature are the same'.43 Unfortunately, this did not
help to solve the problem of pinpointing the real Limonov, as
opposed to that of his principal character called Eduard
Limonov/Savenko.44

42Efimov, 1978, pp.120-21.

43povlatov, 1978, p.122. See also Losev, 1978, p.125.

44 Apart from the first-person narration, in Eto ia - Edichka Limonov
employs the Er-Erzdhlung technique (for an analysis of the
interaction between the two types of narration see Ryan-Hayes, 1995,
pp-137-38). Later on, in other autobiographical works, Limonov
resorts to more and more advanced forms of third-person narration,
but it does not alter the way his writings are read by the public,
chiefly because the fictional character continues to carry the name of
his creator. Moreover, some critics tend to see Limonov's true T
looming in the background even in those belletristic works which  are
not part of his autobiographical saga. For example, Mikhail Lemkhin
noted that in Limonov's thriller Palach (The Executioner, 1986; in the
1992 Dutch translation re-christened as De kus van de kakkerlak [The
Kiss of the Cockroach]), which was devoted to the life and death of the
professional sexual sadist Oscar, 'it is very difficult to distinguish
between the author and the hero of the novel' (Lemkhin, 1987, p.396;
see also Liamport, 1993; Remizova, 1993; Ponomarev, 1996, p.209). The
significance of this observation has recently been increased by

Limonov's ex-wife's interview, in which she asserts that her divorce
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A slightly more sophisticated answer to this moot question
has been offered by Inna Prussakova. Here is her judgment of
all Limonov's prose to date:

All these stinking revelations have been perceived as a
straightforward confession owing to the main intonation
used, that of lacerating sincerity (nadryvnaia
iskrennost’). It works more effectively than any
contrivances of 'neutral’ prose! Although it is known that
there is nothing more questionable truth-wise than a
confession, still a spontaneous confidence in the narrator
springs up.43

In other words, Limonov only pretends from time to time
that it is just his namesake speaking. As Nina Voronel', in her
analysis of Eto ia - Edichka, concludes, Limonov 'is talking
about himself, not about his "lyrical hero".46

A slightly different understanding of the same subject can be
found in Igor' Shelkovskii's review of documentary books by

with the writer was 'caused by cockroaches. This is a scourge in
America. Limonov loved them. I could not stand it. The cockroaches
would not leave, so I did' ([Shchapova De Carli], 1995, p.71). The key
phrase in Palach belongs to Oscar's Polish friend Jacek Gutor, who
pesters people with the question, 'Could you kiss a cockroach?'. Cf. also
the following dialogue: 'l remember that Edik Good [i.e., Limonov in a
good mood] came up to me at a party in New York and asked: - And you,
Lena, could you kiss a cockroach? - I honestly answered that I could
not. - You can see now that you are not emancipated enough'
(Shchapova De Carli, 1984, no pagination). It is also worth mentioning
that in one of his interviews Limonov compares himself to a
cockroach when referring to his first impressions of New York: ‘I
woke up early in the morning and went to Fifth Avenue. [...] I felt as if
I was a cockroach walking amidst cupboards.” (Iakushkin, 1989.)
45prussakova, 1995, p.200.

46Voronel', 1979, p.190. The title of this piece by Voronel' refers to a

ridiculous poem in Dostoevskii's novel Besy.
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Limonov, Ubiistvo chasovogo (The Murder of a Sentinel,

1993) and Limonov protiv Zhirinovskogo (Limonov Versus
Zhirinovskii, 1994). As the critic puts it, in his fiction Limonov
made people believe that ‘all his maxims should be treated
leniently, as they were pronounced by a literary character.
Well, then, what is [to be done] now, when Limonov [...] talks
about current historical events and his attempts to participate
in them, somehow or other?.47 According to Shelkovskii,
Limonov only pretends that the opinions expressed by
Limonov the character do not necessarily belong to Limonov
the writer, and at the same time uses his protagonist as an
excuse and a shield to propagate (unpopular) views that are
very much his own.48

Some Western scholars see this problem in a broader
perspective. Limonov, they reckon, being only too well aware
of the old controversy 'life versus art', simply plays with it,
constantly changing the balance between fact and fiction.4?
For instance, Ann Shukman notes with regard to Eto ia -
Edichka that 'Limonov's novel [...] plays with the genre
boundaries between fiction, confession, and reportage: the I-
narrator may or may not be identified with the real author,
Limonov'.50 Karen Ryan-Hayes, referring to the same work of
Limonov, maintains that his artistic manner involves the

47Shelkovskii, 1995.

48Cf., however, the following assessment of Limonov's social and
political journalism: 'Perhaps the best that can be said of these
extraordinary outpourings is that their author's psychology does not
permit him to distinguish between "literature"” and "life", that his
"word output" in toro can be perceived as an extended "happening",
one of those dramatic events of the 1960s and 1970s which involved
shock tactics and audience participation' (Porter, 1994, p.187).
49Essentially, the main body of Limonov's work is based on a well-
known principle of the so-called Schliisselroman (or roman a clef),
which features, under fictitious names, real people whom the reader is
expected to identify. The reader is also expected to assume that the
events described in such novels are historically authentic.

50Shukman, 1983, p.6.
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intentional 'obscuring [of] the line between art and life,
between his Ich-Erzdhlung narrator Edichka and himself’,
with the occasional result that 'the distinction between author
and narrator blurs to identity'.5!1 Evgenii Dobrenko confirms
the validity of this opinion in his foray into another Limonov
novel, U nas byla velikaia epokha (We Lived in a Great Epoch,
1989), in which, he says, 'the author turns into a
protagonist'.52 Dmitrii Lekukh even makes an effort to outline
the general direction of Limonov's metamorphosis. The critic
terms it 'the degradation of the writer Eduard Limonov to
[the level of] his own fictional hero Edichka'.>3

Perhaps the best illustration of the amazing scope of
Limonov's 'author-cum-character' identity is the view to
which Aleksandr Zholkovskii subscribes. His standpoint
contrives to combine the two opposite approaches to
Limonov's output when stating, on the one hand, that
'‘Limonov as a person and professional is by no means equal
to the character Edichka whom he subjected to life
experiments in his writings',’4 and, on the other, that
'Limonov's inability to differentiate between art and life,
unfortunately, has been preserved intact until the present
day'.>5

Because puzzling the critics and teasing the reader seem to be
one of his favourite occupations, Limonov himself is unwilling
to shed much light on the subject. In one of his interviews he
answers the queries as to whether everything that happens to

51Ryan-Hayes, 1993, pp.1, 28.

52Dobrenko, 1990, p.172.

53Lekukh, 1993, p.155. See also Lekukh, 1992.

54Zholkovskii, 1991, p.17. This opinion has been independently
confirmed by the €émigré journalist Vladimir Kozlovskii in Kozlovskii,
1982, p.7. Cf. also the confession of a journalist who had imagined that
Limonov did match the descriptions of his fictional self in his books,
until she came to interview the author and found out otherwise (see
Leont’eva, 1992a).

55Zholkovskii, 1995, p.202.
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Limonov's fictional namesake in Eto ia - Edichka actually took
place in real life as follows: 'Yes. I am not afraid of saying so.
People do certain things and then reject them, renounce them,
when they are getting older. They become very virtuous and
say: no, I never did this. I did! I did! Nothing is made up'.56
(Above all, this answer implies that he committed sodomy
with black drop-outs in the back streets of New York - quite a
shocking confession in the eyes of a”‘typical Russian audience!)
In another interview concerning Eto ia - Edichka Limonov
contradicts himself, however: 'One should still distinguish me
from my hero, of course. I am definitely not a Trotskyite,
no'.57 In his letter to Nikolai Bokov of 5 March, 1979, when
speaking about Edichka, Limonov goes even further: 'Many
[political] invectives of my hero are unjustified, but he
himself at every opportunity repeats that he is biased. It is
somehow naive to make the hero (albeit with the same first
name and surname as mine) responsible’.58 In the 1990
foreword to U nas byla velikaia epokha and Podrostok
Savenko he makes the following remark: 'I hope that even the
most stupid reader will not ascribe to the author all the
illusions of his characters'.5?

Limonov also distances himself from his hero when saying
that the autobiographical character of his works is not a goal,
but only the means for recreating something more ambitious
than just the story of his own life:

The figure of Edichka is, of course, only the pretext for
writing about everything else, about the world, about his

56Mirchev, 1989, p.89.

57Gidoni, 1980, p.157. Cf. also: 'Of course, the book [Eto ia - Edichka] is
autobiographical. [...] When I finished it, I still hadn't outgrown that
stage. I was that Eddie for another year or year and a half. But we all
know that for each of us every moment yields a multitude of
personalities [here and henceforth the bold-face is mine. - A.R.}
(Glad, 1993, p.265).

58 eeds Russian Archive, the Kovcheg collection.

S9Limonov, 1994, p.7.



27

friends or adversaries in the world, about that boiling
broth named mankind. E.Limonov, Edi-baby and other
avatars... are a sort of capriciously shaped vessel into
which the plankton of life is being poured each time. The
pretext is less important, the vessel is less important
than what is in it (the content). However,
methodologically I prefer him/me myself: Edichka, Ed,
Edi-baby... as though I have chosen myself as the object
of a critical biography. (This genre is now in fashion [...].)
It is an ideal opportunity to show, first of all, the epoch,
the landscape, the background, the décor.60

Then, in yet another interview, Limonov declares his
solidarity with his literary hero again: 'The process [of
revolutionary changes per se] is dear to me as a writer and as
a character'.6! This is apparently an important part of
Limonov's general literary strategy. It is not by chance that
he includes the following words of praise in his account of the
poetic world of his old acquaintance Igor' Kholin: 'Kholin has
the courage [...] to identify his [lyrical] hero with himself [...].
He does this with the aim of achieving a greater
expressiveness'.62

In another interview Limonov claims that he has a multiple,
and yet unified, personality: 'I have been changing masks
very often and unashamedly. I am not afraid of undergoing
yet another metamorphosis and appearing in a different
mask, [when] I am leaving one book and entering another. [...]
However, all this is held together by me myself, by the way I
see things. This vision remains practically unchanged in my
numerous books'.63 Still, a consistent and harmonious picture

60Mirchev, 1989, p.96.

6lLimonov, 1994a, p.11.

621 imonov, 1980, p.318. Exactly the same observation is made by the
critic Dmitrii Bykov with regard to Limonov: he 'found the courage to
go to the end and to splice the fate of the author with the ideal fate of
his hero' (Bykov, 1994).

63Limonov and Erofeev, 1990, p.19.
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of Limonov's real life and real self is hardly ever attainable,
especially because the degree of autobiographism in his
novels varies significantly. For example, Limonov admits that
Podrostok Savenko is more complicated than Eto ia - Edichka
because it was created 'almost a quarter of a century after the
events described. [...] [It] is not a carbon copy of reality. It
represented a version of reality that existed at the moment it
was written'.64 On U nas byla velikaia epokha, the subject of
which is even more remote in time, he says: 'l am seeking the
artistic and aesthetic truth [khudozhestvennaia i
esteticheskaia pravda], not the authenticity [pravda
vremeni]'.65

Limonov's deliberate elusiveness is intended to keep the
reader permanently intrigued. Here the author's attitude
clearly coincides with that of his fictional hero, who says: "As
for me, I would prefer either not to have an official biography
at all, or to have half a dozen of them, so that I could choose.
The same facts, you see, can be represented in different ways,
hence these six biographies will be altogether more truthful
than one".66 Therefore, Limonov, let alone his protagonist,
very rarely offers the ultimate naked truth to anyone,
although he is remarkably good at convincing people that he
comes clean every time he opens his mouth. This is why
approaching Limonov in an attempt to clear out those

64Glad, 1993, p.265.

65Limonov and Erofeev, 1990, p.18.

66E Limonov, 'Amerikanskie kanikuly' (The American Holiday), in
Limonov, 1992, p.309. Limonov's desire to ascribe to his namesake a
fictional biography can be spotted already in his poems 'Kto-to vrode
Limonova' (Someone like Limonov) and 'Zhivet on u teplogo moria' (He
Lives by the Warm Sea) - see Kuz'minskii, Tsvetkov and Limonov, 1981,
pp.55, 69. The 'lyrical' hero of the first poem, Limonov, serves in
Arabia, crosses the borders of Chile and is wounded in Beirut. In the
second poem Eduard is a bisexual millionaire who lives in a submarine
and in a palace inside a cliff. This kind of fictionalization had been
abandoned by Limonov, perhaps because the fantasizing was too

blunt.
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contradictions which emerge from his writing does not seem a
particularly fruitful idea. The full truth might be unearthed
by juxtaposing all available versions of this or that particular
event (in particular, by tracing the possible literary origins of
such events) and by studying various interviews, memoirs
and archival documents, not necessarily written by Limonov
himself. It goes without saying that information provided by
Bohemians should not normally be taken as -gospel, even if we
find it in their private correspondence, because they are
accustomed to mystifying people in any circumstances - not
in order to harm anyone, of course, but simply because their
artistic nature tells them to do so. Still, from time to time it is
quite feasible to look into a mass of contradictory data and
then to be able to expose facts more or less in complete
accordance with the truth.

1.1.2. The 'Konkret' hoax.

Here is the story of the poetic group 'Konkret' [Concrete]. In
1975 Limonov wrote a number of articles devoted to it, and
published them in the Russian €migré newspaper Novoe
russkoe slovo.67 In 1977 they were printed in a heavily
abridged version in Mikhail Shemiakin's almanach Apollon-
77.68 In these articles Limonov wrote about a literary group
supposedly formed in Moscow in 1971. According to Limonov,
it was called 'Konkret' because its members (the poets
Vagrich Bakhchanian, Igor' Kholin, Vladislav Len, Eduard
Limonov, Vsevolod Nekrasov, Genrikh Sapgir, Ian Satunovskii
and Elena Shchapova) wanted to return to Russian poetry its
concreteness, 'the same as Catullus, the medieval lyricists,
Derzhavin and people's folklore had'.6° Besides, the name of

67See Limonov, 1975g and Limonov, 1975h. Extracts from these two
publications were reprinted in Kuzminsky and Kovalev, 1980, vol.1,
pp.283-84, 317-18, 323, 501-02.

68See Limonov, 1977.

69See Limonov, 1977, p.43. The poems by Bakhchanian, Kholin, Len
and others can be found in Shemiakin, 1977, pp.47-89, along with the

poems of Evgenii Kropivnitskii, who influenced the members of
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the group conveniently recalled that of an international poetic
movement (led by Eugen Gomringer, with Carlo Belloli, Oyvind
Fahlstrom, lan Hamilton Finlay, H.C.Artmann and numerous
other participants) which had become known in the late
1940s in the West and, some twenty years later, in Russia.’?
Any speciﬂations on the degree to which 'concrete’ poetry had
inspired the above-mentioned Russian poets’! would be
fruitless, because 'Konkret' never existed. One of its alleged
members, Vsevolod Nekrasov, called it 'pure fiction'.72
Another poet who was named by Limonov as belonging to the
group, Genrikh Sapgir, said:

I do not know when and how Limonov invented the title
'Konkret'. At any rate, he did not tell us anything [about
it], and we did not call ourselves 'concretists’. I do not

think that Limonov had Western 'concrete' poetry in

mind. You see, we understood ‘concreteness' differently,
as looking [at the subject] straight, with no 'bookishness'
(literaturshchina). And this really united us all, somehow

or other.73

According to a recent account by Vladislav Kulakov, the poets
who found themselves unauthorizedly 'united’ in a literary
group by their colleague Limonov indeed had something in
common. The unity, if not union, was based on the so-called
Lianozovo group,’4 which consisted of a few artists (Oskar
Rabin, Vladimir Nemukhin, Lidiia Masterkova, Nikolai
Vechtomov) and poets, grouped around their maitre Evgenii

'Konkret'. Limonov’s literary portrait of Kropivnitskii is to be found
in Limonov, 19751 (a shortened version of this piece also appeared in
Kuzminsky and Kovalev, 1980, vol.1, pp.270-72).

70See Williams, 1967.

TICf.: '[Limonov's, Kholin's and Vsevolod Nekrasov's] creative activity
is bracketed with what is termed "concrete" poetry in the West'
(Kasack, 1981, p.129).

72Nekrasov, 1985, p.48.

73Kulakov, 1991, p.28.

74See also Sapgir, 1995.
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Kropivnitskii, who lived not far from Lianozovo (a railway
station on the outskirts of Moscow). Kholin and Sapgir were
Kropivnitskii's poetic disciples, Vsevolod Nekrasov and Ian
Satunovskii were merely close to the other three. To the
Lianozovo poets Limonov wilfully added himself (he had been
a disciple of Kropivnitskii, however),”5 his then wife Elena
Shchapova, Len and Bakhchanian. It is curious that the
publication of 'Konkret' in Apollon-77 was illustrated by a
slightly stylized group photo, taken in a Moscow studio on the
Arbat, which pictured all the parties involved in Limonov's
hoax, apart from Shchapova, Nekrasov and Kropivnitskii.
Kulakov even suggests that 'for Limonov this very photo
served as a pretext for inventing the never-existent
"Konkret". The invention, however, turned out to be felicitous,
and the title befitting'.76

75See Bokov's obituary of E.L.Kropivnitskii (Russkaia mysl’, 8
February, 1979, p.9). It is interesting that in Aleksandr Glezer's
magazine Tret'ia volna, which promptly reprinted Bokov's obituary in
its fifth issue, the following phrase was omitted in the aftermath of
the publication of Eto ia - Edichka in Kovcheg: 'Eduard Limonov, who
has left for America and continues his rebellion over there, was
brought up [...] under [Kropivnitskii's] undoubted influence." Bokov
protested (see his 'Zaiavlenie' in Russkaia mysl’, 8 March, 1979, p.7).
Glezer retorted: 'The editorial board of Tret'ia volna reserves the right
to [make] run-of-the-mill excisions, especially on the grounds that
Limonov's work, published in Kovcheg, only defiles the memory of his
teacher' (A.Glezer, 'Protest A.Glezera', Russkaia mysl’, 22 March, 1979,
p.12). The editorial note to Glezer's 'protest’ read: 'Reprinting an
article, from which only one name is deleted, however odious this
name seems to the publisher, is at variance with journalistic ethics'
(ibid.). The full story was re-told in The New Leader of 21 May, 1979, by
Abraham Brumberg, who commented: ‘I relate these tiresome details, I
hasten to add, not because I consider them intrinsically fascinating or
because I wish to side with one or another of the injured parties, but
simply because they illustrate the political and intellectual climate -
indeed, the mentality - of so much of the Russian émigré community.’
(Brumberg, 1979, p.5.)

76Kulakov, 1991, p.6.
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Apparently not everyone shared this view, especially back in
the 1970s. Vsevolod Nekrasov, for instance, filled his letters
to Nikolai Bokov, the editor of Kovcheg, with irate reproaches
addressed to Limonov. In his letter to Bokov of 30 September,
1979, Limonov, who had become aware of Nekrasov's opinion,
gave the following explanation of the mystification, which he
did not deny:

Nekrasov (Seva) has not the slightest understanding of
what is going on here or why. This is why he 1s an active
anti-Limonovian, I feel. I wrote about the group 'Konkret'
for the local Village Voice, and they were interested in
‘Konkret' because a group is an interesting phenomenon
in Soviet life. They are not interested in individuals,
whether these individuals do creative writing or not.
Then, in 1975, we could not come to an agreement, and I
passed my articles on to Novoe russkoe slovo. Later these
articles were shortened and reprinted by Shemiakin in
Apollon. Maybe I am not perfect, but I had my reasons:
Sapgir's, Kholin's, Bakhchanian's, Len's and my
conversations and frequent meetings, often together with
Satunovskii; [and] the book Svoboda est’ Svoboda by the
six of us, published in Switzerland.”7 The Austrian and
Swiss Slavists wrote about us as if we were a group; they
had published [our] poems and documents in the Swiss
and Austrian press before I wrote about the group. On
Seva's part (he has always been a coward, and when we
were asked to send a group photo for an Austrian book
he did not come to the meeting), this is a bit foolish,
although he has the right to express his opinion.78

Whichever side one would prefer to take, Limonov's or
Nekrasov's, one thing is perfectly clear: it is not always

7TLimonov is referring to the book Freiheit ist Freiheit: Inoffizielle
sowjetische Lyric (Zirich: Die Arche, 1975), named after the line
'‘Svoboda est' svoboda' in a poem by Vsevolod Nekrasov.

78Leeds Russian Archive, the Kovcheg collection.
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possible to find out the truth behind the artistically licensed
fabrications of Limonov as easily as in the present example.
Limonov's early years are poorly documented, at least to our
knowledge, so that many of his declarations about himself, as
well as about other people, will probably never be
authenticated. We will try to list Limonov's most doubtful
statements with regard to his .'autobiography’ when analysing
the novels and novellas of his autobiographical cycle,
arranged not in the order of their publication, but in
chronological order of their author's/hero’s progress from
childhood through adolescence and youth to his current state
of mind, as this has been presented in one of his latest novels,
Inostranets v smutnoe vremia (A Foreigner in the Time of
Troubles, 1992).

1.1.3. The Great Epoch.

U nas byla velikaia epokha was written in 1987 to illustrate
Limonov's argument that the 'world had lived for 40 years
under the lalta regime, and now, in the epoch of unrest, we
can see what a quiet and happy time that was'.7® A good way
to advocate this unusual standpoint was to choose a
protagonist who was not older than ten in 1945, thus solving
the problem of the labour camps (it is unlikely that a little
boy would have noticed them, unless he or his close family
had suffered themselves), which otherwise would have put
Limonov's original thesis in jeopardy. Therefore the novel
portrays the little Edik from his birth in 1943 until 1950, the
year he went to school. The main events, however, are set in
1947. The book is loaded with copious and minute details
(concerning food, fashions, various forms of popular
entertainment at the time in Khar'kov, formerly the capital of
the Ukraine, etc.) which the memory of a four-year-old child
simply could not retain, but which serve regardless as signs of
the Great Epoch. The content of the novel leaves the
impression that the scant reminiscences of Limonov's

79Limonov, 1993, p.55. Cf. also: 'the most powerful epoch in our history
(1917-53) was branded the "bloody past” and "Stalinism"™ (ibid., p.93).
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childhood were generously supplemented by what Limonov
was told by his parents and, perhaps, by what a little
subsequent research enabled him to discover.80 Therefore it
is no surprise that U nas byla velikaia epokha is dedicated to
Limonov's mother and father, Raisa Fedorovna Zybina and
Veniamin Ivanovich Savenko, and starts off with the story of
their marriage. As early as here, Limonov takes every chance
to make his hero more interesting than he perhaps could be,
when, on the shaky basis of a family legend, he claims that
Edik has a dash of Ossetian and Tartar blood in his veins. This
does not seem absolutely impossible, however; nor do the two
sauciest scenes in the novel: little Edik sticking a pencil into
the vagina of his thirteen-year-old neighbour Ida at her
request, and little Edik dirtying his pants on New Year's Eve,
just before the clock starts striking midnight.

Another family legend presented in the novel features the
revolutionary romantic Russian poet Eduard Bagritskii (1895-
1934) as the person after whom Limonov was allegedly
named.8! This instantly attaches a special poetic halo to
Limonov the child, virtually determining his future in general.
As Limonov puts it elsewhere,

When they phoned and told him that he had a son, my
Dad was sitting in his office and enjoying himself
reading Bagritskii... The problem was what to call the
child. Naturally, my Dad looked at the book cover and
found the name for me... [...] My Daddy Veniamin
believed that I became a poet [...] only because he had
given me a poet's name.82

80See, for instance, the episode with summer lightning entering the
Savenkos' home, which Edik did not witness, and an extensive
quotation from a secret report of the US Joint Security Committee
(1945), taken by Limonov from the magazine International Security
(Limonov, 1994, pp.126, 102-103).

81Limonov, 1994, p.33.

82Kuzminsky and Kovalev, 1986, vol. 3A, p.31.
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All in all, U nas byla velikaia epokha is perhaps the most
tranquil and innocent novel by Limonov, although it still
carries a rebellious message, suggesting that ordinary people
in the Soviet Union in the late 1940s were leading a
predominantly happy life, being almost unaffected by
Stalinism, at least to the extent usually assumed.83 Limonov
tries to undo the effect of what he sees as an awry picture of
Soviet life given by Russian dissident literature, and one
cannot say that he does not succeed. It is truly amazing what
a penetrating effect is produced by a disorderly sequence of
corny pictures, such as of Edik's father, a lieutenant in the
troops of the Ministry of Internal Affairs, cleaning his pistol
in the lightspot of a desk lamp or soldering home-made
radios; his mother reading George Sand; the solemn funeral of
Major Soldatenko (Edik's first encounter with the
phenomenon of death)... Being 'uncunningly' strung together,
these nostalgic scenes appeal not only to anyone who lived
through this time, but even to a person who has never had
the slightest idea of what ordinary Russian existence, ever so
charming in its petty trivia, was like. Besides, the narration is
so cleverly balanced that it is not possible to blame Limonov
for the misrepresentation of the Zeitgeist. In response to such
allegations he can always refer to a considerable distance in
time, which normally helps us to look at the past through
rose-tinted spectacles and reshapes the events as they really
were; to the prejudices which Limonov's main informants, i.e.,
his parents, were doomed to share with the majority of 'law-
abiding' Soviet citizens of the time; to the clearly naive vision
of a child who had only recently ceased to be a toddler and,
therefore, can bear no responsibility for the idealization of the
world surrounding him; and so on, and so forth. It is quite
remarkable, though, that Limonov applies his favourite
technique of making controversial statements about his
namesake's ability to distinguish between reality and
imagination even to the less-than-ten-year-old hero. On the
one hand, Limonov characterizes Edik in the following fashion:

83Some critics, on the contrary, sense a caustic irony in Limonov's

definition of Stalin's epoch as 'great’ (see Karpov, 1989).
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"The factual and the imaginary in him have not yet agreed
on where the line [between them] should be drawn'.84 Twenty
pages later, when commenting on the episode in which Edik
responds to a theatrical performance (Glieére's ballet Krasnyi
mak) as if it were real, Limonov says just the opposite: 'Even
then [Edik] did not make any distinction between art and
life'.85

1.1.4. The adolescence of a bandit.

Podrostok Savenko was written in 1982, and, by contrast, this
is probably Limonov's most cruel work. It pictures several
days in the life of the fifteen-year-old Edi-bebi. The year is
1958, and the site is a working-class area of Khar'kov, where
almost every youth carries an offensive weapon. According to
Limonov, this is a wrong time and place to live in. His hero
desperately needs money to take Svetka, a fourteen-year-old
girl he fancies, out (it is the eve of the anniversary of the
October Revolution). However, he fails to borrow any roubles
from his pals and has no other choice but to rob a canteen
(such are the customs on the Saltovka housing estate). The

~ robbery, however, brings the hero only a small sum of money,
less than 30 roubles. Apart from working as a burglar, Edi-
bebi masturbates, takes part in a brutal fight between
drunken soldiers and the locals, wins a public open-air
competition for poets and closely witnesses a gang rape and a
murder. When he eventually gets to Svetka and has his first
ever proper experience of sexual intercourse, he finds out
that when she was twelve she lost her virginity to a drunken
friend of her late father, and since then has been sleeping
around. Edi-bebi's heart is broken, and he leaves town for
Novorossiisk, a Russian city on the shores of the Black Sea.

84Limonov, 1994, p.79.

85Limonov, 1994, p.99. It goes without saying, however, that the
distinction between art and life is not always the same as between fact
and imagination. For want of space, | would simply like to refer to
several works which examine this problem from various angles (see,
for instance, Wilson, 1936; Howell, 1945; and Smith, 1994).
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Did these rites of passage really occur to the real teenager
Savenko? In all honesty, masturbation appears to be the only
one which raises no doubts. As for the rest, they do not seem
very credible. Take, for instance, the public competition for
poets (which was nearly replaced by a competition for
readers reciting poems as there were not enough poets willing
to compete). Edi-bebi 1s not on the progra.mme,. he is added at
the last moment, straight from the audience, and all the
censorship he is subjected to is a request to show, prior to the
performance, a jotter with his poems to the compere. It is
very unlikely that at the time such precautions would have
been considered sufficient, if only because a person could
read to a large number of people not the poem he claimed he
would be reading, but another one (in fact, this is precisely
what Edi-bebi does). This might cause a (political) scandal,
and the 'offender’ might disappear without trace, leaving the
compere to bear full responsibility. Would such a person so
carelessly risk his or her own neck so early on in the Thaw,
with memories of prompt and cruel Stalinist punishment still
alive? If so, it would have been extremely unusual. Besides, it
is well known that the first unauthorized poetry readings in
public took place in the summer of 1958 at the unveiling of a
monument to Maiakovskii in Moscow, and these readings
were stopped on orders from above as soon as they became a
regular occurrence.86 The event in Khar'kov is said to be
happening in the late autumn of 1958, which one might put
down to an unexpectedly quick provincial response to a new
fashion in the capital. However, the compére mentions that
there had been a similar competition a year before, which
makes the scene look even less plausible.87

It is also hard to bring oneself to believe in the burglary of
the canteen. One does not have to be a professional law-
breaker to know that it is not safe to do such things
completely on your own. Somebody has to stay on guard

86See Bukovskii, 1978, pp.127-28.
87Limonov, 1994, p.346.
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when the others are breaking in, to start with. In addition,
one could scarcely imagine a teenager having enough courage
and skill to do it entirely by himself. (However, Limonov's
claims in this respect might not be entirely unsubstantiated.
In his letter to Vladimir Maksimov of 2 November, 1977,
(currently kept in V.E.Maksimov's collection in the
Historisches Archiv, Forschungsstelle Osteuropa, University of
Bremen) Limonov states that he - and his friends - broke into
a Khar’kov shop when he was fifteen years old.)

In a review of Podrostok Savenko in Le Figaro a French critic
remarks that Saltovka bears a suspicious resemblance to the
workers' 'ghettos' just outside Paris. In the eyes of the critic it
testifies to the non-documentary character of the book, which
is regarded as a product of the novelist's imagination.88
However, in our opinion the strongest argument in favour of
the fictitiousness of certain aspects of Podrostok Savenko is
provided by their evident literary dependence on the short
stories by Limonov's old acquaintance from Khar'kov, Iurii
Miloslavskii. Miloslavskii was born in Khar'kov in 1946,
graduated from the Philological Faculty of Khar'kov
University, emigrated to Israel in 1973, worked there as a
journalist for a while, then voluntarily left what he called the
'middle-class establishment' and was even baptized. The
publication of his first novel, Ukreplennye goroda (Jerusalem:
Moskva-lerusalim, 1980), caused an uproar in the Russian
émigré press, comparable to that made by Eto ia - Edichka. A
collection of Miloslavskii's 1978-82 short stories, Ot shuma
vsadnikov i strelkov (Ann Arbor: Ardis, 1984), came out later
than Podrostok Savenko, but its contents had previously been
printed in the Russian émigré periodicals Dvadtsat’ dva, Ekho
and Kontinent, and Limonov could not possibly have missed
them.

The best of these short stories, in our opinion, is the cycle
'‘Gorodskie romansy', which comprises four narratives: 'Tolik
Pravoturov', 'Foma', 'Vuliary' and 'Oruzhie’. Each story,

88See Limonov, 1994, p.6.
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allegedly based on Miloslavskii's own experiences in the
semi-underground world of Khar'kov's criminals,8? is attached
to a specific period of time, so that the cycle can be read
almost as a historical document rather than as a work of
literature. 'Tolik Pravoturov' contains a sympathetic portrait
of a local character, an ageing city wino with a criminal past,
who was beaten to death by the police, just for the fun of it,
in the winter of 1961. 'Foma' is set in the winter of 1959. It
describes how a certain one-legged Foma, nicknamed 'God',
who in his time had spent 10 years in labor camps for armed
robbery, pitilessly tortures, together with his male lover
Belka, a group of teenagers whom he happens to meet in the
street. The story 'Vuliary' takes place in the spring of 1962. It
presents an episode from the life of the Vuliar family, when a
horny robber, who returns home after a spell in a labour
camp, sleeps with his own prostitute mother, but does not pay
her, so she accuses him of rape, reports him to the police, and
he is sent to jail for 10 years. The events in 'Oruzhie’ happen
sometime in 1960 (one can calculate the date, assuming that
the 'I'-narrator in this story is Miloslavskii himself, since he is
no older than the other main characters in it, who are all
under fourteen). It tells us about the thirteen-year-old son of
a prosecutor who gets himself a pistol and kills one of his
mates of the same age and wounds another, merely out of
interest.20

The effect of the cycle is absolutely shocking. It is written in a
detached, unemotional manner which recalls that found in
medieval chronicles. And yet this is genuine art, and it leaves
nobody indifferent. Limonov probably paid even more
attention to these short stories than did the average reader,

89 An autobiographical entry preceding one of Miloslavskii's
interviews somewhat enigmatically informs the reader: 'In his early
youth he had connections in Khar'kov criminal circles' (Miloslavskii,
1982, p.49).

90See Miloslavskii, 1979, pp.33-40. A couple of other short stories by
Milostavskii are adjacent to this cycle, most notably '‘Smert’ Manona'

(see Sumerkin, 1982, pp.117-23).
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because they feature the milieu in which Limonov had grown
up almost at the same time, which he knew down to a 't' and
which would supply any writer with a multitude of original
themes and off-beat characters. Furthermore, even the
problem of the author-versus-narrator is similar in 'Gorodskie
romansy' to the corresponding problem in Limonov.
Miloslavskii's narrator appears in 'autobiographical' disguise.
He says: 'Ah! I narrowly escaped the path of evil, because
anti-Semitism stood in my way. [ was forced to study in the
university, write poems, fight for human rights... Only for
three or four years did I live as a man [namely, among
delinquents; presumably watching, not emulating them, -
A.R.]".91 In Podrostok Savenko Limonov adopts a practically
identical attitude. However, he goes further than Miloslavskii
and boldly declares that he not only smoked, but indeed
inhaled, so to speak. Whereas a teenager in Miloslavskii's
short story 'Syn Liudmily Ivanovny' is sentenced to two years
just for touching a girl's buton (naked breast) during a group
rape,92 Edi-bebi sticks his whole fist in someone's vagina
during a gang rape - and gets away with it!?3

In a way Limonov supersedes Miloslavskii, because, when
working on the same material, he applies the same technique
but on a much greater scale. The marks left by the genre of
the novel normally last longer than those of the short story,
and Limonov uses this truism to his advantage. Miloslavskii
also feels the urge for some kind of generalization, otherwise
he would not have tried to frame at least some of his stories
into a cycle. Still, his manner is perhaps more suitable for
sketches than for panoramas. Limonov's range of characters is
wider, and he manages to find a place in Podrostok Savenko

91Miloslavskii, 1979, pp.35-36.

92Miloslavskii, 1979a, p.76.

93Limonov,.‘ 1994, p.375. It is worth noting that Limonov, when asked
specifically about the credibility of the rape scene in Podrostok
Savenko, refers to it as to his hero's action, and underlines the fact
that Edi-bebi only 'grabbed someone - and that was it' (Mogutin, 1994,
p.169).
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not only for drunkards, felons and sluts, but also for all sorts
of strange characters, such as the worker Bor'’ka Churilov who
buys and reads books, and the electrician Vovka Zolotarev
who introduced automation into his flat, so that he does not
even have to stand up to open the front door: he presses some
buttons, sits back and relaxes. Another of Limonov's
advantages is that he very seldom resorts to slang, whereas
this slightly impedes the reading of many works of
Miloslavskii, because quite often it is not possible to find the
meaning of expressions like baklany, tovary, buton,
prigovarivat’ na palku even in specialized dictionaries of
Russian argot.

Miloslavskii's and Limonov's creative interaction should not
surprise anyone. It started a long time ago. In Limonov's own
words, in late 1966 - early 1967 he wrote a cycle of 'very
surrealistic' short stories, one of which, 'The Butcher
Okladnikov', was parodied by Miloslavskii.?4 Miloslavskii was
the first person who published an excerpt from the
troublesome Eto ia - Edichka; it appeared in the Israeli
Russian-language newspaper Nedelia v Izraile when he was
its editor-in-chief. He also wrote one of the few supportive
and understanding reviews of Eto ia - Edichka, when a fuller
version of the novel came out.95 An interesting passage on
similarities in Limonov’s and Miloslavskii’s émigré prose can
be found in the essay ‘Shramy rossiiskogo Odisseia’ by
Nataliia Gross.?6 It is hardly a coincidence that at the 1987
conference of émigré writers in Vienna both Miloslavskii and
Limonov were defiantly dressed in greatcoats.’” Then again,
both writers come from essentially the same background.
Here is a very characteristic note by Miloslavskii: Limonov, he
asserts, 'possesses. some subconscious Khar'kovian organs of
taste'.98 Hence it is only natural that a life-size figure of

94See Kuzminsky and Kovalev, 1986, vol. 3A, p.29.
95See Miloslavskii, 1979b, pp.177-82.

96See Gross, 1980, p.202.

97See Vladimov, 1993.

98Kuzminsky and Kovalev, 1986, vol. 3A, p.108.
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Miloslavskii appears in the next part of Limonov's grand epos,
Molodoi negodiai (The Young Scoundrel, 1986). Miloslavskii
once stated that in his short stories he tries to 'focus on the
"lower" class when it is moving towards the "middle" class'.99
This is exactly the main subject of the next novel by Limonov,
which we will now be examining.

1.1.5. The making of a poet.

Molodoi negodiai was started in 1982, almost simultaneously
with Podrostok Savenko, but finished only in 1985. It is
devoted to the process of turning the young offender Savenko
into the poet Limonov (late 1964 - early 1965 are named as
the turning point). The sets change from Khar'kov working-
class suburbs to the city centre. Intellectual conversations,
poetry readings and casual drinking in cafés and at friends'
flats, amongst poetic rivals and admirers, replace the
disturbing scenes of crime and alcohol abuse. The ruffians
yield the stage to the bohemians. Only a number of flashbacks
remind us of the hero's dubious past, such as his escape from
a madhouse, to which he was consigned in the aftermath of an
unsuccessful suicide attempt.190 Eduard's criminal habits also
make themselves felt when he sets on fire the flat of a
hooligan who harassed his girlfriend, and thus takes his
revenge. Apart from a limited number of similar excesses,
Molodoi negodiai by and large is a story about the making of
a poet. Eduard, who has left his job in the foundry of the
'Hammer and Sickle' plant and become a bookpedlar, meets
Vladimir Motrich, an unofficial, but popular local poet of
Croatian origin, and feels so impressed that he vows to

?9Miloslavskii, 1982, p.52. _

100This suicide attempt may not be just a product of Limonov's
imagination. In a non-fictional publication he states: 'At the age of
eighteen, I cut open my veins reading Stendhal's The Red and the
Black' (Matich, 1984, p.230). In a different location he says, though: '
never tried to commit suicide in my life. What is described in my books
are merely the stories of my youth. I have never had a desire to die'

(Limonov, 1993f, p.1).
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become a poet himself, just like his new acquaintance. On a
rainy night in a Khar'kov bell tower Eduard also addresses his
prayers both to God and to the Devil, asking them to help him
to be always an unusual person and a hero. With this three-
fold aim in view, Eduard is persistently enlightened by his
friend Tolik Melekhov, a student of the Philological Faculty at
Khar'kov University, from whom he learns the names of
Vasilii Rozanov, Andrei Belyi, Khlebnikov, Khodasevich and
Sigmund Freud. In search of a proper habitat, Limonov enters
the circle grouped around the bookseller Anna Moiseevna
Rubinshtein, who would like to play the role of Madame
Recamier for the Khar'kov artistic Bohemia. Anna Moiseevna
eventually becomes Eduard's common law wife, being
responsible not only for his improvement as a poet, but also
for his mastering of the sartorial profession, which helps them
both to survive. It is she who calls Eduard 'the young
scoundrel’. The other people surrounding Eduard include, in
particular, his close friend, the avant-garde artist and writer
Vagrich Bakhchanian, persecuted by the KGB,!0! and lurii
Miloslavskii, portrayed here as a snooty leader of the local
pro-Zionist literary youth who rediscovered their Jewishness
after the success of the Six Days' War (the future Russian-
language Israeli poet Aleksandr Vernik is among them).102

Writers and artists would usually meet in the 'Avtomat' snack
bar and in the Shevchenko park, or in Anna Moiseevna's
'salon’ at 19, Teveleva Square. They would drink coffee and
port and gabble.103 From time to time they would also write

1010n Bakhchanian and his uneasy friendship with Limonov see
Kozlovskii, 1997a.

1021 imonov disapproves of Miloslavskii's 1967 position. He insists that
'talent does not have the right to squeeze itself into the turret of a
national tank as yet another nameless hulk' (Limonov, 1992a, pp.147-
48). Maybe the present-day Limonov should be reminded of these
words, given his current nationalistic escapades.

103The life of the Khar'kov Bohemia is by no means cloudless. The
unexpected suicide of the poet and translator Arkadii Besedin

unpleasantly reminds all concerned parties that some poets have to
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and paint. (Limonov describes one of the first exhibitions of
unofficial contemporary Soviet Left Art, which took place in
May, 1965, in Khar'kov, in the inner yard of one of the houses
on Sumskaia street, with the participation of Bakhchanian,
Irina Savinova, Mikhail Basov, Iurii Kuchukov, etc.). As for
Eduard, he works harder than many others, forcing himself to
write poems every day during the spring and summer of
1965, until a unique manner of his own is developed. As soon
as this happens, Eduard's idol Motrich is overthrown. The
other Khar’kov poets are also surpassed. As if to crown
Eduard for his victory, Bakhchanian invents for him a very
unusual pseudonym, Limonov (a derivation from the Russian
word for 'lemon'), which sticks to the poet. Thus Limonov
acquires his literary name, and the formation of the writer is
symbolically regarded as accomplished. Since Limonov now
writes better poetry than anybody else in Khar'kov (how
could it be otherwise?), and as his output has become too
sophisticated to be fully understood by the provincial
community, Moscow beckons him irresistibly, promising
broader opportunities and proper recognition.l04

The verification of Limonov's account of events demonstrates
that he is genuinely trying to be accurate. Many names and
facts concerning the literary Khar'kov of the 1960s and
mentioned by Limonov can be checked against the memoirs
of Iurii Miloslavskii, Aleksandr Vernik and Aleksandr
Ocheretianskii which were written independently and

pay the ultimate price for living on the emotional edge. For Limonov
this suicide also signifies the disintegration of his intimate poetic
circle and the deadlock of his existence in Khar'kov (see Limonov,
1992a, pp.157-58).

1041urii Miloslavskii's letter to Konstantin Kuz'minskii of 30
November, 1982, (currently preserved at the Historisches Archiv,
Forschungsstelle Osteuropa, University of Bremen, in the collection of
D.A.Tarasenkov) presents us with quite a different picture of
Limonov's stature in Khar'kov in the mid-1960s. Miloslavskii states
that Limonov's presence on the Khar'kov unofficial literary scene

was virtually imperceptible.
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published in the same year as Molodoi negodiai in a volume
of The Blue Lagoon Anthology of Modern Russian Poetry. The
original works of Bakhchanian, Basov, Kuchukov, Miloslavskii,
Motrich, Savinova, Vernik and many others are also
reproduced there.!05 Of course, for objective reasons,
Limonov's picture is not, and cannot be, complete. If Limonov
in Molodoi negodiai barely touches on such an important
phenomenon in Khar'kov's artistic life of that period as the
literary workshop of the poet Boris Chichibabin, a Stalin
prisoner with the reputaton of being the 'Khar'kovian
Solzhenitsyn', this is only understandable. Limonov was never
close to Chichibabin (whereas both Miloslavskii and Vernik
attended Chichibabin's workshop and owe a great deal to
their mentor) and hardly knows what to say on the subject.
However, there are certain things which Limonov omits
deliberately, and not because they were forgotten by or
unknown to him, or would overload the reader with non-
essential information, but because they would undermine his
already established literary image.

Before the publication of Eto ia - Edichka, when only a few
people thought of its author as an.eternal rebel and non-
conformist, Limonov's poems in the magazine Kovcheg were
accompanied by the following detail in his biographical entry:
'Studied at Khar'’kov University'.106 Notwithstanding this, one
cannot find a word about Limonov's time as a student in
Molodoi negodiai, although it would have provided the
marker for his spiritual progress from the inferno of his
adolescence to the paradise of his youth. Furthermore, in
more than one of his interviews after Eto ia - Edichka
Limonov declares that he did not graduate even from a
secondary school.107 If this is true, Limonov could not have
studied in university, because in order to be accepted by any

105See Kuzminsky and Kovalev, 1986, vol. 3A, pp.23-266.

106{N.s.], 'Kto est' kto', Kovcheg, no. 1, 1978, p.95.

107See Mirchev, 1989, p.83; Khlystun and Shvets, 1990. On several
occasions, however, Limonov stated that he did complete his secondary

education (see Orekhanova, 1992; Limonov, 1993r, p.45).



46

Soviet higher educational institution one needed a certificate
testifying to one's completed secondary education. Unless
such a certificate was forged, we are facing two contradictory
statements here. Common sense prompts us to prefer the
former version to the latter, because the latter was presented
to the interviewers in 1983 and in 1990, when both
Podrostok Savenko and Molodoi negodiai had already come
into being in this or that form, and therefore the writer
needed to fortify the picture of his namesake as a self-made
man who had not received much proper formal education.l08

Likewise, Limonov's very first marriage, which had
apparently preceded his alliance with Anna Rubinshtein,!09
was omitted from the book, probably because the writer
wished to conceal something of which he would have been
genuinely ashamed, had it become universally known. (We
are confined to pure guesswork in this case, because virtually
nothing has been said on the issue by the usually outspoken
Limonov in any of his published works. It is possible that
certain circumstances of Limonov's relationship with his first
spouse were retold in flashbacks in a later novel.)110

In 1990 Limonov was asked: "You have the reputation of
being a trouble-maker. Do you confirm it, or have you gained
it accidentally, not by your own volition?'. The writer
answered: 'l have acquired [my reputation] purely by chance

108Cf. the legendary image of Maksim Gor'kii in his autobiographical
book Moi universitety (1922). Incidentally, Gor'kii also claimed that he
attempted suicide when he was young.

109Cf. Edichka's phrase 'I have been married three times' (Limonov,
1993a, p.35), coined when his marriage with Elena Shchapova fell
apart. However, in one of his journalistic works Limonov still calls
Anna his first wife (see Limonov, 1993j). Limonov's letter to Vladimir
Maksimov of 2 November, 1977, confirms that the 'Jewish woman’', as
Limonov refers to Anna, was his second wife (Historisches Archiv,
Forschungsstelle Osteuropa, University of Bremen, the Maksimov

collection).
110See Limonov, 1994b, pp.15, 263-64.
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and did not realize that for some time. Now I am aware of it,
and it is difficult to say whether I foster it or not.
Circumstances [...] quite often force me to conform to it'.111 We
dare to suggest that the above-mentioned contradiction
concerning Limonov's formal education emerged as a result of
such circumstances.

1.1.6. The Moscow period.

Limonov's novel [nostranets v smutnoe vremia, written in
1990 and published in full in 1992,112 and several short
stories reflect the next stage of Eduard's adventures, namely,
his stay in Moscow at the end of the 1960s. When checked
against Limonov's own documentary memoirs of the Moscow
period of his life, 'Moskovskaia bogema' [The Moscow
Bohemia], which were published in 1980, these fictional texts
become easier to understand, but also disclose various
alterations made by Limonov in his 'true' stories (apparently,
Limonov's memoirs were commissioned by Konstantin
Kuz'minskii for his monumental project The Blue Lagoon
Anthology of Modern Russian Poetry, which immortalized
unofficial culture in the USSR by the meticulous collection of
its artefacts and the intelligent commentaries on them; one
should assume that this time Limonov did not want to
mislead anybody and tried to fulfil the commission with the
appropriate precision).1!3 Thus, on the one hand, without the

11lLimonov and Erofeev, 1990, p.19.

112This work includes the excerpts from Limonov's novel Moskva
maiskaia (Moscow in May), devoted to Edichka's first year in Moscow.
Limonov considered this novel a failure and decided not to publish it
(see Mogutin, 1994, p.159). Pictures of Moscow in the mid-1960s
alternate in Inostranets v smutnoe vremia with pictures of Moscow in
the late 1980s - early 1990s. The second, most recent, stratum of time in
the novel will be analysed separately later in this chapter.

I13Unless he wanted this 'documentary' autobiography to be the ‘best’
source for future historians. In that case it should look particularly
dubious. It is not without reason that Limonov's short story

'Obyknovennye shpionki' (Ordinary Female Spies) suggests that the
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information provided in 'Moskovskaia bogema' it would not
be easy to recognize in the fictional artist Petro Kozak
(Inostranets v smutnoe vremia) his prototype, the artist Petr
Belenok. Petro Kozak comes from a village in the Kiev region,
he keeps a clay sculpture of the Russian Civil War hero Vasilii
Chapaev in his bathroom and translates French poetry. Petr
Belenok comes from the Western Ukraine (the village in the
Kiev region provides him only with lard); in his bathroom he
keeps a sculpture of the dystrophic Nikolai Ostrovskii, a
celebrated Soviet writer; and Belenok's translations of French
poets are made not from the originals, but from someone
else's Polish word-by-word renditions. Still, the general
resemblance of the two portraits is undoubted.l14

On the other hand, an anecdote about the unofficial artist
Igor' Voroshilov is cut by half in Inostranets v smutnoe
vremia, as opposed to 'Moskovskaia bogema'. According to the
memoirs, the poor drunkard Voroshilov is going to visit his
parents, who reside in Alapaevsk, in the Urals. He needs some
new clothes to convince them that he is doing well. Limonov
makes a pair of corduroy trousers for him and insists that
prior to his departure Voroshilov takes a bath at Limonov's
home (they use a metal wash-basin instead of a proper bath).
Three days later Limonov meets Voroshilov in a pub.
Voroshilov is drunk and filthy. He had not gone to his parents,
after all. However, in the novel the story ends before the
meeting in the pub, perhaps because Limonov wants to
rectify the reputation of his, now deceased, friend, and/or
because he wishes to emphasize that not only do other people
take care of Limonov, but Limonov takes care of others too.ll5

'"Moskovskaia bogema' was originally commissioned by the CIA, not
Kuz'minskii (see Limonov, 1995b, pp.217-40).

114See Limonov, 1980a, pp.341-42; and Limonov, 1992b, pp.127-28. Dr
John Dunn (Department of Slavonic Languages and Literatures,
University of Glasgow) recalls that in 1974 in Moscow he briefly met
Limonov through Belenok (Limonov's home telephone number at that
time was 138-53-17).

1155ee Limonov, 1980a, p.338; and Limonov, 1992b, p.232.
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The atmosphere of a miserable but exciting existence led by
the unofficial Moscow artists and writers is recreated in the
short story 'Etiudy' [Sketches]. In these circles it was
generally accepted that an artist should not have either
money or property. The artist and poet Mikhail Grobman
(now an Israeli citizen) taught that one should live on one
rouble a day, which meant on the verge of starvation. Such a
modus vivendi produced 'an idiosyncratic aesthetics of
unkindness and poverty'll6 in the works of those involved. It
also helped to unleash their imagination. 'The world we
imagined', says Limonov, 'was much more interesting and
frenzied than the real world, and its dangers seemed real to
us, because we wanted them to exist'.117

In Moscow Limonov's chief character also meets some poets
and artists who have already achieved fame and enjoy their
considerable well-being. The short story 'Fragment' [A
Fragment] contains snapshots of Aleksandr Galich,!18 Il'ia
Kabakov, Ernst Neizvestnyi, Andrei Voznesenskii and other
representatives of officially (or semi-officially) recognized
Soviet art. Most of them are treated by Limonov's namesake
as members of the artistic establishment, that is, with
suspicion and contempt, perhaps unjustly. Among the few
exceptions is Limonov's friend Julo Sooster, an Estonian
surrealist painter, who dies early from a heart attack caused
by an alcohol overdose. This is yet another of Eduard's
encounters with death, and he cannot hold back his tears, for
now he understands that one should be prepared to die at
any moment, and behave accordingly.11?

An episode from Limonov's stoic-heroic existence at this time
is retold in the short story 'Kogda poety byli molodymi' [When

116Limonov, 1994c, p.71.
117Limonov, 1994c, p.72.
118 Accompanied by a caustic description of Galich's friend Elena

Bonner.
119See Limonov, 1987, pp.134-54.
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the Poets Were Young]. Limonov's alter ego suffers from
scurvy, or maybe from some sort of severe gum infection.
Instead of going to a doctor, he fights the disease by rinsing
his mouth with a manganese-and-salt solution, drinking
alcohol and eating garlic. He gets rid of his high body
temperature (39,2 C) by putting on two shirts, a sweater and
a jacket and making himself soak with perspiration when
undertaking a fifteen-kilometre-long walk. All you need to
survive is an iron will - this is what appears to be the
message of the story.l20 Thanks to this kind of will, Limonov,
when in Moscow, writes poems for ten hours a day and
becomes (primarily in his own eyes) one of the most skillful
and original Russian poets of his generation.

Inostranets v smutnoe vremia rtecords Limonov's other heroic
deeds of the period. Limonov enters the poetic workshop
conducted by the famous poet Arsenii Tarkovskii, and
instigates a rebellion against the maitre. Two-hour-long
weekly meetings, exclusively devoted to the analysis of the
poetry of one particular, each time different, person, do not
satisfy the participants. However, it takes the newcomer
Limonov to challenge Tarkovskii by suggesting that the pace
of the workshop is too slow and that the meetings should last
longer. Tarkovskii ignores this suggestion. The young poets
have to take the reins of government into their own hands.
They start reading their poetry in turn, two poems each, to
get to know each other. When Limonov's turn comes, his
colleagues are so struck by his verses that they keep asking
for more and more.l2!

Apart from his victory over the other writers, Limonov
conquers the heart of a married woman he loves - by cutting
his veins in her presence, out of jealousy. This woman, Elena
Shchapova, will become Limonov's next wife and the femme-
fatale heroine of Eto ia - Edichka. In her recent book Nichego
krome khoroshego (Nothing but Good, 1995) Shchapova offers

120See Limonov, 1991, pp.301-19.
121See Limonov, 1992b, pp.173-80, 189-96.
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a slightly different recollection of this suicide attempt by
Limonov, who is here called Ochkasov (a derivation of the
Russian word for 'spectacles’; Limonov is extremely short-
sighted). She insists that when it happened there was nobody
in her flat but Ochkasov and herself (Shchapova's fictional
male double, the narrator Daniel, does not count),!22 whereas
Limonov mentions the presence of a 'future popular actor'
who was apparently invited by the hostess to spend a night
with her.123 What Limonov considers a 'romantic scene' with
a few pathological details,!24 Shchapova sees as an act of
madness ('Is it not a swinish trick to cut one's veins in
another person's flat?', her autobiographical heroine,
Anastas'ia, wonders).1?5 Strangely enough, 'pleading' insane
proves to be a smart move at the end of the day, because the
girl of Limonov's dream finally abandons her well-to-do
husband for the indigent poet (although she will regret this
fairly soon).

From various sources it is known that Limonov and
Shchapova lived happily together in Moscow. Eduard
continued to earn money as a tailor.!126 He was also selling
typewritten collections of his poetry for several roubles a
copy (according to one source, there were eight such
collections sold in 8 000 copies altogether).127 His attempts to
publish his poems in Literaturnaia gazeta (using

1228ee Shchapova [De Carli], 1995a, pp.73, 111.

123Limonov, 1992b, p.113.

1248ee Limonov, 1992b, p.114.

125Shchapova [De Carli], 1995a, p.76.

126 Thus, in her letter to me of 25 November, 1996, the photojournalist
Marianna Volkov writes that Limonov made a pair of jeans for the poet
Anatolii Naiman, former secretary of Anna Akhmatova, in exchange
for his agreement to read Limonov's poems, and a pair of brown
corduroy trousers for the literary critic Vasilii Abgarovich Katanian,
Lilia Brik's husband. Andrei Sergeev, a Russian Booker Prize winner,
recalls that Limonov made a pair of trousers for the wife of the poet
Boris Slutskii (see Sergeev, 1997, p.389).

127See Volin, 1975.
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Bakhchanian's connections: the artist worked there),!28
Iunost' and Smena (on the recommendation of the influential
Boris Slutskii) were not successful. The couple met the
Venezuelan ambassador, who patronized Soviet
counterculture and invited dissidents to his parties. Limonov
and Shchapova were approached by the KGB and invited to
become its informants.!29 Both declined. Unfortunately,
Limonov did not have a Moscow residence permit (the
notorious propiska) and kept his Samizdat materials at home.
Then again, his ways of making ends meet conflicted with
Communist laws. After his refusal to cooperate with the KGB,
he faced a choice: either to emigrate, or to go to prison. This is
how, in 1974, Shchapova and Limonov found themselves in
Vienna.l30

In a fanciful piece entitled 'My - natsional'nyi geroi' [We are
A National Hero, 1974] and written before his departure,
Limonov tried to anticipate how he would be received in the
West:

The Russian popular poet and national hero, Eduard
Limonov, and his wife, the female poet and a national
woman, Elena Shchapova, have arrived in Paris today at
the personal invitation of the President of the French
Republic. At 18.30, Paris time, at the Paris municipality,
a reception took place to honour the Russian national
hero, Eduard Limonov, and his wife, Elena, who
personifies the national type of Russian woman.
Prominent diplomats, industrialists, pop stars and
distinguished contemporary French writers attended.
Smiles and champagne formed the style of this
celebration! On behalf of the French nation the mayor of

128For an English translation of a 1971 humoresque by Bakhchanian
originally published in Literaturnaia gazeta see Vishevsky, 1993,
p.163.

1295ee, for example, Limonov, 1998a.

130See Matich, 1984, pp.225, 228; Matich, 1986, p.527; [Shchapova De
Carli] , 1995, p.71.
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Paris handed French passports and 'Honorary citizen of
France' certificates to the Russian national hero and his
wife.131

Needless to say that in reality the path of Limonov the
emigrant was not strewn with rose petals. Curiously, he did
indeed become a French citizen (what prophetic foresight!),
but only some fifteen years later and after a bitter struggle
(the French government was reluctant to grant him
citizenship). France was not even the first country in which
Limonov tried to settle down. In February 1975 the couple
arrived in New York.

1.1.7. Limonov's American years.

At first Limonov had a stroke of luck. He was employed as a
proof-reader by the Russian émigré daily Novoe russkoe slovo
(approximately from March 1975 to January 1976, only). In
this newspaper he occasionally published some of his
journalistic works.132 His article 'Razocharovanie’
[Disillusionment], published by Novoe russkoe slovo on 21
November, 1979, as a basis for discussion, touched on the
problem of those Russian emigrants in America who failed to

131Limonov, 1977a, p.57.

132Limonov's time in Novoe russkoe slovo is described in his short
story 'Kon'iak "Napoleon™ [The Napoleon Cognac], see Limonov, 1993b,
pp.239-69. The newspaper here is named as Russkoe delo, and its
editor-in-chief, Andrei Sedykh (Iakov Tsvibak), is called Moisei
Iakovlevich Borodatykh. Thanks to the unsigned picture story 'Odin
den' v zhizni "Novogo russkogo slova™ (A Day in the Life of Novoe
russkoe slovo), published in Novoe russkoe slovo of 13 April, 1975, we
can hypothetically identify several minor characters featured in
'Kon'iak "Napoleon"'.  A.S.Gerenrot, V.la.Vainberg and I.G.Panovko
have been respectively caricatured as the chief news editor Solomon
Zakharovich Plotskii, the director of the printing-house Evg.
Vanshtein and the type-setter Kruzhko. The deputy editor-in-chief,
Iu.S.Srechinskii, appears in Limonov's short story under his real

name.
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settle down in their new country and blamed anti-Soviet
propaganda for suppressing news of everyday difficulties in
Western society.!33 Limonov apparently considered himself
one of the disillusioned. Thus, he signed a collective letter, 'Ot
gruppy literatorov iz N'iu-lorka' ['From a group of writers in
New York'; the group also included Shchapova, Bakhchanian,
Irina Savinova, Jurii Mamleev, Genrikh Khudiakov and Viktor
Tupitsyn], which appeared in Russkaia mysl' of 4 September,
1975, and pointed out that some contemporary Russian
writers could find no other ways of publishing their works in
America except by continuing their Samizdat activities.l!34
Moreover, in an open letter to academician Andrei Sakharov
Limonov urged the famous human rights' activist to support
not only the people who were refused permission to leave the
Soviet Union for good, but also those former Soviet citizens
who wanted to go back to the USSR in the aftermath of their

133The debate provoked by 'Razocharovanie' was rather stormy and
lasted for two months; see Grossman [Sedykh], 1975 (the real identity
of the author has been established thanks to Limonov's letter to
V.E.Maksimov of 2 November, 1977, now held in the Historisches
Archiv, Forschungsstelle Osteuropa, University of Bremen, the
Maksimov collection); Aleksandrovich, 1975; Subbotin, 1975; Davydov,
1975; Tetenov, 1975; Gurvich, 1975; Zlotina, 1975; T.M., 1975; Ustimovich,
1975; Kocharian, 1975; Semenova, 1975; Bondarenko, 1975; Kreps, 1975;
Tsukerman, 1976; Tsion, 1976; Slavinov, 1976. Limonov summed up the
discussion in an article significantly entitled 'Neterpimost”
[Intolerance]; see Limonov, 1976.

134Limonov's own poetry apparently attracted very little attention in
New York. Thus, a recital of Limonov's poems by the author himself
took place on 11 October, 1975, at 15.00 in the Rakhmaninov Hall at
St.Seraph's Foundation (322 West 108 Street), in front of a very small
audience (mostly consisting of Russian émigrés, no doubt). For an

. advertisement see Novoe russkoe slovo of 21 October, 1975, p.4; for a
review see Volin, 1975. The entry fee was $3 per ticket. Another
Limonov recital (this time a4 deux with Shchapova) apparently took
place in the same venue at 15.00 on 10 January, 1976 (see the
chronicle of forthcoming events in Novoe russkoe slovo of 7 January,
1976, p.4).
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unsuccesful emigration. The letter was also signed by
Valentin Prussakov, Limonov's colleague in Novoe russkoe
slovo, who helped him to compose the letter, and by
Bakhchanian.135

After The [London]Times's rendition of the main content of
the letter to Sakharov (American newspapers were not
interested in publishing it),136 the trio encountered ostracism
from many fellow émigrés. It was assumed that Limonov's,
Prussakov's and Bakhchanian's action played straight into the
hands of the Communist regime. Besides, the Soviet press was
not long in recycling 'Razocharovanie' for the edification of
Soviet citizens.137 As a result, Limonov was fired from Novoe
russkoe slovo.

According to The Soho Weekly News, during his four years in
New York he changed jobs thirteen times, working as a
waiter, a housepainter, a furniture remover, a bricklayer, a
carpenter and, of course, a tailor. 'He prefers to keep silent
about his other jobs', noted the newspaper.!138 Limonov's anti-

135For the full text see Prussakov, 1983, pp.84-88. (Prussakov is the
prototype of the character Alik (Aleksandr) L'vovskii who appears in
Eto ia - Edichka and in the short stories 'Kon'iak "Napoleon", 'My
priveli iz razvedki dvukh plennykh' [On Reconnaissance We Took Two
Captives], 'Ekh, barin tol'ko v troechke promchalsia...'" [Oh, the
Landowner Only Sped Past in a Troika] and 'Mussolini i drugie fashisty'
[Mussolini and Other Fascists]. See Limonov, 1993b, pp.366-82;
Limonov, 1995b, pp. 241-54, 333-59.) At the end of 1977 Limonov and
Prussakov wrote at least one more open letter in similar vein, along
the lines that 'even in America, which is supposed to be fighting for
human rights all over the globe, it is dangerous to express publicly
one's independent opinion' (for a rendition see Prussakov, 1991,
p.225). This time the letter was addressed to President Carter. President
Carter did not reply.

136See Strafford, 1975.

137See Dzhalagoniia and Chekhonin, 1976, p.17.

138volkov, 1979, p.22. Self-originated information about Limonov as a

'handy-man' has been reinforced by Mar'ia Rozanova, the editor of
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establishment pathos was growing accordingly. He
worshipped Chairman Mao and Colonel Quaddafi, attended
meetings of the American Trotskyites and managed to draw
the FBI's attention to his immodest person.l39

These facts form the background to Limonov's first novel
about his American experiences, Eto ia - Edichka, which was
finished by December 1976.140 They all withstand cross-
examination, as well as information about Limonov's and
Prussakov's demonstration against The New York Times for
systematic rejection of their materials.'4! Even the existence
of Limonov's as yet unpublished piece Peredacha n'iu-
iorkskogo radio [The New York Radio Broadcast, 1976], which
recounts an imaginary revolution and public executions in
New York, led by the 'General Leader' (general'nyi vozhd')
Limonov,!42 and which is mentioned in Eto ia - Edichka more
than once,!43 has been confirmed by our recent archival

the magazine Sintaksis. In one of her interviews she awards high
marks to the performance of Limonov the cleaner and Limonov the
stitcher (see Bondarenko, 1994, p.6).

139Limonov was interrogated by the FBI at the end of January or at
the beginning of February, 1977. See his letters to Nikolai Bokov of 2
April, 1977 (Leeds Russian Archive, the Kovcheg collection), and to
Vladimir Maksimov of 2 November, 1977 (Historisches Archiv,
Forschungsstelle Osteuropa, University of Bremen, the Maksimov
collection), as well as Limonov, 1998a.

140See Limonov, 1993a, pp.12, 70, 91.

141See Limonov, 1993a, pp-98, 102, 199 et al; Strafford, 1976. On 27 May,
1976, the two writers spent four hours outside the entrance to The New
York Times building, distributing leaflets in which the main reasons
for their protest were listed - to no effect. (A copy of the leaflet is
reproduced in its entirety, with all its mistakes and misprints, in
Prussakov, 1983, p.107). An FBI agent came to chase the demonstrators
away.

1421n particular, Limonov's troops ceremonially burn down the New
York Times building.

143See, for instance, Limonov, 1993a, pp.71, 96.
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finds.144 Most Russian emigrants in Eto ia - Edichka are
engaged as 'extras’, and in the novel their surnames, as well
as their misfortunes, appear to be only slightly changed:
Katrov, a former editor on Soviet TV, is turned into Bagrov,
the former GULag prisoner Komogor becomes Kosogor;l45 the
painter Zbarskii is called Starskii.l46

In the light of what has been said above, one might assume
that Edichka's homosexual adventures, described in Eto ia -
Edichka with such gusto, were also based on real
experience.!47 (The writer ostensibly fell into this way of life
after Shchapova, exhausted by the misery of their family's
beggarly existence, abandoned him.)!48 However, Karen Ryan-

144 A typewritten copy of this work has survived in the Leeds Russian
Archive, in the Kovcheg collection. Its exact title reads K polozheniiu
v N'iu-lorke: Dnevnaia peredacha n'iu-iorkskogo radio (otryvki) [On
the Situation in New York: Extracts from a Daytime Broadcast of the
New York Radio].

145For Limonov's real-life interview with Leonid Aleksandrovich
Komogor see Limonov, 1975f. For Komogor's own publications (mostly
journalism and semi-fictional sketches [ocherki]) see, for example,
Komogor, 1975; Komogor, 1975a; Komogor, 1976.

146For the sources of information see Strafford, 1976; Prussakov, 1983,
pp.84, 99-102; Dudinskii, 1995, p.31.

147However, certain Russian émigrés residing in New York, in
contexts completely unconnected with Limonov, make one believe that
the famous sexual encounter between Edichka and a black hobo (see
Limonov, 1993a, pp.79-81) is very possibly a mere figment of
Limonov's imagination. None other than Brodskii, asked by the
musicologist Solomon Volkov whether any homosexual had ever
proposed to him in New York, replied: 'Not even once. Except for a
very drunk black man who started to talk to me to that effect, more
because of 'his inebriated eloquence than because of his passionate
feelings, I think." (Volkova and Volkov, 1990, p.50.)

148Shchapova gives her reasons for the divorce in her book Eto ia -
Elena (It's Me, Elena, 1984): 'She [Elena] fled from him [Eduard]
because [...] suddenly she just could not see him any more, and that's

all. All his inner self represented her past. But her past had been
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Hayes branded Eto ia - Edichka 'pseudo-autobiographical’ not
for nothing.149 A closer look enables us to establish the
literary origin of Edichka's homosexuality (it does not
necessarily mean, of course, that the heterosexual preferences

destroyed by nostalgia for the future, and the very place of this past
had vanished. [...] He will accuse her of betrayal (thus summer and
winter accuse the evergreen plant). She will blame him for lack of
wisdom' (Shchapova De Carli, 1984, no pagination). The motivations for
writing Eto ia - Elena are given clearly at the beginning of the book: 'I
am writing this story because I hate you [Eduard]. You were on my
nerves to such a degree that I fell in love with you, out of malicious
anger. Oh my God, what I endured because of you' (ibid., no
pagination). From the book we learn something which is evidently
intended to ruin Limonov's reputation: he was sick on Shchapova's
white fluffy carpet in Moscow and threatened her with a knife at a
party in New York, when he was drunk. We also learn that Shchapova
is lesbian, although I personally would not give such a declaration
any more credit than any of Limonov's statements about his
homosexuality. As far as the artistic merits of Shchapova's book are
concerned, the best way to characterize them is probably to quote
from a review of Eto ia - Elena: 'Reading it is not a must. I would
recommend rereading Limonov(['s Eto ia - Edichka] instead" (N.N., 1985,
p.266). For a recent parody of Eto ia - Elena in verse see Val'shonok,
1995, pp.215-16.

149Ryan-Hayes, 1995, p.101. The scholar points out that 'the versions
of some events from his "past life" which Limonov provides in It's Me,
Eddie [Eto ia - Edichka] differ substantially from versions adumbrated
in his other ostensibly autobiographical works [...]- Probably the most
notable example is Edichka's account of his first sexual experience. In
It's Me, Eddie, he recalls being seduced by a prostitute in Yalta,
whereas in Memoirs of a Russian Punk [Podrostok Savenko], he
consummates his childish romance with Svetka at the conclusion of
the book' (ibid., pp.119-20). To this we can add the following. In his
short story '"Deshevka nikogda ne stanet prachkoi” (A Prostitute Will
Never Become a Laundress) and in Molodoi negodiai Limonov gives
two opposite reasons why his autobiographical character quit his job
in the 'Hammer and Sickle' factory (see Limonov, 1992a, pp.24-29;
Limonov, 1995b, pp.35-57).
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of Limonov had never been challenged earlier, although one is
haunted by the feeling that the scenes of sodomy in Eto ia -
Edichka hardly betray first-hand knowledge). The primary
motivation for adopting the values of a sexual minority,
perhaps, could be seen in the fact that an affectionate form of
Limonov's first name, Edik, commonly rhymes with 'pedik’', a
diminutive of a Russian word for homosexual, 'pederast'.
Compare, for example, the following extract from a clichéed,
and thereby representative, piece by an obscure minor
writer:

Those with smarmed-down hair jump up and stretch
their palms: Vova, Petia, Garik, Edik...

- Edik - pedik [Edik is a poof].

- He is remarkable as a poet, - says Marina,- and he is
constantly engaged in a search for new rhymes.130

Konstantin Kuz'minskii also rhymes the two words in his
poem 'Khar'kov', dedicated to Limonov and Bakhchanian:

BEuneTaMK TOPryeT 3AMK
A pAAOM BbeTCA TUXUK meamx 151

An expert opinion by Limonov's fourth wife, Nataliia
Medvedeva, also should not be ignored. In her novel Moia
bor'ba [Mein Kampf, 1994] the heroine Mashka (Medvedeva
herself) thus comments on the alleged homosexuality of the
hero, who is called the Writer (alias Limonov):

Is the Writer really a sodomite, or is this .all [intended]
only to shock [the public]? [...] Mashka, then a beginning
author, had still been able to understand, with the help
of her nerves and intuition, that if the Writer writes
denunciatory, insulting and denigrating things about

150Kushev, 1974, p.S8.
151K Kuz'minskii, 'Khar'kov', in Kuzminsky and Kovalev, 1986, vol.3A,
p.21.
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himself, this is not because he stands for the truth, but
because he has made his aesthetic choice.!52

Logically, there could not be a better explanation for
Limonov's 'coming out'. He detests capitalist society for the
hypocrisy of its moral values and denigrates them by saying
'l am an outcast even sexually, because I do not want to have
anything in common with your enslaving ethics' (one should
not forget that homosexuality was a hot issue in the 1970s).
In 1992 Limonov publicly denied that he had ever been
homosexual: 'I have been married three times, I am married
right now, and all the time, and look at my women, they are
all beautiful women. That is, I am quite the opposite [of being
homosexual], I would say. If I wrote a novel with homosexual
scenes, it does not necessarily mean that I am homosexual
myself.'153 In 1993 he confessed to a Western journalist that
‘the gay sex in his novel [Eto ia - Edichka] was [...] merely a
form of protest’.154 In 1995 Limonov told a Russian journalist:
'"They tried to pin homosexuality on me, but they failed. It's so
silly. People get confused because of my books'.155 In 1996 he
said to another Russian journalist: ' am not homosexual'.156
When asked, why then the scene of homosexual love-making
in Eto ia - Edichka leaves an impression that it was written by

152Medvedeva, 1994, p.120. Cf.: 'His Bohemian style of life is decorous,
his mutiny is well-organized' (Galei, 1985, p.115). Shchapova gives one
more 'reason’ for Limonov's 'queerness'. In FEto ia - Elena the heroine
asks the chief male character (the alter ego of Limonov): 'It was Genka
Shmakov [a literary critic and specialist on Mikhail Kuzmin], wasn't it,
who told you that you had been homosexual, but you just didn't know
about it? Shmakov says this to all males." (Shchapova De Carli, 1984, no
pagination.)

153Leont'eva, 1992.

154Tien, 1993, p.34.

155Levina, 1995.

156Trukhachev, 1996. See also Limonov, 1996a.
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an expert, Limonov answers: 'It only proves that I am a good
writer'. 157

Limonov's alleged homosexuality seems to be only one of the
fantasies of a loser who longs to get his revenge on the hostile
world, blaming its structure, not himself, for all the
misfortunes he endures. Such fantasies constitute half of
Limonov's next American book, Dnevnik neudachnika, ili
Sekretnaia tetrad’. Written in the form of a notebook, rather
than a diary, it creates an image of a loser in transition, from
being a pariah to becoming a 'useful' member of society. The
other half of the book consists of the dreams of a hard worker
who would like to climb up the social ladder as far as
possible.158 (The loser and the hard worker are one and the
same person, called Eduard Limonov, of course.) On the one
hand Limonov imagines his alter ego being a dread and
implacable executive of the mythic League of Destruction,
fancies the lot of a guerrilla and swears to be faithful to the
idea of permanent revolution. On the other hand Limonov
readily betrays his imaginary fellow rebels in a non-existent
Latin-American-like country 'for the fifteen-year-old
daughter of the [imaginary] President Alberti [...], for the sake
of her little fanny and her always pinched earlobes, for the
sake of the hedgehogs in her father's garden, for those

157 Trukhachev, 1996. However, in his short story 'Syn ubiitsy' (The
Son of a Killer; see Limonov, 1995c, pp.191-95) Limonov mentions that
his fictional namesake made love to the émigré ballet dancer Leshka
Krants (I went to bed with Leshka. Because of my hooliganism',
Limonov, 1995c, p.192). According to Marianna Volkov's letter to me of
25 November, 1996, the real name of Leshka Krants was Sasha Mints,
originally from the Kirov Ballet in Leningrad (he died of AIDS in New
York at the end of the 1980s).

1581t goes without saying that not only reveries and mirages fill the
diary's entries. Reality also makes itself known from time to time. For
example, Limonov notes that his hero installs and repairs X-ray
apparatuses (see Limonov, 1992c, p.226). The same information can be
found in Limonov's letter to the writer Nikolai Bokov of 23 May, [1978]

(see Leeds Russian Archive, the Kovcheg collection).
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hedgehogs and snails on the fence'.15% It is very characteristic
that an extract from the 'diary’, entitled 'The reformed one',
directly links the intensity of the homosexual aspirations of
Limonov's hero to his social status:

Those times, when I fucked male strangers in the back
streets (out of loneliness, though) and collected my dole
money, those days have gone. Now I am working class, a
rightful member of American society, a production unit;
I am even trying to pay taxes. And I stopped having
homosexual relationships a long time ago.l60

Vladimir Bondarenko ponders whether the fictional author of
the diary is akin to the real author of Dnevnik neudachnika:
"The loser who kept his diary has gone [...]. However close the
writer was to his hero at the time, today [the loser] is
definitely just a literary character, whatever subject he
touches on'.161 There is at least one fact in support of this
insight, which proves that regardless of how far Limonov
made his hero go in his ravings, the writer himself never lost
touch with reality. In the first edition of Dnevnik neudachnika
the loser says: 'Mum, ah Mum. I despise you. And Dad. It is as
if both of you belong to a different race, not just to a different
tribe'.162 This passage was removed from the 1992 Moscow
edition, apparently because Limonov did not need to provoke
people any more for the sake of provocation, with the
purpose of making himself better known. What his hero could
easily afford in an émigré book with a limited circulation
would have undoubtedly hurt the feelings of Limonov's
ageing parents ten years later, if it had been published in
Russia with a print run of 50 000 copies.

The sufferings of a society slave, who is equally tempted by
the desire to become a master and by the will to destroy this

1598ee Limonov, 1992c, pp.53, 57, 64, 65, 199.
160Limonov, 1992¢, p.176.

161Bondarenko, 1992, p.24.

1621 imonov, 1982, p.8l.



63

unjust and indifferent world, are examined more thoroughly
in the next part of Limonov's American chronicles, Istoriia ego
slugi (His Butler's Story, 1993; the initial version of the title
was V briukhe zveria, In the Belly of the Beastl63). In April,
1977, Limonov's fictional protagonist meets Jenny Jackson, an
American girl, who is fifteen years younger than himself.
Limonov the hero has such a poor knowledge of English that
he mistakes her for the hostess of a big house in a fashionable
area of New York City, whereas she only works there as a
housekeeper. Limonov becomes her lover with the aim of
marrying her. When the misunderstanding is cleared up, he
does not leave Jenny, although it is obvious that a
moonlighting unemployed (formerly Russian) poet and a maid
born in the state of Virginia make an odd couple.

Jenny works for Stephen Grey, the owner of a multi-million
car business. Through her Limonov gets a part-time cleaning
job in Stephen Grey's house, and finally, in early 1979, after
the cleaner and the maid split (she went on holiday to
California, fell in love with a printer, became pregnant and
left her job in New York), he replaces her as the full-time
housekeeper.

Limonov remains a 'servant of the world bourgeoisie'l4 for
about two years. The relationship between him and his
master cannot be called ideal. It is neither the salary ($9 000
per year) nor the hardships of domestic work which dissatisfy
Limonov the butler. His sensitive and ambitious ego cannot
stand the very idea of having a boss. Stephen Grey knows
that Limonov is an author, and treats his servant with
unusual respect (the millionaire does not humiliate the writer,
as is customary for him with yet another of his employees, his
secretary Linda). Limonov pays him back with disdain. He
sarcastically dubs his boss the 'Great Gatsby', after Francis

163See Limonov's letters to the poet Aleksei Tsvetkov of 29 June, 1981,
and 22 July, 1981 (Historisches Archiv, Forschungsstelle Osteuropa,
University of Bremen, A.P.Tsvetkov's collection).

164 imonov, 1993a, p.438.
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Scott Fitzgerald's hero, and mocks his bad temper, small-
mindedness, the way he runs his business (wasting a great
deal of time and energy), and his inability to face day-to-day
kitchen-sink problems. At the same time Limonov would not
mind belonging to the same class as 'Gatsby' and his friends,
but he realises that his background holds him back.163
Limonov's I-narrator comments on the episode when Stephen
Grey, his guest, the Russian” celebrity Efimenkov (an
inoffensive caricature of Evgenii Evtushenko), and Limonov
have a drink together at three o'clock in the morning:

[Efimenkov and Grey] completely understood each other
and needed each other, whereas I sat there and
gloomily thought that I would like to join them, but,
alas, I couldn't. I am thirty-five, and I've been earning
my bread with physical labour since I was seventeen, so
their pseudo working-class slogans won't fool me.166

Limonov is obsessed with success, which, he hopes, will make
him a peer among peers, but it does not come. For the butler
who tries to make his way to the top writers' league and faces
one rejection of his manuscript after another, sex is the only
vengeful weapon (one should not treat seriously such forms
of Eduard's protest as wearing a T-shirt with an East Side
subway lines advertisement on it, when serving at a bosses’
dinner). As his social position has been more or less stabilized,
the book is free of homosexual pretensions. This time
Limonov's autobiographical character focuses on being
abusive to women. He plods through them relentlessly,
quoting their pathetic farewell letters in his bitter tale of
unquenched pride. One of Limonov's cherished objectives is to
possess, albeit briefly, a woman of higher social rank. At a
teenage party in the house of Eduard's boss, full of the
carefree children of wealthy parents, the butler's dream
finally comes true. A young beauty, a friend of the

165Cf,; 'T wanted to be like '‘Gatsby', and [ did not want to' (Limonov,
1993a, p.492).
1661 imonov, 1993a, p.320.
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millionaire's son Harry, catches Limonov's eye and boldly
takes him to the basement, where the couple ostensibly have
the sexual intercourse of the century. Immediately after the
act the girl disappears without a trace. Limonov will never
see her again, and the constant agony of his soul, torn
between conformism and non-conformism, is driven to look
for another way of achieving relief and satisfaction.

At last, Limonov's class hatred takes its toll, and he confronts
the dilemma whether or not to kill the UN Secretary General,
whose party he observes through the telegraphic sights of an
automatic rifle, stuck to the rear window of Stephen Grey's
house. Thanks to a lucky phone call, the housekeeper does not
pull the trigger (after all, he muses, political murders do not
solve people's problems). The idea of assassination was
prompted by a publisher who suggested to the butler that at
the end of the book Eto ia - Edichka its hero should resort to
political violence.l67 We are not certain whether the
assassination plan had indeed existed, but such a publisher
undoubtedly had. The following lines from Limonov's letter to
Bokov of 30 September, [1979], testify to this: "A liberal
American publisher has made me an offer to print the book,
but he suggests that at the end the hero should either commit
a political assassination or kidnap a public figure. As for me, I
think that he is an idiot, never mind his big name and liberal
merits'.168 From other letters by Limonov to the same
addressee (for example, of 2 July, 1978, and of 12 February,
1979) we learn that the writer worked as a housekeeper for
the businessman P.Sprague, who lived at 6, Sutton Square,
New York City, New York, 10022, and whose garden was
overlooked by the houses of Kurt Waldheim and Aristotle
Onassis.169 These facts, however, do not shed any light on the
probability of Limonov's close encounters with the gorgeous
female teenager. Let us once again fall back on Nataliia
Medvedeva's expertise. She says about Limonov: 'Having

167See Limonov, 1993a, pp.564, 568-70.
1681 eeds Russian Archive, the Kovcheg collection.

1695ee Leeds Russian Archive, the Kovcheg collection.
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described so many cunts, he did not know anything about
their structure'.170 This phrase makes one seriously doubt if
Limonov has really had as much sex as he claims.

Limonov's relatively safe and secure life in the millionaire's
house came to an end when the abridged version of Eto ia -
Edichka was finally published by the Parisian Russian émigré
magazine Kovcheg (no.3, 1979). One of the editors of Kovcheg,
the writer Nikolai Bokov, who became Limonov's literary
agent in Western Europe, sold the rights for the French
edition of Eto ia - Edichka to the publisher Jean-Jacques
Pauvert, a specialist on the Marquis de Sade, for 6,325.77 frs.
Bokov received 30% of the royalties.171

When Pauvert's publishing house suddenly went bankrupt in
spring, 1980, Limonov flew to Paris in order to save his book.
He met Pauvert, the two men liked each other, and Pauvert
promised to publish Eto ia - Edichka as soon as he became an
associate publisher in any other publishing house. In the
summer Pauvert agreed on a merger with Jean-Pierre
Ramsay, and in November, 1980, the French version of the
novel came out. As Limonov's literary affairs in France, in
comparison with the USA, seemed to be booming (in his letter
to Aleksei Tsvetkov of 29 June, 1981, Limonov mentions that
his royalties for Eto ia - Edichka amounted to almost
$15,000172), he eventually decided to stay in France for good.
The Parisian life of Eduard the struggling writer is described
in the novel Ukroshchenie tigra v Parizhe (The Taming of a
Tiger in Paris, 1994), which was written in 1986 and in which

170Medvedeva, 1994, p.232.

171See the Leeds Russian Archive, the Kovcheg collection, for
Limonov's authorization for Bokov of 16 May, 1979, in Russian and in
French; his contract with Bokov as Limonov's representative in
Western Europe of 28 July, 1979; Limonov's contract with the
publishing house Simoé&n (J.-J.Pauvert was the associate of J.-
C.Simoén) of 25 May, 1979, and a copy of the cheque.

1725ee the Historisches Archiv, Forschungsstelle Osteuropa,

University of Bremen (A.P.Tsvetkov's collection).



67

Ich-Erzdhlung for the first time takes turns with Er-
Erzdhlung.

1.1.8. Limonov in Paris.

'Tiger' is the nickname of the foul-mouthed Russian divorcée
Natasha (Limonov's real-life wife, Nataliia Medvedeva), whose
appearance is described as similar to that of 'Brazilian
transvestites'.173 In the early 1980s she meets Eduard in Los
Angeles, to which she had emigrated earlier with her first
husband. Natasha and Eduard fall in love, and Eduard invites
her to follow him to Paris. Natasha accepts. Once in the French
capital, she tries to get a modelling job and then becomes a
singer in a Russian restaurant. Natasha is disorderly, Eduard
is highly organized. Usually she comes home from work very
late at night, drunk and abusive. Eduard prefers to get out of
bed early in the morning to work on his prose. He is forty, she
is twenty four. When they do not make love, they fight.

One of the numerous fights is caused by the sight of the
naked and drunk Natasha, whose body was painted red and
gold by the avant-garde painter Krupnyi (Biggy). Eduard
permitted Natasha to take part in this unconventional artistic
performance, but his open-mindedness was stretched to its
limits when he found out that his girlfriend not only served
Krupnyi as a canvas, but also dared to help herself to hot
refreshments in the course of the creative process and missed
her night shift at the restaurant. Limonov makes a scandal,
hits Natasha and kicks Krupnyi out of his flat.174

173Limonov, 1994b, p.178.

174See Limonov, 1994b, pp.229-33. This episode is based on a true story.
The photographs of Nataliia Medvedeva in Eve's costume, covered with
paint, which was provided by the artist Vladimir Kotliarov, alias
Tolstyi (Fatso), can be found in the almanac Muleta B, ed. Tolstyi, Paris:
Vivrisme, 1985, pp.256, 261. See also Konstantin Kuz'minskii's poem 'Na
rospis' vtoroi Natali khudozhnikom Tolstym' (ibid., pp.261-65).
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Among the other methods of Eduard the tiger-tamer are the
following: if he and Natasha are at a party and he thinks that
it is time to leave, and she does not want to leave, he leaves
alone; he does not sleep with her for several days if she
comes home seriously drunk; and he slaps her in the face as a
remedy against her strong language (this purist, who made
his name in Russian literature by being among the first to use
the tabooed four-letter words, forbids his girlfriend to curse,
because 'she should not forget that she is a woman'!)175.
Eduard also reads Natasha's intimate diaries to find out
whether she is cheating on him, and as she knows about her
boyfriend's habits, she has to keep two diaries: the allegedly
private (for Eduard's attention) and the genuinely private (for
herself).176 Given all this, one cannot comprehend why it is
that the hero of Ukroshchenie tigra v Parizhe thinks that he is
more civilized than his lady.

Eventually the situation ends in stalemate:

All of a sudden, it became clear that neither the writer
could tame the tiger and turn him into a domestic
animal, nor the tiger could seduce the tamer by his
tiger-like way of life. Both sides were too strong to win.
This is why their life together (in its third year

already!) turned into a tormenting series of less and less
reasonable quarrels, arguments and fights. The
arguments were pointless, because they could not
change anything. Those involved stuck to their own
opinions.177

At this point Eduard and Natasha decide that enough is
enough. Thus in 1986 Limonov had predicted his split with

175Limonov, 1994b, p.133. One might consider that if homosexuality is
old hat for the Western reader these days, why not try the shocking
power of sexism?

176See Limonov, 1994b, pp.6, 251-52.

177Limonov, 1994b, p.279.
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Medvedeva, which in reality happened only at the end of
1995.178

In her novel Moia bor'ba Medvedeva offers her own version
of her first years together with Limonov. The provocative title
of the book is intended to remind the reader of Hitler's Mein
Kampf. However, Medvedeva's struggle has nothing to do with
the Nazis. This is the struggle for her man, Monsieur Limonov,
who is pictured here under the feminine code name Puma
(this is apparently in revenge for the masculine nickname
'Tiger' given to Medvedeva in Ukroshchenie tigra v Parizhe).
Medvedeva's autobiographical character - a singer in a
Russian restaurant in Paris - is called Mashka. The epigraph
to the novel reads: 'The struggle for a man always turns into a
struggle with the man'. According to Medvedeva, Puma, or the
Writer, or Li, is very self-centered, strict, detached and
demanding. He does not quite understand his girlfriend
Mashka's constant need for courtship and sympathy. Puma
not only lives like a soldier in his barracks, he expects

Mashka to stick to the same life-style too. Besides, he is
practising double standards: what is allowed to him is not
permitted to Mashka. Driven by her passion for attention,
Mashka leaves the Writer and starts an affair with a
Frenchman. Moreover, Mashka sleeps with the Writer's ex-
wife Anele (an anagram of the name 'Elena'), because she
begrudges the Writer's attachment to Anele, and not without
cause.l7? This incident seems to be for real. One can come
across more or less covert accounts of it in Limonov's and
Shchapova's prose.!80 In her interviews Medvedeva
acknowledges that this was a true event.18! Whatever the

178See Levina, 1995; and the unsigned note 'Limonov razoshelsia s
Medvedevoi... Bespovorotno' in Komsomol'skaia pravda, 27 October - 2
November, 1995, p.7. |

1795¢e Medvedeva, 1994, pp.112, 226.

180See Limonov, 1994b, pp.262, 264; Shchapova [De Carli], 1995a,
pp-104-09.

181See Medvedeva and Efimova, 1994, p.12; Medvedeva and Maliugin,
1996, p.6.
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real-life consequences of 1t were, the Writer in Moia bor'ba
appears to be unimpressed by his women's one-night stand.
(At this stage, in accordance with Eduard's position in society,
his homosexual extravaganzas are dramatically reduced
simply to making fools out of the ageing homosexuals whom
he occasionally meets at social events.)!82 He becomes jealous
of the Frenchman, though, changes some of his nastiest - in
Mashka's eyes - behavioural patterns and asks the happy
Mashka to return. The shrew is finally tamed.183

1.1.9. Moscow revisited.

The confrontation between two strong, more or less male and
female, characters is also the leading theme of Limonov's
latest autobiographical novel Inostranets v smutnoe vremia,
part of which has been studied above. The main hero revisits
Russia, his home country, after a long absence, in the times of
perestroika, which are termed here 'the Time of Troubles'
(Limonov is drawing a parallel with an episode in the history
of early seventeenth-century Russia, when the unfortunate
rule of Tsar Boris Godunov (1598-1605) led to starvation,
riots and bloodshed). The protagonist, a Russian émigré and
French subject, an author called Indiana Ivanovich, is invited
to Russia by a powerful French-Russian joint venture, which
is mysteriously referred to as the Organization, to take part in
the promotional campaign for the bulletin Zapreshcheno k
pechati, issued by the Organization (a literary almanac, owned
by the Organization, has earlier published a short story by

1828ee Limonov, 1994b, p.106.

183To complete the snapshot of the family of authors prone to self-
exposure, Medvedeva recently published a fictionalized account of
how she cheated on Limonov with Mikhail Trofimenkov, a young
critic from Leningrad/St.Petersburg, shortly before the collapse of
the Soviet Union. In the piece entitled 'A u nikh byla strast’...' (Oh,
They Loved Each Other with Passion, 1991) Limonov is called 'the
Writer' and Trofimenkov 'the Critic', or 'Mashka' (see Medvedeva, 1997,
pp.7-114). For the disclosure of Mr Trofimenkov's identity we are

grateful to Mr Jukka Mallinen, Limonov's translator into Finnish.
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Indiana, which signified his return to his origins). He also has
a personal interest in this trip: his girlfriend, a Russian
émigrée whom he calls Ms Hyde for her evil character (as in
the story 'The Strange Case of Dr Jekyll and Mr Hyde' by
Robert Louis Stevenson), has gone to Russia before him and
disappeared. Indiana hopes to find her and patch up their
stormy relationship. The roots of this conflict are ever the
same: the author pays more attention to his typewriter than
to his woman, or so the woman thinks. Indiana also plans to
visit his parents, whom he has not seen since the day of his
emigration, in Khar'kov. In his travels, searching for the lost
Ms Hyde, Indiana sees enough to judge the current situation
in Russia on the basis of first-hand experience.

Among the most memorable scenes in [nostranets v smutnoe
vremia are Indiana's encounter with a Chechen mafioso, who
nearly kills him in order to get his French passport; his visit
to an influential 'thick’ literary journal, whose office is
located in a block of flats reeking of urine; and the funeral of
academician Sakharov, whom Indiana does not fail to call
'Father Frankenstein', not only for fathering the hydrogen
bomb, but also for instigating perestroika. Piecing his
impressions together, Limonov portrays Russia as a drab and
dejected country, destroying its own past with manic frenzy.
Limonov's explanation of the ongoing struggle for power
suggests people's ambitions as the principal driving force. The
conflict between the Communist bosses and the so-called
democrats is described in the book as one between the
privileged aristocracy (the Communists) and the
underprivileged bourgeoisie (the democrats). The clashes
between the democrats and the so-called Red-and-Brown
patriots are defined as 'a rebellion of teachers, directors of
studies, ordinary engineers, majors and lieutenant-colonels,
minor poets and writers [the latter group] against the
'progressive people': academicians, directors of factories and
major poets and writers'.184

184 imonov, 1992b, p.242.
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In the course of tracking down Ms Hyde, Indiana becomes
aware of the unfathomable number of her infidelities. The
writer finds out that one of Ms Hyde's lovers is a Russian
criminal. At one point he even watches her copulating with
her own brother. It is hardly surprising that in Indiana's
mind the image of Ms Hyde is superimposed on the symbolic
image of his Motherland. His diagnosis of the unbridled
conduct he observes is fear:

The woman... Fear and masochism forced her into the
hands of strangers. [...] One had to admit that she had a
fresh, well-preserved instinct of self-preservation. She
has appropriated what she was most of all scared of in
her former Motherland. These people. The jackals. [...]
No, not nymphomania, but fear was the main motivation
for her behaviour. Out of fear she was acting meanly
and spreading her legs. In order to feel absolutely
secure, when filled with the membrum.

Motherland... The tough fathers, the Chekists, had
become older, burnt out by vodka and gout, their
jackboots and shoulder-belts had shrunk, and the whole
nation, shepherded by no one, had gone wild and was
rushing about on the snow-covered streets and fields.
Who are we?! What are we?! Where is our father?! -
cries every eye. We do not understand ourselves, we do
not understand the world... They are all scared. The
half-witted Motherland rushes about, and out of fear
she acts meanly and gives herself to the pseudo-
fathers...185

The content of Inostranets v smutnoe vremia is close enough
to real life for us to recognize in the 'thick' literary journal the
magazine Znamia, which in 1989 published a censored version
of Limonov's U nas byla velikaia epokha; in the enigmatic
Organization - the MADPR, Mezhdunarodnaia assotsiatsiia
detektivnogo [ politicheskogo romana (International

1851 imonov, 1992b, p.251.



73

Association of the Detective and Political Novel); in its bulletin
Zapreshcheno k pechati - the newspaper Sovershenno
sekretno; in its unnamed almanac - the almanac Detektiv i
politika, in which some of Limonov's short stories
appeared;!86 and in the figure of the front man of the
Organization - Iulian Semenov, the author of a popular series
about the intelligence officer Isaev.

And yet Limonov's main character in Inostranets v smutnoe
vremia, Indiana Ivanovich, is bigger than Limonov himself. It
is not by chance that in this novel for the first time Limonov
did not give his autobiographical hero the same name as
before, although he passed on to him, among other things, the
writer's own parents, his glorious past in Khar'kov and
Moscow, and his profession. The leading character here is
named after Indiana Jones, a professor with the skills of a
secret agent, the hero of some famous films by Stephen
Spielberg. A man of culture, who feels as comfortable with a
typewriter as with a machine gun, to a certain degree
encapsulates Limonov's personal view of himself as a hero of
modern times, which, in turn, affects Limonov's general idea
of what the Hero is.

1.2. LIMONOV'S CONCEPT OF HERO.

In a conversation with laroslav Mogutin Limonov says: "I am
a supporter of heroism. Roughly at the end of the 1970s I
adopted the ‘heroic vision' of the world, and since then it has
been the basis of my Weltanschauung'.137 Memory lets
Limonov down here. The concept of the Hero had started to
emerge from Limonov's works at least by the end of the
1960s. The poem 'V proshlyi prazdnik rovno v ponedel'nik'
(On the last holiday, right on Monday) in the manuscript
collection of Limonov's poems Tretii sbornik (The Third
Anthology, 1969) provides the reader with the pivotal

186See, for example, Detektiv i politika, 4, 1989, pp.115-44.
187Mogutin, 1994, p.171.
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opposition of the bright Hero and the grey masses,!88
accompanied by the belief that Limonov's lyrical hero is the
Hero. In the final stanza of this poem talent (dar) is named as
a criterion by which the Hero should be singled out from the
crowd, and the would-be death of the Hero is treated as his
most impressive achievement:189

...BeCnmol[agHO BbllleN MPU3PAK Malb
¥l cypoBO NpOU3HEC

« JyMad Tl OAMH - 8 Mbl pacTAMLI? |
Hy Hawr pod BO3HeC?l»

«HeT He yaaJoch Tebe A BUKY
CTaHOBMCL B Halll CTPOA.
[ToxBanAnCA Thl 6€CCTHIRMIHA -
Mbl - pabbl. A Tbl - Tepot b»

Bo3pasuTh He 3HAKW YTO, WENYY JAMLL:
- A repoitl epoit!

[Toroau-Ka mana 4To Tl TY AU
MeHA B o6wuUit CTpoit

O6.nanaw AapoM 0613 03K
[Tponaau otey!

51 yMpy M BCeX BaC Hanyrakw
HaxoHel!190

The image of the Hero finds its further development in the
already mentioned piece 'My - natsional'nyi geroi'. The
additional features of the concept include dynamism (making
changes for the sake of changes), the unification of the poetic
and the social in one's fate, the praiseworthy desire to become
famous and, above all, the enviable aptitude for sexual

188¢Cf.: 'T most definiteiy prefer the "heroic" man to the "digesting"
man' (Limonov, 1994, p.12).

189Cf. Limonov's recent statement: 'Death is the Hero's profession'
(Limonov, 1993, p.204).

190Limonov, 1979, pp.47-48.
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intercourse. Limonov the National Hero claims: 'When I am
making love, I symbolize the gigantic eroticism of my
nation'. 191

Limonov's heroic vision of the world was strengthened by his
émigré experiences. Vladimir Maramzin offers the following
explanation of the nature of the link between Limonov's
emigration and Limonov's 'heroic’ standpoint:

We émigrés, as no one else, would like continually to
demonstrate to the Motherland that all those expelled by
the authorities are the nation's best people. The
authorities might take pity on us and summon us back.
For the writer it i1s very difficult to free his mind from
the atmosphere of this universal sublimation. One is
tempted to picture heroes, not living people with
faults.192 |

Maybe this is why Limonov's main character, Edichka, insists
so passionately: 'My profession is a hero. I have always
thought of myself as a hero and have never tried to hide
it'.193 Moreover, the creator of Edichka considers his novel Eto
ia - Edichka to be an example of heroism. In his 1988
interview to Aleksandr Mirchev he says:

I think many people realized that it was a new book of
a new literature. But they were baffled by the obscene
language, sexual scenes and all that heavy stuff which
fell onto the head of the Russian reader. All Russian
adults knew very well that such things existed, but

191 imonov, 1977a, p.58.

192Maramzin, 1978, p.69. Limonov indirectly confirms this
observation when he says that his heroic attitude to life helped him to
see through the worst years of emigration. (see Limonov, 1993, pp.103-
07).

193Limonov, 1993a, p.131.
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[they could not imagine it] in a book... I turned out to be
the boldest one, that is.194

There were also purely artistic reasons for Limonov's
addiction to the heroic.195 In his 1983 interview with
Aleksandr Mirchev he declares that literary characters reveal
themselves best in scenes of war, in heroic and terrorist
actions, namely, when personal courage (or the lack of it)
manifests itself. The sexual episodes are also included here.196
In another interview Limonov professes: ‘I am none too
pleased with the grotesque and the caricatures which
dominate in contemporary Soviet and anti-Soviet literature.
[...] T think that it is the figure of the lyrical, tragic hero which
makes Russian literature really interesting’.197

Limonov juxtaposes his notion of hero to the typical heroes in
the works of many other contemporary Russian writers. In
his opinion, their favourite positive character is a traitor,
whom they glamourize. Limonov says, for example:

The hero of the majority of the songs by Vysotskii and
Galich is, as a matter of fact, a caricature of the hero. He
reports himself [to the authorities], he does not believe
in his own tragic nature, but, on the contrary, he is sure
that he is a caricature, a boor and a lout. He is an eternal
provincial from the outskirts of the world (Europe is the
centre of his empire), he always admits that he is
provincial, and rushes to caricature (to report) his
people and his country [in order] to emphasize the
difference between him and them, to distance himself
from them. He betrays in order to not belong to them.
In order to say: 'I realize that they are poor, rude,
provincial, and since I realize this, I am not like them'.

194 Mirchev, 1989, p.103.

195Cf. 'I was attracted to leaders, heroes and dynamic people'
(Limonov, 1994d, p.57).

196See Mirchev, 1989, p.92.

197Gidoni, 1980, pp.155-56.



77

Because the Russian traitor suffers from an inferiority
complex.198

However, as has already been demonstrated more than once,
Limonov's autobiographical hero himself is not exactly a
paragon of virtue.l9? His heroism too often has nothing to do
with ethics,200 j.e., as Limonov would put it, moral values
approved by society, in which hypocrisy reigns. Edichka
ignores the taboos of such a society when, driven by
circumstances, he swears in public and makes inspiring
speeches in support of sexual perversion. The hero of
Limonov's non-autobiographical fiction goes even further in
his challenge to the moral standards of society. Analysing one
of the few experimental novels by Limonov which are not
based on the intimate life of Edichka (and, therefore, are not
very successful) - the novel Palach - laroslav Mogutin notes
that the author's principle of focusing the narration on his
namesake is abandoned here not without reason: '""He" can do
what no "I" in Russian literature could ever do. He can be a
hero, the Hero, while remaining the Executioner. Or, to be
more precise, he can be the Executioner while remaining the
Hero'.201

In 1986 Limonov wrote another novel, Smert’ sovremennykh
geroev (The Death of Contemporary Heroes, 1992), which

1981 jmonov, 1992d, pp.119-20. The same belittling characteristics
apply to the main hero of the so-called democratic press in the times
of perestroika, who, according to Limonov, is also a traitor (ibid.,
p.171).

1991 imonov believes that being a hero is not necessarily the same as
fighting for the right cause. For example, he sincerely brands the
special militia forces which guarded the access to Manezh Square in
the very centre of Moscow during the violent protest march on 23
Febrary, 1992, 'their heroes', i.e., those supporting Limonov's political
opponents (see Limonov, 1993, p.62).

200The critic Evgenii Ponomarev labelled Limonov's heroes 'anti-
cultural scum' (Ponomarev, 1996, passim).

201Mogutin, 1993, pp.310-11.
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stands out from the Edichka cycle. It tells the story of three
reluctant adventurers on holiday in Venice: the half-English,
half-Scottish Edinburgh-born drug-trafficker Fiona Evans, the
Colombian ex-shoe-salesman Victor and the American editor
of an English-language literary magazine in Paris John
Gallant.202 In a conversation with Iaroslav Mogutin, Limonov
says about these characters: 'Three losers with banal
biographies are heroes in inverted commas. They do not know
who they are, why they live, who sleeps with whom; nothing
is known, even who killed two of them. They are our
contemporaries in a total mess, which is of little interest.
When I finished the book, I thought: "God, I do need a
Hero!"'.203

John Gallant, the only survivor of the bloodshed in Venice,
apparently raises his voice in favour of similar persuasions.
According to Limonov, Gallant 'was firmly convinced that
absorbing, heroic characters do not live in the civilized
countries. That the heroic characters have become extinct in
Europe and its 'colonies’ - Northern America, Australia, Russia
and the others. That the hero is hostile to the modern white
civilization of the average man. That the hero can be found
only on the outskirts of Asia, Africa and America'.204

2021t appears that the only autobiographical line in this novel is to be
found in the description of John Gallant's creative method. When
Fiona and Victor, John's casual friends, are murdered by a drug-
related assassin almost before his eyes, he tries to give way to his
emotions in an essay, but after a while realizes that he is working on
an autobiographical novel (see Limonov, 1993b, p.140). Apparently
Limonov himself applies the same method. Thus, in the 1991 preface to
Eto ia - Edichka and Inostranets v smutnoe vremia he confesses that
the latter novel 'stems from my sketch "Vozvrashchenie v SSSR" [Back
in the USSR], written for the French edition of the magazine Rolling
Stone, March 1990' (Limonov, 1992b, p.4).

203Mogutin, 1994, p.164.

204Limonov, 1993b, p.29. This aspect of Limonov's heroological studies
is closely connected to his concept of modern barbarism, with which

the present work deals in its next chapter.
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Still, there is something in all three characters which makes
them different from average people. Fiona Evans says to John:

We are all outsiders, the marginaux, don't you
understand? I rejected the upper-class morals with all
their ceremonies and conventionalities; you repudiated
the morals of the family of a petit-proprietaire; for the
sake of an unpredictable future you declined the
predictable future of an owner of garages and petrol
stations; Victor fled from his family, although he does
not quite understand what he has to do with
himself...205

Nevertheless, being an individualist does not automatically
guarantee a character a place in the category of heroes.
Organic unity with the masses sometimes helps, in spite of
our expectations (in his journalistic works Limonov usually
anathematizes the inactive Philistines who make up the
masses and 'treat heroism with disgust).206 Thus, Limonov
says about the rallies of the so-called Red-and-Brown
patriotic forces in Moscow in the summer of 1992, in which
he took part: 'Heroic is the enthusiasm, the heroism of the
crowd'.207

Notwithstanding this, no heroic actions, such as participation
in demonstrations and military assaults, can on their own
resolve the matter of the making of a hero. A person in
constant pursuit of heroic deeds might simply look
ridiculous.208 Moreover, in Limonov’s view, coping with

205Limonov, 1993b, p.65.

206Limonov, 1994e, p.4.

207Limonov, 1994d, p.66.

208Such is the character of Lieutenant Agibenin in U nas byla
velikaia epokha: ‘Beyond all doubt he was a heroic type who had
always been hastily searching for heroism and finding himself in
preposterous situations because of his haste and resoluteness’

(Limonov, 1994, p.71).
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ordinary life might often be more difficult than facing mortal
danger. Eduard the housekeeper confesses:

As the months and years come and go, it is genuine
heroism to stand one's ground in the tasteless syrup of
the daily routine, which has no smell. In contrast to
received opinion, to rush forward when they shout
'Hurrah' and to stand up to attack under bullets is easier
than that, I am sorry. That [sort of] feat needs a brief
exertion of the will. I am sure that I can stand against
the brick wall before a firing squad, smiling, my hands
in my pockets, a cigar in my lips. I am serious, I can do
this, I will have enough strength for a smile, for the
cigar, for my hands in the pockets, for keeping my eyes
open. It seems to me that I will hardly have enough
strength for the ghastly everyday routine. I will break
loose and start doing silly things.209

In this context even possessing an artistic gift (the quality
which made Limonov so proud of himself at an early stage of
his career) is not enough for one to become someone really
special. This is why, at present, Limonov is making a serious
endeavour to overcome the limitations of his profession by
entering the field of politics. He says: 1 am trying to break
free from the fate of the writer. The writer as a character in
History is pathetic, even if he is a great writer'.210 A short list
of Limonov's personal idols shows that for him life had
become larger than literature a long time ago. He admires
men of action like Che Guevara and Muammar Quaddafi,2!! as

209Limonov, 1993a, p.556. A role model for exemplary struggle with
the 'ghastly everyday routine' is outlined in Limonov's short story
'Smert’ rabochego' (The Death of a Worker; see Limonov, 1995b, pp.58-
76) which describes the last months in the life of a metal worker
(Edichka's neighbour in Moscow) who is dying of cancer. The title of
the story clearly refers to the book Death of a Hero (1929) by Richard
Aldington.

210Mogutin, 1994, p.171.

2l15ee Limonov, 1994a, p.11; Mirchev, 1989, p.97.
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well as the Russian extreme nationalists Viktor Anpilov and
Aleksandr Barkashov,212 whereas the writer Solzhenitsyn is
termed by him 'a heroic anti-hero'.213 It is not for nothing

that certain critics call Limonov ‘a literary man of action’.214

On the other hand, it is curious that, according to Limonov's
account, his early poems owed a great deal to anti-heroic
aesthetics a la Vasilii Rozanov, and he felt attached to such
aesthetics even at the beginning of the 1990s.215 In his letter
to Bokov of 10 April, 1978, Limonov calls the main character
in his book Dnevnik neudachnika, ili Sekretnaia tetrad' an
'anti-hero'.216 In Inostranets v smutnoe vremia Limonov says
about his collection of short stories 'Obyknovennye intsidenty'
(Ordinary Incidents): 'The heroes, or, to be precise, the non-
heroes of these stories, are habitually mad people of the
Western world, the castrated and tamed inhabitants of New
York, Vienna, Paris and California'.217 Inna Prussakova even
generalizes, perhaps too hastily, that 'in the centre [of
Limonov's artistic universe] are the heroes who are opposed
to everything heroic, on principle'.218

In other words, neither morality, nor immoralism, neither
gregariousness, nor individualism, neither the ordinary, nor
the extraordinary - none of these notions assists us in
accurately defining Limonov's idiosyncratic concept of
heroism, which he defines rather obscurely as 'human
spiritual energy'.2!® To cut a long story short, when Limonov
says 'the Hero' he implies 'Limonov', seeing himself as an

2128ee Limonov, 1994f, p.3.

2131 imonov, 1992d, p.114. See also Limonov, 1994g, p.3.

214Tien, 1993, p.34.

2158ee Limonov and Erofeev, 1990, p.18.

216See Leeds Russian Archive, the Kovcheg collection.

217Limonov, 1992b, p.183.

218prussakova, 1995, p.200.

219Limonov, 1993a, p.539. It is not by coincidence that Limonov calls
[urii Gagarin, the first man in space, a 'pseudo-hero’, because 'he did

not possess any spiritual qualities' (Limonov, 1977a, p.39).
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almost 1deal epitome of his own postulates. In one of his
interviews he presents us with yet another self-portrait of
the hero:

I am an active man. [...] But there are only a few people
like me. I realize that the majority always needs a
normal stable life, without ruptures and nervous
breakdowns. People need to lead a measured existence,
to inherit property; they need certainty, guarantees,
comfort... I am of a different breed. My world is still full
of beasts, beauties, collisions, eruptions...220

Has Limonov succeeded in making people believe that he is a
real Hero? Here are two mutually incompatible answers to
this question. Nataliia Medvedeva says: 'As a woman, I
wanted to have a hero, and Limonov has been matching up to
my expectations for twelve years already'.2?2! Elena
Shchapova de Carli disagrees: 'He has invented one half of his
life, and in it he wants to play a role which he cannot cope
with'.222 Aleksandr Dugin, until recently one of Limonov's
closest colleagues in the National Bolshevik Party, supports
Medvedeva's point of view:

Limonov is a tough man, and he is a man of his word. He
said: 'l will go to the front' - and he fought in Serbia and
took part in an attack. He said: 'I support the patriots' -
and he was in the front row at the barricades, under the
truncheons, and in Ostankino - under the bullets. He
said: 'I will torture the traitors of the Motherland' - and
he will... One should not drive him to do it.223

It appears that Medvedeva and Dugin are closer to the truth
than Shchapova. Suffice it to mention that one of Limonov's

220Limonov, 1994a, p.11.
221Medvedeva and Efimova, 1994, p-12.
222Shchapova [De Carli], 1995a, p.92.
223Dugin, 1995, p.6.
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aspirations was to found a political party?24 - and he did this
approximately ten years after this unusual ambition had been
publicized.?25 However, the choice of the posture of the Hero
itself looks highly questionable. Apart from the opinion of
Bertold Brecht (who believed that unhappy was a country
which needed heroes), one might refer to a recent
authoritative judgment given by Iurii Lotman in a letter to
Boris Egorov in the summer of 1992: 'On the whole, it seems
to me that the history of mankind has become less

interesting, and this is a very good sign. The more boring it is,
the less heroic it is, the less blood [will be spilt]. We have seen
enough of blood, and our grandchildren will be better off
being bored'.226

However, if we adopt a cultural, not moral or historical,
approach to Limonov's stance, we will see that Limonov, who
constantly moves the boundaries between life and art in any
way he likes, simply could not embrace anything but the
mask of hero. When characterizing the psychological and
cultural type of hero, Ernest Becker pointed out that the
'heroic' type of person creates a second world, a world of
humanly created meaning, a new reality that he can live,
dramatize, nourish himself in, and that for the hero illusion
means creative play at its highest level.227 The content of this
illusion is a heroic legend, and this is what Limonov has
triggered off and then allowed to develop on its own. For the
aim of the hero is to overcome death, if not literally, then by
means of a legend (Limonov's attitude to death is discussed in
detail in Chapter 3).

224Limonov, 1993a, p.458.

225The French version of Limonov's third book of prose, Istoriia ego
slugi, appeared in 1983.

226Egorov, 1994, p.167.

227See Becker, 1973, pp.171-75.
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The best confirmation of the fruitfulness of Limonov's heroic
legend about himself228 is that of late it has been spreading
and evolving entirely by itself. Thus, the image of Limonov as
a literary man of action, who means and does exactly what he
says, has recently received strong independent support in an
‘Eastern’ by Aleksandr Chernitskii, ‘My mozhem vse’ (We Can
Do Anything, 1994).229 This mediocre satire is about an
imaginary covert military operation, ‘Tuziku pora na tsep’’
(Time to Chain the Dog), allegedly masterminded by Vladimir
Zhirinovskii. The aim of the operation is to destroy a police
station in Latvia in retaliation for the systematic requisition
of products from illegal Belorussian vendors carried out by
the Latvian police. The squad of Zhirinovskii’s ‘commandos’
chosen for the raid includes the writer Erik Veniaminovich
(i.e., Limonov), the TV journalist A.N. (i.e., Aleksandr
Nevzorov, an ultra-right nationalist and anchor man of the
famous St.Petersburg news programme ‘600 Seconds’),
Chernitskii himself and two °‘groupies’, Tanechka and Anek.
The operation, which costs the lives of a number of Latvian
policemen, goes successfully, and the triumphant terrorist
unit is decorated with ‘shadow’ awards. The whole story is
devised as a warning and aims to demonstrate just how far
certain journalists and politicians are prepared to go in their
actions. It is interesting that Limonov and his team are not
only aware of Chernitskii’s piece, but have already called it ‘a
friendly caricature’!230 If this is friendly, what would
Limonov term ‘unfriendly’? The mind boggles.23!

228He says that he is the only émigré writer who has become idolized
(by the Russians, apparently?) - see Bol'shakov, 1992.

229See Novyi mir, 1994, 10, pp.12-59. There was an earlier attempt by
Aleksandr Kabakov to picture Limonov as the Writer in a satirical
fantasy 'Vid na ploshchad"” [Overlooking the Square] published in
Moskovskie novosti (no.7, 1993).

230Gryzunovy, 1995, p.3.

23ljudging by newspaper information, Limonov's public image is
undergoing similar treatment in recent French fiction (see Kokh,

1996).
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Another proof of the viability of Limonov’s legendary
image?232 is that it has become the object of rumours,
anecdotes and even Russian folklore songs.233 A passage in
Limonov’s unpublished piece Peredacha n'iu-iorkskogo radio
on burning down the building of The New York Times, which
declined Limonov’s articles, led to rumours that he genuinely
tried to set fire to the offices of the American Russian-
language newspaper Novoe russkoe slovo, from which he was
fired.234 In his letter to Limonov of 26 April, 1977, Nikolai
Bokov informed him:

People are joking that now everyone will publish your
works, as you have got into the habit of visiting editors
with a manuscript in one hand and with a jerrycan [of
inflammatory liquid] in the other. You are also the hero
of various rumours. Among them are [the following]:
you allegedly beat up officials from the Russian
Refugees’ Aid Bureau and appropriated the money
which was given to you by [the musician] Rostropovich
for Shemiakin’s [almanac] Apollon.235

232Limonov has acquired such status that sometimes even his absence
at public gatherings is considered to be worthy of note. Cf., for
example, the following words from the poem '18-20 sentiabria 1989
goda' by Lev Losev, devoted to a conference of Slavists organized by
the School of Slavonic and East European Studies (University of
London): «A 3aect AU 3. JIMUMOHOB?» / «¥Bbl, JIMMOHOB NPUGHITL He MOIr»
(Losev, 1996, p.20).

233Some critics have already noted that Limonov's manner displays
certain characteristics of folklore (in particular, the hyperbolization
of actuality). Thus, Vladimir Bondarenko says about the narration in
Eto ia - Edichka and Podrostok Savenko: 'The author himself is in doubt
whether the events that are occurring are real. The author himself
aspires to the folklore version' (Bondarenko, 1992, p.24).

2348ee the article 'Variatsii na temu o podzhoge' in Novoe russkoe
slovo of 11 January, 1977, by the editor of Novoe russkoe slovo, Andrei
Sedykh, and K.Kuz'minskii's letter to Sedykh in Kuzminsky and
Kovalev, 1986, vol. 3A, pp.168-69.

235Leeds Russian Archive, the Kovcheg collection.



86

In his letter to Bokov of 2 April, 1977, Limonov said: ‘As you
can guess yourself, I did not set the newspaper[‘s office] on
fire’.236

Limonov is also featured in the anecdote 'Sonet Shekspira'
[Shakespeare's Sonnet, 1986], published in the Paris Russian-
language newspaper Vechernii zvon:

In a sleeper Limonov and Turgenev were in the top
bunk, and Dzhugashvili and Ordzhonikidze were in the
bottom one. Turgenev wanted to spit. He bent over, spat
and hit Ordzhonikidze on the face. Ordzhonikidze's
friend Dzhugashvili was surprised. He asked: Kto
nakharkiv? (Who gobbed [at you]?). Limonov stuck his
neck out [and said]: Ia na Khar'kiv (I am going to
Khar'kov), because he was born there. Then
Dzhugashvili hit his gob with all his might.237

Limonov has even become the hero of a sympathetic
chastushka (Russian short folk song, reflecting events of a
domestic and political nature), composed by the former
variety manager Pavel Leonidov:

3CTeTUYKA M STUYKA

B cCOUMTUM BHe cnaqeH -
3HATOK «ofpcalAToB» IAUMYKA
¥ nMpeoTAMYHLIH MapeHs.238

One might say that these texts are not genuine folklore
articles, because they were written by our contemporaries,
who signed their names, whereas the authors of folklore
genres are not only anonymous, but unknown.23? However, in

236Leeds Russian Archive, the Kovcheg collection.

237Dranker and Polev, 1986, p.1.

238Leonidov, 1981, p.157.

239Being aware of this fact, Limonov ‘'helps' to strengthen the folklore

infrastructure which surrounds his name by launching the
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this case the choice itself of the folklore genres of anecdote
and chastushka, deliberately made by L.Dranker, L.Polev and
P.Leonidov, demonstrates the level of popularity which the
legend of Limonov enjoys.240 It is known that in Russia
Limonov has turned into a role model, especially for the
young. For instance, Dimka, a young hero in a short story by
Sergei Kaledin, ‘learned how to make jeans. He read Eto ia -
Edichka by Limonov. Limonov writes there that he used to
make extremely fashionable trousers for the Moscovites. So
Dimka has become really good at it. However, he did not make
much money, because now you can buy jeans at any kiosk’.24!

Unfortunately for Limonov, the bitter truth is that his legend
also has its dark side, which too often backfires and eclipses
the bright one. Thus, the statement that Limonov has been

anonymous song 'Bat'’ka Limon' (probably written by Limonov
himself), in which ‘'father' Limonov is glorified by the implicit
comparison with the other bat’'kos, i.e., the leaders of the military
opposition both to the Reds and to the Whites at the time of the Russian
Civil War (see Limonka, 19, 1995, p.4). The song is intended to become a
hymn for the masses.

240Limonov says: 'l am not afraid of mockery. Mockery is a good sign.
The highest form of mockery is the anecdote. Find me a politician who
would not like to become the subject of anecdotes' (Limonov, 1993i,
p.1).

241Kaledin, 1995, p.103. Limonov's idiosyncratic charisma casts an
unexpectedly irresistible spell on various groups of Russian youth. By
courtesy of Dr Ekaterina Rogachevskaia, I have in my possession a
typescript of several unpublished poems by an immature student, Ol'ga
Kuznetsova, dated April-May 1994 and dedicated to Limonov. In one of
these poems Limonov is likened to an angel playing the flute. In the
eyes of a different group of Russian youngsters, however, Limonov
represents an eminent public figure who should be subjected to
attacks for the sake of sheer self-assertion (in other words, Limonov's
own favourite tactic is being used against him). A.Brener's insulting
poem 'Preduprezhdenie Leidermanu' (A Warning to Leiderman),
published in the Moscow magazine Radek (1997, no.l, p.37), may serve

as an example.
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living on royalties since he quit his job at the millionaire’s
house in New York has become an inextricable part of
Limonov’s myth about Limonov, regardless of whether or not
this statement is true. The very same Sergei Kaledin, who
knows Limonov personally,242 was stunned when he watched
Limonov in Paris:

Limonov says about himself that he is a professional
writer and lives on royalties. This is rubbish. At the
very best this is what is called existence, not life. [...] He
is deceiving the Moscow girls [when he says] that he
lives on literary royalties! He could not even invite me
to his home when we met in Paris. We sat in a cafe for
some time and then he said: ‘Damn it, I'd like to invite
you to my place, but...”. I suspect there was hardly
anything to invite [me] to.243

Other gaps between the image and the reality can be even
more damaging for Limonov than this 'seamy side' of his
noble posture as a literary man with independent means. He
who has spent so much time cultivating the self-image of a
rebellious rogue became furious when the Russian media
readily accepted it and started to ridicule Limonov, thus
threatening his political reputation. Pending the December
1995 elections to the Russian Parliament, Limonov addressed
his potential electorate with the following statement:

Over the past few years the media have been libelling
me so much that they created an image of me which is
the complete opposite of the truth. I am being

242Kaledin compiled the literary almanac Piatyi ugol (Moscow:
Knizhnaia palata, 1991), in which an abridged version of U nas byla
velikaia epokha was printed (pp.137-241).

243Kaledin, 1995a, p.23. This guesswork has recently been confirmed
by Nataliia Medvedeva in her recollections about her life with
Limonov in Paris. In particular, she states that Limonov gave up
smoking because he did not have enough money for cigarettes (see
Medvedeva, 1996, p.17).
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portrayed as some light-headed Edichka, whereas I
have written several serious and public-spirited books,
such as Ischeznovenie varvarov, Distsiplinarnyi
sanatorii, Ubiistvo chasovogo, Limonov protiv
Zhirinovskogo. [...] 1 am being misrepresented as a
brawler, whereas I am impeccably polite and on formal
terms even with my intimate friends. The media say
that I live in France, whereas I have been staying in
Moscow for the last few years. [...] They say that I am
rich, that politics is my 'whim', whereas I do not have a
flat of my own and have to rent [one] here and there.
Any Moscow Philistine is better off than me. [...] I am
being introduced as a writer who has gone into politics,
which is allegedly none of my business, whereas I have
a unique experience of living in two Western countries,
the USA and France, where I participated in opposition
movements. [...] History will not forgive the ill-natured
media for lying about me. History will reward me
according to my deserts.244

The most graphic example of how the real Limonov was
victimized by Limonov the fictional character occurred in
November, 1995, when the Moscow Regional Electoral
Committee refused to register Limonov (who was going to
stand in the elections as an independent candidate) as
Limonov in the ballot papers, because the surname in his
passport reads Savenko. This would have reduced Limonov's
chances of being elected, because his real surname is not
generally known. Limonov protested, but his protests did not
do him any good, and he was not elected, anyway.245>

Thus, after completing a full circle we are back to square one
in our (often futile) attempts to distinguish between Savenko
and Limonov (or between Limonov and Limonov, to
emphasize once again the difficulty of pinpointing the true

244L[imonov], 1995, p.4. For an attempt to discredit Limonov the
politician as a supposed bisexual see Tuinov, 1995, p.5.
2458ee [Limonov], 1995a, p.1; Mitrofanov, 1995, p.2; Gokhman, 1995, p.2.
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nature of a man who is playing with multiple
personalities).246 The only thing we can establish for certain
at the end of this long investigation is that Limonov the
writer and Limonov the character are not the same thing. The
real Limonov invents for himself a complimentary, heroic
autobiography (loosely based on 'real' facts), because this is
his way to force the publisher to accept his manuscripts and
the reader to buy his books. They might ask: why choose
Limonov in the ocean of fiction flooding the market? And
Limonov's answer, possibly, would be: because I am a
phenomenon, a personality, a man with a biography, whereas
most other competitors are only good writers. As Vladimir
Bondarenko puts it, 'now it is difficult to understand who has
become more popular, Edichka the hero or Edichka the
author'.247

Although we tried hard to discover where the fine line
between Limonov's Dichtung and Wahrheit lies, it is not
always possible to do so, because of the inconsistency of the
data and the lack of empirical evidence. As if to sum up the
results of our efforts, the outspoken exhibitionist Limonov
says about his fiction, all of a sudden: 'What is
[auto]biographical in it, and what is not, will forever remain

my private affair, which I do not have to disclose to you
all'.248

The search for Limonov's literary sources and influences
appears to be much more rewarding than solving the mystery

2460n the question as to what holds Limonov's multilateral personality
together, let us once again draw the reader's attention to the extract
from Limonov's conversation with Viktor Erofeev quoted on page 27 of
the present work (Limonov and Erofeev, 1990, p.19).

247Bondarenko, 1992, p.23.

248Quoted from Mogutin, 1994, p.162. Cf. also Limonov's statement made
elsewhere: 'Almost all my work is autobiographical. I don't think,
however, that this matters to the reader: it would hardly be possible
for him to check [what is true and what is not]' (Khlystun and Shvets,

1990).
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of his true inner self. Let us now turn to this very promising
subject-matter.
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Chapter 2

LES LIAISONS DANGEREUSES:
Eduard Limonov and Ataman Krasnov

JIHNGNH ONACHbIE CBA3U...
Cnaaxu onacHbie CBA3M. ..
3ayapa JIMMOHOB, «XKeHa 6aHaAUTa»
2.1. LIMONOV'S LITERARY ROOTS.

'"The newly-born writer, as you know, has to be
categorized'.249 No wonder, then, that the success of Eduard
Limonov's unabashedly provocative novel Eto ia - Edichka
forced critics to try to fit his controversial literary manner
into a certain artistic tradition. The long list of Limonov's
would-be non-Russian predecessors was embellished with the
names of the Abbé Prevost,250 the Marquis de Sade,25! Jean-
Jacques Rousseau,252 Céline, Flaubert, Ralph Ellison,253 Goethe,
Stendhal, Balzac, Jack London, Martin du Gard,254 Edgar Allan

249Limonov, 1993b, p.190.

250See Mokrousov, 1991, p.5.

2518ee Efimov, 1978, p.121. In 1993, a piece of fiction called ‘Klod-
Fransua, ili Iskushenie dobrodeteli’ (Claude-Frangois, or the
Temptation of Virtue) was published in Moscow as a Russian
translation of an unfinished novel ascribed to de Sade. Upon
examination, °‘Klod-Fransua’ proved to be a pastiche drawing heavily
on certain scenes in Eto ia - Edichka. This can be treated as recent
evidence of the affinity between Limonov and the Marquis. The real
author of the pastiche was the critic and poet Aleksandr Shchuplov.
His hoax was exposed in Davies and Rogachevskii, 1997.

252See Zinik, 1984.

2533ee Matich, 1986, pp.527-28, 536.

254See Vail' and Genis, 1987, pp.122, 126-27.
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Poe,255 Henry James,256 George Bataille,257 William
S.Burroughs, James Baldwin, Jean Genet, Marek Hlasko, Jerzy
Kosinski,258 Pierre-Paolo Pazolini,259 Pauline Réage (the
pseudonym of the author of the Story of O), Philip Roth, Tama
Janovitz,260 Anthony Burgess, Woody Allen,261 J.D.Salinger,262
Henry Miller263 and Norman Mailer.264 Limonov himself
modestly added to this list Oscar Wilde, Yukio Mishima,
Lautréamont, Nietzsche, Remarque, James Joyce, Knut
Hamsun, Heinrich Bo6ll, Charles Bukowski, Truman Capote, Jack
Kerouac and Ernest Hemingway.265

As far as Russian literature is concerned, Limonov has
persistently denied any dependence on this cultural
background.266 Some critics have agreed.267 The majority,
however, rightly perceived these statements as challenging
and tried their best to place Limonov among Lomonosov,268

255See Zholkovskii, 1990, pp.157-58.

256See Zholkovskii, 1995, pp.80-82.

257See Ogibenin, 1992, pp.210-11.

2588ee Geller, 1980, p.85.

259See Mogutin, 1994, pp.170-71.

260See Porter, 1991, pp. 66, 71.

2618ee Porter, 1994, pp.176-77.

2628ee Gidoni, 1980, p.159.

263See Kornilova, 1980, p.91.

264See Ryan-Hayes, 1988.

265See Matich, 1984, pp.226, 228; Mirchev, 1989, pp.101-02; Limonov
and Erofeev, 1990, p.18; Aleksandrova, 1992; Leont'eva, 1992; Vladimov,
1993; Glad, 1993, pp.260-61.

266He makes an exception only for Gogol', Bakunin, Konstantin
Leont'ev, Rozanov, Khlebnikov, Platonov and Nabokov. See Matich,
1984, p.229; Limonov, 1985, pp.35-38; Mirchev, 1989, pp. 91,101,
Khlystun and Shvets, 1990; Limonov and Erofeev, 1990, p.18; Leont'eva,
1992; Glad, 1993, p.261.

267See, for instance, Voronel', 1979, p.187.

268See Brodskii, 1978, p.153.
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Trediakovskii,269 Barkov,270 Derzhavin,27! Pushkin and his
uncle,272 Dostoevskii, 273 Sergei Aksakov, Lev Tolstoi,274
Gor'kii,275 Chekhov,276 Gleb Uspenskii, Skitalets,277 Nekrasov,
Blok, Zoshchenko,278 Igor' Severianin,279 Fedor Sologub,280
Mikhail Kuzmin,28! Mandel'shtam and the Acmeists,282
Maiakovskii and the Futurists,283 Kharms and the OBERIU,284
Anastasiia Verbitskaia, Vaginov, Erenburg, Malyshkin,
Romanov, Aleksandr Zinov'ev,285 QOlesha,286 Anton

269See Titunik, 1984,

270See Gidoni, 1979, p.236; Bondarenko, 1992, p.8.

271See Zholkovskii, 1989, pp.344-46.

2725ee Shukman, 1983, p.2; Zholkovskii, 1990, p.158; Kustarev, 1983,
p.204.

273 See, for example, Matich, 1986, pp.533-35; Ryan-Hayes, 1988,
pp.445-46; Porter, 1991, p.65; Simmons, 1993, p.183.

274See Lautrédou, 1987; Ryan-Hayes, 1993, p.8.

2758ee Matich, 1986, p.535; Lautrédou, 1987; Vail' and A.Genis, 1987,
pp-122, 125; Carden, 1990, p.228; Bondarenko, 1992, p.3; Bogomolov,
1992.

276See Vail'-and Genis, 1984c, p.29.

2773ee Zinik, 1984.

2783¢e Kustarev, 1983, p.204.

279See Piatnitskii, 1975.

280See Lekukh, 1992.

281See the unpublished review of Limonov's collection of poetry
Russkoe (1979) by Igor' Burikhin (Historisches Archiv,
Forschungsstelle Osteuropa, University of Bremen, V.R.Maramzin's
collection).

2828ee Zholkovskii, 1991, p.16; Porter, 1991, p.64.

2835¢e, for instance, Matich, 1986, pp.526, 528, 535; Zholkovskii and
Shcheglov, 1986, p.278; Carden, 1984, p.226; Dreizin, 1988, p.66;
Simmons, 1993, pp.184-85.

2845ee Brodskii, 1978, p.153; Carden, 1984, p.226; Matich, 1984, p.225.
285See Geller, 1980, pp.85-87; Epshtein, 1994, p.176.

286See Ashkenazi, 1979, p.197.
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Makarenko,287 Vasilii Aksenov, Gladilin,288 Shukshin, 289
Esenin290 and Pasternak,29! more or less all at the same time.

Naturally, the diversity of a literary assembly like this
arouses doubts. Thus, Alla Binder insists that any quest for
literary sources is senseless in itself because a book clogged
up by ideological labels and notable names simply ceases to
exist.292

2.2. SIMILARITIES AND DISSIMILARITIES IN EDUARD
LIMONOV'S AND ATAMAN KRASNOV'S LIVES AND WORKS.

Although common sense prompts us to abandon any further
search for other literary borrowings by Limonov, an extra
item would hardly make their surplus weight exceed the
critical mass. I am venturing to introduce, then, yet another
credible model for Limonov's writings, namely, the journalist,
novelist and Cossack Ataman, General Petr Nikolaevich
Krasnov. Krasnov's life itself could well have attracted the
attention of Limonov, who has always had a special penchant
for heroic figures293 and has sympathized with the
Cossacks.294 The son of a Lieutenant-General and Cossack

2878ee Vail' and A.Genis, 1987, p.127.

2888ee Gidoni, 1980, p.159.

289Bondarenko, 1992, p.S.

290See Porter, 1994, pp.180-81; Bondarenko, 1992, p.3.

291See Shukman, 1983, pp.5-6.

292See Binder, 1979, p.192.

293Cf. 'Makhno always stirred his [the journalist Limonov's]
imagination, and those small details like the alleged bat’ko's anti-
Semitism would hardly have changed his opinion' (Limonov, 1993b,
p.244).

2941t is not by chance that the Cossack folk song 'Pei i nadeisia, chto
Rus' bezopasna' (Drink and Hope That Russia Is Safe) became a kind of
an anthem, symbolizing for Limonov the strength and reliability of
the Russian state, not excluding the Soviet period of its history (see
Limonov, 1992d, pp.63-64). He also speaks approvingly of the Cossacks'

reckless gallantry in his journalistic commentaries from
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historian, Nikolai Ivanovich Krasnov (1833-1900),295 Petr
Krasnov was born on 10 (22) September 1869 in
St.Petersburg. He graduated from the Aleksandr Cadet Corps
in 1887 and after that went through all the subsequent stages
of military service from Sergeant Major of the Pavel Military
School to full General, the commander of the Third Don
Cossack division, of the Second Cossack Composite division, of
the First Kuban Cossack division and of other units. Before the
October Revolution Krasnov was a member of the Russian
military mission to the court of the Ethiopian negus Menelek
in 1897296 and took part in the Russo-Japanese war of 1904-
05 and in World War I, during which he was promoted from
Colonel to General. Together with Kerenskii he directed the
unsuccessful campaign of autumn 1917 (undertaken to regain
control of Petrograd just after the Bolsheviks' coup d'étatr).
Later he was elected as the Don Ataman by the Cossack krug
(parliament). Planning and supervising the anti-Red struggle
on the Don, he remained at this post from 17 (30) May, 1918,
until 1 (14) February, 1919, when he resigned in the wake of
internal intrigues, to some extent inspired by General Denikin,
his ally.297 After the collapse of the White movement Krasnov
emigrated to Germany, where he lived from 1920 to 1923

Pridnestrov'e (see Limonov, 1993, pp.114, 123-24), and with warm
affection of their generous hospitality in the account of Zhirinovskii's
and Limonov's visit to the Krasnodar region in the summer of 1992
(see Limonov, 1994d, pp.112-13).

295N.1.Krasnov’s major works include Zemlia voiska Donskogo (The
land of the Don Army, 1863), Voennoe obozrenie zemli voiska
Donskogo (A Military Review of the Land of the Don Army, 1870),
Kazaki v nachale XIX stoletita (The Cossacks at the Beginning of the
Nineteenth Century, 1896), and numerous articles and essays for
Russkaia starina, Voennyi sbornik, Russkaia rech’, Donskie oblastnye
vedomosti and other periodicals. See Istoriia Dona: Ukazatel' literatury
v dvukh chastiakh. Chast' pervaia. Dorevoliutsionnaia literatura,
[Rostov-na-Donu], 1968.

296See Krasnov, 1899.

297See Krasnov, 1922, pp.190-321; Denikine, 1930, pp.149-52, 238, 241-
42; Iasskoe soveshchanie, 1992, pp.259-60, 271, 284.
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and from 1937 until the beginning of Hitler's Eastern
campaign. From the middle twenties to the middle thirties the
General lived in France as an advisor on Cossack affairs to
Grand Duke Nicholas. Hoping to restore the former way of life
in the Cossack lands with the help of German troops, Krasnov
eagerly responded, despite his age, to the offer of the German
authorities to become the Head of the Cossack central
administration on German-controlled territories. In 1944 he
assisted the Germans in the creation of a Cossack 'state’ in
exile (at Tolmezzo, in the Italian Alps). At the end of World
War II the Cossack Corps surrendered to the British armed
forces. Following the lalta agreement between the USA, Great
Britain and the USSR, which provided for the return of
displaced persons of former or present Russian/Soviet
citizenship captured in the Western theatre of operations,
General Krasnov, together with other Cossacks, was extradited
to the USSR.298 He was hanged for treason on 17 January,
1947, at the age of seventy-seven.

Some details of Krasnov's biography, as well as some features
of his personality, are strikingly similar to those of Limonov.
Krasnov was a prolific writer (twenty-one novels and a huge
number of essays and short stories) who became known in
the West in translations (his epic Ot dvuglavogo orla k
krasnomu znameni, (From the Two-headed Eagle to the Red
Banner, 1918-30), for instance, appeared in fifteen
languages). As a journalist (he worked for the Russkii invalid
newspaper and the Voennyi sbornik magazine) he submitted
reports on the Boxer uprising in China (1901) and on the
Russo-Japanese war. As a political activist, he formed a strong
anti-Bolshevik Cossack group in Germany in the early 1920s
and become one of the leaders of the Bratstvo Russkoi
Pravdy, a terrorist organization operating against the USSR
with its centre in Germany.299 His strong-willed character

2988ee Newland, 1991, pp.171-72; Krasnov-mladshii, 1959, pp.84-86.
299 See Cherniaev, 1993, p.356. The outstandingly valuable material
relating to the Bratstvo russkoi pravdy society is kept at the Library of
SSEES, University of London (letters to A.V.Amfiteatrov from
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resembles some distinctive features of Limonov as reflected
in Limonov's autobiographical image.300 Krasnov married a
singer and died childless.301

The two writers' political views are also to a certain degree
compatible. Both were passionate patriots.392 Both favoured a
type of authoritarian democracy (where a single ruler
responds to the expectations of the common people), although
Krasnov remained deeply affected by the concept of
monarchism,303 whereas Limonov rather sympathizes with
revolutionary chaos.304 Limonov calls himself a 'natsional-

S.A.Sokolov-Krechetov and from a conspirator called 'Iziumets',
Manuscripts, shelfmark C 1/7).

300Ccf. Limonov, 1991. On the intentionally invisible border between
Limonov-the-author and Edichka-the-hero see Chapter 1 of the
present work.

301For more details on Krasnov see Voennaia entsiklopediia, vol. XIII,
St.Petersburg, 1913, p.257; Kazachii slovar'-spravochnik, vol.Il, San-
Anselmo, 1968, pp.73-81; Russkie pisateli, 1800-1917, Biograficheskii
slovar’, vol.3, Moscow, 1994, pp.133-35; Ushakov, 1993, pp.108-113 (the
last work, however, suffers from serious scholarly inadequacies). As
for Limonov, he has recently come up with the statement that he has
'roughly two' illegitimate children (see Trukhachev, 1996; see also
Markina, 1998).

302Cf, Limonov’s various declarations: 'l am a Soviet patriot, like the
authors of “Borodino” and Voina i mir, who were Russian patriots. [
am the same kind of "imperialist" as Pushkin' (Limonov, 1992d, p.177);
'T always worked for Russia and I will work for it until the last moment
of my life' (Limonov, 1994f, p.3). Limonov's repetitive and seemingly
contradictory declarations that he has 'nothing to do with Russians at
all' (Glad, 1993, p.120) chiefly refer to the ramshackle Russia of the
Communist decadence between 1953 and 1988. These statements could
also be predetermined by Limonov's position as an exiled writer,
whose works were recognized primarily through translations into
foreign languages.

303See Krasnov, 1923.

304See Limonov, 1992c, passim.
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Bol'shevik'305. Krasnov was dubbed a 'Bol'shevik sprava’'.306
Both writers combine, somewhat extravagantly, a populist
tendency397 with sheer contempt for what Limonov terms
'chudishche People'.308

Both authors belong to the league of top-notch adventurers
with a romantic and heroic attitude towards human life.309
They praised the soldierly feat of valour310 and accepted the

305See Limonov, 1994f, p.3.

306See Krasnov, 1922, p-261.

307Cf. the countless references to the people's point of view ﬁadc by
Krasnov in his writings on the Civil War in Russia and Limonov's anti-
establishment pathos, notable already in FEto ia - Edichka.

308See Limonov, 1993, pp.212-20. Cf. 'A collective would destroy, not
create. [...] Raphael's Madonna was created by Raphael, not by a
Committee of Artists' (Krasnov, 1922, p.197).

309Compare 'General S.L.Markov was killed and died beautifully, like a
true hero [...]. Another hero and knight of the Volunteer Army,
Drozdovskii, was wounded in the leg and died from a blood infection'
(Krasnov, 1922, p.257) with '...a hero does not die in his bed, he dies in
the park, being drunk' [...]. And if he did not die beside a street door, if
he did not freeze to death in the Shevchenko park, if he did not fall
through the ice into the Lopan' river, I ignore such circumstances'
(letter from Limonov to K.Kuz'minskii, in Kuz'minskii and Kovalev,
1986, vol.3A, p.30).

310Suffice it to mention only 'Venok na mogilu neizvestnogo soldata
Imperatorskoi Rossiiskoi armii' by Krasnov (Russkaia letopis’, 6, 1924,
pp.13-60). As for Limonov, he admits, though with a slight self-
directed humour, that it is a military barracks that embodies his ideal
(see Beliak, 1994, p.8). He shows himself off in a Soviet Army soldier's
uniform on the cover of Ischeznovenie varvarov. His defiantly
apologetic novel about post-war Stalinist Russia U nas byla velikaia
epokha (see Limonov, 1994), permeated with childish admiration for
the military, is also very characteristic. Even the relationships with
women are no exception. Limonov says that in them he has always

followed the pattern of 'a soldier and a whore' (see Trukhachev, 1995).
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ruthless violence of war.3!l Both of them are extremely
suspicious about those Western governments which claim to
be Russia's allies and friends. This is how Krasnov described
Russian/British relations from the Crimean campaign in 1853-
56 up to the Russian Civil War:

...things labelled 'Made in Russia' [...] started to
penetrate to places where 'Made in England' was put
before. Russia became dangerous to the English purse.
And its purse means everything to England... [...]
England became a natural enemy of Russia. [...] One
should speak openly and clearly about the active
preparation of the Russian revolution by the British
ambassador Buchanan.312

Limonov is no less categorical:

The West 1s not a friend of ours... [...] ...are the USA and
Europe interested in lifting the USSR up to their level?
We were already convinced that they could not have
done this without economic detriment to themselves. [...]
...it is instability in the USSR, and desirably an
overwhelming one, that the West was aiming at over
the Cold War years. It would be naive to assume that
the goal of the West has been changed merely because
‘new thinking’ now dominates in the USSR. Facts prove
that, no, the goal has not been changed.313

Krasnov's misgivings about the dubious role of Western
'inimical friends' did not prevent him from collaborating with

31lgee, for instance, 'Kogda Bog ostavil...' by Krasnov (Istorik i
sovremennik, 4, 1923, pp.172-77) and the following passage by
Limonov: 'l have grown accustomed to barracks during this year. I
have grown accustomed to the clear, free air of war. When in Paris, I
am struck by the emasculated banality of peaceful life. It is tasteless,
like distilled water' (Limonov, 1993, p.159).

312Krasnov, 1921, pp.187-88.

313Limonov, 1992d, pp.136, 160-61.
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the Nazis during World War II. For this Limonov could have
treated Krasnov like a traitor, if he had not partly identified
himself with the Fascists in his notorious short story
'Mussolini i drugie fashisty'.314 It is no surprise that Krasnov
and Limonov seem to be moderate anti-Semites, that is, those
who never instigate pogroms.315

314See Limonov, 1995b, pp.333-59. Early vestiges of Limonov's
partiality to Fascism and Nazism can be discerned in his poem 'Gering
daet press-konferentsiiu v dushnom mae' [Go6ring gives a press
conference in stifling May] (Limonov, 1980b). However, Limonov
cleverly avoids any direct manifestation of his proximity to Fascism,
retaining some room for political manoeuvre: 'l ask myself: am I a
Fascist? And I answer: NO, neither in the strictly terminological sense
('Fascist' - a member of the Fascist party ran by Mussolini, 1919-45),
nor in everyday usage; I am not a 'brutal rapist' - these are the lines
along which Fascists are defined in dictionaries' (Limonov, 1994f, p.3).
As for Krasnov's literary reflections on this delicate subject, Professor
Kleist, one of the 'positive’ characters in his novel Za chertopolokhom
(Beyond the Thistle, 1922), which will be discussed later, is a member
of the Deutsche National-Partei, which had a swastika as its emblem. It
is noteworthy that several pieces by Krasnov appeared in the Russkii
kolokol magazine (Berlin, 1927-30), the editor and publisher of which,
Professor I.A.Il'in, was for a time quite an ardent propagandist of
Russian Fascism, to judge by his article 'O russkom fashizme' (Russkii
kolokol, 3, 1928, pp.54-64).

315Limonov asks himself: 'Am I an anti-Semite?', and he answers: 'I
have never been, but I am becoming one' (Limonov, 1994f, p.3); for
further light on this subject it is worth comparing Limonov's short
stories 'Pervoe interv'iu' (First Interview), Panorama, 553, 1991, pp.22-
3, 'lTubilei diadi Izi' (Uncle Izzy’s Anniversary), Nash sovremennik, 3,
1992, pp.126-36, and his own footnote to his poem ‘Liudi, nogi,
magaziny’ (People, Legs, Shops), Kontinent, 25, 1980, p.154). Almost
immediately he steps back, though, denying his would-be anti-
Semitism in an interview with Dmitrii Bykov (see Limonov, 1994a,
p.11). Krasnov expressed his views on this matter more openly (see his
correspondence with Father loann (Shakhovskoi) in the late 1930s -

early 1940s, at the height of the German persecution of the Jews, in
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Perhaps the most valuable bench-mark for a valid
comparison between two artists is the distinctive concurrence
of their artistic manner, which in this case is extremely
encouraging. The common ground between our two authors is
formed not only by the combination of Ich-Erzdhlung in some
parts of Krasnov's and Limonov's autobiographical narrations
with Er-Erzdhlung in other parts of them ('Na vnutrennem
fronte' versus 'Vsevelikoe Voisko Donskoe' and Ero ia,
Edichka, Dnevnik neudachnika, Istoriia ego slugi versus U nas
byla velikaia epokha, Podrostok Savenko, Molodoi negodiai,
Inostranets v smutnoe vremia, et al in Krasnov's
reminiscences and in Limonov's fictional memoirs
respectively). It is marked not only by barbarisms scattered
all over those texts which are somehow related to life in the
West.316 It is supported not only by similar literary allusions
- to Lev Tolstoi, for a start.317 It is Krasnov's aesthetic credo

Strannik, 1988), though often through the words of his characters.
Here is an example. One of the characters in Za chertopolokhom
speaks of a novel written by another character: 'I do not share the
author's view completely. He blames Jews for the downfall of Christian
culture all too indiscriminately, although one cannot help agreeing
that Jews have played an important role in the destruction of what was
created by Christians' (Krasnov, 1922a, pp.376-77; cf. ibid., p.92; see
also pp.72, 162-63). Krasnov's negative attitude towards pogroms is
expressed, for instance, in his article 'Armiia’, Russkii kolokol, 3, 1928,
p.10.

316For example, Wandern, Ausflug, Nachtlocal, Vaterland, and so on in
Za chertopolokhom; on Limonov's anglicisms see Levin, 1984, pp.266-
68; Dreizin, 1988, pp.55-67.

3170n Lev Tolstoi as a key figure in Krasnov's literary background see
Popov, 1934. It is worth noting an episode from Za chertopolokhom
which recalls the opening of Tolstoi's Khadzi-Murat: 'An old thistle
like this sometimes stands on a winter field. It has become dry, faded,
warped, wrinkles run along its stem, its flowers have become grey and
dry, and yet so straight and proudly it stretches its calyx towards the
sky. And it is impossible either to break or bend it' (Krasnov, 1922a,

p.218). As for Limonov, he fairly frequently uses Tolstoi's favourite
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itself as expounded to his younger relative Nikolai
Nikolaevich Krasnov-mladshii (1918-1959) that appears to be
shared to quite an extent by Limonov the writer.

In his book Nezabyvaemoe (The Unforgettable, 1959)
Krasnov-mladshii recalls his last encounter with 'Grandfather',
as the Ataman is called here (although he was not the bona
fide grandfather of the narrator), in the Lubianka prison
baths in 1945. 'Grandfather' instructs his younger fellow
prisoner, who had been arrested together with the other
Cossacks who had served in the German army:

Describe everything you'll go through, what you'll see
and hear, everyone whom you'll meet. Describe it as it
is. Do not embellish the bad. Do not lay it on thick. Do
not curse the good. Don't lie! Tell only the truth, even
when it hurts somebody. Bitter truth is always better

devices of 'unmasking' (V.I.Lenin) and 'defamiliarization'
(V.B.Shklovskii); take as an example the description of the guests at
the Mendelsons' party in Limonov's Palach: '"A parade of monsters!",
decided Oscar in fear and, as if his sight had been recovered, he saw
greedy, widely opened mouths, red for women, withered for men,
where monsters were pouring the light-yellow champagne and
thicker whiskey. Somebody even greedily crackled the ice-cubes.
Saliva and alcohol glittered on the corners of the mouths. Looks and
facial expressions, that is, the ways by which the wrinkled skin of
faces was composed, were bestial and breathed with lust. Hands and
necks, emerging from under the clothes, exhibited knots of veins and
were ill-coloured. People's ill-health was visible even through the tan.
Men's faces against the background of white shirts, tightened with the
funeral bow-ties, were shot with graveyard blue. Cheeks and chins,
shaved only a couple of hours ago, were already being split apart by
hairs and covering over with bristle before one's eyes... Women's eyes,
surrounded by capricious circles of wrinkles, by pieces of weary
powdered skin, were - either protruding far away from the eye sockets,
or, on the contrary, were sinking down deeply into their caves... The
throng looked like ironed-out cannibals, gathered for the feast'
(Limonov, 1993c, p.47).
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than sweet lies. [...] Don't fancy yourself a writer,
philosopher, thinker. Don't draw any conclusions out of
what is not clear to you. Let others do that. Don't run
after the sharpness of a phrase, the beauty of words.
Not everyone has a talent for this. Just be Nikolai
Krasnov, and not an artist and a writer. Simplicity and
sincerity will be your best advisors.318

There is hardly anything in the above statement which might
have embarrassed Limonov-the-dirty-realism-supporter, who
prefers the 'documentary’ Moi pokazaniia (My Testimony) by
Anatolii Marchenko to Solzhenitsyn’s V kruge pervom (First
Circle).319 However, more surprising is the fact that the
contemporaries of both Krasnov and Limonov have
discovered the same contradiction between the writers'
intentions (or pretensions) and their practice. General Denikin
wrote on Krasnov's reports from the Russo-Japanese theatre
of war:

Krasnov's articles showed talent but they distorted
facts. Every time he sacrificed the real truth to
departmental interests and fantasy, Krasnov would
interrupt his reading for a moment, and say, 'Here, if
you please, gentlemen, is poetic licence, for a more
dramatic effect’... The element of poetic licence to the
detriment of truth ran throughout Krasnov's entire
life.320

Professor Zholkovskii's conclusion concerns the short story by
Limonov entitled 'Krasavitsa, vdokhnovliavshaia poeta' (The
Beauty Who Inspired the Poet, 1990), but it could be applied
to Limonov's creative activity in its entirety:

318Krasnov-mladshii, 1959, pp.82-3.

319Gidoni, 1980, p.155.

320penikin, 1975, pp.102-03. (The translation has been slightly
amended - A.R.)
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The above structural analyses of this short story could
puzzle a reader sure in his belief that Limonov could
only describe simply 'what had happened'. [...] However,
not everything 'had happened' exactly in the way it was
told, and not everything that 'had happened' was
included in the story.321

Even so, there is no doubt that Krasnov and Limonov also
have their differences. First of all, a common approach to the
material does not necessarily mean affinity in style. Then,
under no circumstances would Krasnov accept Limonov's
contempt for Christianity322 and Limonov's view of the Civil
War as a struggle between Red patriots and White patriots.323
Nonetheless, this serious divergence does not outweigh what
both belletrists agree on, either in life or in art. What is
especially convincing here is that Limonov's pamphlet
'Ischeznovenie varvarov' was created under the apparent and
strong influence of Krasnov's novel Za chertopolokhom.

2.3. ISCHEZNOVENIE VARVAROV' BY LIMONOV AND ZA
CHERTOPOLOKHOM BY KRASNOV.

'Ischeznovenie varvarov' (The Disappearance of the
Barbarians, 1984) was first published in the French periodical
Zoulou.324 In it the author tries to imagine what would
happen to the world if all the Russians suddenly disappeared
from earth without a trace. Krasnov's futuristic novel,
published in Berlin in 1922, 1s based on the assumption that

321Zholkovskii, 1990, pp.158-59.

322See Limonov, 1994a, p.11.

323See Limonov, 1993, p.96.

324We have not been able to see either this publication or the Parisian
almanac Muleta b, in which Limonov's piece appeared for the first
time in Russian. In 1988 ‘Ischeznovenie varvarov' was re-told, in great
detail and not without excitement, by the Soviet propaganda
newspaper Golos rodiny (see Kozlov, 1988) and then re-published in
the first issue of the Moscow newspaper Sovershenno sekretno in
June, 1989 (pp.20-21).
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Russia remains unvisited virtually by anybody for nearly half
a century, being hidden behind impregnable thickets of
thistles (the rest of the world in the meantime published
maps where, as Krasnov puts it, 'there is a huge black blob
instead of the Russian Empire and an inscription with
ominous red letters: "the plague!".325 Krasnov is mainly
preoccupied with the events and changes Russia underwent
during this imaginary period of its history rather than with
the political and economic processes that affected Western
society as a result of Russia's self-removal (which became the
almost exclusive focus of interest for Limonov). Krasnov takes
an 'inside' look at Russian internal affairs, whereas Limonov
mainly concentrates on an 'outside’ view of the Western
reaction to the mysterious disappearance of the Russians.
However, the starting point for both authors is identical:

325Krasnov, 1922a, p.S.
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Za chertopolokhom Ischeznovenie varvarov326
In 19** a Frenchman called On the early morning of 29
Potin reached the longitude September 19** an Air France
Pskov-Kiev on a special 001 plane, after flying
aeroplane. He noticed a accurately over the required
continuous green sea, number of kilometres from
interspersed with black spots of Paris to Moscow slit through
soil burned under the sun. the dense clouds and began to

There was no sign of life (p.27). descend in order to land at
Sheremet'evo airport, but
neither the airport nor the
capital of the USSR were in
their usual places. Through the
heavy rain pouring on the
territory of the Union of Soviet
Socialist Republics, the pilots
could discern only the white
firmament, reminiscent of
freshly-dried plaster (p.17).327

According to both Krasnov and Limonov, a world without
Russia is a world in disarray. Incurable unemployment,
destructive clashes between competing political parties, the
incompetence of the authorities and upheavals in Third World
countries are presented in both works as proof of the inability

326From now on the pages of the quotations taken from both texts are
shown in the essay in brackets according to the Berlin 1922 edition of
Za chertopolokhom ('Ol'ga D'iakova i Co' publishing house) and to the
Moscow 1992 edition of Ischeznovenie varvarov (‘Glagol' publishing
house).

3271t is remarkable that neither of the writers mentions the exact
year. What stopped them from indicating the precise date, as George
Orwell and many others Utopian and anti-Utopian authors did? This
detail could be regarded as a piece of circumstantial evidence of

Limonov's awareness of the novel by Krasnov.
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of the leading Western democracies, which Krasnov with great
originality calls 'gniloi Zapad' (the rotten West), to solve
problems of any kind, and as a reason for distracting the
attention of the population from domestic troubles by
creating a myth of enigmatic and dangerous aliens.

This is, according to Krasnov, an ordinary day in late
twentieth-century Britain:

England. London. Eight thousand dead bodies and
twenty one thousand wounded (eleven thousand -
seriously) were picked up after yesterday's brawl
between the Sinn Féin supporters and the Red Lion
groups, the representatives of the English People's
Party. The Opera Theatre, where a show for children
was in progress, was blown up under the supervision of
Roid-Morzh, the leader of the Labour Party. About six
thousand children of the local bourgeoisie died. The
miners' strike continues (p.182).

The disproportion between the abnormally exaggerated
figures of victims and the routine experience of everyday life
which those "figures are meant to represent produces a comic
effect, although in poor taste. In his turn, Limonov, hardly
more subtle, illustrates the disorder in British society through
the improbable three-week delay in the broadcast
announcement of the Russian 'withdrawal'. No less hyperbolic
in terms of violence, Limonov's description also raises the
question of moral disorientation in what constitutes the
notion of 'an important event' in public opinion, as the
disappearance of a whole country is the equal here of the
running nose of Lech Walg¢sa and of the equestrian mishap of
Prince Charles:

And only after checking the facts out, after careful
weighing of pro and contra, after getting special written
permission from madame Prime Minister, the BBC
announced the super-disappearance on the 20th of
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October. 'The news is read by Eugene Long. Headlines
first: the leader of the independent trade-union
'Solidarnoszcz' Lech Walesa is ill. He has a runny nose...
The unexpected disappearance of the Soviet Union...
Prince Charles fell off a horse (p.24).

First, it is worth noting that both writers mention in these
extracts (indirectly, but in an easy-to-guess manner) two
British Prime Ministers, Lloyd George and Mrs Thatcher.
Moreover, it is not by chance that Limonov chooses the device
of 'mock news' here. In this episode he simply follows
Krasnov, who claims that the information about England was
extracted from the Pskovskie oblastnye vedomosti
newspaper. The modern media source (BBC) in the text by
Limonov replaces the traditional one from the novel by
Krasnov and the angle of the presentation turns 180 degrees
(it is not Russia that comments on Britain, but vice versa).
Still, the main idea remains the same. By the way, advanced
media technology is already present on the pages of Za
chertopolokhom in the shape of the sverodar (remotely
resembling TV) and dal'noskaz, which is something like radio.
Limonov only takes advantage of knowing what was really
invented by mankind, not what was expected to be invented.

Some of Krasnov's motifs are transformed by Limonov for
more serious reasons than just the technical progress of the
twentieth century. An example is the scene of the solemn
entrance of the Tsar and the Patriarch of the future Russia in
Krasnov's book:

The Tsar was wearing a dark green caftan in the
German style with a wide blue ribbon across his
shoulder and high leather wellington boots; the
Patriarch - a black monk's mantle with a diamond cross
and a white hood (p.251).

For Limonov with his cautious assessment of the monarchy
and the Orthodox church as the possible foundations of



110

tomorrow's Russia,328 the very appearance of the royal
garments of Peter the Great's epoch, piously transferred to
the modern age, would seem irresistibly funny. This subject is
particularly sensitive for Limonov, as he formerly earned his
living making clothes.32% Consistent in his denunciation of the
West, Limonov rearranges the theme into the motif of those
at the” helm who dressed up quite unsuitably (the most
famous example of which is the tale by Hans Christian
Andersen, The Emperor's New Clothes), and aims it at
President Reagan and Mrs Thatcher:

...The President of the United States, on this occasion
dressed in a red-and-blue Superman suit and escorted
by Bionic Woman and Spiderman... madame Prime
Minister of England, dressed in an S-and-M three-piece
black leather outfit... (p.25)

On the other hand, Krasnov and Limonov unanimously
caricature the dubious role of Jewish intellectuals in the West.
Both authors find the alleged Jewish leadership in Russian
é¢migré and French national thought ridiculous:

328See Limonov's invectives against Solzhenitsyn in Limonov, 1986,
pp.2-3; Limonov, 1994g, p.3; and Limonov, 1994h, p.23.

3291 imonov even devoted several pages, full of feeling, to the specific
role of dress in our society (see Limonov, 1993, pp.302-04). To Krasnov
clothing also means something special. He colourfully describes the
fashions of Utopian Russia (Krasnov, 1922a, pp.197, 251) and earnestly
discusses the benefits of Russian attire in contrast to European dress
(ibid., p.247).
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...a plump Jew, the Chairman of
the Union of Russian writers in
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Ischeznovenie varvarov

On photos this new philosopher
[André Glucksmann - A.R.]

would always stand on the
right side of the late Sartre and
on the left side of the late
Raymond Aron. (Not to be
confused with yet another new
philosopher, Bernard Lévy, who
is placed on photos on the left
side of the late Sartre and on
the right side of the late Aron)

(p.23).

Germany... [the emphasis is
mine - A.R.] (p.45)

Such a coincidence, however, belongs to the category of
predictable kinship, i.e., the closeness which is predestined
either by the émigré status of the writers or by the situation
when the whole state is in absentia. Hence, some of the points
listed below can be occasionally spotted somewhere else, not
only in Krasnov's and Limonov's works. Still, it is hardly
possible that one could ‘find a third text which contains all
these minor details in a similar context. So, it would not be
unwise to add to the category in question, as a mark of
genetic succession from Krasnov to Limonov, the abundance
of Western (mostly North American, German and French) in-
details; the sneering depiction of the fictional Russian émigré
salon of Viktoriia Dvorokonskaia in Berlin (Za
chertopolokhom, pp.30-40) and of the real Russian dissidents
from Bukovskii to General Grigorenko ('Ischeznovenie
varvarov', p.23); the reaction of the frontier guards of the
adjacent countries who saw Russia vanishing, and of their
governments (is it not strange that the unnecessary
tautological use of the word granitsa, 'border’, and its
derivatives can be observed in both texts?):
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Za chertopolokhom Ischeznovenie varvarov

Bordering states had to move Mass madness seized the
their towns and villages away  border guards of the East

from the border. [...] Polish European countries bordering
troops rebelled against their on the Soviet Union. Platoons,
government and, still under companies, even entire

arms, left for home [...] because battalions were plunging into

of the dreadful scenes they saw senseless frenzy and

(p.27) aggression, when they saw how
the sappy meadow grass and a
birch grove, spreading towards
the border from their side,
stopped suddenly and on the
Soviet side... changed into white
matter of unknown origin. This
matter was stretching deep into
Soviet territory, as far as the
eye and the Zeiss binoculars of
the border guards could reach.
East European governments,
shocked by the events,
managed somehow to hush the
affair up, after the immediate
replacement of the military on
the border with the [...] white
plaster desert (p.19).

To this should be added the westward-bound rumours about
the long-covert existence (Krasnov) and about the unexpected
disappearance (Limonov) of Russia, which proved to be
reliable in both cases (Za chertopolokhom, p.51;

'Ischeznovenie varvarov', p.20); the handful of Westerners, in
both works following the same route (via Poland) with the
aim of rediscovering the Russian paradise lost; and the
readiness (Krasnov) and the need (Limonov) to welcome the
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discovered / missed enemy of yesterday, without whom
something very essential is lacking:

Za chertopolokhom Ischeznovenie varvarov

Germany was in the middle of 'Give us back the Soviet Union!'
active preparations to receive  [...] shouted the demonstrators.

Russia, and in the evening in [...] "...Find the bloody fucking
the Potsdam Sans Souci park Russians!" demanded [...] the
the children who broke away President of the United States
from their minders sang: [...]. 'If there aren't any
Deutschland, Russland iiber Russians any more, maybe it's
alles, iiber alles in der Welt worth inventing them?' asked
(p.296). Libération (pp.24-5, 29-30).

Although the idea of deserted Russian territories which
turned out to be a paragon of prosperity was in the air at
least since the time of Khrushchev,330 there is a motif in both

330See, e.g., 'At this time the West European intelligentsia discovered
for itself with excitement a new field of activity in the East. Yves
Montand and Jean Vilar and Charles Aznavour appeared one after the
other on Moscow and Leningrad stages. Politicians, journalists,
writers, businessmen, sportsmen followed them... The fearful crimson
Russian desert turned out to be a hospitable and fertile field' (Aksenov,
1991, p.275). Similarly, the poetical metaphor of poisonous weeds seems
to be quite common in the political context of the 1920s. A poem by

Aleksei Gessen could serve as an example:

Paspocauch, pasryAAAUCs HA BONE
Jle6ega, aa penel, 4a 6YpLAH...

Bbile1 ceATe b B YUCTOE NONE,

B3AM NAYKOWKO 3aMOPCKUX CeMAH. [. . .]

He aoxaancAa ToT CeATedb BCXOAA -
Eyi#tHbl TpaBbl, 6€CNAOAH MECKU...
JIMUL Ype3 AoNTHE, AOATUE TOAb
13 3eMAU MOKA3ALUCE POCTKH,



114
pieces which seems to be purely original, viz, a demand for a
special breed of Russians who can participate in the process of
the resurrection of the country:

Za chertopolokhom Ischeznovenie varvarov

[Ataman Anichkov, heading the ...special agents are already
revival of Russia,] learned how searching high and low for

to convey his thoughts at a biologically pure Russian
distance, and in an obscure émigrés to recruit them for the
dungeon a one-hundred-and-  troublesome role of the would-
twenty-year-old monk be progenitors of the revived

revealed to him the Book of the Russian nation... (p.30)
Future and the list of honest

men, pleasing to God. By means

of hypnosis Anichkov

summoned these people from

all over the world (p.117).

OTpaBUJIMU b UX T'OPbKUE TPaBI,
Hamoua Au UX A00M NECoK -

TofbKO MOJNOH KOBAPHONR OTpaBkl
CnagkoBaThif U NAUNKUA MX COK.

OH CYJUT HebbiBa ble MYKU

Ten, KTO BbillbeT €0 HeB3Hadal,
Ho He aeabl cobpanu, a BHYKHU

C AQOBUTLIX MosneR ypoxai.. [...]

Pyco! Hapoa TBOR rAyMUTCA U NAAWET,
[Toc.ne KaTBL JAUXOR OXNMeneB...

KTO-TO HMBbI TBOM NepenaleT

[Toa MHONR, 6.naroaeTe 1bHbIA CEB...

(Gessen, 1924, pp.1, 2, 26; the poem was written between June 1921 and
January-February 1923.)
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Yet as a rule, and as in part was demonstrated above,
Limonov is repeating Krasnov's moves not literally, but as if
reflecting them in a mirror.33! The image of a mirror is yet
another link in a chain connecting the two authors together.
Being a kind of trademark for Limonov's writings with its
almost obligatory narcissistic associations,332 the mirror
structure is no less significant in Krasnov's novel, because the
Utopian genre often involves the 'from:-the-opposite’ logic in
the description of an ideal society: what is no good here and
now must be changed for good - somewhere, sometime.333

Trying to discern the future of Russia from the present, both
writers resort to the art of miracle-working and prophecy (to
which a mirror is also not an entirely alien accessory),
although what exactly they predict is two diametrically
opposite events. At the beginning of the twenties, when
Russia lies in ruins, Krasnov foresees its resurrection in all its
previous glory and even more, so that other peoples and
countries seek for Russian help and advice and thrive after
getting them.334 As for Limonov, at the point of what seems
to be the peak of Communist strength he predicts the total
disintegration of the Soviet empire. What Krasnov reckons to
be the natural phenomenon of Russian political expansion,333

331He does the same to Pasternak’s Doktor Zhivago, to Nabokov's Dar,
and to the Norman Mailer novel An American Dream. See Shukman,
1983, pp.5-6; Ryan-Hayes, 1988, pp.438-59.

3325¢e Smirnov, 1983.

333The Utopian aspect of Za chertopolokhom is thoroughly examined
in Waegemans, 1990. On the Utopian thinking of Russians in general
see, for instance, Kleberg and Stites, 1984; Stites, 1989; Baehr, 1991;
Clowes, 1993; and Paperno and Grossman, 1994,

334'The Russian example seems sobering to many. The pro-monarchic
movement gets stronger in France, Italy sends all its socialists to
Eritrea in Africa, and God knows what's going on there [...] ...ration
cards were cancelled last week, and now, thanks to Russian flour and
poultry, Berlin is flooded with food' (Krasnov, 1922a, pp.376-77).
335In one of the episodes of Za chertopolokhom there is a map in the

voivode Shuiskii's office, on which 'there was a fresh-made
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Limonov overturns as the voluntary 'exit’ of one sixth of the

Earth. Limonov's forecast has already proved to be correct -

at least partly, at least for the time being. Whether or not the
dreams of Krasnov come true remains to be seen.

As a more experienced prophet, Limonov is well aware of the
fact that the less detailed the prediction, the more acceptable
it may be.336 Probably because of this he prefers not to
reflect every single trifle of Krasnov's futuristic vision in his
artistic 'mirror’, but to put the majority of them onto the
other side of the looking glass, so to speak (namely, to omit
them).337 In his turn, Krasnov would also completely ignore
certain elements of Limonov's outlook, such as avant-gardism
(to which Limonov paid due deference while he was an
underground poet)338 or his homosexual bravado (it does not
matter whether genuine or phoney).

inscription on the Gobi desert: the Dalai Lama province' (Krasnov,
1922a, p.222); cf. also 'Poland fell into Russian arms like a ripe fruit [...]
Russia restored itself to its 1914 borders, extended by important
acquisitions in Central Asia' (ibid., p.375).

336This might also be a reason why the positive programme of
Limonov the politician is so vague.

3371t might even be the genre of Utopia itself that has squandered all
its credit, in Limonov's opinion. Note his hesitating tone in the
following sentences: '..or was it the idea of organizing the human
masses by human intellect that turned out to be a false idea? Did the
combination of Utopian tales with the medieval skeleton of the state
have its effect? (Limonov, 1993, p.287). Limonov's ironic response to
Krasnov, who attributed the presence of the Russian Utopia to the
second half of the twentieth century and ascribed its Utopian roots to
the 1917 Revolution and the Civil War, could also be tracked down in
the following passage: 'We are, yes, living in the UTOPIA. Hip-hip-
hurray! But this splendid Utopia has had a criminal past' (ibid., p.351).
338The Head of the St.Petersburg School of Fine Arts, a certain
Samobor, condemns the Imagists, the Cubists and the Futurists as ugly
and lunatic art movements (Krasnov, 1922a, pp.325-26; see also ibid.,
pp-149-50, 339, 380).
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In ‘'Ischeznovenie varvarov' this bravado is reduced to the
size of an epigraph deriving from the poem 'Waiting for the
Barbarians' (1904) by C.P.Cavafy (1863-1933), the celebrated
Greek author internationally famous for his openly autoerotic
and homosexual verses:

And some of our men just in from the border say
there are no barbarians any longer.

Now what's going to happen to us without barbarians?
They were, those people, a kind of solution.339

The meaning of these lines is not limited, of course, to being a
sign of the homophilia of the poets referred to. It introduces
questions which have engaged Limonov for a long time: what
is the true content of the concepts of ‘civilization' and
'barbarity’, and what is their mutual relationship?

2.4. CIVILIZATION AND BARBARITY A LA LIMONOV.

Summarizing the commonly accepted view of these two
notions, Limonov finds very superficial and insufficient their
juxtaposition as denoting a society with a high level of
cultural and social organization, and something rather
amorphous, rude and wild. In the eyes of a priggish Western
individual,340 the best representative of the civilized world is
the West itself (i.e. Western Europe and the USA, despite all
their differences). In this case, Russia (or the former USSR),
which is still fighting for the right to be regarded as a
European state, is a good example of a big scary barbarian. A

339The quotation is taken from the book Cavafy, 1984 (p.15), and
differs from the one Limonov uses in Limonov, 1992d (p.17). Either
Limonov relies on another translation, unknown to me, or his memory
lets him down.

340Limonov characterizes him thus: "The world [...] for him is

Barbaria, where (he sees it on TV) wicked dictators rule the poverty-
ridden masses and where only tragic events could happen: riots, death

sentences and murders' (Limonov, 1993, p.253).
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half-Russian, half-Ukrainian by origin34! and a Westerner by
the two-fifths of his life spent in the USA and France,
Limonov willingly plays with such an opposition, but sees its
danger at the same time. His autobiographical character tries
on the clothes both of a barbarian and of a civilized person.
Savenko the adolescent, encountering a Russian girl from
France, says, 'How do you do, mademoiselle!". She answers:
'How do you do, barbarian!'.342 Limonov in the short story
'Obyknovennaia draka' (An Ordinary Fight) says: 'I am sick
and tired of being civilized, of pretending to be submissive,
emasculated...'.343

The last statement might lead the reader to the conclusion,
first, that civilization is not always a wonderful thing, and
second, that the border between civilization and barbarity is
very fragile indeed.344 Limonov describes how he sees typical
Western middlebrows:

[they] condescendingly despise blood-thirsty ‘'outdated'
barbarians, forgetting simple-mindedly that no
slaughter by the non-civilized 'underdeveloped’ world
has so far exceeded the European Guinness Book of
Records achievement - 49 million, killed in 1939-45;345

of an episode experienced in France, he writes:

Once, in a discotheque in Nice, someone learned that I
was Russian and called me a pig. Graciously, I forgave

341Cf. the Cossack (that is, not entirely Russian) ethnic background of
Krasnov.

342Limonov, 1994, p.214.

343Limonov, 1993b, p.227.

344Cf. the reflections of one of Limonov's fictional characters: 'What a
monotonous barbarity our civilization is, as a matter of fact!
(Limonov, 1993b, p.106). Cf. also the oxymoronic nickname invented
by Eduard the housekeeper for his boss the multimillionaire:
varvarskii baron (Limonov, 1993a, p.301).

345Limonov, 1993, p.231.
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this untypical representative of the French people his
barbarity;346

of post-Communist Moscow, full of Western goods of poor
quality, he says:

Fuck civilization (Tsivilizatsiia, ebi ee mat').347

Limonov also objects to the contrasting of civilization and
barbarity, because the former can easily be dismantled to the
level of the latter, whereas the latter, taken as savagery by
error, might turn out to be the former. The death of Western
civilization, threatened by the USSR, is what the Americans
and Europeans fear in 'Ischeznovenie varvarov':

...and then all of us will end up in the death camps
under the red banner. And bearded barbarians will be
gobbling up our paté and drinking our French wine in
cafés on the Boulevard Saint-Germain and the Champs
d'Elysées... and reading our Proust... (pp.23-24)348

346Limonov, 1990, p.51. See Limonov's short story 'Salat Nisuaz' (The
Nice Salad) in Limonov, 1995c, pp.225-42.

347Limonov, 1993, p.170.

348Some of the extremists may even welcome the forthcoming
collapse. As John Galant, one of the characters in another of
Limonov's works, says about his comrade: 'l imagined him to be a
healthy contrast to us, a representative of a barbaric tribe with fresh
blood. Who comes to oust our tribes, tired and exhausted by wvulgar
materialism and a food surplus...' (Limonov, 1993b, p.60). John Galant
continues: 'I don't even fear death, I can't understand what danger
means, because civilization and discipline shielded me up from
myself... It is worthwhile razing the civilization we have - the
civilization of the intentionally simplified man - to the ground...'
(ibid., pp.105-06). Cf. an opinion of Eduard the housekeeper: 'our
civilization deserves to be destroyed because it enslaved man, deprived
him of himself, deprived him of his free mind' (Limonov, 1993a,
p.391).
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Limonov's position is ambiguous. Sometimes he shows
solidarity with the Western apprehension: 'The Western
European countries will have a lot of trouble with the millions
of barbarians who will flood their lands, attracted by Western
wealth and impetuous boasting...'.349

Sometimes, as in his essay 'Thirteen Studies on Exile', he
teaches 'a Western philistine' a lesson in history:

And what about the Soviet threat to the West? I don't
believe it exists. The USA and Europe, together, are
twice as strong as the USSR. The two world wars were
launched by Western democracies, and not by the USSR.
No Soviet soldier has ever occupied one inch of U.S.
territory, whereas in 1919 the United States sent an
‘expeditionary force' into Soviet territory. The USSR has
never used nuclear weapons, whereas in 1945 the
United States introduced a sinister era by dropping
atomic weapons on the civilian populations of Hiroshima
and Nagasaki. If we dig deeper into history, we will
uncover other invasions of Russia by the West: 1812,
1855, 1918, 1919, 1920, 1921, 1941... Any objective
observer would have to conclude that it is Russia who
should fear the West, and not the contrary.350

Judging by all this, Limonov is more concerned with the
destiny of world civilization as a whole than with that of a
particular country, and he expects the catastrophe to break
out soon: 'it seems that entire peoples will die or end up in
barbarity [...] in these years of turmoil'.351

He warns, however, that post-Communist Russia is already on
the way to disaster: 'We are contemplating the death of

349Limonov, 1993, p.33.

350Limonov, 1990, p.52.

351Limonov, 1992a, p.284 (the quotation is taken from the 1990s
epilogue to the 1986 novel).
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civilization'.352 Defending Russia's originality, its unlikeness to
the West, which might be termed 'barbarity’ by those who are
not as civilized as they probably imagine, Limonov claims:
'Russian civilization is one of the great civilizations of our
time',353 and even more: 'Soviet socialism and [...] Western
regimes are branches of the tree of the same civilization'354

Returning to Za chertopolokhom, Krasnov's treatment of the
subject is very similar. Professor Karl Theodor Kleist says to
himself about Russia: 'This is an ideal state... people live here
enjoying Nature and Beauty... The country is wild, yes, but it
is so splendid!' (p.248).

Seeking for the formula which would allow Russia to keep its
non-Western individuality without detriment to its world-
wide reputation, Krasnov and, following him, Limonov borrow
heavily from the ideas developed by the Russian intellectual
movement called 'Eurasianism’, established in the 1920s in
emigration.335 One of the central tenets of the Eurasian
doctrine claims that Russia belongs neither to Europe nor to
Asia, but constitutes something in the middle, the continent of
Eurasia. Krasnov articulates this peculiar mixture:

352Limonov, 1993, p.95. The demise of civilization is not an unfamiliar
subject to Krasnov, in whose Za chertopolokhom Professor Waegemans
reveals some knowledge of Spengler's book Der Untergang des
Abendlandes (in Russian translated as Zakat Evropy). See Waegemans,
1990, p.146.

353Limonov, 1993, p.96.

354Limonov, 1993, p.259. For more on the question of Barbarity versus
Civilization from the point of view of Limonov see Limonov, 1993a,
p.391; Limonov, 1994b, p.118.

355For more on Eurasianism see: Mirsky, 1927; [H.N.Spalding], 1928;
Riazanovsky, 1967; Sobolev, 1991; Sobolev, 1991a; Gumilev, 1991;
Kozhinov, 1992; Ignatow, 1992; Ochirova, 1993 (the last work, however,
suffers from serious scholarly inadequacies), et al. On Eurasianism in

Za chertopolokhom see Waegemans, 1990, pp.149-50.
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The true holy Russia was standing in front of Kleist,
with her quiet rivers and quiet life, with her deep
thousand-year-old thought, which had gained a special
wisdom. It was not Asia, because it was radiant with a
vivid mind, a witty word, games of youth, sparkled with
inventions of human thought and a huge masterful
machinery. It was not Europe, for it froze in religious
adoration of God, Nature and Beauty, in quiet
contemplation of misty dawns and bloody sunsets, in
the moonlit reverie of Eastern philosophers and in the
quest for God. It was Eurasia itself - the very centre of
two great, ancient worlds, where the inquisitive
philosophy of the wise men of Tibet and China and the
negative mind of the far West flow together in a strange
harmony (p.263).

Limonov's concept of 'Eurasianism’' is less expanded and,
therefore, less clear. However, 'Russia as a sentinel of the
Eurasian terrain' is one of the key images of Limonov's book
Ubiistvo chasovogo. As his 'Manifest rossiiskogo
natsionalizma' (The Manifesto of Russian Nationalism, 1992)
demonstrates,336 Limonov the atheist accepts the Eurasian
motto more in a geographical and political sense than
religiously.357 Krasnov also treats some ideas of the Eurasians
with scepticism and reservations.358 What is more important
than these negligible (for our immediate purpose) issues and
what unites both artists is that they use the Eurasian

356S5ee Limonov, 1992g.

3570rthodox Christianity for most of the Eurasians was a corner-stone,
in contrast to other varieties of National Bolshevism (see Agurskii,
1980, p.98). Cf. a fragment from Limonov's poem 'Sebe samomu' (To
Myself):

Bora Toxe HeTy,

JIMUb UHTEASUTEHTE

BepAT B 6acHK 3TY,

Ila elle CTYAeHTH (Limonov, 1986a, p.5).
3588ee Krasnov, 1928, p.-8.
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terminology and ideology to sustain a simple idea, which,
nevertheless, is far from being an axiom for everybody.
Russia is a self-reliant and a self-respecting state with its own
cultural maturity, a country which nobody should either
threaten or be afraid of; which has as much right to teach
others how to behave as have other countries to teach her;359
and the loss of Russia would leave an irreparable void in the
innermost self of the planet.360

359Limonov ironically suggests, on behalf of a fictional French
journalist, a possible reason for the disappearance of Russia: 'Maybe
we drove them up the wall with our reprimands, just as an old, puffed-
up, grumbling and vice-ridden teacher pesters lively and cute
children? And so, they escaped from the sticky classroom, not willing
to "behave themselves"?' (Limonov, 1992d, p.30). Cf. the reaction of a
St.Petersburg student after the lecture on the situation in Europe by
Professor Kleist: 'Yes... That is what you call Europe! Thank God, we're
fenced off from it here by thistles' (Krasnov, 1922a, p.206). Once again,
we face a mirror-like situation here; only this time the

teacher/lecturer uses Europe as a negative example. Cf. also an extract
from the conversation between Kleist and a chemist called Dmitrii
Ivanovich Berendeev: 'We present ourselves to Europe not like poor
relatives, not like pupils and adolescents, but like benefactors and
teachers' (ibid., p.209). I am indebted to Mr Dewhirst from the
University of Glasgow (Department of Slavonic Languages and
Literatures) for pointing out that a book by the Russian chemist
Dmitrii Ivanovich Mendeleev (an obvious prototype for Berendeev),
entitled K poznaniiu Rossii [1906] (Munich, [1924]), might rightly be
seen as anticipating the Eurasian doctrine.

360This last presumption by both writers arises in accordance with
the pattern created by Saltykov-Shchedrin in his tale entitled 'Dikii
pomeshchik' (The Wild Landowner) (special attention should be drawn
here to the adjective dikii, a synonym for varvarskii). The story is
about a landowner who treated his peasants in such a way that they
prayed to God to spare them their burden. God transported all the
peasants to another place, whereupon the landowner became wild and

barbarous.
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Now it is high time to explain why I regard the assumed
liaisons between Krasnov and Limonov to be 'dangerous’. First
of all, the juxtaposition of the two remains risky, as, to the
best of my knowledge and despite the many facts mentioned
above, there is no direct evidence of Limonov's acquaintance
with any texts by Krasnov. A direct appeal to Limonov would
hardly be of any help.36! However, we can try to establish the
truth by recourse to his autobiographical confessions. In
Podrostok Savenko Limonov depicts a girl called Asia, a
daughter of recent Russian repatriates from France then
living in Khar'kov. Among the multilingual library which
Asia's family contrived to retain despite their wanderings,
there are some Russian books published in emigration. Asia
lends these books to Ed for reading.362 Presuming this is not
pure invention and bearing in mind that Za chertopolokhom
happened to be a very popular novel with a print-run far
exceeding the usual number of copies of ordinary émigré
books, we would consider the chances of Eduard Savenko the
adolescent flipping through the pages of at least this Utopian
fiction as quite a strong possibility. For Limonov the grown-
up living in emigration the chances increase: it is not for
nothing that Limonov boasts in his Ubiistvo chasovogo that he

361Cf. unsuccessful attempts to resolve the analogous difficulties by
Olga Matich: Limonov's Etfo ia - Edichka seems 'to be linked with
Venedikt Erofeev's Moskva-Petushki [...]. The name Edichka sounds
like Venichka, the childish, Christ-like, and Dostoevskian hero of
Erofeev's novella. When asked about the similarity in a private
conversation, Limonov said that he had never considered the
resemblance’ (Matich, 1986, p.358; see also Epshtein, 1994, p.176); and
by A.Zholkovskii: Limonov, 'when asked who influenced the poem
'"Zhena bandita’ [The Bandit's Wife], answered challengingly: "The
bandit's wife" (Zholkovskii, 1992, p.18). See Limonov's teasing lines
dedicated to Zholkovskii:

..Pelu, npopeccop AMNUK,

K10 nopnuan - boanep unu Peméo

uAu XKwsab-BepH? (Limonov, 1986b, p.6)
362Limonov, 1994, p.208.
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has read thousands of books in several languages.363 Even the
present writer, who has not read as much - so far - knows
who Ataman Krasnov was.

Secondly, in the event that after these speculations the
influence of Krasnov on Limonov can now be taken for
granted, the quintessence of their-links so unequivocally
relates to the notion of an impending cataclysm that it is
almost impossible to pass it off as merely the result of a
purely abstract meditation. (There apparently exists,
however, something that might perhaps be termed the
general Russian fixation with approaching doom. It would be
sufficient, for example, to mention Solzhenitsyn and Amal’rik
in the second half of the twentieth century alone.)

Finally, if my hunch about the Krasnov and Limonov creative
link is correct, we might expect a last resemblance, dotting all
the 'i's, that is, a violent death for Limonov, comparable to
that of Krasnov, the heroic type of death which Limonov so
obviously admires and aspires to. Though this final touch, if it
happens, would probably confirm in a most visual way that
the worlds - and not only the poetic worlds - of Krasnov and
Limonov are kindred phenomena, I would not wish it on the
author of 'Ischeznovenie varvarov', not for the world. We
cannot, however, rule out the outrageous possibility of a

363Limonov, 1993, p.9. Nataliia Baschmakoff, Professor of Russian in
the University of Joensuu (Finland), a Finn of Russian descent who
lived for a considerable period of time in Great Britain, Finland and
France, assured me that practically every Russian émigré family of
earlier generations used to own books by Krasnov, As far as Za
chertopolokhom is concerned, it is mentioned in Ia.A.Bromberg's book
Zapad, Rossiia i Evreistvo (Prague: Izdanie evraziitsev, 1931, p.6) in
connection with the ‘illegal’ trip of the émigré V.V.Shul'gin to Soviet
Russia: the destination of the trip is called 'beyond the "thistle" (za
‘chertopolokh’). Neither Krasnov himself nor the title of his book is
named specifically, which prompts us to believe that Bromberg was

referring to something commonly known.
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danger like this. For patterns repeat themselves, in life as
well as in literature.
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Chapter 3

THE DOPPELGANGER, OR THE QUEST FOR LOVE:
Eduard Limonov as Vladimir Maiakovskii

[Tocne cMepTH
HamM
CTOATb MOYTU YTO PAAOM...

Bnaaumup Maakosckuit, «l06unefiHoe»

3.1. GENERAL BACKGROUND.

Unlike the problematic influence of Krasnov, Maiakovskii's
impact on Limonov's writings is not to be questioned.364 In
fact, this topic alone is so extensive that it might become the
subject for a separate Ph.D. thesis or a book. Surprising
though it may seem, no one has spoken about it at length,
although some passing remarks on this issue have been made
in the course of the last few years.

364Some scholars mention it rather briefly, without providing any
proof (see, for instance, Zholkovskii and Shcheglov, 1986, p.278).
A.Kron, who seems to be the first to put the names of Maiakovskii and
Limonov together (in his critique of Limonov's novel Eto ia - Edichka),
does not develop the comparison, confining himself to the title of and
the epigraph to his essay, taken from Maiakovskii's poem 'Nate' (see
Kron, 1979). E.Tikhomirova appears to be the only person who denies,
for no apparent reason, Limonov's and Maiakovskii's affinity: "the
model for [the] poetic conduct [of Limonov's Eto ia - Edichka] does not
come from the 'great poet Vovka Maiakovskii'"" (Tikhomirova, 1994,
p.62). Cf., however, the opinion of the critic Benedikt Sarnov:

'Limonov is no Maiakovskii, of course' (Sarnov, 1993, p.43).
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Thus, P.Carden, analysing Eto ia - Edichka, points out that one
can ‘'hear in the narrator's voice [...] the frank megalomania of
Maiakovskii'.365 Z Zinik is convinced that the idea of Eto ia -
Edichka owes its very existence to Maiakovskii’s poem
Viadimir Il’ich Lenin (1924):

Mayakovsky, whom Limonov clearly admires, once
stressed the stereotype of the morally invincible
bolshevik: ‘If a weeping bolshevik were exhibited in a
museum, gawpers would stare at this rarity from dawn
to dusk.” Limonov has decided to exhibit a weeping
dissident; and gawpers have not hesitated to come and
stare.366

C.Simmons posits that Limonov's autobiographical protagonist
inherited (not without reservations, though) Maiakovskii's
provocative literary pose, together with his 'poetization of his
own vulnerability’'.367 O.Matich finds similarities in the types
of lyrical hero (including his attitude to the idea of proletarian
revolution) in Maiakovskii's long poems Oblako v shtanakh
(Cloud in Trousers) and Fleita-pozvonochnik (The Backbone
Flute) and in Limonov's novel Eto ia - Edichka, as well as in
their plots.368 F.Dreizin asserts that Limonov's frequent use of
foreignisms for satirical purposes continues this tradition, of
which Maiakovskii was one of the chief advocates.369 In
connection with Limonov's novel Palach, an account of the
career of a professional sexual sadist, la.Mogutin (perhaps
unjustly) claims that sadistic motifs were introduced into
Russian literature for the first time in the 1920s by
Maiakovskii (and some other poets).370

365Carden, 1984, p.226.

366Zinik, 1984.

367See Simmons, 1993, pp.102, 184-85.
3685ee Matich, 1986, pp.528, 535.
369Dreizin, 1988, pp.55, 57, 66.
370Mogutin, 1993, p.312.
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All these observations look fairly predictable, because
Maiakovskii's legacy, 'having been brought in by force, like
potatoes during the reign of Catherine the Second',37! had
become part and parcel of the cultural luggage of every
Soviet/Russian citizen even before Limonov came into the
world. One of Limonov's contemporaries has written:

Maiakovskii is not simply a literary fact, he is a part of
our everyday life and, as they say, our biography. As
we were not born yesterday, we could say, in
Maiakovskii's own words, that we studied his poetry not
through Maiakovskii himself. We studied it through the
governess in the kindergarden, through the teacher in
the classroom, through the leader in the pioneer camp.
We studied it through actors' and announcers' voices,
through newspaper headlines, through banners in our
factory workshop, and through posters in the militia
passport office.372

That sort of publicity might indeed take away the taste for
any work of art, regardless of its value. It is not for nothing
that in the middle of the 1980s Limonov regards
Maiakovskii's poetic influence as 'perennial'373 (implying that
it has lasted too long) and rates the Futurist Velimir
Khlebnikov (whom he sees as Maiakovskii's mentor) much
higher, because Maiakovskii 'tidied up the powerful Futurism
of his teacher, made it Soviet-like and comme il faur'.374
Limonov also says that Maiakovskii, in his public readings,
when answering questions, used a repertoire of jokes
prepared well in advance.375 These statements, however, do
not disprove Limonov's reverence for Maiakovskii, because
for the young poets in the 1960s, when Limonov moved from
provincial Khar'’kov to Moscow in search of a proper poetic

371pasternak, 1982, p.458.
372Karabchievskii, 1985, p.7.
373Limonov, 1985, p.37.
374Limonov, 1985, p.36.
375See Limonov, 1994d, p.43.
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milieu, a recently erected statue of Maiakovskii, located near
the Kremlin, symbolized the spirit of the anti-establishment
rebellion, in politics as well as in aesthetics. Another of
Limonov's contemporaries recalled:

The statue of Maiakovskii was unveiled in the summer
of 1958. During the official opening ceremony the
official Soviet poets read their poems. After the
ceremony those members of the public who wanted to
also started to read aloud some poetry. Such an
unexpected and non-planned turn of events pleased
everybody, and it was decided to have meetings here on
a regular basis. [...] People (mainly students) started to
meet almost every day. They would read poems by
forgotten and repressed poets, sometimes - poetry of
their own. Occasionally debates about art and literature
would occur. It turned out something like an open-air
club, something similar to Hyde Park. The authorities
could not tolerate these dangerous initiatives for long
and banned the meetings fairly soon. [...] At the
beginning of 1965 a new wave of young poets emerged
with the intention of regenerating the activities at
Maiakovskii Square. They arranged several
performances and [public] disputes and again started to
distribute their collections of poems via Samizdat, etc.
They called themselves by the strange word SMOG,
standing for 'smelost’, mysl’, obraz, glubina', and for
'samoe molodoe obshchestvo geniev'. [...] Of course, they
were not recognized by official Soviet literature, their
writings could not be published, their public
performances were banned, but, on the other hand, the
authorities could not bring themselves to jail such a lot
of people at once. These poets had wide connections
and, together with the circle formed at the time of the
'First' Maiakovskii Square, they amounted to a
significant force.376

376Bukovskii, 1978, pp.127-28, 218-19.
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Although it is not quite clear whether Limonov himself was a
'full member' of the SMOG movement,377 he definitely rubbed
shoulders with smogisty, and some of them (Leonid Gubanov,
Vladimir Aleinikov) can be found among his one-time friends.
Aleinikov's name is mentioned in the fictional account of the
Futurist Aleksei Kruchenykh's (1886-1968) cremation
attended by the young Ed Limonov and his circle. The event
itself is meant to signify Limonov's line of descent from the
Futurists, whom he deferentially calls the representatives of
the 'movement which blew Russia up in the old days'.378 This
1s indicated by a conversation between Limonov and his
acquaintaince Morozov. During the cremation, Morozov

spoke about Futurism and historical continuity. That the
epoch would be over in a quarter of an hour. Ed
objected: - The epoch had been over for a long time,
since the end of the 1920s and even before
Maiakovskii's death. Apart from some fifty Moscow
intellectuals, the country does not have the faintest idea
that Kruchenykh had been alive for the last 40 years
and could be seen in a snack bar-on Sretenka Street.
Just stop anybody who happens to be about, and he will
tell you that the Futurists passed away sometime
straight after the [Russian] Civil War.379

In a more straightforward form the fact that Futurism
became a source of inspiration for Limonov and his associates
was articulated in 1977 in the manifesto of the 'Konkret'
group, to which Limonov allegedly belonged:

The 'Konkret' group maintains the tradition of the old
Russian avant-garde,- not the most wide-spread
tradition of Acmeism, but the rarer tradition of

377For more on SMOG see Grani, 61, 1966, pp.14-24; Mishin, 1994,
Krokhin, 1994; Shokhina, 1995.

378Limonov, 1987, p.150.

379Limonov, 1987, p.147.
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Futurism and, in some points, the tradition of the
OBERIU movement which followed the Futurists.380

3.2. LIMONOV ON MAIAKOVSKII.

Whenever Limonov mentions Maiakovskii,38! he almost
always adds the epithet velikii (great) to his name382 and
tries to establish personal bonds with Maiakovskii's life and
legend. Limonov's autobiographical hero acts as if he and
Maiakovskii were on friendly terms383 (he often calls the poet
in a friendly way 'Volodia' or, with affection, 'Volodichka', or
even slightingly - 'Vovka'). He meets two (out of the many384)

380Limonov, 1977, p.44. On the 'Konkret' mystification see Chapter 1 of
the present work.

381yt may be necessary to say a few words here about Maiakovskii's
position with respect to the Futurist movement. The gist of the
discussion concerning the relationship between Maiakovskii and the
Futurists could be reduced to two contradictory standpoints: 1)
Maiakovskii's poetics were very largely Futurist (see, e.g., Stapanian,
1986), and 2) Maiakovskii had only a brief and stormy romance with
the movement and betrayed it fairly soon (see, e.g., Khodasevich, 1954,
p.223; cf.: Limonov 'betrayed [...] the poetics of modernism which
nurtured him as a poet', Vail' and Genis, 1987, p.120). The truth seems
to be somewhere in between, as usual: Maiakovskii was too exceptional
to limit himself entirely to Futurist aesthetics, although it was an
integral part of his artistic manner. Here is an example of what is
different and what is common: 'the Futurist 'word as such' or 'self-
sufficient word' is relevant to Maiakovskii as well as to these poets
[Khlebnikov and Kruchenykh], only it takes metrical, not
morphological or phonological, form' (Aizlewood, 1989, p.l).

3828¢e, for example, Limonov, 1993a, pp.66, 321.

383Maiakovskii's lyrical hero does almost the same to no less a person
than Pushkin in the poem 'Iubileinoe' (1924), a line from which has
been used as the epigraph to this chapter.

3845ee Katanian, 1993; Katanian, 1993a. Cf. also Anna Akhmatova's

opinion: 'I think Maiakovskii was in love with these three [Lilia Brik,
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major muses of Maiakovskii, Lilia Kagan-Brik385 (in Moscow)
and Tatiana Iakovleva-Liberman386 (in New York City), and
ponders: 'It is strange how fate persistently links Edichka
with the sexual legends of another great poet'.387 In the novel
Inostranets v smutnoe vremia Limonov's young alter ego (this
time he carries the name 'Indiana’, just for a change)
introduces himself to the poet Arsenii Tarkovskii: '-Indiana?-
asked Tarkovskii again. - Yep... - Sounds like the
‘electrotechnician Jean' in Maiakovskii's verses388 - the
master burst into laughter'.38% Years later, giving a public
reading in Moscow, Indiana emulates Maiakovskii's behaviour
on stage: '- Hello, Russians!- he said and stuck his hands in his
pockets, as Maiakovskii used to do'.390

The real Limonov does not seem to be willing to disprove the
attitude of his autobiographical counterpart. Characterizing
his political opponents (whom he loaths), he notes that they
'swear by Mandel'shtam and curse by Maiakovskii'.391 He also
says in one of his interviews:

...even my prose has been compared several times to
Maiakovskii's works by the French [critics], in respect of
its spirit.392 I don't think it's accidental. Again, that

Tatiana lakovleva and Veronika Polonskaia], and with another thirty
three' (Chukovskaia, 1980, vol.2, p.271).

385See the description of Lilia Brik in Limonov, 1987, pp.150-51.
386See Iakobson, 1942, pp.57-59; Iakobson, 1956, pp.173-206.
387Limonov, 1993a, p.239.

388See Maiakovskii's poem 'Marusia otravilas" in V.V.Maiakovskii,
Polnoe sobranie sochinenii v trinadisati tomakh, Moscow, 1958, vol.§,
pp.188-95. All quotations from Maiakovskii's works are taken from this
edition, and further references to it are given in the text, citing
volume and page numbers only.

389 imonov, 1992b, p.180.

390Limonov, 1992b, p.24.

391Limonov, 1993e.

392 According to Limonov's letter to the poet Aleksei Tsvetkov of 17

February, 1981 (see the Historisches Archiv, Forschungsstelle
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Siniavskii used to tell me more than once: in some
episodes of your Drnevnik neudachnika there is
something close to Maiakovskii in spirit. [...] That
rebellious spirit (no, 'rebellious’ is not the right word),
that revolutionary spirit (in the philosophical sense of
the word) I probably do possess. I like some things by
Maiakovskii. I like his Oblako v shtanakh. Save that, I
like only some bits and pieces, here and there. I like his
Levyi marsh (The Left March) like mad. I don't care
what it was written about, but this is a terribly
powerful poem. Nobody will ever surpass the line
‘Vashe slovo, tovarishch mauzer'. This is a fact. I myself
would like to have composed those lines.393

3.3. LIMONOV'S TEXTUAL BORROWINGS FROM MAIAKOVSKIIL

The shrewd remark about the proximity of Limonov's prose
and the spirit of Maiakovskii's poetry withstands attempts at
verification, as direct borrowings from it in Limonov's fiction
are minimal. Maiakovskii's notorious line 'Ia liubliu smotret',
kak umiraiut deti' (I, 48) undoubtedly lies behind the
following passage in Limonov: 'l like those who are dying [...]
She is in bed on the third floor, she is moaning, groaning and
reading the children's poet A.A.Milne'394 Maiakovskii's poem

Osteuropa, University of Bremen, A.P.Tsvetkov's collection), the
French critic Alain Bosquet called Limonov 'possibly a scandalist of
Maiakovskii's stature'. Limonov comments: 'Aleksii, my friend, this is
the highest [praise] that one can receive from a journalist'.
393Mirchev, 1989, p.87. Later Limonov says it again: 'the lines "Tishe,
oratory, vashe slovo, tovarishch Mauzer" by the revolutionary poet
Maiakovskii are my favourite’ (Limonov, 1994i, p.21). It is symbolic
that an exhibition devoted to Limonov's life and work took place in
November, 1993, in the Maiakovskii Museum in Moscow. The real
Limonov himself was one of the exhibits there (see Shokhina, 1993;
Stomakhin, 1993).

394Limonov, 1992¢c, p.150.
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'Khuligan' (VII, 180-83) may have been a literary source for
Limonov's novel Podrostok Savenko. Another Maiakovskii
poem, 'Ko vsemu' (To Everything), looks almost like a digest of
another Limonov novel, Eto ia - Edichka. The lover of the
lyrical hero leaves him for mercenary reasons, as becomes
clear from the description of the 'sumptuous habitat' of the
lucky rival:

B mMArxkoit nocrenu
OH,

PPYKTI,
BUHO Ha NaA0HU HOYHOr¢ cronuka (I, 104).

The lyrical hero's reaction to what happens is exemplary for
Edichka the desperado (he seeks the solution of his personal
problems in revolutionary circles):

3aTpaBJ/1e€HHbIM 3BepeM Had MUPOM BLICTOM [...]
B YepPHbLIX AVWAX yOURL U aHaApXUCTOB
3aXT'ycb KpoBaBbiM BUAeHUeM! (I, 105-06).

So is the confessional tone of the first-person narration:

o Kpad MoqHoOe cepale
Bbl/1bE
B ucnopeau! (I, 106).

The final scream of the lyrical hero to some extent clarifies
the meaning of the title Ero ia - Edichka, dictated by the
unquenchable thirst for the immortalization of every single
experience of the artist's dearly beloved self:

pAaayuue nwaun!

K10 BbI?
Bor - A,
BeChb

604 U VIS,
Bam saBelfal A caa ¢pyKTOBbIA



136
Moelt BeaMkoR aywu (I, 106).

In addition, one can see a remote resemblance in Limonov's
Ukroshchenie tigra v Parizhe to the picture of the night sky in
Maiakovskii's 'Pis'mo tovarishchu Kostrovu iz Parizha o
sushchnosti liubvi' (in both extracts the image of the comet is
accompanied by unusual 'culinary' connotations):

M BoT
C Kaxoi-To
TpoWoBOH CTONOBOMH,
Koraa
AOKMIIE 10 3TO,
U3 3¢Ba
40 3B€3]

B3BMBAaeTCA CJ/0BO
30/10TOPOXKASHHOR KOMETOMN.
PacnaacraH

¥XBOCT

HebecaM Ha TpeTh,

61eCTUT
U TOPUT onmepeHbe ero... (IX, 384-85)

and

The stars, opaque and shaggy, were fuming. [...] Comets

were flying right past his face. Their splashes covered a
large piece of sky, like the milk spilled from a glass onto
the kitchen floor.395

The very title Ukroshchenie tigra v Parizhe - a novel about
the subduing of an ill-behaved Russian girl who shares her
life with the principal character - is probably a topsy-turvy
version of Maiakovskii's lines

Takoro NWOUTL?
Ha sTaxuit puHercAal

395Limonov, 1994b, pp.277-78.
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JoNXHO, YKPOTUTEbHULA.
HonxHo, u3 3pepuHual (IV, 92),

the only difference being that in Maiakovskii's poem it is a
woman, not a man, who is the tamer. Then, one of
Maiakovskii's neologisms 'massomiasaia’ (I, 215) in a slightly
modified form (‘miasomassaia’) is used in the description of
Limonov's 'sister in arms' Anna Rubinshtein.396 This is
practically all the available evidence on this point. (It might
be useful to recall, however, that Maiakovskii intended to
move to writing prose fiction.397 Moreover, there is a strong
chance that Maiakovskii's novel, had it been written, would
have proved to be very instructive for Limonov. Maiakovskii
confessed: 'l wrote up my novel in my mind and did not put it
down on paper because, while writing it up, I became filled
with hatred of the fictitious and started to demand from
myself something which is based on facts and surname' (I,
28). Is it not interesting that the first novel by the former
poet Limonov, Eto ia - Edichka, was devoted to his own
experiences as a Russian émigré in New York City and even
included, in its first version, the real surnames of the people
he met?398)

3.4. SIMILARITIES IN LIMONOV'S AND MAIAKOVSKII'S
ARTISTIC PRINCIPLES.

396Limonov, 1992a, p.219.

397THe declared: 'I want to and I will switch from verse to prose. I
should finish my first novel this year [1925]" (I, 27).

398At the latest stage these names appeared in easily recognizable
disguise (e.g. 'Aleshka Slavkov' = the poet Aleksei Tsvetkov, 'Efraim
Veselyi' = the writer and film director Efraim Sevela, 'Erast
Provozvestnyi' = the artist Ernst Neizvestnyi, etc.). Since then Limonov
has been applying the same technique, e.g. 'Efimenkov' (the writer
Evgenii Evtushenko) and 'Lodyzhnikov' (the dancer Mikhail

Baryshnikov) in other parts of his autobiographical saga.
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Notwithstanding the paucity of textual similarities,
Maiakovskii's and Limonov's poetry appears to be very close
in the way it was written. In his well-known essay 'Kak delat'
stikhi' (How Are Verses Made?) Maiakovskii confessed that
while working on his poetry he heard a sort of rhythmical
rumble (gul) first, and only later did the rumble materialize
into specific words. He adduced a 'half-baked’ stanza of his
poem 'Sergeiu Eseninu' as an example:

Bul yurau pa pa pa pa pa B MMP MHOIR.
MoxeT 6biTh, /1€TUTE pa Pa pa pa pa pa.
Hu aBaHCa Ban, HM 6a6bl, HU TUBHOI.
Pa pa pa
pa pa pa pa
Tpe3BocTh (XII, 102).399

Limonov exposes the same device in his poem 'Letit volna ot
berega drugogo' (A Wave Is Rolling from Another Shore):

Koraa-Hu6yap MeHA 3a 3TO M HAKPOKT
Tpan-TaTa-Tan!

Koraa-Huéyae MeHA 3a 3TO

Y6bHT HABEPHO Tpam-Ta-Tam 1400

399Cf.: 'In summer 1919 on the platform of the carriage of the
suburban train Maiakovskii mumbles with concentration: 'Ta-ta-ta, ta-
ta-ta, ta-ta, ta-ta-ta, ta-ta-ta, ta-ta. What is this metre? Hexameter? It is
good to start an epos with a hexameter!" That's how the beginning [of
the poem /50 000 000] 'Sto piat'desiat millionov - mastera etoi poemy...'
appeared’ (Iakobson, 1942, p.58).

400Limonov, 1977b, p.64. Cf. an extract from Limonov's composition
'My - natsional'nyi geroi': '[Limonov] is becoming drunk and starting
to sing 'Iz-za ostrova na strezhen', na prostor khmel'noi volny
vyplyva-aiut raspisnye - ...tritatata - tritata" (ibid., p.60). It is curious
that Limonov uses a 'sound-like' association, akin to Maiakovskii's, in
his explanation of how he works as a writer: 'It is very important to
find the right key (tonal’nost’). I was a poet for a long time, and
because of that it is very important for me to find the right key'
(Limonov, 1994j, p.5).
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In both examples the rhythm looks as though it is somewhat
more important than the words, and besides, in Limonov only
those words remain on display without which it would not be
possible to understand the meaning of the poetic message.

What seems to be another important point is that Limonov
belongs to the Russian literary tradition of treating poetry as
a weapon,40! a tradition which can be traced back at least to
Pushkin and Lermontov and of which Maiakovskii was
perhaps the closest to Limonov in time and therefore the
most influential representative. Maiakovskii demanded:

1 xouy,
YTOG K WTHIKY
npupaBHAAM epo (VII, 94)

and proclaimed:

HbiHYe
HalW MepbA -
LITHIK
Aa 3y6ba BUA (VI, 54);402

Crpoka -
MaTpoH.
CraThAa -
oboltma (IX, 111).403

Further study of Maiakovskii's and Limonov's verse reveals
more of their partial interchangeability in terms of topics and

401Cf. his words: 'It's no coincidence that I wrote poetry for all those
years. It was the only weapon I had with which to fight the world'
(Glad, 1993, p.265).

402Cf. Limonov's statement: 'l see my books as bayonets thrust into the
belly of Russian literature dozing' (Matich, 1984, p.230).

403For a more elaborated metaphor of poetry turned into an arsenal

see Maiakovskii's poem Vo ves’ golos (X, 282).
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aesthetics. Both poets dedicate many poetic lines to New York
and Paris.404 In their poetry they quite often combine the
tone of the ode with the content of a satire (cf. the titles of
Maiakovskii's poems 'Gimn vziatke', 'Gimn kritiku', 'Gimn
sud'e’, etc., with Limonov's 'Oda Sibiri', 'Oda armii'; it is
noteworthy that Limonov's manuscript collection of poems for
1969-70 carried the title Ody i otryvki). The tradition of
Maiakovskii's satire was developed by Limonov in his long
poem GUM (the abbreviation stands for 'gosudarstvennyi
universal'nyi magazin'), where he portrays a gallery of
Russian characters with the help of their 'telling' surnames:
e.g., the military man Mordailov (from morda, mug), the
youth Prytkin (from the prytkii, lively, sharp, agile) and
others:

TyT nokynaeT ManeHbKUA KONTUAKUH
Bonbwyw AaMIy AAA HOYER.

M noxynaeT 3aech COMAUBKMH
Ha K YXHI0 HOBbIA BbIK1H0YATE b,

M noxymnaeT TYT XO3ARKUH
JIBepHble PYYKU MONPOYHES

W noxymnaeT TYT VIHXeHePKMUH
KapHU3. Toplep. U AKCTPL TpK.405

Maiakovskii himself had readily used this device, e.g.,
'dvornik Sluzhbin', 'kvartkhoz Ovechko' (VII, 142), etc. It is
more important, however, that the whole poem by Limonov
continues and develops Maiakovskii's poetical advertisements

4045ee Maiakovskii's poetic cycles Parizh (VI, 197-227) and Stikhi ob
Amerike (VII, 7-95); Limonov's Parizhskie stikhi (Limonov, 1982a,
pp.110-16) and some parts of the untitled cycle with the dedication
‘Elene ot ee byvshego muzha i neizmennogo druga' (appended to
Shchapova de Carli, 1984, no pagination).

405Limonov, 1979, p.43.
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written in 1923 on a commission from GUM to promote its
clothes, tobacco, watches and food (V, 274-76).

It is curious that in some other contexts both Maiakovskii and
Limonov describe food with the only purpose of making the
reader feel sheer disgust. Compare:

Jlonanuce JAKNAMK,

NMpOeBLIUCL HACKBO3®b,

U COYUOCh CKBO3b TPEL[UHLI Calo0,
MYTHOR pekolf C akunaxeR cTekana
BMeCTé C UCCOCAHHONR 6V NKOH
KeBOTUHA cTaphix KotTanert (I, 191-92)

and

OH 3acoBbiBaeT B NOJOCTb PTa
nepemadnbiBaeT A4€CHONR
YTO-TO BpoAe 6kl TBOpOTa
HeYTO 6YATO ©bl TBOPOXKOK 406

Because of many characteristic features of their work, both
Maiakovskii and Limonov deserve to be called poets of the
disgusting and revolting. In the following example the motifs
of prostitution, sacred objects and signs of decay on someone's
faces are skilfully intertwined by the two rhymesters.
Compare:

Bce 3TU, MpOBaAMBIIMECH HOCAMM, 3HAKT:

A - Ball NO3T.

[...] MéHA 0AHOT'O CKBO3b FOpALIUE 30aHUSA
MPOCTUTYTKM, KaK CBATHHI, HA pyKax NMoHecyT... (I, 62)

and

BecCThiAHbIe PACK PALIEHHbIS A&BKU
aepxa 3y6amMy BETXUMM THUILIMU

406Limonov, 1979, p.7.
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a B BOMOCAX Be3de MY XKCKOe CafnNo -
NeTAKT C 6€/10KPbIIbIMM MeYTaMU -
o gal

aal aal

npesacraesTe! HapasHe 407

Or take the motif of being a proud rapist with no remorse:

.. M3HACUA Y A
I B cepale HacMeWKY NAWHY et (I, 105)

and

M3HACK0BAJl MHOTMX B KYCTaxX
BeCb MOYOHR A npomax408

Limonov follows Maiakovskii not only in his inclination to
surprise the reader with unconventional statements, but also
in making up new words.40% Thus, one of Limonov's rare
neologisms, dremaet (instead of dremlet, 3 person singular of
the verb dremat’, to snooze), was at first glance invented
exactly for the same reason that many of Maiakovskii's
neologisms were, that is, for rhyming words which in their
natural form did not quite match the required metre or
sequence of sounds:410

- YTo MoOpraeT OH - YTO HAAOC - YeT'o OH XenaeT?
Huyero oH He XefaeT - TOJLKO OH ApeMaeT4l]

However, in this particular case this reason for bending the
rules of grammar becomes unconvincing, because, unlike
Maiakovskii, Limonov normally does not have any problems

407Limonov, 1977b, p.64.

408Limonov, 1979, p.80.

409gee Humesky, 1964.

410Cf.: 'I always put the most characteristic word at the end of the line
and find the rhyme for it at any cost' (XII,106).

411 imonov, 1979, p.88.
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with writing unrhymed verse4!2 (e.g., lines 5-10 of the same
poem '-Kto lezhit tam na divane? - Chego on zhelaet?' remain
unrhymed).413

3.5. THE COMMUNITY OF LIMONOV'S AND MAIAKOVSKII'S
CULTURAL CROSS-REFERENCES.

One can find that Maiakovskii and Limonov have many things
in common by exploring their literary allusions, both in verse
and in prose.4!14 Let us take the figure of Lev Tolstoi as an
illustration. It is more than simple coincidence that his much
celebrated reputation becomes a landmark for these authors'
excessive ambitions. In his poem Voina i mir (War and Peace)
Maiakovskii 're-wrote' Tolstoi's world-famous epic. Pavel
Lavut, Maiakovskii's impresario, recalls that once at a public
performance Maiakovskii received a note from the public

412Cf.: 'Maiakovskii's verse may strike a reader as free of the
conventional restraints of meter and rhyme, yet close analysis of his
lines reveals a carefully structured and complex poetic artifice
concealed but not destroyed by the breakup of the line into the
conversational phrase patterns’ (B[rown], 1985, p.277). These words
apply equally (if not more so) to Limonov's verse (see the analysis of
Limonov's poem 'la v mysliakh poderzhu drugogo cheloveka' in
Zholkovskii, 1994, pp.148-63).

413Such minor coincidences in Maiakovskii's and Limonov's poetic
practice as using untranslated foreign words in Cyrillic, e.g.
Maiakovskii's Riv-gosh (from the French la rive gauche; IV, 77) and
Limonov's lezarbry (from the French les arbres ; Limonov, 1979,
p-137), or the fact that Limonov's line 'V moikh briukakh ogromnyi
polovoi organ' (ibid., p.80) was inspired by the title of Maiakovskii's
long poem Oblako v shtanakh do not need to be discussed further.
414Dostoevskii and Gor'kii have already been named among those who
formed Maiakovskii's and Limonov's artistic background (see Otsup,
1961, p.155; Humesky, 1964, p.4; Corten, 1968; Pasternak, 1982, p.453;
Maramzin, 1978, p.69; Matich, 1986, pp.531, 533-37; Ryan-Hayes, 1988,
pp.445;46; Limonov, 1990, p.49, etc.).































































































































































