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lexei Remizov (1877-1957) can scar

FOREWORD

Avril Pyman

/ be said to have enjoyed an

international reputation during his lifetime or indeed to have been

adequately valued by

Soviet or Russian émigré readers. Yet he was a careful

steward of his own heritage and, since his death, his archives have yiclded a

stream of publications in Russia, France, the United States, and Italy, featuring

new works, letters, and variants of genuine importance for the history of
literature and, indeed, of the cultural scene of his times. Dr. Friedman has paid

full and scholarly homage to her predecessors, so I do not need to elaborate

the course of this posthumous rediscovery of an extraordinary artist whose
work is distinguished by a mutual dependence of text and image that has
been compared to William Blake’s. Suffice i to say that we have here the first

monograph to record and reproduce pages from the handcrafted albums still

in private collections and to explore in detail the significance of this interplay
of literature and art, What I can do is add a personal view of Remizov himself,
whom I knew in his last years when T was studying Russian and things Russian
in Paris before and after reading for a degree in the subject at Cambridge.

He was very small, bent, with a face all planes and angles—a mobile face,
alive with mischief and compassion. Remizov lived cocooned in his own
world and not only after, as an old man, he became virtually blind with the
shuffling step and uncertain hands of one for whom every moment was fraught

with imminent peri

fll in an empty flat, a matchbox faring in his face

as he lit one of his innumerable Gauloises, a lost slipper. On the contrary,

he had been spinning the cocoon ever sin

e he could remember. Stunted and

dlightly hunchbacked from a childhood fall, broken-nosed and myopic, the

underprivi

ed child of a mother who had committed the unpardonable

solecism of leaving her husband and returning with a clutch of sons to seek

shelter and support from her own parents wealthy Moscow merchant family,

Remizov was always a loner, a psychological outsider, a chronic poor relation.
He retold old tales and wove new fictions about himself and his friends,

increasingly, as time went by, men and women of the theater, art, and literature,



fantastical enough in their own right bue homely and domesticated in his
and he drew. As a child, because he was nearsighted, he did not

s with

world . .
see the objects children were at that time encouraged to draw in cla
proper egard for shading and perspective but drew what he called “ex-objects,”
emanations of things seen, which emerged now in blots and bold lines, now

in filigree detail: quirky, humorous, suggestive, and, to his schoolmasters,
downright subversive. As he grew up, he became rather worried when well
intentioned aficionados of fashionable psychology exclaimed how good it must
be for him to get these monsters out of his subconscious onto paper. e did
ot sec them s monsters. To Remizoy, his ex-objects were part of a wonderful
world of poetry; folklore, and dream, a world as free of fig-leaf propriety as it
was of intentional indecency, a world without taboos. Often, as he was drawn
into the study of ancient manuscripts and paleography (his wife’s specialty),
To him,

e would accompany the images with exquisite calligraphic legends
this was akin to the work of the mediceval scribe, one of

his own personac

in the elaborate, life-creating games he instituted with hi
These games and these legends led him out of the often truly “monstrous” that
surrounded him, into the larger world of art, unbounded by time and space,

contemporaries

free from the stuffy poverty and sordid pornography of the underworld he was
Y P! 2 P Brapoy
granted such ample opportunity to observe at first hand.
For, in life, Remizov continued to be

misfit. Arrested as a young man by
the tsarist police for his interest in subversive literature, his tiny stature made
aliving hell of the shackled, forced march into exile; in exile, his patent lack of

political commitment and wayward imagination led to ostracis
body among the political exiles, a possible stool pigeon. After his release
without right of residence in the capital ci

as a foreign

es,a period of trailing around the
provinces as repertory adviser to the young Meyerhold and his troupe, though
it opencd a door on contemporary European theater, was beset by discomfort
and frustration. A clandestine visit to Briusov’s 74 Balance in Moscow resulted
in rejection of his work by the avant-garde to which he felt it belonged as “too
Russian,” “like a patch of brocade on our smooth gray worsted.” When the
ban on the capitals was lifted and Berdiaey and Bulgakoy, companions in exile
who had also been beset by doubts as to revolution as panacea, made Remizov
treasurer of their St. Petersburg journal Questions of Life, his position was again
that of a poor relation on the periphery of literature, though he met everyone:
the Merezhikovskys, Rozanov, Bely, Blok, Viacheslav Ivanoy, Lev Shestov, So-
movand his friends from The World of Art. All were luminaries of the avant-garde
and neopopulist theater—and all took on a special “more real” life in Remi-
zovs meta-autobiographical writings. Where else could one glimpse the stately
Jézlr;if:ivsﬂgdug:rs; ll;\p ofthe swing in Rozanov’s back garden and Andrei

wed adate”> However much they enjoyed Remizov's
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company, however, the elite did not take him seriously as a creative artist, He
was subjected to another period of ostracism, this time for plagiarism, because
he retold old tales in the old language. Zinaida Hippius was always trying to
find him “a real job”; Blok saw him as he had once described himself, an eternal
outcast, shivering in the hard frost with a woman's shawl wrapped around
himself and his baby daughter outside a burning house. Serafima Pavlovna, the
wife whom he dearly loved and of whom Dr. Friedman has pertinent things
to say in the chapter on the biographical subtext of So/omaniia, broke his heart
for the first time when she rejected their daughter, who was to be brought up
by her own family from the old nobility of the Ukraine, and for the second
time when she rejected revolutionary Russia, insisting on cmigration in 1921.
TIn Russia, Remizov’s fate might well have been as dour as that of so many of
his contemporarics, but he left behind a ballet scenario and a play unstaged,
an unfinished Collected Works, and, together with his native tongue, a slowly
growing readership and following of young writers among the so-called neo-
realists such as Zamiatin, Pilniak, and Platonov. In Russian Berlin, he was still
comparatively active as a writer, but in Paris there cnsued a desolate period
when his only carnings seem to have come from Jenefice readings to an in-part
still comparativel
and albums. This was hard indeed to bear, the loss of reputation in the world

¢ well-heeled émigré society and the private sale of screens

of art compounded by the scattering of his unique artifacts. He once asked me
to trace the sereens he had sold to Tereshchenko in the 1930s.1 failed to do so.

Yet Remizov continued to spin his cocoon and to lay the foundations for
the present revival of interest in the art that he knew to be his raison détre.
In this he was helped by a few friends. Natal'ia Kodrianskaia published his
letters and recollections of his talk; and Natal'ia Reznikova translated his
autobiography With Clipped Eyes (Podstrizhennymi glazami) into Fronch
as Les Yous tondus, the 195t publication of which by Gallimard earned him
paradoxical recognition with the French elite. It was a great solace when,
horrified by the old artist’s stark poverty and loneliness at the end of the war
after his wife’s death, Reznikova and her sisters and their husbands Daniil
Reznikoff, Viadimir Sossinsky, and Vadim Andrecv began to publish a string of
beautiful books under the imprint of their shoestring press, Opleshnik, which
promised to perpetuate at least in part that combination of word and image
that had now become Remizov's stock-in-trade.

How pleased Remizoy would have been with Julia Friedman’s labor of love
in locating and describing so many albums now in private collections; with her
combination of the rigorous scholarship of the art historian, the intuitive grace
of a Russian native speaker who loves her own literature, and the cosmopolitan
conceptual perspective of one who has lived and studied in Russia, the United
States, France, England, and now the Far East, with which Remizov himself
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Jways felt & mysterious rapport. It is with great pleasure and a lively sense of
gratitude o fte, which first decreed that my path should cross with Remizovs
Sixty years ago in 1048 before L went up to University to study Russian, that I
complete the task of introducing this truly professional book about the liminal

: on lterature and art of which he is the extraordinary author.
world between literature an A ERHDWEEDE M E TS

his monograph has been in the works for a very long time, and I can

hardly give appropriate credit to everyone who inspired, encouraged,

and enabled its progress. T am greatly indebted to all the people named be-

low and to others whose names arc hidden behind the generic labels of “col-
leagues” and “support staff.” Their gencrous help made this project possible.

Beyond Symbolism and Surrealism came into being against the odds. It is

based on geographically scattered and fragile source material that frequently

changed hands or even disappeared at particularly inopportune moments, and
until very recently, there has not been a coherent model for the kind of in-
terdisciplinary interpretation that Remizovs albums demand. Creating such
a model became a secondary purpose of my work, but my primary goal has
always been to present and to document the enthralling art that inspired me
of “reading” Remizov’s illus-

some fifteen years ago to look for fl
trated albums without subjecting them to the interpretive limitations of any

particular discipline.

My work on Remizov’s
University and benefited from the help of professors in several different de-
ages of writing were made possible by a Salomon

graphic art began in graduate school at Brown

partments there. The carly s
Dissertation Fellowship. I want to express my deepest gratitude to my doc-
toral dissertation readess Tom Gleason and Gerald Janecek (University of
Kentucky-Lexington) who offered me so much support, knowledge, and ad-
vice. Professor Gleason had the patience and the sense of humor necessary to
see this work from s inception to its completion in book form. His confidence
in the project and its author kept me going through the hazdest of times. The
late Kermit Champa was my dissertation advisor. 1 had always trusted Profes-
ve and was thrilled when he welcomed my

sor Champals unfailing critical e
interest in Remizovs synthetic and synesthetic art and let me take all the time
I needed to do the necessary background work. Professor Champels untimely
death in July 2004 was a very difficult moment for all who were enriched by his

talents a5 a scholar and teacher, and T will continue to miss his challenging and
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Jd like to thank Hervé Vanel for stepping in with grace

kind mentorship. I wou
itsky kindly of-

and understanding as my dissertation director. Alexander Le
fered to be an additional reader, and I thank him for that. Fi
graduate student Amanda Burden helped me to keep the length of the dis

end and fellow

ertation in check. Over many years, Adam Weiner set an example for me with
his love of literature, his mereiless editing, and his high expectations—without
Adam this monograph would not have been written

One of the main challenges throughout this project was locating and
studying the primary materials. Most of the illustrated albums are in private
collections, 5o the willingness of collectors and dealers to share the works
in their care was crucial to the success of this project. I would like to thank
Alexander Andreey, René Guerra, Jaine de Fabrés, and Joseph, Zinaida, and
Alexandra Lempert for trusting me to catalog, photograph, and study their al-
bums. 1 am especially grateful to Yegor Reznikoff, who not only allowed me to
work extensively with his collection over the years but also contributed missing
biographical and textual references as well as photographs from his family ar-
chive, Professor Reznikoffs determination to preserve Remizov’s accomplish-
ments as contributions that transcend his Russian heritage will, 1 hope, result
in the recognition of his full significance in France, where Remizov spent over
hree decades of his life.

A substantial part of the primary source research for this work was car-
ried out in the university libraries that preserve Remizov’s graphic legacy: the
Amherst Center for Russian Culture (Amberst College), the Houghton Rare
Books Library (Harvard Univessity), the Cambridge University Library, Ros-
siskaia Natsionalnaia Biblioteka (St. Petersburg), Pushkinskii Dom (IRLI, St
Petersburg), the Syracuse University Library,and the library of I'Ecole national
des langues orientales vivantes in Paris. | worked with secondary sources in the
Hay Library (Brown University), the Bakhmeteff Archive (Columbia Univer-
sity), the Helsinki Slavonic Library, the Rockefeller Library (Brown Univer-
sity), the Syracuse University Library, and the Theatre Library (Teatral'naia
Biblioteka) in St. Petersburg. I want to thank the staff of these libraries and
archives for being helpfil and accommodating beyond the call of professional
duty. Professor Stanley Rabinowitz enabled my access to the rich holdings of
the Amherst Center for Russian Culture where he is the director; I would like
to take this opportunity to thank him for his enthusiasm and hospitality.

"The scholars of Remizov’s literature helped me to see Remizov—writer
and person—more clearly. H. Sinany’s bibliography of Remizovs publica-
i é?;::ixZI&::lxg:n?hlcmr me and did no leave my desk for many years.
e u:lcless work on Remizov’s ocuvre is inspiring:
g e O and many others were of much belp at difrent

ith the project. T feel particularly indebted to An-
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INTRODUCTION

lexei Remizov feared normalcy. He believed that a true artist is able to

escape its confines with the help of a metaphorical “ladder.” The sym-
bolist poet Alexander Blok's ladder was his ability “to hear the music” of his
time; Fyodor Dostoevsky was an epileptic; Edgar Allan Poe and E. T. A.
Hoffmann drank.’ Remizov spent many years searching for a way to evoke the
artistic quality ever present in dreams—his own ladder out of normalcy. Some-
time in the midtwenties he illustrated this concept in a self-caricature that

subsequently became his signature image: it shows Remizov as a petty demon,
climbing a ladder in the midst of horned, winged, and tailed monsters? (Agure
a1). The chapters of this book assess various artistic ladders used by Remizov:
ia (chapter 3),

el

subjective games with time and space (chapter 2), synesth
supernatural possession (chapters 4 and 5), and, finally; shamanism (chapter 6).
These have a number of rungs in common—in particular, the goal of synth
or at least that of the interchangeability of word and image—a natural direction
for the kind of mythopoetics that comes out of Remizov’s stylistic evolution
(chapter 1).

Unable to fit his creative élan entirely within the bounds of the visual or
literary, Remizov experimented with graphic art, eventually inventing a new
genre of handwritten, illustrated albums that mix india-ink and watercolor
drawings with collages and texts. While over a period of some fifty years
Remizovworked inavariety of visual genres and attained impressive proficiency
in many, only the albums allowed him to fulfill his capacity for both drawing
and writing.* Between 1932 and 1949 he made hundreds of them, mostly for
sale.* The albums defy the standard classification of works into verbal or visual;
their author ceases to be exclusively a writer, but remains more than a graphic
artist. And although Remizov called these objects “illustrated albums,” most
of their images do not illustrate in any conventional sense, entering instead
into more complex relationships with the text, at times even supplanting
it as the vehicle of the narrative. The albums from the early thirties consist
of calligraphic texts and pasted-in india-ink and colored pencil drawings,

is,




many dating from the 19205, From the midthirties onward Remizov began
10 incorporate watercolors and paper collages glued from scraps of colored
paper and foil, with decorative overdrawing in india ink. The postwar albums
appearance changed considerably,as the text gave way to pictographic drawings
that assumed a dual semantic function.

Remizov’s later favoring of the visual, expressed by his move toward
a vistually complete substitution of image for text in the postwar albums,
culminated during his last decade, when he would regularly draw the stories
before writing out their texts Given Remizov’s staggering visual output
(by 1937, after just five years of a
two thousand drawings), one wonders about the impetus behind such in-

bum production, he already counted over

tense involvement with an artistic medium other than his primary one. A
contemporary and correspondent, the Russian religious philosopher Tvan I'in
inadvertently offers some clues into the writer’s gargantuan graphic efforts. In
an insightful cssay about Remizov’s “creative act,” I'in claims that the author

based his literary images on his dreams—whether nocturnal or diurnal.®

Remizoy; in his view, “transposed” these dream images onto the printed page
without much critical alteration, showing his “docility” and “acquiescence”

to their power, and thus compromising his “authorial will” (306-7). Il'in
contrasts this apparent “servility” to imagination (the stuff of content) with

the total “masterly” control Remizov exer

ed over his writing (the stuff of
form), as he tirelessly revised his texts with the precision of a

ern jeweler”
(320-21). Leaving aside the philosopher’s contentious conclusions, I would
like to emphasize the rift he so perceptively identifies between Remizov’s often
fantastical content and his always meticulous writing style. According to IT'in,
the only exception to the “willful formalism™ of Remizov's style is his literary
enzctment of the holy fool persona (literaturnoe iursdsvovanie), a guise the
writer assumed willingly and frequently. This element of play and subversion is
keyin helping us understand why a writer who took his vocation very seriously
would expend so much creative energy on another art form. As evidenced
{rom his (in)famous self-presentation as the scribe of the Ape Tsar Asyka, a
figment of his creative imagination, Remizov’s drawing flourished as a playful
function of life-creation (zhiznmetvore
&hizinetvorchesto as a byproduct of the symbolists' reluctance to distinguish the
}?oundarie:s between the events of real life and actual creation, and their search
for “the philosopher’s stone of art,” the “amalgamation of life and creation.”
The visual medium offered Remizova new mode of expression, unburdened
by the gravitas of his enviable writer work ethi
[and] . ... thread” his words,? and his expli
as art,”"
When

w9). Vladislav Khodasevich described

- Exterior to his will to “sort .

. t rejection of automatic writing
It provided just the right formal outlet for his unrestrained content,
Remizov made his official entrance onto the fine arts scene in Nikolai
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vicurs At The Logend of Solomon and Kitowrast (Legenda o
Solomone i Kitovraste), Alesei Remizov, 1937 India ink on paper,
112 x 73 mm. Guerra Collection. Copyright René Guerra,




Kul'bin's 1970 Triangle exhibition, he did so as an amateur, an ingenue, a
writer dabbling in visual arts. As such, he was under no obligation to effect
professional, “masterly,” and “silfl formalism.” On the contrary, the outsider,
hionable in the visual arts tempted the newcomer

neoprimitivist cthos then fa
to surrender his expressive will to a “compliant surfing in the ocean of fantasy

rtlessness.> Remizov’s

and dreaming,” to preserve and to foster his natural
on behalf of the Ape Tsar Asyka, and

early experiences with drawing charte
with providing childlike illustrations for his texts, gave him a taste of creation

free from any presumed demand for technical mastery. In just a few years the
hardships of the Revolution and the Civil War would lead Remizov to resort

ble means of uninhibited a

to drawing as the onl reistic expression,” and by

1928, he would communicate his narrative in visual form prior to writing it out,

letting loose his fantastic images before setting his dream into the “verbal icon-

cover” (slovesnaia riza) cast by a “stern jeweler.”* When circumstances finally

£d

Led Remizov to the production of illustrated albums, this pracice of drawing

an indispensable initial stage of the creative process gradually solidified into a
parallel mode of artistic operation. By the time he arrived at the pictographs of
the early 19505, Remizov’s search for the best way to express his dream-infused

thoughts was over:

e was functioning both as a graphic artist and as a writer.
This later period of conscious self-identification as a writer-draftsman ( pisatel-
risoual Shohik) or writer-artist (pisatel~Rhudszhnik) is outside the scope of the
present investigation. My goal here s to trace and analyze Remizov’s discovery
of drawing as an art form optimally suited to the “stream of images pouring
out of the unconscious” that was his content, The albums 1 examine are all
from the tumultuous period of Remizov’s transition between media, during the
second half of the 19305,

This book is also a case study of a modernist who provided a model of
synthetic art without the acc of the almost ubiq fanfare of
a manifesto or substantial theoretical grounding of any sort. Remizov

mply
extended his creative means across two art forms without surrendering any
of the significance that words had for him. Moved by the “inner necessity”
of expression, ' he added a visual dimension to his work. Recognizing th
dimension 2 an integral part of Remizov's ocuvre allows us to deepen our
understanding of his role within Russian modernism. He then emerges not as
an eccentric wordsmitl
(shaz)

h who passed on the intricacies of colloguial narrative
10 a generation of young Soviet writers, but as a successful heir to the
long Russian tradition of attempts to synthesize the verbal and the visual, from
the medieval period to faturism, What is more, after the death of Vladimir
Mayakovsky in 1930, Remizov was the only remaining Russian artist to persist
in the symbolist and farurist quest for synthetism, and in the ambition to
dismandle Gutenberg’s gacy through alternative, nontypographic methods of
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book-making. Gerald Janecek ends his comprehensive study on the innovative
printing practices of the Russian avant-garde at 1930, the year of Mayakovk
death (Janecek 1984, 3). Remizov practiced his unique genre, which combined
features of medicval codices, the writer illustrated manuscript, the graphic
novel, and the artist’s book (/ivre dartste), from the 19305 through the carly
1950s. This fact alters our current understanding of the scope of Russian avant-
garde book experimentation and defers its end-date by another two decades.
Above and beyond their art-historical significance, his

albums are time
capsules waiting to be unlocked. The extent of Remizov's ties with major

twentieth-century cultural figures is remarkable; with their wealth of references,
the albums serve as a primary source, full of new detail about the modernist
writer and his

acquaintances.” Entering the busy St. Petersburg art scene in
1905, Remizov soon found a place among the symbolists, establishing himself
at the forefront of literary experimentation.™ In the next decade he came into
close contact with a group of young futurists—David Burliuk, Elena Guro,
Vasily Kamensky, Velimir Khlebnikov, and Alexei Kruchonykh—who shared
his interest in linguistics and primitive art. During his exile, which began in
1921, he ot only remained at the center of the Ru

ian artistic community,
but also was able to transcend its necessarily limited boundaries.” Plentiful
translations of his prose had already prepared his move into the larger, Euro-
pean aesthetic arena, allowing Remizov o join the Sturm circle in Berlin and,
later, that of the Nouvelle Rev

e Frangaise in Paris

 Among his friends and ac:

quaintances of the émigré years were the existentialist thinker Lev Shestov; the
artists Ivan Puni, Mstislay Dobuzhinsky, Mikhail Larionov, Vasily Kandinsky,

and Pablo Picasso; and the fellow scribes André Breton, Paul

Kurt Schwitte;
Eluard, and René Char. Because of the impressive chronological and thematic
reach of Remizov’s art, which spans a period of some fifty years and the space
of three countries, his illustrated albums are laden with particulars of con-
siderable interest to students of modernist culture, art historians, and literary
scholars. What T offer in this book is only the first of the detailed, genuinely
interdisciplinary investigations that the majority of the albums still await.
Why has so much time elapsed since Remizov’s death in 1957 without a
comprehensive examination of these albums?? The most obvious explanation
is their inaccessibility. Produced in cditions of one, the albums have followed
the tendency of old manuscripts to disappear into private hands, with all the
consequent difficulties of access.2 As the original collectors passed away and
the albums changed owners, fewer and fewer people were even aware of their
existence, When the poet Alexis Rannit and Avril Pyman, a scholar of Russian
symbolism who knew Remizov personally, published the first illustrated
critical introductions to his graphic work (in 1979 and 1980, respectively),”
the albums were unknown even to researchers of Russian book culture.*
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The situation improved somewhat after 1985, when the Mead Art Museum
at Amherst College displayed @ dozen of Remizov’s illustrated albums from
the Thomas P. Whitney Collection. The Pushkin House literary institute in
St. Petersburg followed suit in 1992, with an anniversary retrospective of his
graphics and artificts The catalogs that accompanied these two exhibitions

included survey articles on Remizov
A. M. Gracheva, specialists in his fiction* Thanks to the Amherst c
which also contained multiple color reproductions from the 1930s albums,

graphic art written by Greta Slobin and

talog,

as well as to several pioneering articles tackling Remizov’s calligraphic-
synesthetic paradigm, by the mid-1990s his graphic work was no longer the
best-kept secret in the field ' Yet there are still no close readings of his seminal
illustrated albums from the 19308, and, as far as I am aware, Gracheva’s essay
cle of Happiness (Krug schast'ia) is the only

on Remizov’s 1948 album The C
in-depth study of the later material
1 believe that the main reason for such a dearth, aside from the remaining

difficulties of access, is the intrinsic liminality of the illustrated albums, which

lie just beyond the purview of both the history of art and Russian literary
studies. Too textually oriented for art historians, Remizov’s illustrated albums
have been for the most part ignored by literary scholars, who, until recently,
have avoided launching themselves into art-historical projects. For the student
of literature, Remizov is an important Russian writer whose daring stylistic
sts as Alexander Blok,

innovations place him alongside such influential symbol
Fyodor Sologub, and Andrei Bely. Although several Slavists have occupied
themselves with related topics such as Remizov’s violations of stylistic norms in
his books, his self-mythologizing, and even his relationship with the French
surrealists,” his vi

ual art remains on the periphery of literary scholarship and
is cited mainly for illustrative purposes. Yet this very reason for the lack of
work on Remizov’s visual art—its verbal/visual liminality ible
approach to it.” By accepting his art’s liminal character we can examine the
albums for what they are—remarkable objects of visual and literary culture that
exist on the boundary between eccentric behavior and universal art

This book has three objectives. First, using the methodology of art
history and literary studies, T will introduce Remi
an audience that up until now has had very few opportunities to appreciate
them. Easily rising above the typical dilettantism of writers who also draw,
Remizov invested his albums with a creative intensity usually reserved for
the primary means of expression. The albums’ impressive pictorial skill makes
for memorable aesthetic encounters: the pages of the finest of these albums
display coloristic subtlety worthy of medieval miniatures, combined with
linear precision in the best tradition of twentieth-century graphics. This view

Suggests a pos:

ov’s illustrated albums to
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is supported by the reaction of Remizov’s artist-peers, who bought, collected,

and published his drawing

Second, this volume aims to provide a new theoretical framework for
evaluating Remizov's writings. By keeping in mind the continuum of his
artistic activities, his striving for synthetism, and his intentionally liminal
self-identification as a writer-draftsman, we can gain a deeper insight into
his fiction—into its germination and evolution. Some of Remiov’s texts first
appeared as albums, such as Zules from the Fourth Dimension (Récits de la
quatriéme dimention [sic]), 1937. Others changed cons

iderably through their
presentation in the albums: Solomoniia, in three versions, the first from 1934
and two more from 19355 and Maroun, 1938. In the case of the writings that
also exist in visual versions, only when readers of texts become viewers of
images are the contours of the artist’s dream reality fully laid bare.

“Third, on a more general level, T hope that this case study will advance
our understanding of the type of art that emerges out of modernism's pro-
pensity for crossing boundaries, relocating centers, and emphasizing. the
liminal. The illustrated albums reveal a delicate mechanism behind Remizov’s

characteristically modernist bifurcation, and their study may ultimately suggest
new ways to approach works by other artists of this period.

I begin with a biographical introduction (chapter 1) that relates the threshold
character of Remizov’s ilustrated albums to the circumstances of his life. There
I examine his lifelong quest to perfect the role of an cccentric, an inhabitant
of a peripheral space, and reveal his strategies for situating himself between
two art forms in his album work. Remizov's atistic surroundings in Russia
and abroad, the early life experiences that led to this dual expression, and the
modernist games of his adulthood suggest that the marginal quality of the
illustrated albums reflects their maker's own geographical, temporal, and social
liminality, The very fact that the genre of the illustrated album came into being
while Remizov, a Russian writer, was living in France is symptomatic of the

generally transcultural quality in his work.

Chapter 2 takes up the subject of Remizov’s formation as
illustrated album whose graphic style developed through his involyement with
the art of book-making. When he began to produce the illustrated albums in
the carly thirties, Remizov did so on the heels of typographic expetimentation
by symbolist acsthetes and futurist book innovators motivated by a shared anti-
Gutenberg sentiment. Remizov, who was well versed in both calligraphy and
palcography, used a number of medicval formal elements and practices in order
to make his albums comparable to the manuscripts of past centuries. But while
ibliophile motivation behind his alb king,

in author of the

this may suggest a strictly
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s albums, and his construction of a

ythical

the involuted nature of Remizo
slter ego as & manuscript sribe in his iction, point to the modernist nature of
his project a project that should rightfully be seen in the context of Ru

avant-garde book experimentation.

“The metonymical relationship between the arts is the subject of the third
chapter, where 1 show how Remizov carries the synesthetic principle from
content to form in the 1938 album Maroun, dedicated to the memory of his
friend Alexander Blok. This ibility of an
organic connection between the verbal and visual arts. Largue that by combining

e study demonstrates the pos

different art forms in Maroun, Remizov resolved a riddle that occupied his

symbolist colleagues a quarter of a century before and was intermittently
tackled by futurist poets and artists.
The fourth chapter examines the evolution of Remizov’s 1928 tale Solo-

moniia, treated in six conventional print publications and three illustrated

albums over a period of more than twenty years. To create the desired focus for
each illustrated album, Remizov transformed his mesmerizing tale of phallic
possession through variations in the albums' format. For instance, the explicitly
croic tone of a 1935 album version with French text makes it an intentional

contribution to the surrealists’ investigation of hysteria and libertinism. The
following, fth, chapter explains how Remizov infused the seventeenth-century
narrative “The Tale About the Possessed Woman Solomoniia” (“Povest’ o
besnovatoi zhene Solomonii”) with autobiographical detail, making it into his
own metafictional “Solomoniia,” a text that ponders the balance of guilt and

love in his marriage to Serafima Pavlovna Remizova-Dovgello. Establishing
the autobiographical core of the story is particularly important because it
allows us to reconsider its place among the texts that compose the seminal late
cyele “Legends Through the Ages” (“Legendy v vekakh”).

Using the example of the 1940 album Siderian Tule (Sibirsk
Tast chapter focuses on Remizov’s absorption of the mythopoet
of shamanism into his life and art. The album exemplifies his archetypal

i skaz), the
s and imagery

reliance on multiple frames of reference, an extension of the album’s formal
and contextual liminality. And while Siberian Tale came into existence against
the background of the futurist and surrealist interest in ethnography, its ample
use of regional mythologies allows it to escape the restrictive but common
contemporaneous fixation on the metaphors of shamanism. This chapter also
reconstructs an attempted late-1930s collaboration between Remizov and
Kandinsky that was linked to Siderian Tule thematically, through shamanism.
A different album that resulted from this project, the 1937 Tules from the Fourth
Dimension mentioned previously, compiles the fifteen Remizov tales inspired
by Siberian shamanism that Kandinsky had already illustrated, although never
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published, in the carly 19205. Characteristically, Tules is also based on multiple
frames of reference: the oneiric encoding of the albuns ink and watercolor
drawings owes as much to surrealist discourse on dream illustration s to
Kandinsky' informed adaptation of Siberian folklore. The psychological effect
of Remizov’s ensuing (and somewhat one-sided) competition with one of
the greatest painters of the century cannot be overestimated—it completely
changed Remizov's subsequent drawing practice, leading him to acknowledge
his own ability as a visual artist.

‘The conclusion describes the text-to-image dynamic revealed by a chrono-
logical overview of the extant albums. This dynamic, I argue, elucidates the role
of the 1930s illustrated albums as a threshold in Remizov’s oeuvre. To borrow
Remizov’s own metaphor, my book is intended to serve s a ladder from which
we may gain a vantage point on his symbolic crossing of this threshold into the
world of genuinely synthetic art.

OVERLEAF: FIGURE A2 Photograph of Remizov with his calligraphic signature from
Marsun, Alexei Remizoy, 1038. Houghton Library, Harvard University.
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THE LURE OF THE MARGIN

he twentieth century’s artistic diaspora put an end to the rule of hermetic

literary traditions. The ranks of geographically bicultural writers such as
Ttalo Svevo, Jean Arp (Hans Arp), and Franz Kafka were joined by others
whose modernist experience was forged by their mixed cultural and linguistic
environment. Among them were the Dominican-English novelist Jean Rhys
and the young Russian émigré writers of the so-called unnoticed generation
(including the hardly unnoticed Sirin/Nabokov).! Although Remizov never
straddled the language interface, vriting only in Russian, the more general
idiom of modernist liminality certainly applies to him. This introductory
chapter explains the liminal character of Remizov’s illustrated albums, and
presents his lifelong quest to be, and be seen as, an eccentric who occupied
an appropriately peripheral space. 1 use the word “liminality” in order to
designate both the threshold and marginal character of his art, its deviation
from accepted norms and structures.” At some level Remizov’s games in life
and art fit Victor Turner’s influential definition of a “liminal entity,” which is
“neither here nor there [but] betwixt and between the positions assigned and
arrayed by law, custom, convention, and ceremonial.” But were Turner’s idea
of liminality as the engine that creates new paradigms to prove applicable here,
then Remizov’s insistence on remaining “betwixt and between” genres, styles,
and cultures would signal his desire to extend the borders of the accepted, thus




moving toward  culturally more centrist position.* Such an aspiration would
ot accord with Remizov’s marginal, “microscopic”vision of the world. T would
argue that his brand of liminality represents something more akin to Mikhail
Bakhtins carnivalesque, a field “where new combinations of cultural givens
could be playfully tested.”

“Betwixt and between” was Remizov’s chosen space; even his autobio-

graphical protagonist has been identified as “existentially peripheral” and
therefore liminal¢ The crossing of boundaries is truly the operative metaphor
for Remizov’s life and art—a metaphor that realized itself with cruel literalness
when in August 1921 he crossed the Soviet border into what turned out to be
permanent exile. After a brief stay in the Estonian town of Revel (now Tallinn)
he first moved to Berlin, and then, in 1923, to Paris. Remizov undoubtedly saw
this reluctant emigration from Russia as detrimental to his career as a writer,
just as he also linked it to the birth of his album-making:

In the last years 193149, when T had no hope left of sceing my works
prepared for publication, and it turned out that there was “no place” for
me in Russian periodicals ... T decided to use my calligraphy: T began to
make handwritten illustrated albums—in a single copy. And in the course
of cighteen years of work: four hundred and thirty albums; and in them
about three thousand drawings. ... One hundred eighty-five albums were
dispersed, “this way or that.”

While between 1931 and 1949 Remizov placed a fair number of his short
stories in periodicals (both in Russian and in translation), the only book
published during these eighteen years, Book of the Dove (Golubinaia kniga;
Hamburg: Khudozhestennaia kniga, 1946), was printed without his knowledge
and without any royalties going to its author. It is only logical that Remizov
would seck an alternate way of “publishing” his texts in some avant-le-lettre
version of samizdat. Although he never really believed that the albums could
replace the conventional printing of his books," they allowed him to continue
reaching and enchanting new audiences, albeit now much smaller ones, while
providing supplementary income during the difficult times when conventional
printing was out of his reach.

Remizov's contemporaries, as well as scholars, rightly warn against being
00 susceprible to the writer’s complaints about the hardships of émigré life
and bis overwhelming feeling of solitude and abandonment.” Still, even if
Remizov’s actual, physical situation during the interwar years was not as dire as

tha(:fhxs colleagues (for example, Marina Tovetaeva), and he was appreciated
by the more discriminating readers,® he certainly fo/¢ underappreciated and

misunderstood by the larger reading public. A noteworthy exchange of letters
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with the editor of the émigré journal Chisla sheds light on the genesis of the
1931-49 publishing drought, and Remizov’s ingrained fecling of victimhood
vis-d-vis Russian émigré readership. A 1937 issue cites the writer and critic
Mikhail Osorgin's reprimand to Remizov for his tendency towrite “for himself,”
exposing his “dreams” and other unmentionables of his writing method to
unwitting readers, thus alienating them.!! While the readers, in Osorgin's word:
deserve “clarity” and “casily readable material,” Remizov audaciously forces
“his difficulty and incoherence” on them.’? Osorgin's rather harsh conclusion
was that Remizov’s lack of clarity must arise cither from his disregard for
the readers’ needs and his refusal to “drop that incomprehensible nonsense,”
or, more likely, from his inability to write “in a simple and understandable
way.” His advice to the writer: “one must learn [how to write]” (284). Remizov
retorted that the notion of judging a work of art by its compliance with the
tastes of the potential audience is absurd: “A work of litcrature is life’s labor. Tt
is written not for someone or something but because it cannot be contained
within” (28.4). Perhaps, in an attempt to make the issue less personal, he refused
to accept that the critic’s judgment was Osorgir’s own, ascribing his yearning
for clarity to the “hundred-million” (stomillionnyi) Russian Paris. Consider
Remizov’s sarcastic remark in an authors’ questionnaire, which came only two
pages after his rebuff to Osorgin, that it would not be worth evaluating his
own fiction for the readers of Chisla, who probably “never [even] read any
of it.” Remizov would have sooner given up the very idea of audience than
succumb to the lowest commeon denominator of mass taste (287). When faced
with the threat of leaving this “hundred-million” readership behind in the dust
of incomprehension, a true writer, in his opinion, would never submit to their
judgment, instead writing “only for himself” because what he writes cannot be
contained (285).

“The breakaway from the poor press of 1931 happened in a 1932 issue of
Chisla, where Remizov is mentioned as a writer who draws. Starting in 1931,
the Ghisla group mounted several exhibitions of Russian art, among which was
the 1931-32 show of writers’prints and drawings. Remizov’s graphic work was
shown alongside that of Victor Hugo and Vasily Zhukovsky In one of the next
year’s issues, between the fine art chronicles and a report on an icon exhibition,
someonc named Vasily Kukovnikov published a shortarticle titled “Manuscripts
and Drawings of A. Remizoy” (‘Rukopisi  risunki A. Remizova’), dedicated to
Remizov’s drawing practice. Kukovnikov traced Remizov’s alleged unrealized
desire to become a calligraphy instructor to his solipsistic drawings made “for
himself and from himsel£” While maintaining a bemused and somewhat
celebratory tone, Kukovnikov cited the names of well-recognized professional
artists (among them Aleksandr Benois, Konstantin Somoy, Leon Bakst, and
Mistislav Dobuzhinsky) who “paid [favorable] attention” to Remizov's graphic
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forays (193). He also listed all the venues that exhibited Remizov's albums,
and specified that from the end of 1932 through May 1933 Remizov had kept
busy, producing 45 albums that contained some 8o drawings and 285 pages
of text. This ostensibly insignificant aricle had a typically Remizovian twist:
Kukovnikov is an assumed name; the real author of the piece was Remizov
himself. Rather cheekly; he used Chisla as a forum to announce his intention
to persist in creating “only for himself” and to the detriment of the readers
seeking more “easily readable material.” Only now, unable to publish his books,
he would do so by retreating into a medium that could thrive without the
dreaded mass approval. The illustrated albums that exist only in a single copy
would naturally circumvent the problem of having to stand up to the aesthetic
serutiny of the “hundred-million” Russian Paris. All that is necessary to sell an
album is one patron’s appreciation of its author’s inward artistry. The article
by Kukovnikov (Remizov) reads as a promotional gallery pamphlet because it
is nothing short of a “coming out” statement for Remizov the graphic artist.
Significantly, long before gaining the confidence to call himself a “writer-
draftsman” by name, Remizov asserted the connection between his writing and

his drawing, introducing the latter as a necessary extension of the former,
Remizov’s illustrated albums display the characteristics of other verbal/
visual genres such as medieval manuscripts and artist’s books, The albums
rely on the semantic exchange between text and image, which makes them
organically liminal. Yet genre liminality is only the albums’ most obvious
quality. On the level of content they display a remarkable degree of artistic
involution, This is true to such an extent that they often seem to recede into
some inner field of reference. One can in fact best discuss them in terms of
the two vital frames they invoke: the interior and exterior. The interior is
the world of Remizov’s subjective associations and includes references to his
firiends, colleagues, dwellings—his private games and “in-house jokes.” This
is a frame of reference not immediately accessible to outsiders. The exterior
aspeet of the albums s one that an uninitiated audience can appreciate as it
requires only the comprehension of objectively identifiable data such as the
albums’images or their text. Some of the albums confine themselves to one of
these two modes. Consider the album Alive 7o Me, Dead Flowers (Zhivye mne
mertuye fsvety, plate 1).1 The album's commentary bears the significant date
0f May 13, 1943, the day that Remizov’s wife of over forty years passed away:
Init, Re!.nizov explains that the dried flowers in the albumms collages come
from their personal and shared past: from the graves of family and friends,
from her cortespondents, from the placcs they had been together. Remizov
ii'f:‘a:tnr:e::;:vs“t: ::f;ﬁ:l walov:m’s death he alone is capable of grasping
i e ncapsulates: “While I am alive, these imagre v.vlll
» comprehensible only to me; to strangers they are only curiosities,
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but still, images.”” Nonetheless, he chose to make flower collages rather than
to take the flowers to her burial cross where they would be washed away by
the rain.** By making collages out of these colorless and crumbling flowers,
Remizoy extended their lifespan to match his own and preserved them as
mementos for himself, leaving an undecipherable (if beautiful) collection of
images for the unknowing others. By contrast, Remizov’s Zhe Sorachinsk Fair
(Sorochinskaia iarmarka), 1935, belongs wholly to the realm of the exterio
it illustrates Nikolay Gogol's eponymous short story, whose text Remizoy has
rendered in the album (figure .1)-

Most of the albums, however, exist somewhere along the boundary of the
exterior and the interior: they are a threshold art. While one readily grasps
the albums’ exteriors, decoding their interiors requires a close study of various
contexts and subtexts. The 1938 album Maroun, for example, consists of a
short prose poem and six images whose scemingly chaotic undulations suggest
2 hidden meaning® Starting out with clues from the text of the album, I
have attempted to explain the ordering and sense of the alburs images. The
text hinted that the key lay concealed in Remizov’s friendship with the poet
Alexander Blok, long dead at the time of the album’s making. Knowing about
Bloks preoccupation with the possibilities of a synthesis of the arts (the subject

supposition. The
discovery of Marour's content as an artwork concerned with synthesis in the
arts thus emerged from a close reading of its images as well as close reading
of its subtext. Without this subtext, the album would seem nothing more than
a set of illustrations to Remizovs literary text concerning a certain fabulous
“Maroun,” the mythical ruler of a mythical island, whereas the album in fact
comprises a complex visual and written homage to his deceased friend (plate
2). Moreover, once we identify Maroun with Blok, we can see that the album
is at once Remizov’s very concrete contribution to an ongoing discourse on the
possibilities of synthesis in the arts and an attempt by a man who had lost the
great “interior” of his native language to reclaim an inner territory, now in an
artistic medium less dependent upon words. Understanding Remizov’s fluid
handling of writing and drawing is necessary because it helps to reconstruct
the author's associative process through a “double” access to the content of his
albums. Without this understanding, the content, which, as in the case of many
other modernist artists, is haunted by its idiosyncrasy, might remain too far
removed from a common experience of life to be izable or meaningful
much less moving.
The albums examined in this book all function within the “interior—
exterior” paradigm. The palimpscst of references in Maroun matches, in
complexity, that in the three album renditions of the So/omoniia story. In the
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FIGURE 1.1 The Sorochinsk Fair (Sorochinskaia iarmarka),
Alexei Remizoy, 1935. India ink and colored pencil on paper,
310 x 795 mm. Lempert collection, Paris.

1934 and 1935 Russian versions the narrative incorporates autobiographical
references into the 1928 original tale, along with a polemical response to
another twentieth-century interpretation of the seventeenth-century origi
nal. The French version of the album (1935) expands its interpretational pos-
sibilities by indexing the contemporancous surrealist discourse on the nature
of normalcy. The 1940 album Sikerian Tule relies on a database of images

from an array of scholarly studies of Siberian cultures, highlighting Remizov's

lifelong engagement with shamanism. The album in which the two frames of
reference are equally prominent but separated, rather uncharacteristically, is
the 1937 Tales from the Fourth Dimension. lts content could be reconstructed
from the semantically legible pages that incorporate texts and accompanying
drawings and the nonfigurative india-ink and watercolor drawings pasted

on the opposite pages. Such dual structure is in line with the album’s subject

matter—dreams, a marginal form par excellence. The reader/viewer is only
allowed to access the “outside” elements narrated and illustrated especially
for them, while the “inside” encoding of the adjacent drawings must remain
forever concealed (figures 1.2 and 1.3). As Nina Gurianova aptly pointed
out, Remizov had the artistic wisdom to contain the urge to render the
inexplicable explicable and translate the subconscious into conscious.? Tales
from the Fourth Dimension is a prime example of this symbolism-inspired
aesthetic practice, in which the readers/viewers are encouraged to rely on
their own interpretational intuition.

The inward-oriented quality of Zales from the Fourth Dimension’s nonfig-
urative drawings brings up another important indicator of purposeful mar-
ginality in Remizov’s album project. Visual cvidence suggests that he was
familiar with contemporaneous publications on the art of the ultimate out-
siders, the mentally ill. This art, which in the late 1940s came to be known
as art brut and was later included into the larger rubric of “outsider” art, was
created by mental patients who were encouraged o carry out their artwork as
a form of psychotherapy. The amateur, sp character of these works
(practically all the artists lacked formal training), was their main characteristic.
We know that Remizov shared the avant-garde interest in “primitive” art:
his 1915 contribution to the Archer almanac, the purposcfully childlike line
drawings Pictures for the Little Ones (Riabiatishkam kartinki), attests to that.”
Much like children’s art, the art of the mentally ill exemplifies unmediated
creativity that is not hampered by the artificiality synonymous with acaderic
training in the fine arts. This art is one hundred percent intuitive and comes
exclusively from the inner necessity for artistic expression, just as it was
prescribed for regular artistic practice by some of the early twentieth century’s
leading artists and theorists.**
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The implicit connection between the art of the mentally ill and modernist

art was brought to the fore by the contemp scholarly
on the subject. Those who wrote about the art of mental patients ended up

Jinking it to modern (and modernist) art as they considered its “primitive” traits,
following in the footsteps of Wilhelm Worringer, who unwittingly helped to
define modernist abstraction in his groundbreaking dissertation on primitive
art* While Remizov was still in Berlin, two such studies were published in
German. The first book was a monograph on the Swiss mental patient Adolf
Wolfli (1864-1930), a farmworker who succeeded in becoming literate despite
his phenomenally miserable and disadvantaged childhood, and who  spent
the last three decades of his life confined in a Waldau asylum for predatory
pedophilia.®® 4 Mental Patient as Artist (Ein Geisteskranker als Kinstler) was
written by Wolfli's primary physician Dr. Walter Morgenthaler. This monograph
was highly unusual in that it removed the traditional veil of patient anonymity,
presenting Wolfli's graphic work not merely as the byproduct of a clinical case
but as genuine art. 4 Mental Patient as Artist reproduced nearly two dozen
plates of Wolfli's meticulously rendered ornamental drawings, many belonging
o his narrative oeuvre, his imaginary life story for which Wolfli compiled prose
texts, drawings, collages, and musical compositions. By the time of his death
in 1930 it contained over 14,000 pages, 1,620 drawings, and 1,640 collages. If
stacked, the notebooks that comprised the volumes would measure almost ten
feet in height.7 The first part of this gigantic fictional autobiography was a de
facto fairy tale, where the artist transformed his distressing past into a serics of
miraculous adventures with all sorts of “accidents and ordeals” from which he
is rescued without fail by his loving family and his brave friends. Wolfli began
his opus in 1908; in 1912 he formed the concept of St. Adolf-Giant-Creation,
an imaginary universe produced by the protagonist-narrator. Four years later, in
1916, he settled on a name for himself: “St. Adolf the 11, Couscous King and
Great-God.™ Wolfli continued his work on this textual/visual opus for more
than twenty-two years, interrupting it only to render what he called “bread”
drawings,intended to provide him with pocket money. The demand for these
singlesheet works grew significanly after the publication of Morgenthaler's
monograph, and by the ealy twenties, as some of these drawings made it into
external cr.wvllecrions, WG name was known well beyond Waldau.
MM\ia Rlﬁi( : d‘{: At‘:ree\l:tj:ldtqlleljf:::z:r:f ?m{l Klee, Alfrcd. Kubin, and Rainer
le; alists, who even without being able to
read the German text of the monograph recognized the astis’s visual gif. Rilke
saw WSIfITs case as an aid to understandin

g g the genesis of creativity as such. He
wrote about “the strange

¥ and yet growing realization that many pathological
’_{“‘{‘L‘l‘m (as suggested by Morgenthaler) should be furthered, since they
stimulate the thythm nature adapts to win back what has become cstranged.””

BEYOND SYMBOLISM AND SURREALISM

‘The surrealist cultivation of the subconscious through automatism aimed to do
just that. It is at this juncture of the imagination and the primordial that the
surrealists'and Remizov’s ideas on creativity converge (more on that in chapter
4). Klec’s reference to the space explored in Welii's art as “an in-between
world” that “exists between the worlds our senses can perceive™ is important
especially when we consider Remizov’s liminal leanings. An amalgamation
of Rilke's and Klees understandings of Wl corresponds to the epigraph

Dr. Morgenthaler chose for his introduction. It is a quote from a German

I ol

psychologist, Herman Ebbi
the function of a magnifying glass that enables the perception of things
indiscernible to the naked eye. This idea of abnormality as a facilitator of creative
vision is consistent with Remizov’s utterances in defense of abnormality. For
Remizov, Morgenthaler's book must have been yet another proof of the innate
legitimacy of amateur, “raw” art, Wolfis elaborate and microscopic, mosaiclike

who ascribed to p

patterns presented an alternative kind of art characterized by “madeness” not
as an end in itself* but as a function of creative release typical for artists who
were spared the need to conform to the institutionalized artistic canon (figures
1.4A,B).

Equally intriguing for Remizov would have been the second book, Dr.
Hans Prinzhorn's Artistry of the Mentally Il which came outin 1922, only a year
after Bin Geisteskranker als Kinstler:** Copiously illustrated, Prinzhorn’s mono-
graph differed from Morgenthaler’s. Instead of arguing thata psychiatric patient
can produce real art, it concentrated on the drive for representation—Bildnerei
(image-making) as he called i, as opposed to Kiinst (art), which is necessarily
tied to the notion of merit. Prinzhorn proposed a “schema of the tendencies of
configuration,” which addressed the “six roots of pictorial figuration”: “the urge
to play (active urge)’; “the ornamental urge (environment enrichment)’ “the
ordering tendency (thythm and rule)” “the tendency to imitate (copying urge)’;
“the need for symbols (significance)”; and “eidetic image and configuration.”*
Prinzhorn's “expressive urge is not unlike Kandinsky's “inner necessity”—by
removing the burden of artistic merit in favor of mediation, both shift the
focus to the underlying causes and rules for the “expressive urge.” This view of
the creative process as ‘art-making” articulating itself through “image-making”
(Bildnerei) is also far better suited for describing the activities of many modern~
ist artists, Remizov among them, because in many cases their ‘art-making” was
actually closer to “image-making.” (One of the most challenging problems in
establishing a typology of Remizov's visual arts is to distinguish his ar from
his artifacts.) The Bildnerei praxis is especially relevant if we consider the degree
to which modern art models itself on so-called primitive art. The urges “to play
and to adorn oneself” that have “sometimes been called the points of origin of
configuration,” is consistent with both the modernist project and “primitive
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FIGURE 1.4A Flower of the Pear-Emperor-Tree (Bliihte des Kaiser-
Birn-Baumes), Adolf Wolfl, rg11. Crayons on paper. 310 x 235 mm.
Collection de I'Art Brut, Lausanne; photographed by Amelie Blanc,
originally reproduced in Morgenthaler (1922).

A~H

F16URE 1.4 Dream drawing from Tades from the Fourth Dimension
(Retits de la quatriéme dimention [ic), Alexei Remizov, 1937. India ink
and watercolor on paper, 152 x r20 mm. Houghton Library, Harvard
University.




art”s Russian futurists with their face painting are only one such example.* The
shared concepts here are artlessness and spontaneity that have to be affected
in the case of the modernist artists, but are intrinsic to the “primitives”and the

psychotics. .

Perhaps the best known simulation of creativity linked with mental llness
s the surrealist enterprise. According to John MacGregor’s study of the
reception of psychotic art, “the surrealists repeatedly sought to emulate the art
of the madman, They measured themsclves against the unvarying honesty of the

peychotic artist, and used his experiences as a means of validating their own.”
Max Ernst, following his 1922 visit to Prinzhorn’s Heidelberg collection, hand
delivered a copy of the monograph to Paul Eluard (27), and it soon became
very trendy in French surrealist circles, leading to a string of publications and
exhibitions of the art of the insane in various Parisian galleries. According to
a contemporary source, the Galerie Vavin exhibition of 1928 was “attended by
all of Montparnasse” (281). Four years before that,in his 1924 essay “Le génic
sans mirroir,” published in Les feuilles libres, Paul Eluard famously pronounced
that the drawings of the insane “vibrate . . . with intense emotion” and display
true spirituality and “poetic vision” which superimposes itself upon realit
Paradoxically, among thirteen drawings included with Eluard’s article on!
three were made by the insane; the rest were Robert Desnos’ work. But, the
surrealists, MacGregor insists, were deadly serious in “playing” the insanity
game (275).

Remizov's fabled eccentricity, as the very ctymology of the word suggests,
took him “from the center” to the margins of culture. In an age when the
avant-gardists were taking unconventional behavior cver further, wearing
away people’s ability to be surprised, Remizov could enthrall with the magic
of his “everyday art.” In 1907 he invented the Great and Free Order of Apes
(Obezuelvalpal ), proclaiming himselfits secretary and scribe.* In this capacity,
Remizov's chief duty was to communicate with the “Ape Czar Asyka” and to
draw up various documents pertaining to the order. Those accepted into this
society received charters as proof of their membership and standing therein.
‘The charters were single sheets of paper decorated with calligraphy, india-
ink drawings, and watercolor, and later (the Order continued to exist until its
secretary’s death in 1957) with colored paper collages. Remizov wrote the early
charters in skorspis), an ancient counterpatt to contemporary cursive. The later
ones are even more claborate. Although extant charters have dates ranging
over nearly half a century, Remizov’s work in this form of graphic art peaked
in the years 1917-1923" (figure 1.5). The Obezvelvalpal game is possibly the
most inside of all the insider jokes Remizov ever invented it is also the one
most often mentioned and widely admired by Remizov’s contemporaries.

BEYOND SYMBOLISM AND SURREALISM

Obezuveluolpal easily fits into Prinzhorn's definition of a game as “an activity
which follows certain rules but fulfills no practical purpose except that of
entertainment, passing the time, or, morc exactly; the enjoyment it entails” (r5).

So fundamental a part of his life were these eccentricities that Remizov
quite literally surrounded himself with them. His album art was only one (f
the most innovative) manifestation of an overall artistic performance that also
included his living space and human interactions. This, of course, was a function
of zhiznetvorchestvo (life-creation), the symbolist blending of life and art, and
according to Ivan Ilin, “Remizov’s artistic world could hardly be separated
from him, from his personality, from his life and his daily routine.As a result,
Remizov’s surroundings were configured following the same principles as his
art. Echoing the paradigm of the albums, his dwellings could simultaneously
fanction as an aesthetic whole contrived to impress outside viewers while
concealing myriad inside references that would be lost on the same viewers.
Only a select few were in league with Remizov when it came to this artistic
game. Asin the albums, the meaning of his games emerges from the conflation
of interior and exterior.

In something like the spirit of the arts and crafts movement, Remizov
enhanced his living space by artistic means. At some point during the carly
years of the twentieth century he began to paint life-size murals on the walls
of his Vasilevskii Island apartment in St. Petersburg. Their subjects were
the members of his very own Great and Free Order of Apes depicted in
the patterned surroundings of the art nouveau style. Regrettably the murals
vanished with the walls they had once adorned, and we know of them only
from reminiscences and photographs pasted into some of the later albums.‘!
Remizov’s last Parisian apartment on Rue Boileau was no exception to the
familiar trend of his eccentric living arrangements: here, as always, the dwelling
served as a backdrop for his performance. At the door hung a little piece of
green paper meticulously inscribed: “It hangs, the green thing, and sings.”
(Visit zelenoe i poet.) Nearby, on a piece of green wool yarn, Remizoy had
suspended a little nickel coin with a hole drilled in it.*2 The whole apartment
was filled with toys and talismans. Remizov’s younger friend and translator
Natal'ia Reznikova recalls two strings with various objects suspended on them.
"The string decoration was already in place in St. Petersburg, where Remizov
had fashioned it as part of a spider web with a large toy spider at one end
“eating” the other toys on the string. Ilin, who visited the writer’s Berlin flat
in the early 1920s and saw the string there, referred to the talismans as “half-
things, half-creatures” (poluveshchizs[y], polusushchestvlal):** The Paris string
had no spider, but it held “different beasts, motley little men from Prague, a
wooden red heart from Germany, a claw, a nosy bird, symbolic and esoteric:
fish skeletons . . . a Tibetan necklace, tiny branches, skinny bones.” And in

THE LURE OF THE MARGIN




FIGURE 1.5 Photograph of Alexei Remizov, Paris, 1925. Institut
Russkoi Literatury/Institure of Russian Literature (IRL).

the midst of this splendor, at his writing desk of plain wood painted over with
red and black india ink,* encircled by more dolls, colored paper, and writing
utensils, sat Alexei Remizov himsclf, dressed in colorful multilayered garb.
To be sure, the extension of art into the studio space is not unheard of; Piet
Mondriars handmade “ncoplasticist” furniture is just one such example, But
Remizov extended his art further stil into his life, following the principle of
hiznetvorchestvo and incorporating into his performance not only gadgets,
knickknacks, and vestiges—but himself.

In the last chapter I will discuss how Remizov’s longtime interest in
Siberian cultures and shamanistic societies made Siberian shamanism an at-
tractive model for his domestic spectacle. The intrinsically liminal nature of
shamanism fitted perfectly into Remizov's own artistic idiom of thresholds,
providing him with models for his art as well as his behavior and making his
urban replication of certain features in the arrangement of the shamanistic
tent only the most conspicuous manifestation of his much deeper affinities
with the shaman’s persona. One of the distinguishing traits of the shaman,
something that must have had great appeal for Remizov s his liminal position
between the world of spirits and people. The shaman chants and dances,
thereby opening up the other world for his secular tribesmen, Remizo, too,
performed for his guests ritually, with recitals and storytelling that left them
stunned. In both cases the backdrop, be it a shaman's tent or an eccentric’s flat,
and the props, whether a shaman's drum and pole or Remizov’s toys and wall
collages, become an integral part of the performance. Parallel to this, in his
album art, Remizov the artist acts as shaman, conducting readers/viewers over
the boundary separating the ordinary world from the world of the dead, the
world of the demons, or the dream world.

Fatefully for Remizov, the same eccentricity that distinguished him in
adulthood haunted and curtailed his formal artistic training, which occurred
in two brief and unsuccessful stages.” As a child he took drawing lessons from
Kapiton Turchaninoy, a well-regarded teacher from the School of Painting,
Sculpture,and Arck Turchaninoywas never satisfied with the boy's work
and persistently criticized him for excesses of fantasy in the representation of
geometric shapes. Sincerely convinced that he was actually depicting “nature,”
little Remizov continued to submit drawings of “monsters.” Because his
“dream was to learn how to draw;” he kept on trying to master the tricks of the
trade such as perspective, but to no avail. He was in despair, not knowing how
to please his kind but demanding teacher (56). The second stage came some
years later when, along with his older brother, Remizov went to the renowned
Stroganov Art School in order to take a placement test. The examiner announced
Remizov’s trial drawing “of no use,”and then, in response to the boy’s question
about where and when he should report for his classes, cut him off by roaring,
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Nowhere and never!”(67) This comically ominous episode marked the end of
Remizov's formal art training, but even when adjusted for self-pity inflation, it
must have left an imprint. Remizov recalls how he returned home later that day,
crossing the entire city of Moscow in an astounded and incognizant condition,
the drawing book still open in his hands. No wonder that for decades to come
the unfortunate Stroganov school applicant would hesitate o show his art to
the critics as anything but “a writer’s eccentricities” (57)

Rermizov's misunderstandings with art teachers turned out to have a rather
prosaic explanation, When he was thirteen years old, the doctors found that he
was severely nearsighted and prescribed him glasses with eleven diopters. As
could be expected from someone who shies away from things ordinary, instead
of blaming his weak eyesight for the poorly received drawings, he would
mourn the loss of the strangely beautiful apparitions in a foggy myopic past.
Curiously, Remizov was not alone in according myopia symbolic significance.
The novelist Ray Bradbury, who was also nearsighted, had an interesting
theory sbout the condition. Describing his childhood spent in the shadow of
a popular elder brother, Bradbury surmised that his own myopia was brought

on by his escapist attitude, a desire to create an alternate reality. Not being able
to distinguish things clearly allowed him to form (in his minds eye) “happy

things [for himself]” and to create “new images of the world [for himself].
Bradbury, it seems, saw myopia as a route into a private, brighter universe. If
he was right, and nearsightedness could actually be psychosomatic, Remizoy,
whose childhood was replete with psychological trauma, would be a prime
candidate for such self-inflicted myopia. The moment of change from poetic
blur to prosaic clarity was very important for him. Remizov emphasized his
“discovery” of the “real” world as a pivotal moment in the formation of his
artistic vision, or to be precise, in the realization that his artistic vision was
some refraction of his nearsightedness:

When I put on the glasses, everything changed: as if by some magical rouch,
1 suddenly woke up and in an entirely different place. Everything became
petty; colorless, and mute—shrank, paled, and numbed; became defined

and divided. ... And if it were only possible—but into nowhere! and
irreversiblyl— ... to flee from this sharply limited sober world, from the
stripped down mathematical skeleton that dogs your every step, your every
look, your every turn. So that is what nature i like! (Remizov, Wit

Clipped Eyes, 70-71)

In his own words, the unexpected discovery of nature’s “corrected” look

transformed Remizov into “Euclid’ slave” (72). Unsurprisingly, it temporasily
cooled his passion for drawing. Though he continued to draw after this

BEYOND SYMBOLISM AND SURREALISM

exchange of inner for outer vision, books and, later, writing became his chief
obsession.®” Most importantly, the new, “corrected” surroundings helped
Remizov to circumseribe his own idiosyncratic interior world and to realize
that this world had a certain bearing on his stylistic preferences, predisposing
him to the “microscopic” art of calligraphy (35).

Remizov’s fondness for calligraphy is consistent with his attempts to portray
himself as a liminal artist—a writer who draws. As he toiled at the illustrated
albums of the 19308, Remizov must have felt the need to justify venturing out
of the purely literary domain, as if this continuous stress on the “writer” at the
expense of the “drawing” would have legitimized his graphic art. His excuses
and explanations for why the writer Remizov devoted so much of his creative
energy to drawing form a coherent, if at times contrived, argument. (Of course,
we must keep in mind that Remizov’s statements on the subject are not just
the recollections of an artist who attempts to reconstruct his creative evolution,
but also an attempt of a fiction writer to construct personages, particularly his
own artistic persona.) In compiling his excuses for drawing, excuses that range
from formal to financial, Remizov did construct for himself the persona of a
“drawing writer.”

First, there is the insistence on continuity between his manuscripts
and illustrated albums. Remizov traced the lineage of the later albums to
the intricately designed final drafts of his literary texts. These final drafts
(most of them from 1907 to 1910) are also the carliest evocations of the Old
Russian manuscript books that lic at the root of Remizov’s book art.* Made
in calligraphic cursive, skorapis) like medieval handwritten books, they treated
each page as a separate aesthetic composition, and not just a means to convey
the semantic contents of the text.” Remizov intended them to be clean copies
for submission to publishing houses. In the casc of acceptance their format
would be changed anyway by typesetting* and it was likely that they would
never return to their author. Were these texts simply an exercise in futility; or
coulditbe thatat this stage of his artistic development, Remizov refused to limit
his mode of expression to the literary, already actively seeking a book art for
fuller artistic cffect? I would argue the latter. Remizov’s belief that manuscript
art was a legitimate extension of his writing is crucial for understanding wh
a fiction author of considerable talent would devote almost two decades of hi
life to making handwritten editions of his texts. And while this early practice
might suggest graphomania to the cynical minded, I believe it marks the start
of Remizov’s fruitful experimentation in book art.

Financial reasons for book-making supplement the formal ones. During
the hardships of the Russian Civil War the sales of his manuscript books
became Remizov’s main source of earnings. As carly as 1903 Remizov was
thinking of using his calligraphic gift in order to carn some extra money.

THE LURE OF THE MARGIN




In a letter from July of that year he tells his wife of his intention to put a
classfied ad for copying documents calligraphically in the local newspaper: ‘1
‘The postscript

can copy the most important papers elegantly and bizarrely.
to the letter specifies that the cl ified was never placed, but that starting
in 1931 in Paris he would make handmade albums for sale “for a penny” (za
denezhu). It was then that he created the bulk of the illustrated albums.”
To assist Remizov, his friends and admirers went around the Russian émigré
community attempting to sell the albums to well-off art lovers.* Vladimir
Tdebskii offers rare information citing the approximate cost of an album at
fifty to one hundred U.S. dollars.*” If we assume that many of the 185 albums
that “dispersed this way or that™ were sold, the albums would have made for
2 substantial contribution to the Remizovs' meager income of the period !
Beyond satisfying Remizov's urge to revive the culture of the illuminated
manuscript and providing badly needed resources, drawing for him was always
a part of a larger aesthetic project. It allowed the writer to transcend the limits
of his medium and to strive for synthetic ideals in art.®* Certainly, Remizov
was not alone in his breach of artistic media. In an attempt to venture beyond
the defined boundaries of different art forms, many turn-of-the-century artists
not only experimented with musical forms within their painting or writing (25
did, for example, Andrei Bely in his Symphonies), but also tried their talents
in media altogether new to them. Vasily Kandinsky referred to his synthetic
experiments as “a change of instruments.”®> Remizov’s foray into drawing can
certainly be seen as such a “change of instruments,” albeit a more gradual and
long-term one. And just like Kandinsky, who downplayed the seriousness of

his engagement with poetry by saying that if something interested him but
did not make him “vibrate spiritually” he would treat it in writing instead of
painting,* Remizov was careful to note the relative importance of his primary
expressive mode—writing.

We find the most explicit proof of this hierarchy in Remizov’s discussions
of drawings by other writers. Remizov often reflected on the theme of writers’
drawings, spelling out his thoughts on the subject in the essays “Exhibition of
Wiiters' Drawings” (1933) and “Drawings by Writers” (1934; revised around
1949). In the essays Remizov distinguished the writer's marginal drawings,
or textual doodles, from the same drawings independent of the text. In the
former case the drawings are “inseparable from writing: these drawings are
a continuation of thoughts unexpressed and words unsaid.” Drawings of
the second kind, by contrast, are not spontancously expressive, but carefully
thought out, and, says Remizov, only interesting because their authors are
famous writers. Their common feature is an amateurish quality. But since an
artist in one medium must have an intrinsic understanding of the other art
forms, a writer could hardly help wishing to transcend the bounds of literature.

BEYOND SYMBOLISM AND SURREALISM

Remizoy was nonetheless aware of a general reluctance to take a writer's visual
artseriously, for the public persists in identifying the artist with his main artistic
medium: “Artistic gift always nestles itselfin a single art form, while remaining
open to all others . .. but people set limits on things—can't do two things!™”
(Kandinsky once quipped that socicty “expect[s] [the artist] to cat not with a
fork, but with a brush.”)*

In order to avoid having his drawings tagged only as amateurish
“writer's drawings,” Remizov insisted on contextualizing his graphic art as a
natural progression of writing: “My drawings may only be noticed in books
or manuscripts and . . . I have no claim on anything more.” His study of
European and Russian “drawing” writers led him to the idea that calligraphy
is a part of both writing and drawing, so that “every writer is just itching

to draw,” the desire to draw being at the very core of writing: “I cannot

help—and all my life it has been this way—but draw.” Clearly, Remizov

r1cuRE 1.6 Photograph of Alexei Remizov, Paris, 1939,
Tnstitut Russko Literatury/Institute of Russian Literature
(IRLD).
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was speaking from experience. He found an application for his knowledge of
calligraphy in his drawing.

Remizov's first mention of the relationship between calligraphy and
his drawings came in the above-quoted article “Manuscripts and Drawings
of A. Remizov’ written under the pseudonym Kukovnikov:? “All the
illustrations to [Remizov’s] handwritten books—Remizov’s drawings—are
from calligraphy.”” A year later, in “Drawings by Writers,” he again connected
writing and drawing, claiming that drawing is in “the very process of writing”
and identifying calligraphy as “the root of [his] drawing passion.””* But at
first, even his conviction that the written and the drawn are essentially the

same (“napisannoe i narisovannoe po sushehestou odna”)* was not enough
to make Remizov unequivocally believe in the possibility of successfully
combining drawing and writing. The original 1934 version of “Drawings
by Wiiters” contained the pessimistic axiom: “One cannot do two things
at the same time: cither write or draw.”’* Significantly, when he revised the
“Drawings by Writers"article for publication in the late forties—that is to say,
after eighteen years of album-making—he cut this very admonishment. The
revised article clarified that with the passage of time his drawings had evolved,
shedding along the way whatever dilettantish qualities they might initially
have possessed: “As I began to issue my albums, to draw out and frame my
drawings, my ‘of its own accord’ . . . disappeared. And this irreversibly: the
eye had become more serious, the hand sharper. And unwittingly I reached
the cirele of Lermontov and Baudelaire, writer-draftsmen.”” By regarding
drawing as a metonymical continuation of writing, and identifying himself as

a “writer-draftsman,” Remizov eventually found a precise way of expressing
the liminal nature of his artistry, taking into consideration both the primacy
of his writing and the importance of his draftsmanship.

BEYOND SYMBOLISM AND SURREALISM

A MODERNIST SCRIBE?
REMIZOV’S ILLUSTRATED ALBUMS

AS AVANT-GARDE BOOKS

erhaps the most important lesson Remizov learned from fellow book

innovators such as Alexei Kruchonykh and Ilia Zhdanevich is that the art
of the book ought to take its rightful place alongside music, painting, drawing,
and sculpture. Like his symbolist peers and younger futurist artists and poets,
Remizov saw Gutenberg’s movable type as detrimental to the book’s singularity:
He insisted on the albums’ “unique existence,” thus excluding the very possi-
bility of their mechanical reproduction; still, in reference to his albums, Remizov
used the word wypuskar’ (to issue, to produce), as one would with a book, not a
manuscript. Certainly, his albums could be considered books in the usual sense
of the word insofar as they replaced the conventionally printed books that he
was unable to publish in emigration; but unlike regular printed, lithographed,
or rubber-stamped books that appear in editions (even when each copy of the
edition is matchless), the albums are always single-copy manuscripts. While
prompted by material necessity, his albums were conditioned by loftier motives:
my contention is that he chose the form of the illustrated album in an attempt
to renew the book—or, as he saw it, the manuscript tradition. Using as examples
the illustrated albums from the Harvard University Houghton Library col-
lection, I will show what place Remizov intended for his albums within the
Russian manuscript and book-making tradition 2 Among Remizov’s peers in
carly twentieth-century book innovation, the manuscript editions of poems
by Andrei Bely, Varvara Stepanova, and Vladimir Mayakovsky from the late




{eens approsch most closely the Old Russian manuscript art.’ Like his albums,
these editions are known to exist only in one copy; the best example is Bely’s 7o
Christian Morgenstern (1918), @ unique-edition, author-illustrated manuscrip
in watercolor.! Yet Remizov’s album project proved more significant than he
could have imagined—the fact that his work in the medium of the illustrated
album began shortly after Vladimir Mayakovsky
apparently the last year of experimental printing in Russia, implies that after

’s death in 1930, which was

1930 Remizov was the only remaining Russian artist (both inside and outside

the country) to continue the quest for alternative methods of book-making.*

matter for the Russians. One hundred

Printing has never been an e
years after Gutenberg started his work in Mainz, they

tubbor

ly continued to
write out their books by hand. This state of affairs might have lasted even longer
if not for the tsar’s desire to protect manuseript texts against the inevitable
corruptions of manual copying. One of the first editions printed by the Moscow
Publishing House explains that, since many circulating copies had been marred
by “scribes not learned and feeble in thinking,” the tsar (Ivan 1V) dictated that
all manuscript editions be collected and compared so that a single correct copy
might be printed.* Because it was introduced not in order to take advantage

of contemporary technological advancements, but to exercise maximum
control over the content of books, printing came under popular suspicion as
4 constricting force from its very first days. To make matters worse, Russians

immediately identified the printing enterprise

as a foreign, and therefore
impious, innovation (64). The troubled history of printing in Russia actually
began some sixty years before the tsar’s order, when the German merchant
Bartholomew Gotan first brought printed books to Russia. In an incident
that was representative of the future reception of German printing initiatives,
the well-meaning merchant was unceremoniously drowned by a mob in the
Moscow River (64). Tt is also believed that the very first picces of printing
equipment brought to Muscovy were destroyed by an angry rabble, the Russian
public being ever vexed by international relations: in 1564, one year after the
first publishing house is thought to have been established, several men were
tried for the heresy of “praising the German faith” (66-67). The persecution
of printers culminated with the 1568 arson of the publishing house. Soon
after, the chief publisher Ivan Fiodorov fled the country, also accused of heresy.
The formerly free and cosmopolitan city of Novgorod, it should be recalled,
was sacked and destroyed around the same time because it was suspected of
harboring German infiuences” One sees the same dangerous a:
wn.rk behind the routing of Russid's first publishing house. Of course not all
Tesistance to printing was marred by violence. In the seventeenth century the
Archbishop Avvakum, a figure Remizov greatly revered, insisted on the virtues
of manuscript books over printed books in his writings.* And as late as the

ations at
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first third of the eighteenth century Avvakum’s followers, the Old Believers,
struggled peacefully against the “cunning foreign” innovation of printed books
by continuing to produce and circulate illuminated manuseripts.®

Although the debate scemed to have all but subsided by the nineteenth
century, the twentieth century began with a resurgence of complaints against
printing. By then, it was not the premodern xenophobia of the earlier days, but
rather the fear of uniformity: printing had come to be seen as a faceless, mass-

produced, and despiritualized means of text dissemination. Vasilii Rozanov,
who was one of Remizov’s closest fri

nds, eloquently vented the renewed
resentment toward the printed book: “It is as if this cursed Gutenberg had
licked all writers with his copper tongue, and all of them lost their souls‘in print,
lost their face, [their] character; my ‘T exists only in manuscripts, like the 7 of
any other writer. " The same sentiment, prevalent among Russian bibliophiles,
was repeated by a journal editor P. P. Veiner at an artists’ conference in Kiev
in 1912, where he declared the old handwritten book to be infinitely superior
to its printed counterpart: “Factory production can hardly be combined with
artistry. That which gains in quantity loses in quality.™" Russ
associated printing with a philistine disregard for the acsthetic of the book, an

creative circles

assault on the live character of the texts and their authors.
Inspired by Blake's engraved poems and Mallarme’s facsimile editions of
his manuscripts, Russian turn-of-the-century artists also experimented in the
medium of books. They did so not with the purpose of creating luxury editions
(which alway gside the ordinary ones), but in order to liberate
book production from what they perceived as an oppressive uniformity. This
persistent desire to free the book was probably best expressed by the futurists
Velimir Khlebnikov and Alexei Kruchonykh, who in a draft of the 1913 mani
festo “The Letter as Such” (‘Bukva kak takovaia”) fulminated against standard
methods of typography: “you have scen the letters of their words—stretched
into a line, offended, trimmed, and all similarly and colorlessly gray—not

P13

letters but brands

InRussia, the symbolists were the frst to experiment with the appearance of
the text—the carliest example of such experimentation in Russia being Andrei
Bely's rhythmical prose Symphonies of 1904~1908. The symbolists attempted
to alter the appearance of the book because they wanted to purge away the
ordinariness of Gutenberg’s print, thereby bringing texts closer to music, the
highest art form of their aesthetic hierarchy. New graphic representations of
words, they hoped, would better convey the musical qualities of the text (7).
Remizov, too, strove for musical qualities in his handwritten books, but unlike
his symbolist colleagues, he credited these qualities to the manuscript art of
Old Russia: ““Rubrication.’ In olden times there was only one kind; it was
written in cinnabar; this is where red comes from. The whole text was written
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without spaces.Nor [punctuation] marks. There were no commas, nor all those
The manuscript approaches sheet music.

ellipses, nor dashes.
Still, the symbolists'concern with the layout of the printed page did not

extend into the processes of printing itself. It was their avant-garde heirs
‘who brought the major changes to book printing in Russia: the lithographed
pumphletsofthe futuists and primitivsts frst climinated set type. One of the
most famous experimenters in such lithographed editions was, again, the poet
Alexei Kruchonykh, who in rg12 put out a series of six pamphlets. This project
was an artistic collaboration: the text and the idea belonged to Kruchonykh,
the illustrations to his friend, the artist NataPia Goncharova, and others. In the
same year Kruchonykh published his legendary Worldbackwards (Mirskontsa)
where the text is handwritten and rubber-stamped by the author. The goal of

this production was mainly nihilistic—everything in it flics in the face of bool
making norms: the colors and materials are purposely jumbled as if finding
formal realization of its title—Worldbackwards

Admittedly, Kruchonykh’s main objective was to free the book from the
“straitjacket” of the mechanical post-Gutenberg book, with its neat rows of
letters, in favor of the free treatment of the page space permitted by the more
modern techniques of lithography and hectography, which return to the licenses
of pre-Renaissance manuseript culture.”* Whatever Kruchonykh’ intentions,
his books do litle to revive the Russian manuscript of yore: he hardly observed
(nor, doubtless, did he mean to observe) the style or the elaborate procedures
of the Russian manuseript book.!* His books intentionally lack the refinement
and skill of the intricately produced illuminated manuscripts of Old Russia,
reflecting more of the then-current interest in the homemade children’s book,
with its emphasis on an artless handcrafted product.” Kruchonykh, together
with other Russian futurists, purposefully avoided any rigid model stating that
“technique and artificiality are not important, but life is.”* Not surprisingly,
when it came to the finished product—the book itself—Kruchonykh and
Khlebnikov daringly announced that, once read, the book should be torn
up:2 This approach is in direct opposition to Remizov’s mindful if somewhat
obsessive accumulation, cataloging, and keeping of his illustrated albums.
Beginning with his Guasievt Tule (Gnasieva povest) of 1907, Remizov made
manuscript book experimentation an increasingly regular part of his work:
By 1917 to 1921, the writer was producing handwritten volumes with his own
cover designs and frontispieces.* These were written in an old manuscript font
and rubricated; their covers combined Old Russian lettering and primitivist
drawings. As litele or as much as it appears to have affected his art, avant-
garde experi ion with typography legitimized for Remizov the medium
of manuscript books—a medium to which he was already predisposed.
He always delighted in old books and illuminated manuscripts as a source
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of joy and a remedy for life’s dolors: “an old handwritten book has its own
peculiar smell—frankincense: tur a page and you will smell it coming out of
the binding . . . aroma-fragranted. Better than any medicinel’ Perhaps the
best testament to this admiration, a veritable hymn to the manuscript culture of
Russia, is a collection of assorted real-life texts and documents dating between
the seventeenth and the early nineteenth centuries. Tellingly entitled Russia
in Writ (Rossiia © pismenakh), it is a key to understanding what books meant to
Remizov.?” The writer who lovingly compiled these original texts does not try
to conceal his bias, opening the book with an ostensibly rhetorical query about
the genesis of his “immemorial partiality to old paper and letters inscrutable to
the modern eye” (1 1). By way of response, Remizov confabulates his bibliophile
obsession starting with wistful childhood memories of the grand old edition of
the Makarievsky Hagiographic Calendar he used to read along with his older
brothers.® We learn how Remizov first became interested in manuscripts and
how his wife Serafima Pavlovna Remizova-Dovgello, herself a student of the
famous paleography professor Ilia Shchepkin, taught him the rudiments of
manuseript art: no mere medium for the text, but a living creature demanding
affectionate attention. Indeed, old books themselves, and even the individual
words that compose them, emerge on the pages of Russia in rif as characters:
“a word is a live being, and not a rattle or a leaden type-setting,””
of the characters rotate around books, manuscripts, and charters that Remizov
lovingly deciphered (with his wife’s cxpert assistance), and then copied, bound,
and carefully decorated with scraps of colored paper and gold and silver foil.*
Antonella D’Amelia described Russia in Writ as “a book without an end,” citing.
Remizov’s progressive work on the project, which was to include the second
and the third volume in addition to the first, published in 19227

1 would like to consider now just how Remizov used the form of the old
book in his own manuscript art—the techniques, the spatial arrangements,
the stylistic features of image and text, his methods of production and
distribution—and what he owed in all of this to the old manuscript art.”
(Although at first glance it may scem relatively easy to recteate the devices of
illuminated manuscripts, in reality the rules and procedures for manuscript-
making are quite complex. It takes great attentiveness, skill, and knowledge
on the part of the author to carry out this process successfully.) I base my
argument on studies in paleography that Remizov would have known because
his wife had uscd them in her teaching of paleography at the Ecole des
langues orientales. Most of my examples of Remizov’s work will come from
the 1937 illustrated album Tules from the Fourth Dimension, a compilation
of dreams depicted in word and image* and the 1938 album Maroun,
Remizov’s contribution to the Symbolist discourse on the synthesis of the
arts. The similarity between the technique of these two albums and traditional

and the lives

A MODERNIST SCRIBE?




manuscript technique is a testament to his intentional use of the stylistic

idiom of medieval codices.

Like the old manuscript and early printed book, the Za/es album consists of
booklets (tetradi), three of them in all, each containing six leaves folded in
half and originally sewn together and bound in a stiff cardboard cover with
drawstrings attached. The cardboard covers are elaborately decorated, with
glued-on geometric designs (a modern-day version of two leather- or fabric-
upholstered boards),”* and the text and drawings of the album are rendered
in the same materials that Russian scribes and artists used centuries ago—
watercolor and ink (chernilo) As in manuscript books and carly printed
editions, Remizov’s drawings are miniatures, their size never exceeding 153 x
153 mm. Even the scemingly unusual fact that the album's watercolors are glued
onto the surface of the page is in keeping with northern Russian manuscript-
making techniques, where miniatures were glued into books.” Remizov could
have picked up the gluing technique in the Russian North, where he first
began to study old texts in the late r890s. As a final nod to his ancient model,
Remizov concludes his album with his version of the inscription (zapis),
traditionally present in all Russian manuscripts. The zapis, which was always
placed at the end of the copy, contained information about the scribes and
‘miniaturists, the date, where the book was made, and, more rarely, information
about the source texts or about the donor who commissioned the book.*
Remizoy always included such a zapis’ in his albums and sometimes gave
citations of the original texts he copied. His zapis’ for the Amherst Solomoniia
actually identifies Remizov as “the author and scribe” (avtor i rukopisets).”
The zapis’ in Tales is divided into two parts. The first—located at the bottom
of the last image of the album—is in French and contains information about
the images, the date and place of production, and the author. The second part
is the album’s dedication, written in Russian calligraphic cursive (skoropis’)
and dated November 4, 1939, some two years later than the first part of the
inscription® (figures 2.1 and 2.2).

No continuity between the ancient art of manuscripts and Remizov’s
experimentation with books could be established unless there was a stylistic
continuity between their images. The images in the Zales are of two different
kinds: the glued-on india-ink and watercolor drawings on their own separate
pages, and the ink line drawings that interact with the text. The ink drawings
come closest to traditional manuscript illumination, first of all because they
serve as illustrations to the accompanying texts. Morcover, they are probably

rendered in imitation of the line drawings in medieval manuscripts, which

skillfully convey the movement and placement of figures in space with only the
use of contour line.

a ) 3
They often show simultaneous action, another common
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r16uRE 2.1 Firstinscription, Ziles from the Fourth Dimension,
(Retits de Ja quatriéme dimention [sic]), Alexei Remizov, 1937.

India ink and watercolor on papes, 110 x 65 mm. Houghton Library,
Harvard University:
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Alexei Remizoy, 1937. India ink on paper. Houghton Librar
Harvard Unisersity:

FIGURE 2.2 Second inseription, Tiles
(Récits de la quatrizme dim s exei Remizov, 193
India ink on paper, 225 x 285 mm. Houghton Library, Harvard
University




device of manuscript illumination # Thus, in Remizov’s story “The Geese
and the Swans” (‘Les oies et les cygnes”) the drawing presents the entire plot
development: a train car falls from a collapsing railroad bridge, the protagonist
miraculously (witness his halo) walks avway; then gathers some water llies to
cover his nakedness, and finally flies above the river, where the geese and swans
are cruising (figure 2.3).

These ink drawings, combined with the text, exemplify what is perhaps the
most characteristic feature of the Russian illuminated manuscript—the close
interrelation between text and image on the page.* Unlike the line drawings
the album's watercolors are for the most part nonobjective, but they still bear
important stylistc similarities to miniatures from old illuminated manuscrips.
All of the watercolors contain parallel lines drawn in black ink, standard fare
in manuscript illuminations; there these parallel black lines were an imitation
of the lines used in icon painting or of a similar technique later employed
in engravings * Despite their colorist intricacy, the watercolors also conform
to a noticeable feature of Russian manuscript miniatures—their quality is
essentially graphic and not painterly. This effect is created by a traditionally
strong connection between text and image in Old Russian manuscripts,
where the images had to conform to the calligraphic script. In Remizov
watereolors the graphic appearance is achieved through the proliferation of
black lines, the ink patterns drawn over the colored surfaces, and the ¢ refulls
sectioned frames, perhaps the most conventional element in his revision of
the old manuscript form. In addition to determining the graphic character
of the images, the multiple rhythmic units of the frames create the repetition
characteristic of the medieval manuscripts. Finally, the palette of Zules betrays
its origins in manuscript illumination, but in addition to the traditional trio
of yellow, red, and green watercolors, Remizov used bright lilac and raspberry,
colors that entered book illustration during the nineteenth century.*

‘The appearance of the text s crucial for the identification and class
of amanuscript’s style; there Remizov was similary consistent in his borrowing.
According to accepted practice, Russian manuscript texts could be written in
cither one or two columns (stolbets), a practice he adopted in most of his
Russian language albums. However the texts in the Taes are consp
lacking in decoration, with the exception of a rather modest attempt in ‘1
Cannot Go Away” (‘e ne puis mien aller”) at a funnel-shaped ending (the
text narrows as it descends from the top to the bottom of the page), a standard
device of seventeenth-century Russian manuscripts® (figure 2.4). I attribute
this timidity (uncharacteristic for Remizov) to the fact that the text of this
album is in French; his Russian texts are markedly bolder in terms of style.
In the album Maroun where the text appears in both French and Russian,
the stylistc difference between the two versions is quite striking Whereas
the French text of the album shows the same undistinguished, if accurate,
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FIGURE 2.4 “T Cannot Go Away” (e ne puis ren aller”),
Tales from the Fourth Dimension (Récits de I guatriéme dimention
), Alexei Remizov, 1937. India ink on paper. Houghton

Library, Harvard University.

script as in Zales, the Russian text with its barrages of whirling lines and florid

pen-sweeps is all about pyrotechnic display of Remizov’s calligraphic talent.

The reason for the discrepancy in the rendering of the French and Russian

is Remizov's diligent approach to calligraphy. Whereas his familiarity

an seripts enabled him to write Russian texts calligraphically, his

dramatically lesser knowledge of French scripts would have militated against
attempting an amateur imitation (figure 2.5)

Remizov was ever conscious of his gift for handwriting. He proudly adopt-
ed the methods of the virtuoso calligrapher as described in a 1910 monograph
on paleography that praises “sudden appendices to the contours of letters .
flourishes, et Sometimes these decorations either risc high above the ruled
lines, or descend low below them; the calligrapher-scribe of especially whim-
sical fantasy would unfurl the tails of different letters with great sweep.” The
text of Maroun is written in skoropis), the old version of cursive script and one
of the three major types of script used in Old Russian manuscripts.” Such
writing was, in Remizov’s words, “not copying, but recreating the cursive of
the seventeenth century as if in my own, by my own, hand—not with a crow

plume, but with our steel pen.”*
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Storgpis'isthe most modern of the thee traditional seripts. Tnicially there
was the uncial script or ustag today’s equivalent of printed letters; then the
close to ustav but with more rounded corners;

semiuncial script or polutstav,
and out of these two styles skorapis’ eventually emerged. Within the historical
progession from ustav to poluustav to skoropis) the choice of one of the three
ding to

was conditioned by circumstances.” Thus ustav, which dates, acco
studies in pal phy, all the way back to the ninth and tenth

centurics, was traditionally the most decorous, time-consuming, and official
print, used to clevate the contents of the text. Beginning in the fourteenth
century ustao yielded to polusstas, a toncd-down, simplified version of its
precursor, This development resulted from the increasing popularity of book
shorter period of time

the reading public was demanding ever more tex
In fuct, the very use of poluustav signified that a book had been commissioned,
or that it had been made for sale, while sfav continued to be used for deluxe
al cditions. Skoropis’ was introduced in the fiftcenth and sixteenth

liturgi
centuries, as a culmination of the search for a more efficient script—by then
textual embellishments had reached their low point. As a diligent student of
paleography, Remizoy was well aware of these developments and knew that

the use of skorpis’ carried certain mercantile implications appropriate for an
illustrated album, which was, most likely, made for sale.

s lurk beneath the letters of the deceptively
text of Maroun. Often the scrib
times these changes were mistakes in spelling or grammar, but at other times

8till more seribal tricl

imple
s would alter the tex

in the copying. Some-

they were deliberate alterations of the text made by overly zealous scribes.
‘The elimination of words in the original was the most popular kind of textual
corruption.” In the Russian text of Maroun Remizov practiced this form of
seribal poetic license by omitting some words of the 1910 original and changing
others.* One other peculiarity of Russian manuscripts is cryptography,or coded
messages decipherable only to those familiar with the secret script,” a device
Remizoy employed in his published tale Zhe Dancing Demon (Pliashushchii
demon), which I am going to address shortly in some detail. In the title of the
book’s third part, “The Crow-Plume Scribe” (“Piscts—voron'e pero”), Remizov
encodes the first (piscrs=scribe) and fourth (var=thief) stages of his mythic
persona’s progression through the history of the Russian book with the pun:
“The Seribe Is a Thief”/ “The Crow-Plume Scribe.” His insistence on reading
the text aloud—*pricking up my ears, I intone the lines breaking the words
into syllables’—is based on the assumption that only by sounding out the
words can we gauge the essential meaning of the text. Russia in Writ carries
an even more explicit description of this voice-driven practice of sounding/
listening/writing: “I copied it all (tricel)—letter after letter, line after linc. [I]
repeated every word over and over—word after word—since they wrote as they
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spokel™! This deliberate return to pre=silent reading times was yet another
way for Remizov to inscribe himself into the ancient tradition of manuscript
illumination.

In addition to the similarities in technique, spatial arrangement, and
style, the methods of production and distribution further connect Remizov’s
handwritten illustrated albums to Old Russian books. Manuscripts—which
were unique, expensive, and, thercfore, inaccessible to all but a few—were
commissioned in Old Russia by patrons.? Remizov unwittingly (the financial
hardships played a major role here) returned to an inverted version of the
old patronage system with his own albums. He often worked retroactively in
hopes of finding donors for albums that had already been made. The market
allowed him to function this way ‘s Paris, as in Old Russia,
passionate bibliophiles were prepared to sacrifice much in order to possess a
Remizov had discovered the profitability of bibliophilia
during the Russian Civil War, when he first began to sell calligraphic single
editions of his works

because in Remizov’

rate or unique volum

In those turbulent and hungry times when many
starved or froze to death, making and selling books had been a way to survive:
“Tn Petersburg we published our books in a single copy (to the great joy of
bibliophiles). The book was worth 5,000 rubles, that is one pound of bread.”*®
Sometimes it was not cash, but rather old-fashioned bartering: Remizov tells a
story of how a Soviet bureaucrat with the Dickensian surname of Lozhkomoev

(spoon washer) finally gave in to his insistent demands for a kerosene ration
when Remizov wrote his petition in the calligraphic form earlier used for the
Obexvelunipal charters. When he found himself in need again, this time in
Parisian emigration and unable to sell his books to publishers, he used his old
calligraphic and new graphic skl to supplement his wife’s modest salary.
Natal'ia Reznikova describes how the handwritten illustrated albums of
the Paris years were distributed. “These albums Alleksei] Mikhailovich] made
for sale. Remizov’s friends went around visiting well-off people, art lovers, or
simply those willing to help out a needy writer. This was not an casy thing, it
demanded courage from the people who did it. The sale of these albums helped
the Remizovs to live though the hardest of times.™ Reznikova's words echo
Remizov’s own bitter complaints about the difficulty of selling the albums to
his former compatriots: “for the Russians my albums remained ‘unnoticed'; we
had to be insistent.” In addition to raising badly needed cash, the illustrated
albums permitted Remizov to show appreciation to his friends and helpers
with unique copies of his handwritten work during a time when his books
could not be used as tokens of gratitude: “What can I give people? Before,

there was hope: book[s]; but now what, when itis no longer possible to publish

even what s prepared!
“The Houghton albums represent both methods of distribution: the early




Albums were commissioned by awell-to-do bibliophile, the later ones were given
endship. Six of the seven albums are dedicated to a certain

in a gesture of fr
Lev Solomonovicl
occasions spanning a period of three years. The first two inscriptions—one in
a letter attached to a scroll called Fairy Tule (Skazka), the other in the short
illustrated album The Little Monk (Monashek)—are rather formal and confirm
that relations between Remizov and Poliak were cordial but businesslike in the
The first reads: “To the much respected Lev Solomonovich. Thank
ived one hundred francs

h Poliak, the dedications having been made on three separate

beginning.
you for your attention to my handwritten works. I re
through L..V; Rumanov. Alcksei Remizov’;” and the second: “This handwritten
album belongs to Lev Solomonovich Poliak. 23X 1936 Written on the
came day, these straightforward statements, devoid of any emotional details
but containing a mention of money handled by a third party, suggest that the

e

artist and the patron have not yet met; the transaction was doubtless of the s
described by Reznikova.

The second set of albums, which includes Maroun, There's a Ball at Fox’s (U
Jisy bal), and The Willow (Verba), was dedicated on July 12, 1939, and shows
that by then the two men had grown somewhat friendlier. This is clear from
the personal inscription in Maroun, “To Lev Solomonovich Poliak, in memory
of the blue-gray pre-dawn twilight,” and also from the inseription in e Wil
low, “To Lev Sol ich for [his] attentiveness to my ‘nonrep ive’
destiny”™ These dedications, and the relationship they reflect, culminate in
the second part of the inscription (zapis’) of Tales, by far the largest and most
ambitious album of the collection, and one that contains many drawings, a

fact Remizov emphasizes in the first part of the inscription.” The graceful
calligraphic cursive (skorapis’) ofits inscription reads: “This single copy prepared
for printing belongs to Lev Solomonovich Poliak, to whom I am infinitely
grateful for the unbelic
warmth, from the midst of our stilled, tortured, beastly life. Alexei Remizov.”

ably rapid, live, humane response to my cries for

‘The warmth Remizov mentions most likely refers to Poliak's donation, which
was used to pay the heating bills—Remizov constantly complained in his
letters about freezing but not daring to turn on the electric heater for the lack
of money to pay for it. This was also apparently the last album Remizov gave to
Poliak. The explanation for the emotional text and the luxurious format of the
album is to be found in contemporary European history: some nine months
after the dedication of the album (November 4, 1939), Paris had been occupied
by the Germans, so Tales could well have been Remizov’s parting gift to Poliak,
who was Jewish, and probably en route to the United States.”
Remizov’s consummate knowledge and love of Russian illuminated
ipts, his calligraphic talent, and his draf hip skills enabled him
to continue the tradition of the Russian scribes and miniaturists. And yet, when

BEYOND SYMBOLISM AND SURREALISM

all is said and done,

albums look surprisingly unlike the old manuscripts
he 50 admired. Considering Remizov's

it is safe to
sume that this difference in appearance is not the result of his failure to
recreate the look of ancient manuscripts. The true reason for the dissimilarity

is the albums’ essentially modernist quality. Remizov did not, nor could he,
slavishly devote himself to an art form that was not only ancient, but in many
senses passé.

In her discussion of Remizov’s early erotic tales, Slobin mentions that for
Remizov writing and publishing these tales served a “dual aim of renewing the
literary language and of broadening the boundaries of literature.” I believe
that the same mechanism of “renewing and broadening” is behind his use
of the medicval manuscript format. The medieval scribe in Remizov wanted
to revive the old manuscript form, conjuring up with it the whole Russian
printing controversy. But the modernist in him insisted on inscribing into this
controversy an element that was clearly lacking in the paleographic past: the
artist’s creative self-consciousness. Remizov constructed a mythical alter ego
that could return to the dark reaches of Russia’s past in printing and then move
freely through history along with the evolving form of the book. Zhe Dancing
Demon most fully embodies this modernist authorial persona The second half
of the book, tellingly entitled “The Crow-Plume Scribe,” mixes fiction with
accurate paleographic and his

orical information.” Here Remizov, through his
shape-shifting narrator, describes a series of his own imagined transformations.
“Every one of us carries in himself an infinity of transformations: various but
obvious predilections for yesterday. ™ The narrator of Zhe Dancing Demonis first
a sixteenth-century Mu
the printed book, sets Russias original publishing house on fire; one hundred
years later he is reincarnated as a typesetter in the rebuilt publishing house; in
the carly eighteenth century he is a young Russian sent to Europe by Tsar Peter
I to master emerging Western technologies; finally, in the mid-cighteenth
century, he returns as a henchman, and also the chronicler, of the famous
eighteenth-century Moscow thief and murderer Vanka Kain. So strong was
Remizov’s identification with these fe ions that he retold one of
them in the chapter “The Arsonist” (‘Podzhigatel””) of his autobiography With
Clipped Eyes (Podstrizbennymi glazami). There Remizov secalled that as 2 boy
he would describe his previous (pre-Remizov) avatars and that his audience
almost believed him because it was otherwise difficult to account for the
calligraphic gift that he shares with the personac of Zhe Dancing Demon and
“The Arsonist.

Tn his first incarnation the narrator is one of the many scribes responsible
for copying the Makarievsky Hagiographic Calendar—a famous. church
calendar of colossal dimensions that Remizov read as a child. The narrator

covite scribe who, refissing to accept the innovation of
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porteays this grandiose project, praising the manuscript’s beauty and the purity
ofits anguage. The description of the procedures of this work could only have

p
on Old Russian manuseripts: “1 write with crow plume; peacock feathers
are to0 pricey® 1 like to decorate my manuscript with a frame, to draw eyes
cometric figures, into the interweaving of the margins—

been written by one well versed in turn-of-the twentieth-century scholarsh

and ears into the
ubricated letters. 1 am making what will be discussed in Paleography as the

ransition of ‘the geometric style into the tetralogical or bestiary. ™ Seconding
contemporary paleography's opinion that seribes worked for profit as well as
for their own pleasure, the narmator of the “The Crow-Plume Seribe” clams to
have “copied to order a5 well as for my souls enjoyment.” The monetary issue

s important here, because Remizov’s treatment of it suggests that he endorsed

the Russian, rather than the Western, system of manuscript production. Unlike

the Benedictine Order, the Orthodox monasteri

s enforced no intellectual
e Russian references to book

labor, such as the copying of manuscrip
copying as a penance emphasize the diligence that
to promote. Therefore, the monks who actually worked as scribes were driven

uch labor was supposed

to do so by the love of copying out old texts (though some monks were, like
artisans, paid for their work).%

“The introduction of printing interrupted the scribes’ pious labor, as “fate,

:

once again, tumed everything to its liking, and destroyed all my dream:
Because at this early stage printed books were still modeled after manuscripts,

at first the printed text struck the scribe as strange but useful: “you could not
say anything against it” (72). But the older scribes soon rebelled, complaining
that the techniques of p
pressure, the narrator comes to share the common sentiment and even accepts

nting defamed the holy texts. Under the elders’

another character’s designation of printing as “the most faithful servant of

ignorance, lying, and stupidity” (73). The scribe starts to believe that “the cast

Letters squashed my life, my crow plume” and rendered “our manuseript art
history” (76). Moreover, the fading of manuscript culture makes the scribe
himself obsolete: “I well realized my modest status as 2 nameless man, ‘a former
seribe’” (76). No longer able to endure the intrusion of printing into his life,
the narrator finally sets the printing house on fire.” In telling the story of the
unfortunate scribe, Remizov merges so totally with his narrator that he works
his real-life friends and fellow bibliophiles into this myth-making as well: Tvan
Alekseevich Riazanovsky, the curator of the Romanov Museum in Kostroma,
and lakov Petrovich Grebenshchikoy, a librarian at the St. Petersburg Public
Library, appear in Remizov’s sixtcenth-century Moscow
conspirators, the characters Ierkul and Greben'.

The next chapter of The Dancing Demon tells of the narrator’s subsequent
incarnation, now as a typesetter in the same publishing house he burnt some

the narrator’s co-
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hundred years past. The former scribe reappears together with his cronies
Terkul and Greben' (Riazanovsky and Grebenshehikov), who are no longer the
accomplished sixteenth-century scribe-calligraphers of the previous chapter,
but coworkers at the publishing house. The narator here is not simply a loyal
state typesetter: he is also an admirer of Archbishop Avvakum and the Old
Believers martyred in the strugele to maintain traditional forms of Orthodox
worship in the face of reform and innovation. Instead of setting the type for
the newly corrected lturgical texts as he was employed to do, he duplicates the
texts with the mistakes of the manuscript originals: “the very same copying

mistakes, without which not a single ma would pass, were meticalousl
reproduced by the Old Believer correctors at the publishing house, and I com-
pile them, without reflection, ‘betting my soul on true words and periods.
Ironically, by following the instigation of an Old Believer while already
working as a printer, the narrator resurrects an es 1

o6

ential aspect of the work
of the manuscript scribes—he never fully accepts the uniform mechanization
that is intended to root out the oddities characteristic of manuscripts. The
implication here is that to correct the holy texts would be to commit sacrilege
against them, against the living word in its nazural development: the cast
letters of the press are the weapon of this profanation, so he struggles to blunt
their harmful effect.

“The narrator’s two final incarnations spring from his past occupations as
seribe and typesetter. He next appears as a young student of navigation sent to
Europe by Peter I. This part of the story begins by recapitulating the events that
took place after the narrator was fired from the publishing house for his Old
Believer sympathies: now he “took up drawing and achieved much in our art
....and painted in paint and in gold. My business, as in my past in manuscripts:
animals, flowers, and beasts”(85). Arriving in Venice—which he understands to
be the place where cursive script was invented and where the first Greek book
was printed—he reasserts his undying interest in the history of printed books
(95)- Also connected with books is the narrator’s ultimate manifestation as an
accomplice of Var'ka Kain. Instead of robbing and murdering, the criminal-
narrator spends his time chronicling what he has witnessed, and after the gang
is finally captured and there is nothing left to document, he takes up a job at a
publishing house, consoling himself with the thought that, “in any respect, it is
my business—familiar to the eye and hand.””

“This incredible series of incarnations exposes the unflagging loyalty of the
narrator’s spirit to the art of handwritten books. But the metonymic progression
of guises is also a noteworthy cxample of the modernist’s mythopoctics—the
self-conscious construction of a mythical alter ego that may be inserted into
actual history. Remarkably, the fictions about the scribe, typesetter, artist-
scholar, and chronicler are linked together by one “real” thread: they all represent
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accurate types that lead naturally to the real-life book-making that

historically
great innovation. There are no flaws in the historical path of

was Remizov’s
Remizovs personae through the evolution of book art. One might object that
seribes do not work alone, manuscript production being @ group enterprise,
except that in Russia scribes did sometimes work alone. Although typically
several people took past in the making of a manuscript—a scribe (or even
several scribes) to copy the text, an artisan to rubricate it, and a miniaturist
(often an icon painter) to illuminate it®—the entire job could be executed by
a single person sufficiently skilled in calligraphy and drawing.* In the copying
of old manuscript books the scribe’s role was de-emphasized, for God was
considered to be at the very least coauthor of the holy texts. To the contrary,
in Remizov’s albums everything depends upon his authorial persona. In Tiles,
for example, Remizov is the author of the original stories whose handwritten
reproductions make up the alburms text," of its idea and design, of s images,
of its calligraphic rendering. In a manner of speaking Remizov usurps the
“quthor function.” The only crack in the authorial monolith is the album
distribution, a responsibility entrusted to Remizov’s faithful friends. But even
here Remizov’s authorship was the chief selling point.

History, then, supports Remizov even when he ascribes to himself the solo
work,just as it supports his depiction of collaborative production in his fictional
account. The writer's familiarity with the latest work in paleography enabled
him to construct an accurate myth of himself as a scribe, but, most importantly,
combined with his calligrapher’s gifts, it allowed him to create the peculiar

and elaborate stylization of old illuminated manuscripts. Moreover, his scribe

myth was hardly mythical; in real life too Remizov undertook at least four

major scribal projects: his self-assignation as a scribe to the Ape Tsar Asyka,
his continuous work on the Russia in Writ volumes, his illustrated albums,
and finally his creation of the posthumous archive for Serafima Pavlovna
Remizova-Dovgello.” The latter project was something that his late wife
would undoubtedly have approved: when she was still in relatively good health

the couple collaborated on the deciphering (her task) and copying (his task) of
old manuscripts destined for Russia in Wriz. The Special Collections Library of
the University of Michigan contains a handiwritten rendering of a seventeenth-
century manuscript that was deciphered and transcribed by Serafima Pavlovna
and calligraphically copied by Remizov himself” Convinced that “there is
magic in a manuscript” and that “manuscripts do wonders,” Remizov believed
that he was an heir to this ancient art: “in writing I continued the tradition of
manuscript scribes.” This self-identification as a scribe eventually became so
strong that even in his personal correspondence Remizov conformed to the
age-old tradition of elaborate marginal doodles: “and T drew these snout-faced
creatures, and other hares as well . ... from some spiral suddenly a mustachioed
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muzzle looks out at you, and naturally, the tail as well”% His creation of a
mythopoetics—that is a persona (scribe, typesetter, chronicler, and more) that
reflects both the biographical Remizov and the author-figure of his works—is
their most interesting modernist feature.*

‘The modernist character of his longest album, Tales from the Fourth
Dimension, emerges more clearly yet in the involuted nature of its texts and
images. The album introduces the reader into the remarkable world of “auts and
twists” this is the surreal realm of Remizov's dream-memories.” Admittedly,
dreams for him were “the most important thing,”* for it was the dream life
that revealed, and perhaps embodied, the most veritable of realities.” Rather
quirkily, Remizov even accorded to them the status of an art form, alongside
music and poetry.® The dream is arguably the most subjective of all cerebral
manifestations, and hercin lies its attraction for Remizov. The oneiric theme is
introduced in the title of the album Zales from the Fourth Dimension (Récits de la
quatrizme dimention [sic]): in his verbal iconography, the “Fourth Dimension”
stands for the world of dreams. Remizov always coveted the escape “from three

o

dimensions ... . into the fourth dimension, into the world of dreams,”! because

“‘real'life is limited and crowded by three-dimensionality. Necessity penetrates
all of one’s waking hours, while during sleep, when a person is liberated from
the power of three-dimensional space, the feeling of freedon appears for the
first time, and immediately miracles of ‘superposition’ and ‘simultaneity’ of
action reveal themsel acles i ble under diurnal conditions.”"
The writer had already become interested in simultaneity during the second
decade of the twentieth century, but it was not until the early 1930s that he
began to explore the possibilitics of achieving it through the combination
of graphic and verbal texts, creating his illustrated albums. Not surprisingly,
much of this exploration took place around the subject matter of dreams,
which Remizov believed to be the ultimate simultaneous art form. The graphic
work that came out of his searchings brought Remizov to the attention of the
French surrealists. In 1933 the journal Hippocrate, whose editor in chief Gilbert
Lély had strong surrealist links, published his “Tourguéniey; poéte du réve.”™
André Breton included his drawings of Alexander Pushkin's literary dreams
in a 1938 issue dedicated to dreams he was editing for the series Cabiers
G.L.M. Trajectoire du réve (Trajectory of the Dream). The following year, more
of Remizov’s dream-themed drawings were shown in the surrealist exhibition
The Dream in Art and Literature at the Galerie d’Art Contemporain. His
contemporaries were not oblivious to Remizov’s proximity to the surrealist
investigation of dreaming: the writee and translator Jean Chuzeville famously
referred to him as a “surréaliste avant le lettre, " and Gleb Struve emphasized
the key position of dreams in Remizov’s work, saying that he could casily
be called a surrealist.™ As a result of this engagement with the surrealists,
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anticipated joint publication with Vasily Kan

Remizov reconceptualized his
avings) as an indepen-

dinsky (Remizov's text illustrated by Kandinsky 2
dent project combining his own graphic and verbal texts of dream-tales. The
cnsuing album My Flowers (Dreams)s Tales from the Fourth Dimension (Mes
]) from 1937 was an important

s eng

feurs[Réves): Récits de o quatriéme dimention [si

artistic progression, implementing his ideas about visual

step in Remizov's
representation of the fourth dimension: dreams.

In 1954 Remizoy published the short stori
Tules album as a small-format collection entitled Martyn Zadeka: The Dream
Book (Martyn Zadeka. Sonnik).® Since Martyn Zadeka postdated the texts of
the stories as they appeared together in Récits in 1937 by some seventeen years,
the album becomes the first instance when the stories were united under the
oversrching theme of dreams. Itis significant, though hardly surprising, that the
stories discovered their central theme only in the form of an illustrated album
in which over half of the entire space is taken up by images. This harmonizes
with Remizovs intuitions about the evocative power of drawing: “as soon as
the dream is drawn ... . it will become much richer in content than if it was just
t0ld,"" echoing his gradual move away from the verbal and toward the visual.
Remizov had affirmed this natural resonance between pictures and dreams as
carly a5 1926 in a review of a dream book: there he had argued that what was

s originally compiled in the
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needed to describe a dream was not words, but “pictures—illustrations of the
most vivid dreams—in a mosaic frame; on gilded background red, light blue,
black—speckled, plaid, and net-patterned.”* The pictorial dreams of Tiles, |
believe, are too vivid to be verbalized: they could only be expressed through the

mosaic frame and speckled, net-patterned surfaces of the drawings (figure 2.6).

What remains paramount in the album are Remizov’s visions of an internal
world that lures and beckons to the reader/viewer as well. This is a modernist
quality that any medieval scribe would abhor.

Without a doubt, Remizov was well aware of the contemporary controver
surrounding the standardization of printing, which so many writers and
bibliophiles of his day considered stifling if not detrimental for the art of
book-making. He w

sympathetic to Russias historic dislike of printing and
her love of manuscript books, a great number of which circulated in pre-
Gutenberg times.” He was also thoroughly versed in paleography and had
considerable calligraphic talent, which cnabled him to make accurate copies
of old manuscript books. But what gives Remizov’s albums particular interes
is the fact that his attempts at creating the “live Russian book” are clearly a

modernist’s “idiosyncrasies’—a modernist’s interpretation of the illuminated
manuscript.® In his remarkable fusion of the modernist orientation and the
archaic form and method of manuscript production, Remizov created a unique
art form that transcends the old genre of handwritten books to become an
ideal expression of his aesthetic vision—self-consciously modern and old-style
artful. One of the best examples of this fusion is his 1938 illustrated album
Maroun, which T analyze in the following chapter.

FIGURE. 2.6 (apposite page) Dream drawing from Tales from the Fourth
Dimension (Récits de la quatrieme dimention [sic]), Alexei Remizov, 1937.
Watercolor and india-ink drawing, 100 x 135mm. Foughton Library,

Harvard University,
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PLATE 1. dlive to Me, Dead Flowers (Zbivye mne mertvye tsvety), Alexei Remizov,
1943. Paper-and-dried-flower collage, 333 x 250 mm. Reznikoff ollection.
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sLaTs 5.The First Night,” Solomonie, Alexei Remizov, 1935. India ink
and colored pencil on paper, 147 x 164 mm. Reznikoff collection,

PLATE 4. “St. Feodora,” Solomonis, Alexei Remizov, 1935, India ink and
colored pencil on paper, 222 x 181 mm. Reznikoff collection.
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prars 7. Collage with inscription, Solamonie, Alexei Remizov, 1935
Tndia ink and colored paper, 173 x 112 mm. Reznikoff collection.
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PLATE 13. Siberian Tale (Sibirskii skaz), Alexei Remizov, 1940. India ink,
watercolor, and gouache, 179 112 mm. Reznikoff collection.

PLATE t2. Siberian Tale (Sibirskii skaz), Alexci Remizov, 1940. India ink,
watercolor, and gouache, 177 x 112 mm, Reznikoff collection.







REVISITING THE SYMBOLIST
PAST: SYNESTHESIA AND
SYNTHESIS IN MAROUN

he history of Maroun'—its textology and its evolution from text to text

and image—helps to explain the role of synthesis in Remizov’s acsthetic.

The narrative used in the album, also called “Maroun,”was originally published
in the first 1970 issue of the monthly illustrated journal 72 the Free Arts (Svo-
bodnym Khudozhestvam)? It is a short tale with overtones of Nordic legends,
peculiar melodic prose that verges on poctry. The story describes an

enigmatic ruler, “the King of Burburun, the master of Olanda, Maroun,” who
remains static throughout the tale: he is seated on his scarlet throne, wearing a
crown of lunar reindeer moss, surrounded by serpents and albatrosses, listening
to the waves, his mouth agape in concentration. Even when the fearless and
“death-defying”Viking Stallo sails to the island, Maroun pays him no attention,
but instead continues to attend to the waves. In Maroun the reader/viewer is
tempted into a complexworld of seminal artistic concerns through the effective
combination of the textual and the pictorial. At the culminating point of the
album Remizoy introduces sounds through the media of text and pictures, an
invitation to Aear through secing. The images following the text make visible
the sounds of the words just read. Remizov takes the synesthetic principle to
ever-deeper levels as the images progress: Maroun gradually emerges out of
the chaos of the first two drawings, but when he finally appears in the third,
Maroun is wholly concentrated in his effort to ear something in the waves,




The fourth and most challenging drawing of the album represents visually what
Maroun hears, and what the poet Osip Mandelstam aptly described as the
“hum of time.” There is an organic connection between Remizov's transitions
within the album between verbal and visual arts and what T will argue to be the
meaning of the album that through seeing the audible and hearing the visible
one may hope to detect the hum that is the most crucial and most elusive truth
about life.

‘The album is made of thick green paper onto which the pictures are glued.
‘The French and Russian versions of the text (see figure 2.5) are followed by
six images: the first and the last are angular collages of colored paper with ink
drawings, while the four intervening images are florid watercolor drawings
outlined in india ink (figure 3.1).

Ofall the images only the third and the fourth appear to be straightforward
illustrations of the tale. The former (figure 3.18) depicts the Three Sisters of
the Wind (Gale, Blizzard, and Snowstorm), and the “whirlwind-deer,” char-
acters who figure in the story, The latter (figure 3.1c) shows Maroun himself,
surrounded on all sides by other characters from the story, and the Viking ap-
proaching the island by boat. But the text of the tale does not help to decipher
the overlapping triangles and fiery colors of the first collage (plate 34), the
exquisitely delicate shapes and lines of the first ink and watercolor drawing
(figure 3.74), the washed-out greenery of the last watercolor (figure 3.10),
or the angular patches of the last collage. It is tempting to connect the six
images to the story’s six paragraphs, but this proves unsatisfactory as well. For
while the collages (plate 3) might be linked to the introductory and concluding
paragraphs, the four paragraphs that make up the body of the text do not
correspond to the images in any evident relation: figure 3.5 partly illustrates
the first paragraph; figure 3.1¢ the second, third, and fourth paragraphs; the
fifth paragraph repeats the contents of the second and should be related to
figure 3.1c. The sequence of images in the album reflects the author’s own
progression from a textual to a painterly artist. Had Remizov intended mercly
to illustrate “Maroun,” the third and the fourth images would probably have
sufficed, but in order to convey an entirely new—and iniially impenetrable—
meaning for the reader (now the viewer as well) concerning his own artistic
fate, Remizov needed the additional images and their given order.

‘The answer to why Remizov chose “Maroun,”and not any other of literally
hundreds of narratives available to him by 1938, as the subject matter for this
milestone album lies in Remizov’s relationship with the great symbolist poet
Alexander Blok. Sometime after Easter of 1912 Remizov introduced Blok to
A. M. Tereshcl a patron who ioned Blok to write a libretto for
a ballet to be set to music by Alexander Glazunov. During the next two years
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$I1GURE 3.1 (4, ¢, ). Untitled watercolor
drawings from Maroun, Alexei Remizoy,
1938. India ink and watercolor on paper.
‘Houghton Library, Harvard University.

(4) 262 x 187 mum; (s) 222 X 166 mm;

(©) 177 x 138 mm; (b) 231 x 150 mm.




Remizov organized a series of meetings, and bestowed upon their participants
various mythical names, apparently of his choice and fancy: Tereshchenko
received the name of Alasion, and Blok was “drawn into Alasion’s entourage
under the name Maroun.” Despite all the differences between Blok and Remi-
Zov as writers, in 2 1953 letter Remizov remembered Blok as one of his closest
contemporaries. They were united by their love for Russia, its culture and
traditions, and their sense of themselves as Russian artists. This “Russianness”
that Remizov cultivated and championed throughout his writing career may
have eventually communicated itself to Blok, whose revolutionary poem
The Twelve (1918), in Remizov’s words, raised Blok “to the height of verbal
expression.”” Time and again, in his autobiographical prose, Remizov praised
Blok as “singular in his talent, saying that “there is no new poet who is not
touched by the ray of Bloks star.” Blok died on the morning of August 7,
1921, which was, by a suggestive turn of fate, only two days away from August
5, when the Remizovs crossed the Soviet border. Yet, Remizov always cited
August 7 and not August 5 as the day of their departure. According to Racvsky-
Hughes, this substitution of the actual date with a symbolic one exemplifics
the of biographical facts and of symbolic signifi
to them”so characteristic of Remizov." The perceived coincidence of death and
departure was to play an important role in his future perception of life and art.
Remizov’s grief over the loss of his beloved friend was as profound as
it was lasting, yet he was certainly not alone in ascribing to Blok’s untimely
demise a larger, symbolic significance, Although many around Blok knew
that the poct was ailing, his death still came as a terrible shock, prompting
an outpouring of responses that ranged from utter despair to self-castigation.
Immediately following the poet’s death his legacy was celebrated in a series
of memorial gatherings as well as contributions in print. The journal Zhizn’
iskusstva (Life of Aré) published a selection of articles and memoirs. Among
the contributors were Turii Annenkov, Mikhail Kuzmin, Vladimir Piast, and
Marietta Shaginian.” Another collection of essays, Ahout Aleksandr Blok (Ob
Aleksandre Bloke), contained pieces by Lurii Tynianov and Boris Eikhenbaum,*
At the Vol'fil (Free Philosophical Associ ion) (Val naia filosofs iatsii
session on August 28 dedicated to the memory of Blok, Ivanov-Razumnik
identified Blok with the “whole epoch” (even as he insisted on preserving
Bloks lyrical individuality), and connected his death to the death of the epoch:
“IBIokS] death is not a wound that would heal, this death did not cut, it cut
off, it was not a clean cut but a tear, not an abrasion but an amputation. BloKs
death is a symbol; he had died and with him a whole segment of life.”s While
claiming that the poct was “too good” o live, Ivanov-Razumnik expressed the
prevailing guilt among Blok's friends for surviving Blok. This sentiment is also
found in Andrei Bely’s letter to Khodasevich written on the day of Blok’s death,

BEYOND SYMBOLISM AND SURREALISM

in which Bely cited Hamlet’s famous desperate words.” Bely, who also took
part in the Vol'fil open session and gave an inspired speech on BloKs poetry,
revealed his personal devastation at the news of Bloks death in his diary:'* In
an entry from August 8, the grieving Bely talked about the importance of the
very fact of the bytie (existence) of Blok, whose loss transcends any measure of
the personal because Blok is, above all, a “national poet.” Among the most
powerful and heart-rending poctic reactions to Bloks death were Marina
Tevetaevas 1921 cycle “Verses to Blok’s Anna Akhmatova’s poem dated
August 16, 1921, “Ne chudo li chto znali my ego” (“Indeed I's a Miracle that
We Knew Him")* and her famous lament “A Smolenskaia nynche imeninnitsa”
(“Today Is the Nameday of Our Lady of Smolensk”).

‘The writers of the young generation also perceived BloKs death as a water-
shed moment. Evgenii Zamiatin echoed Tvanov-Razamnik's self-deprecation
in his fresh recollections of the event Aleksandr Aleksandrovich passed
away. | remermber: horror, pain, wrath—at everything, at everybody; at mys

We are all guilty—everybody. We have been writing, talking—we should haye
cried out at the top of our voices, should have used brute force to save Blok.
1 recall how I could no longer bear it and called Gorky—Blok is dead. We
could not be forgiven for that.™* And like Bely, Zamiatin said that life itsclfis
inconceivable after witnessing Bloks death and after viewing his lifeless body
that represented “death as such.” Responding to the emotional outbursts of
Bloks immed raries, Boris Eikhenbaum, in his lecture at the
Blok memorial evening held in October 1921 at the Witers Club (Dom
literatorov), came close to siding with Ivanov-Razamnik in presenting Bloks
passing as the symbolic passing of the whole generation. But in contrast
to Ivanov-Razamniks generalized “death of an epoch,” Eikhenbaum ar-
gued that Bloks death was the final and decisive sign in the passing of
symbolism: “In BloKs death, in Andrei Bely’s frantic cries, is a fate of a whole
generation, the fate of symbolism, which had outlived itself among the horrors
of our iron age.”

Later references to Bloks death assumed emblematic significance. A sense
of symbolic loss gave way to recognition of the loss of a great man whose poetry
was inseparable from his sublime humanity. In Turii Tynianov’s famous words,
Bloks death went well beyond a loss of a poet, because Blok was a “Zermetic

? (javlenie hence the epic sadness at the
loss of Blok.2 In his 1930 essay “About a Generation that Had Squandered Its
Poets” (“O pokoleni rastrativsher svoikh poetov”) Roman Jakobson counted
Blok among other “murdered” poets of Russia?” and a year later Georgii
Adamovich described BloKs 1921 Pushkin speech as a premonition of his own
demise. Adamovich even retrofitted Blok with a gift of vision, presenting him
as possibly the only “prophet” of his “half-revelatory, half-desperat
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Nina Berberova, as she mused about the events of the past and their formative
significance for her peers some two decades after Blok's death, followed Ivanoy-
Razumnik and Eikhenbaum in drawing parallels between his death and the
end of the old world. Only from her vantage point, Blok's untimely passing
and the general devastation that coincided with it was not just the end but also
2 beginning of a new world populated by the young writers who considered
themselves to be the children of Alexander Blok.”

Remizov, born three years before Blok, could not benefit from the
forward-looking optimism of the younger generation. For him BloKs death
was an unequivocal loss: personally, artistically, and symbolically. The double
reverence for Blok as poet and friend made the shock of his death one of the
milestones of Remizov’s life. Accepting Blok as the key to the album Maroun
opens an array of interpretive possibilities, which become probabilities when
viewed in light of the immeasurable importance of the poet’s persona. Blok's
death came to symbolize for Remizov his own loss of homeland—and by
extension the loss of his readership, so it is not surprising that he should
pose the crucial question of his artistic development in a work created in the
shadow of Blok. In leaving Russia, Remizov left behind his native language,
and visual art became a natural, translingual mode of expression.® From his
(relatively readerless) exile, words alone could not convey the infinite sense
of loss to which Maroun gives expression, and the use of visual art became
indispensable. Therefore, for Remizov the album Maroun was not just a
handmade rendition of an already thrice-published tale, but a re-creation of
the story invested with the most current artistic concern—a transformation of
his creative means. It is this development from word to image in Maroun that
Twould like to examine now.

The first collage (plate 34) is placed opposite the calligraphically rendered
Russian text of the tale, Its entire surface is covered with glued-on fragments
in various, mostly angular shapes. Although it is hard to discern the color of
the background, the principal lower layer is made of silver foil. The shapes are
mainly cut from pieces of red, purple, orange, and yellow dyed paper of diverse
[cxtuu:s., with several small areas handcolored in watercolor (lilac in the middle
to the right of center, light lemon yellow to the right and above the lilac, and a
:}:nc«g ;}:A:cl:‘:cfrbmwn in the lower left portion). Remizov also uscs gold foflin

i quarter and covers with yellow watercolor a fragment of silver
fzxel i;?t belfow thc- lz\orizox{rﬂl dividing line in rl‘w middle in order to imitate
ect o gold foil. The collage, though small in size (138 x 114 mm), is the

lr::j: :lf)}:cang:f (a)J: tr:ce i‘;;gcs );1 the nlbux,n: itbrings to life the yellow .ofﬁllling
s t};\ g clf sh and of Stallo’s stecly armor, the snow-white of the
bt uﬁhe,om e of the sea, the red of the “red summer days,” and the
grown path. Through these colors enter the sounds of howling
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wind, pattering rain, rustling leaves, and crashing surf. Such an introduction
of sounds through colors hardly requires a stretch of the imagination, because
Remizov himself clearly believed that colors saund: “Colors are audible to me.
1€ T were a musician, T would convey their melody through paints. But 1 am
not a musician and they sing in me.”*! Sonorous associations are abundant in
Remizov’s literary and pictorial art, and his oft-quoted “color and sound for
me are indivisible™ brings to mind Vasily Kandinsky’s lists of corresponding
colors and sounds

At once the painter’s palette and composer's overture, the first collage
introduces all of the colors and sounds to be developed later in the album. Itis
meaningful that the colors that arc least present in this composition become
most important in the following images: the light turquoise and rust that are
barely visible here assume great importance in the third drawing (figure 3.1¢)
and compose the entire palette of the fourth (figure 3.10); yellow and lilac arc
the basic colors of the first drawing (figure 3.14); and blue covers a large portion
of the second (figure 3.5 and plate 2). Similarly, the most pronounced colors
of this collage are silver and dark red, and while they are of seminal importance
for the iconography of the two collages, neither silver nor dark red appears in
the following drawings. Dark red and silver are significant because Remizov
identificd them as “his” and Bloks colors respectively:* Remizoy consistently
associated Blok with silver and the moon. Thus, in an essay in BloKs memory
written shortly after the poet’s death, Remizov said that he saw Blok in his
dream “in silver.” In another essay, on the tenth anniversary of Blok' death,
tellingly entitled “By Silver Threads,” Remizov speaks of Blok appearing to
him in the “slver threads of . . . thoughts.™ A page in one of the graphic
diaries, next to what appears to be BloKs portrait, contains a reference to a
“silver door,”” and Remizov’s important book of reminiscences With Clipped
Eyes (Podstrizhennymi glazami) tells of a dream in which Blok appeared to
him in the silence of the lunar path.® Finally, almost twenty years after putting
together the album, and shortly before his own death, Remizov remembers
Blok as “lunas” (Zunny)® in his diary. All this elucidates Remizov’s use of silver
in the tale, where Maroun himself is described as “lunar as deermoss.” The
silver of the first collage also introduces the theme of music in relation to
Blok through the Blok-related metaphors of “silver threads” and of celestial
objects, in which Remizov always heard a certain music: “a thousand threads:
Tuna, solar, and starry. Stars are fate. . . And this is why in music I discern
the voice and recognize it. Music is from the stars.” After the first collage
silver does not reappear in the album, while dark red becomes a prominent
color in the last collage. (This change of the color motif is thematically and
iconographically founded and will be discussed below.) The only components
consistently present throughout the entire album are the black spidery lines of
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the india-ink drawing, In constraining the first collage’s bright, loud colors and
angulas,cutting shapes, and in separating its wedges, triangles, and rectangles,
the linework inroduces the ensuing cycle of drawings.

The series of four drawings in india ink and watercolor begins with an
image whose composition takes up only a part of the surface and which is
arranged against a white background (figure 3.14). The drawing is extremely
delicate in its overall effect and is reminiscent of Chinese flower paintings.
Remizov, with characteristic eccentricity, claimed Chinese calligraphy as a
form of art in which “there can be no mute lines”—a form that reverberated
with its own “ever-sounding melody." The drawing consists of a combination
of parallel and converging curly lines of non-uniform measure, thicker in the
middle and thinner toward the ends, or as Remizov himself put it, “looping or
splitting curls assumed the most varied shapes, and it was easy to find . . . the
most complicated Chinese constructions.” Portions of the surface between
the lines are covered with cross-hatching or semicircular shapes, partly colored
with watercolor in medium yellow, different shades of lilac and purple, and
pine-green. Surrounding the composition is a frame drawn in black ink. On
the whole, the drawing seems to take shape out of elegant handwriting or in
the writer’s own words, “out of calligraphic flourishes.™

Remizov reflected on the progression from writing to calligraphy to
drawing throughou his artistic life. In the previously mentioned 1933 third
person essay, written under the pseudonym Kukovaikov, where Remizov
announced all his drawings to be rooted in calligraphy, he also maintained
that in spite of the lessened prestige of calligraphy teachers in contemporary
society; it remained a worthy subject of study and one that he would have liked
o teach. For better or worse Remizov’s spontancity in writing and drawing
prevented him from fulfilling this dream of becoming a calligraphy instructor:
his own penmanship teachers complained that Remizovs drawings were too
much *for himselfand from himself” (d/ia sebia i iz sebia)—a criticism repeated
verbatim by Mikhail Osorgin in the Chisla article about his fiction and in
Ilin's explication of Remizov’s “creative act.” But what was detrimental for
the calligrapher proved beneficial for the graphic artist: “nature claimed its
own.....one was drawn to dash the pen about the page in play ... that is, [one
was drawn] to the most genuine art.”? Remizov identified calligraphy as “the
root of [his] drawing passion,” claiming that drawing was embedded in “the
very process of writing."® He also proposed that “what is written and what
is drawn are in essence the same. Every scribe may become a draftsman, a
draftsman is necessarily a scrife, A witer is primarily a scribe: calligraphic or
the-devil-himself-could-break-his-leg—it does not matter; and every writer is
Just itching to draw” (395). While “the ‘thought wanders, the hand continues
to draw out pattons mechanically” (395). Remizov admitted that his own
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desire to draw bordered on compulsion: “Having made a flourish 1 cannot
stop and begin to draw. In this lic my joy and my woe: I want to write, while
the flourish, catching my hand like a hook, leads it to draw—thoughts scatter,
writing ends, and beneath the unfinished lines appears a drawing” (397).
This is why, explains Remizoy, “writers’ drawings cannot be separated from
writing: these drawings are a continuation of lines and present the outlines
of unexpressed thoughts and unsaid words.” Such deliberate crasing of
the boundaries between writing (represented by calligraphy) and drawing is
instrumental for properly understanding the first drawing of Maroun (figure
3.14). Amazingly, the only recognizable object in this composition is the
barely noticeable pinecone that emerges from the web of flourishes and the
vaguely zoomorphic shapes of the drawing. This small pinecone provides the
necessary connection with the following two images—images that belong to
the visual domain due to their illustrative quality. Here, it must stand for the
pine described in the text of the tale: “Whirlwind-deer by the pine: the pine
was wilting. Broken up into chips by lightning.” The very next line in the tale,
the question about the abode of the winds sisters, is probably addressed to the
deer that appears in the following picture.

With the second drawing (figure 3.15) begins the whirlwind-deer’s tale of
the Three Sisters. Here the visual gradually begins to take over the textual. In the
center at the bottom of the pictureare 2 number of spike-shaped and curvilinear
forms outlined in ink and colored in green and yellow; they continue the lines
and forms of the previous drawing, the splinters of the wilting, thunderstruck
pine. Above the splintering pine, the profile of the whirlwind-deer himself is
also outlined in black ink. The colored surfaces are placed mostly above and
to the sides of the deer, whose presence is still strongly linear, The edge of the
deer’s left horn is fashioned from four consecutive wedges, pointing in the
same direction, which will reappear in the next two drawings. In the deer’s
horns and merging with their shapes are the three naked “snow-white sisters
of the wind—Gale, Blizard, and Snowstorm.”'The sisters’ angular bodies are
nonetheless representational, with hair and limbs extended into the air where
they acquire distinctly floral forms. They are situated against a background
of partly colored linework. Only about a third of the surface is covered with
yellow, pine-green, rust, bluish-brown, and lilac watercolor, whose gentle hues
yield to swirling semicircular, cross-hatching, and parallel lines in black ink.
Tn the text, the sisters are said to bring “hard frost with clement weather” and
“to raise yellow leaves in their wake™; hence the yellow vortex in the right half
of the image. The sisters cmerge from the sea (represented, perhaps, by the
bluish-brown whorl of lines behind them) and are heading to the mysterious
island where they spend their summer days. As in the previous drawing, the
picture is enclosed in a black-ink frame, although the spatial arrangement of
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the second drawing is more complex. Now there are three individual planes,
distinguishable by their relative angling toward the ground line. But while the
use of these spatial devices betrays the visual orientation of the image, both its
relatively light reliance on color and its preference for line speak to its strong
textual aspect. A further testament to the drawing’s ambiguous pictorial/
textual quality s the distribution of color versus white background: although
a much larger surface of the picture is now colored as compared with the first
drawing, the remaining white space is still sufficient to cvoke a ook page, As
such, the second drawing becomes an indispensable part of the cycle, because
it develops the tendencies already begun in the earlier image and brings these
developments to  stage intermediate between the preceding image and the
following one that will continue them,

In the third drawing (figure 3.1¢, plate 2), the literary at last yields to the
painterly, text to texture. In spite of the ample use of india ink, the watercolor
surface overwhelms the white space of the background. Simultancously, the
composition i this picture is the most complex of all the images in the album.
‘The drawing is again divided into three distinct planes. The first, uppermost
plane is triangular, demarcated by the line beginning at the center of the left
edge of the image and extending to the upper right, just above Maroun's crown,
In this portion there are very few ink lines, the surface being almost entirely
covered with watercolor splotches. Just above the bottom line of this segment
one discerns four consecutive triangles pointed in the same direction, recalling
the four similar triangles in the whirlwind-deer’s left horn. But this time the
shapes must stand for the tale’s “ad brigs and schooners” sailing in the sea
ncar the island. The second, nethermost plane of the composition starts with
Maroun's head and slopes down to around the middle of the bottom edge. At
the top of this plane we distinguish the sedentary figure of King Maroun in left
profile: he sits as specified, “on the sharp cliff, high above the sea, listening to
the waves.” On his head rests a grayish-bluc shape that most likely represents
his “wreath of lunar deermoss.” At his sides are two snakes: “and around him
are snakes.” Near the bottom of this portion Remizov includes a large, green,
vertically positioned fish, probably onc of four fishes that, according to the
tale, support the island Olanda: “four fishes support the islind: two one-eyed
Slundras and two winged simpas’ these are the same two mythical fishes that
Rcm@v mentions in his letter to Blok on March 2, 19117 Itis telling that the
letter like Maroun, identifis the fish by species, with their imaginary names
italicized: the fish therefore stand out from the text of the letter, which just
;:::};;:Sk ;h;;i;slr“ “]Ici :Cr;tedatss ;}lfhsecond publication of the tale. (Remizov
LT e 1912 The mouth ofthe fish crosscsthe borderline

, central, plane, which is shaped like a beam. At its narrowest, this
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middle segment attains the height of Maroun’s head, from which it starts. At
its widest, it encompasses the lower left quarter of the composition. A large
portion of the middle of the beam is taken up by a wave-shaped line drawing
in black ink colored in blue and green watercolor. Below, a small human figure
with a long extension in his hand sails toward Olanda on a blue boat with
a yellow sail representing the “fearless, death-defying Viking Stallo, forged
in steel, dropping anchor.” As in the text of the tale Maroun pays Stallo no
attention, but remains “immobile on his willful throne, lunar as deermoss, his
mouth agape, he listens to the waves.”

Atleast two of the images that are at the root of this watercolor are directly
related to Blok. The first, a textual image, comes from the poet’s 1906 play
Korol’ na ploshchadi (King on the Square)> Much like the ocean in Maroun, the
sea in the play generates music: “music is born in the sea” (40). In fact, Maroun
himself resembles the king in Bloks prologuc: “A gigantic King rests on the
massive throne, The crown covers his ancient green locks . .. Thin arms li on
the armrests of the throne. His entire pose is grandiose ... the stage repre
an island” (23); while Stallo recalls Bloks jester who “arrives from the sc;

Only the “fearless, death-defying” Stallo bears a noble sword in contrast to the
jester's fishing rod and his “vile profile” (merzkii profil's udochkoi) (42).

The second image is an ink portrait of the deceased poet that Remizov
drew on the twentieth anniversary of Bloks death (figure 3.2). The portrait
shows Blok in left profile, just as Maroun is shown in the album, and it is re-
markable in its likeness to the mythical king Maroun.* Perhaps as important,
Remizovs later memories of Blok mirror the description of the immobile king
Maroun, seated on his throne high above the sea, listening to the waves:

Before me emerges the face of a man with stubborn, merciless eyes, a man
petrified in a stern conviction that forces even mountains to moves he
looks, without closing his eyes, at that which is foaming, bubbling, driven,
chased about and tossed by the whirlwind ....and this is also the fice of
a man with his eyes immersed in listening to what is there—across the
“black, black sky’—in future destinies. And to look thither so mercilessly,
and “assuredly,” petrified ... o listen to what is there—beyond the skull
of the *black, black sky’—only a man with the inborn, frightening gift of

“hearing” can do s0.%

Such magical ability “to hear music”was, for Remizov, Blok's most magnificent
and characteristic trait, which separated him from the rest:

and to such strange men—to “fools™—not to normal humans, is granted the

great gifc hearing—somehow different, not ours. Blok could hear music
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F16URE 3.2 Untitled portrait of A. Blok,
Alexei Remizov, 1941. India ink on paper
Rossiiskii Gosudarstvennyi Archiv
Literatury i Tskusstva (Russian State
Archive of Literature and Art), RGALI .
420,0p. 4,10, 30,

Not the instrumental music to which, during musical soirees, amateurs,
serious, and not at all strange people listen, like dogs catching flics. No,
music. T remember how in 1917 ....T spoke with Blok on the phone and
Blok told me that, above all the events, above all hotror, he hears music, and
is trying to write. So he wrote 7be Tawelve. %

Still, Remizov presents this gift of “hearing” as a mixed blessing: “There
is the mystery of ‘hearing,’ but the gift of ‘hearing’ is more refined and
cultivated than that of ‘vision. But this gift of ‘internal hearing’does not just
happen: something somehow sometimes happens, and behold—the man has
vanished.”” The way Remizov saw it, Blok's hearing inspired his poetry but also
led to his untimely death, A very similar linking of Blok with sensory abilities
was documented in Bely's lotter addressed to Khodasevich in the immediate
aftermath of Bloks death, on August 8, 1921, and published by Khodasevich
only three years before the creation of the Maroun illustrated album:

Blok is no more. ... This death for me is like a fateful striking of the clock:

[feel as if 2 part of me departed with him. That's the thing: we barely saw
cach other, barely spoke, but a simple “being” of Blok, in a physical sense
was, for me, like an organ of vision or hearing; I feel it now.™
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Andrei Bely’s association of Blok with vision and hearing echoes and reinforces
Remizov’s interpretation of the poet as an exceptional bearer of these sensory
superpowers; Bely even describes Blok as his proxy organ of hearing*

‘The convergence of vision and hearing is the key to the sequence of the
last drawing (figure 3.1p). Originating in the textual look of the first drawing
(the calligraphic lines against a white background), the visual gradually comes
into its own with the increasing sophistication of pictorial devices, reaching
their summit in the depiction of Maroun. The last drawing reintroduces the
sounds that are encoded in the opening image of the album, the first collage,
only here, the relation of color to sound is of an entirely different nature than
in the first collage. In the collage certain colors stood for certain sounds and
it was up to the beholder to hear the music of the composition; the music of
the last drawing is much less accessible to the beholder because of its elusive
nature—this is the music of destinies and time that can only be heard by the
gifted, like Blok, or Maroun, I would like to propose that the last drawing
is an elaboration on the middle planc of the previous one that funnels out
from Maroun's head and thus seems to represent some revelation of his inner
world, Visually, the two images (figures 3.1¢ and 3.10) are linked by the
presence of the four similarly pointing triangles (the sails of the “sad brigs and
schooners”), the curvilinear parallel lines in black ink imitating waves, and the
washed-out green (bordering on turquoise) signifying the sea in the picture
‘The drawing, therefore, represents the music of the waves on which Maroun
is concentrating his powers of hearing and completes the story of Maroun
by taking us maximally close to the alburms innermost kernel of meaning. Its
extremely introverted, seemingly obscure composition, which employs only
two colors—green and brown (the black of the ink is only employed to signify
the shapes of the waves, and the white is the ubiquitous background)—opens
up to the viewer through a clever colorist device. Because the drawing is glued
onto a rectangle of brown paper and then onto the green surface of the page,
the viewer is allowed to see the very colors that Maroun sces inside the middle
plane (figure 3.10). Ttis at this point that the viewer is invited to attend—with
Maroun, Blok, and Remizov—to the hum of time, provided that he, too, is able
to hear life’s music.

The music, of course, is all too elusive. In a 1949 letter to his pupil and
biographer Natal'ia Kodrianskaia written within days of the August 7 anni-
versary of Bloks death and of Remizovs departure from Russia, Remizov
compiained: “If there were music I would listen to it without moving. Before
my eyes were my colored wall, faded thoughts, and in the window a gray
[wall] with the morgue behind the garage. And the frozen flight of the ashy
sky™ The colors of Remizov’s wall “constructions” (as he called the large-
scale collages that embellished the walls and windows of his apartment) and
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the gray tints of the wall and sky visible from his window refused to sound.
For Blok it took the bloodshed of the October Revolution to hear the music
of the streets—the sort of turbulence that the dullness of émigré life could
hardly grant Remizov. Yet, in Maroun he strove to hear the hum of time and
invited his reader/viewer to do the same. Starting with the pinecone of the
destroyed tree in the first drawing, out of which grow the sisters of the wind in
the second, and Maroun himself in the third, the last drawing exposes the very
sound of Maroun's magical world.

The question of whether there was any “music” for Remizov to hear in
emigration and to develop in his art is an appropriate context for discussing the
last image of the album, again a collage of dyed and hand-colored paper, covered
with drawing in india ink (plate 38). As in the opening collage, the shapes here
are primarily angular. But in contrast to the first collage’s virtual rainbow of
colors, the palette of the closing image is noticeably restrained. Aside from the
dark-green background, the colors are limited to olive-green, blue, beige, and
dark red. These sharp, red forms contribute to the impression of unrest, ruin,
and desolation. The triangles appear to cut into the background, destroying the
balanced geometry of the composition. They imply a devastation that parallels
the grief and sorrow Remizov experienced in the afrermath of Bloks death
and his own loss of motherland.* Could the red (Remizov’s color) stand for
his life of exile “on the old stones” of Europe—a life that in his own words
“had snapped”in 19213 Or, does it signify Blok's heart, “flaring up and dying
down,”or, perhaps, the specter of fire that haunted Remizov after Blok's death
“in the night, above the expanses of Russia, above the steppe and the forest?
Remizov’s pain, brought on by the events of August 7, 1921, was anything but
passing “ With more than a quarter of a century separating him from that day,
in a letter of August 7, 1947, Remizov pondered: “How can I possibly express,
without missing anything, the sorrow which overcame me?” For the rest of
hislong life Remizov invested the constructed coincidence of the day of Bloks
death and his departure from Russia with great importance: “the day of Bloks
death—is the day when we stepped onto foreign soil, i this lies our common
fate: to part with Russia."

-l.-hls parallel between death and departure also led Remizov to associate
the circumstances of Bloks death with his own loss of Russia: “[O]n August
7¢h Blok left this carth. The same morning, of the 7th . . . on the border we
were parting with the Russian land. Blok went the way of ‘all earth,’our way
ig éﬂéfﬁf;;ﬂi?:fﬁh agmo?’g our own ki r:d, and in «}{c midst of a fowlg?
em e ch’mr: (K zvezdan’), Remizov’s lament over Bloks
e that ‘00t 10 see one’s land, without ‘music'—this is

»and from this woe one cannot escape” (380). Leaving one's
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native soil always brings about the loss of “music,” one’s native language. Blok
lost this “music” in death, Remizov in his reluctant immigration. For that rea-
son, Remizov saw in BloK's death and his own departure from Russia two dif-
ferent manifestations of the demise of verbal art. This belief could have been
reinforced by Bloks complaint to Remizov just a few months before his death,
that “under this oppression, it is impossible to write” (390), which Remizov
later adapted to his own situation of a writer in exile: “I found out while living
abroad that it is probably even harder for the Russian writer here, and to
write is not just impossible, but there is simply nothing to write: it is only in
Russia that something is happening, here—for a Russian—is a desert” (390).
Remizov did not naively assume that Russian writers simply cannot create
outside Russia’s borders: he himself pointed out that Nikolai Gogol wrote his
immortal Dead Souls while in Rome, and that “in the desert, vision and senses
are sharp”(381-82). The inability to write comes not of just ariy separation £
Russia, but from its deathly irredeemable loss.* Finding himself in the latter
situation, restricted in his formerly primary medium of expression, the Ru
language, the writer Remizov became an artist. It is this progression from verbal
(textual) to visual (painterly) that he presents in the drawings of Maroun.

Curiously, his transcendence of writing and self-expression through
visual art exemplified by Maroun had a much earlier precedent, which was,
not coincidentally, associated with Blok. Kodrianskaia cites Remizov as saying
that “during the revolution it was easier for me to draw than to express myself
through words.™” The drawings in question are the illustrations for Bloks
poem ke Twelve. According to his own recollections, Remizov never had a
chance to show them to Blok. Shortly before the poet’s death he asked that
Blok at least be told about the drawings: “tell Blok: I drew many pictures,
for every line of The Ttwelve a picture.”” ‘These drawings emerged from the
simultaneous necessity of expression and inability to achieve this expression
through writing, a situation that repeated itself in the 19308 and 19405
Be it for the unbearable turmoil of the Revolution or the comparable stag-
nation of self-inflicted exile—when under duress—Remizov had to seck
artistic resources other than writing. It appears that in order for Remizov to
write, conditions had to be optimal—with more or less calm surroundings
and circumstances permitting the use of his native tongue—while the only
precondition for visual expression was the very need of expression.” Such an
attitude is in stark contrast to Kandinsky's reasons for the temporary trade-in
of his brush for poet’s pen.” Whereas Kandinsky admittedly used alternative
artistic means to release less powerful creative impulses (the subjects that did
not make him “vibrate spiritually” culminated in poems and not paintings),™
Remizov switched to drawing to escape life’s hardships.
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In Maroun, through this seemingly fluid transition from writing to
drawing, through establishing a symbiotic relationship between image and
text, Remizov created a peculiar genre of synthetic art. There, he realized 2
kind of synthesis that could not be inscribed into the unyielding hierarchy
of symbolist art forms—already passé at the time.” Remizov shared neither
Wagner's idea of the Gesamtkunstwerk® nor Viacheslay Ivanov's dream
of communal theater (sobornyi teatr), a new syncretic form of art that was
to incorporate music, poetry, word, painting, and stage art. Even its later
incarnation in the Inkhuk 1920 program as the new “monumental ar”was too
old-fashioned in its favoring of music as the core art.”” By no means ignorant
of modernist synthetic developments,” in Maroun Remizov went beyond
the standing symbolist conviction of the primacy of music. While it may
resound with a secret inner music of its own, Maroun was not orchestrated
according to the laws of music.” Conceptually, Remizov’s understanding and
application of synthesis in the arts probably came closest to that of Andrei
Bely, who believed that although it is natural for the various arts to aspire to
the transcendence of forms, the destruction of boundaries would essentially
lead to the degeneration of art. Artists, proposed Bely, are not able to master
the various arts cqually: “the modern artist is bound by form” (souremennyi
Kbudozhnik sviazan formai) so

we cannot demand that he sing, dance, and paint . .. and therefore, we
cannot demand that he strive toward synthesis—such 2 striving would
express itself in a degradation, a return to the primitive forms of the distant
past. But it was primitive creation, developing naturally; that led art to the
current complexity of forrms.

Bely rejected the synthesis of the arts based on the “mechanical reconciliatior”
of different arts, for such an artificial synthesis must only lead to “dead
eclecticism.” As if consciously deflating attempts to attune different art forms
o music, he warned against the allure of “the false penetration of the spisic
of music™! Believing that it is fundamentally wrong to try to envision future
at within or without the boundaries of different art forms, Bely called upon
his contemporaries to abandon the concept of artistic form altogether, In his
view; asthe epigraph (o this book shows, the artist should become “his own art
form,” thus invigorating the arts and making the question of synthesis moot,
for future art was to annihilate—not merely transcend—form,

“Iqum Tynianov touched on the same issucs in an essay “Illustrations
; ustratsii’) written in 1923 and published six years later in his book
rehaists and Innovators (Archaisty i novatory). There he argued that the
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cycle of “approximation” and “differentiation” among different arts had ac
that point reached the latter stage. Following the previous period of “fusion”
(sblizkeniie) (he offess as examples Chiurliunis’ “sonatas” and Blok's “verbal-
musical constructions”), the arts have now entered a phase of “differentiation”
(abosoblenie). In this period of the cycle, with the burden of trying to transfer

the “specific concreteness of a given art form info the specific conereteness of
another” (505) removed, an artistis free to look for authentic equivalents among
and

the arts (511). Tynianov’s condition for success in this search s “vaguenes
“wide limits of concreteness” within a single art form; Khlebnikov’s sonorous
rendition of singing lips in “Bobobi” was a success, in his opinion. Remizov
expressed similar ideas (albeit in a less-lucid form) as he explained his own
objections to “false synthesis” due to the incompatibility of expressive means

Word—music—painting—dance, this is “one and many,” and each one of
them has its own rhythm. The word inspires a musician, but it is impossible
to read it with musical accompaniment. The same with painting: a picture
can conjure up a word, but to paint a word s a fudle thing. Graphic arts ..
but because the thoughts and the words that express them are lineas, they
are of the same species. There is no merging of the arts. Only rhythmical
contiguity. This is because the materials and the means of expression
are peculiar and different in all the arts. How seldom is word-music
painting-dance coherent; cach goes it own way: “The one” s realized in
the multifariousness of “nacure” . But can a human being artificially
unite the “many,”and how?®

Back to Alexander Blok: in his well-known essay “Without Divinity,
Without Inspiration” (“Bez. bozhestva, bez vdokhnoven'ia”), written several
months before his death, the poet warned that “Russia is a young country,
and its culture is synthetic. The Russian artist should not and must not be a
‘specialist.” Of great interest is the fact that Blok, in this essay; named Remizov
as one of Russia’s leading synthetic artists. The kind of synthesis to which the
poct referred implies the transgression of media boundaries, the refusal of arts to
be confined and function only “for art’s sake” (Blok, Collected Works 6: 17576).
Blok urged artists not to limit themsclves to their art form of choice if a change
of medium is required for the sake of the ideal expression of Russia's national
culture. And this was exactly what Remizov did in Maroun. While abhorring
contrived syntheses of what was really unsynthesizable (if not antithetical),
Remizov was nonetheless eager to realize Blok’s dying behest o advance the
national culture by “despecialization” of the arts. In order to do this, he chose
graphic art, a medium with a natural propensity for the synthetic, a medium
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where “choughis and the words that express them are linear,” and where word
and image vt in such “rhythmical contiguity” that their convergence and
nd of natural resonance. Maroun exemplifies how

divergence establish @
\writing, drawing; and sound can coexist rhythmically® in a single work of art
and contribiute to its totality, thus forming a genuinely synthetic creation.
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SOLOMONIIA; FROM PIOUS
TO LUBRICIOUS

aroun's synesthesia challenged the limitations of ordinary perception
based in sensory separation. A different way of reaching 2 truer, more

comprehensive vision that is not confined by the logic of normalcy is to become

an object of supernatural possession. Remizov’s tale “Solomoniia”from his 1951
book Possessed: Savva Grudisyn and Solomaniia (Besnovatye: Savva Grudtsyn
i ia)," based on a h y original known through a
prominent mid-nincteenth-century publication, is about such possession. The
protagonist of the story, Solomoniia, is an innocent young country girl who
promised herself to God, but is married off to a local shepherd against her wil
On her wedding night she has a vision of a devil who assumes the place of her
husband. This is followed by many more explicitly sexual apparitions, demonic
torture, and the birth of the devil’s offspring. The story ends with a miraculous
cure of Solomoniia by the saints Prokopii and Ioann, who retrieve and kill the

demons that are afflicting the possessed.

Dusing his life Remizov saw “Solomoniia” published six times—twice in
Russian and four times in translation. After its initial 1929 publication in the
Prague émigré journal ¥alia Rossii, the text came out in the Serbian journal
Ruski Arbio (Belgrad, 1931). Its French translation appeared in the Paris
periodicals Hippocrate (1935: no. 10) and Confluences (1945: June-July), and
then in Remizov’s 1947 collected volume O finit lescalier: Récits de la quatriéme




dimension; Contes et ligendes. Finally, the Russian original was placed in the
1951 Opleshnik cdition together with the pendant story “Savva Grudisyn,”
published there for the first time. In addition to these printings, Remizov also
produced three ilustrated albumsbased on the story. The earliestof them (1934),
now in the collection of the Amherst Center for Russian Culture,? contains
twenty-seven pages of combined Russian text and pasted-in drawings. All bug
three drawings in this album are black and white. The other two albums—one
in Russian, the other in French—are dated 1935 and are preserved in private
collections in Paris. The one with the Russian text has some twenty-four black-
and-white drawings similar to those in the Amherst album.?It is dedicated to
Remizov’s friend Pavel Nikolaevich Chizhov; I will hereafter refer to it as the
Chizhov album. The album with the French translation is visually very different
from the two Russian versions. Its six sumptuous drawings are much larger,
separate from the text and in color.* Remizov based his Solomoniia albums on
the traditional manuscript format. All three albums consist of booklets (zezradi)
and are written in the traditional india ink (chernilo); the Chizhov version i
folder pasted with mahogany boards. In keeping with the medieval manuscript
tradition the drawings in the Amherst and the Chizhov albums are miniatures,
and in all three albums they are glued onto the page. Each album contains a
zapis—a secord of its authorship, and the place and time of production, and
the palette of the hand-colored images conforms to the watercolor palette of
nineteenth-century manuscripts.

Although chronologically the albums postdate the initial publication of
the text, the drawings that ended up in the Amherst album were an integral
part of the actual writing of the story: “Solomoniia, her visions, I first drew
And Lwrite using the drawings.” Remarkably, this first “graphic” incarnation
of the story also marks the beginning of Remizov’s transition to the visual
mode. Just before he drew Solomoniia in the spring of 1928, Remizov confided
in his wife's salon album that as an artist (budozhnik), he was still “unrealized”
and that his “drawing passion burns only in [him] without igniting anyone
else.This revealing statement, dated March 4, 1928, testifies to Solomoniia's
watershed character: it must have been Remizov’s first fully graphic text.

Once the vision is released through images, the creative process begins. The
original seventeeth-century narrative of demonic possession that served as a
model can now be infused with new, Remizovian content. As was the case with
many of his other texts that went through multiple editions, every subsequent
Selomeniia presented the story in a new light, depending upon its author’s
current interests. The next two chapters will retrace these shifts in Remizov’s
interpretation of his tale. In this chapter I will analyze and place into context
the illustrated albums and the carly conventionally published versions dealing
with the “exterior” part of his threshold paradigm. In the following chapter
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(“Solomniia: The Tale of a Reluctant Wife”) I will explore Remizov’s “interior”
promptings for drastically changing his presentation of the tale in its final 1951
edition.

From Remizov's correspondence with his wife we learn that he was aware
of the seventeenth-century tale, and its narrative possibilities, at least as early
as 1904 (he had published his first picce of fiction only two years earlier).
In a letter to Serafima Pavlovna’ written from Vologda, Remizov described
a train encounter with an old woman who spent the night relaying to him
Solomoniia’s adventures:

Only I have spent the night without sleep, edgily attending to the insane
words of “the mather.” As if by some demonic evocation. [She] is telling me
her “Possessed Solomoniia.” “The Mother"—a simple woman. Her tale—
Russian “simple” speech of the “natural” order. Love of God and demonic

apparitions. ... T felt as if T myself was telling the story.®

The two-hundred-and-fifty-year-old text that was at the base of Remizo
tale is known from two manuscripts named for their provenance: the so-called
Public Library and Buslacv versions.In 1860, the Public Library manuscriptwas
reproduced in volume one of Pamiatniki starinnoi russkoi literatury (Landmarks
of Old Russian Literature), edited by the prominent Russian historian Nikolai
Kostomarov and published by Count Kushelev-Bezborodko. The variations on

this first manuscript found in the Buslaev copy were added in the “important
additions and omissions” section that follows the text. Because the full text
does not exist in English translation, T will devote the following few pages to a
detailed retelling of this fascinating narrative.

According to Kosomaro, as it is printed in the Kushelev-Bezborodko edi-
tion, “Povest o besnovatoi zhene Solomonit” (“The Tale About the Possessed
Woman Solomoniia”) was written down in 1671 by a member of the Ustiug
clergy, Father Takov, as it was related to him by Solomoniia herself, her priest,
Father Nikita of Ustiug, and her father, also a priest, Dimitrii of Erga. The story
begins with Solomoniia reaching “the proper age” and her parents deciding
to marry the girl off to the local farmer Matvei (a shepherd in the Buslaey
version).” On her wedding night, while Matvei steps out “for nature's call”
(selesnye radi nuzhdy), Solomoniia hears a knock on the door, and a voice
demands that she open it. Expecting to see her husband, Solomoniia opens the
door but encounters something less tangible: “as if a great whirlwind blew into
her face, her ears, her eyes, it came as a flame fiery and blue i pakbnu ei-v litse,
i 90 ushi, i vo ocki, aki nekotoryi vikhor'velii, i iavisia aki plamia nekoe ognenn i
sine). Solomoniia is frightened even more when a short while later her husband
returns to the sleeping chamber. She spends the night awake, shaken by severe
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chills, Three days later she feels “a vicious demon” (demona liuta) gnawing at
her innards. On the rinth day of her marriage, after sunset, as Solomoniia and
Matve retie for the night, she sees a hairy, bestial-looking demon with long
claws getting into bed next to her, The demon “defiled her with the carnal six”
(oskuerni eé bludom). From this day on, she is visited by more demons that now
take on the appearance of handsome youths. The youths (invisibly to anyone
else) come nighly in groups of five or six, “defile her,” and then leave. At last,
desperate, Solomoniia tells her husband about the nocturnal visitations but the
farmer remains silent, although soon after, seeing his wife’s torment, he brings
Solomoniia back to her pareats.

‘The demons follow the newlywed to her childhood home where they
continue to plague her. Whenever she steps out into the antechamber they
abduct her and take her underwater while she vainly screams for help. After
keeping her in the river and defiling her (¢akoxe silno skverniaku cia) for three
nights and three days at a time, the demons bring her out on dry land and
abandon her stark naked, now in the forest, then in the field. The possessed
Solomonita is inevitably found by some “Christ-loving people”who direct her
back to her father’s house, One day the demons do not even wait until she goes
into the antechamber, attacking her inside the house and throwing her body
around the room. They tie  rope around her neck and raise her all the way to
the ceiling beam, leveraging her body with a millstone. The neighbors hear the
noise in the house and call Solomoniia’s father, who finds her in a pile with the
millstone on her neck, black and blue, but unable to feel any pain or remember
how she freed herself.

According to the text “the evil deeds of the demons are multiple and defy
description’ (ikh vrazhiia kozni nevoxmozhno i opisaniiu peredati). Their physical
ravishing of Solomoniia is amplified by their attempt to undermine her belicf
in God. After failing to convince her to betray the Christian faith and join
them willingly by using the promises of lavish life and eternal honor among
them, the demons crucify her on the wall, tying down her arms and legs. They
poke her with spears, impale her on their horns, cut her with knives, and tear
her up with their claws,all the while asking her to believe in their father, Satan.
As Solomoniia remains silent, the demons untie her and carry her to a mound
(xysokoe nekoe mesto), where they take her by her arms and legs and hurl her
down with force. When Solomoniia regains consciousness the demons bring
herback to their kingdom where she is presented to a certain maid Taroslavka.
Taroslavka demands to know how she ended up in the devil’s abode, where she
is fro.m, and who her parents are. Upon hearing the girl’s story, she tells her
that ?f Solomoniia does not want to remain with them, she should maintain
her silence and refise 1o aceept any food or drink from the demons, who will
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torture her some more but then let her go. Solomoniia follows this advice
and is indeed soon released. After six peaceful days in her parents’ house the
demons return, and they recapture and impregnate Solomoniia. She gestate:
a year and @ half, and as the time comes for her to give birth, Solomoniia,
driven by her maternal instinct, sends her parents out of the house so that
they will not kill her demonic offspring. The newborn demons, all six of them,
are carried off and placed under the bridge by a “dark-cyed” woman sent to
help with the birth, But when the parents return home for their supper, the
newborns leave their hiding place and begin hurling stones and picces of earth
into the house. The terrified family members run out of the house, fearing for
their lives. When they come back on the fourth day, they find Solomoniia
gone—the demons have abducted her. She is raped and impregnated again
and gives birth o two more demans, then one more, then another two.

The next important scene takes place in the kingdom of the demons that
recognize Solomoniia as their mother. They force her to make the rounds
offering them wine and calling them by their names. Solomoniia complies, but
the demons find that they have not tortured her cnough and arrive at the happy
idea of boiling her alive. Taroslavka, who did not want her to perish among the
demons, interferes and requests that the girl be allowed to return home to bid
farewell to her parents. laroslavka also instructs Solomoniia to memorize the
names of the demons so that her father, a local priest, can say prayers against
their evil powers. As the demons carry the freed Solomoniia to ber ho
they try to kill her once again by drowning her in @ swamp, but thunder and
lightning thwart their plan, destroying many of them and allowing the victim
1o hide in a ditch. The demons find her there and resume the tortures (mukami
neudoboskazuemymi paki nachasha muchiti), at which point another storm with
thunder and lightning disables more of them, so Solomoniia finally makes her
way home. Her parents meet her with joy, s they had despaired of seeing their
daughter alive again. After she relays to them the story of her suffering and
the names that she has leamned, her father, priest Dimitrii, proceeds to curse the
demons at the altar of his church. This i a critical moment for Solomoniia, who
almost dies of exhaustion, wounds, and the “furtive sacrifice” (tainaia zhertua)
her father is performing at the alar, However, instead of dying, Solomoni
goes to sleep and has a vision of St. Feodora, who directs her t0 go and live
in the town of Ustiug, near the cathedral of the Holy Virgin. She tells her
father about the vision, and it is decided she should follow St. Feodora's advice,
but when the preparations for the trip have already been made, Solomoniia,
prompted by the evil forces inside her, refsses to go. She is sent off anyway, and
as she is led around from the Cathedral of the Virgin to the Church of Saints
Prokopii and Toann in Ustiug, the demons inside her “tear up and ravage her
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innasds” (v nei demoni utroby eia rvati i ferzati). Seeing this, a local priest, her
spisitual father Nikits, takes pity on Solomoniia and sends her back to the

haunted house in Erga.

A few days later the demons return for their victim. Only now, weakened
by the power of prayer, they stay outside the house demanding her surrender
into their hands. This time, her father, mother, and the neighbors can hear the
calls as well. The demonic racket continues for eight weeks until two Ustiug
priests—Nikita and Dmitrii—travel to Exga to help. But once they arrive, the
demons attack them, reproaching the priests for their own sins: “; oblichaiushe
wsiakimi grekhounymi vidy, kto chto sotvoril kakou grekb, i obnazhaiushche sovest”
wsiakago dhelsueka.”The priests give up, and Solomoniia is returned to Ustiug,
Soon after her arrival, she has another vision of St. Feodora, who discloses
to her that the demons have such power over her because she was baptized
by a drunken priest who did not complete one half of the holy rite. She is
again living in Ustiug, where the priests continue her “treatment”in the local
churches. One night, following Solomoniias confession and acceptance of the
Eucharist, the demon inside of her chews a hole in her left side, staining her
shirt with blood. The following morning, she goes back to church, but during
the ninth verse of prayer, the demon begins to husl himself around inside of
her. At the next visit to the church, as Solomoniia kisses the icons, the demon
thrashes violently in her belly, forcing her to vomit. As the time of the Eucharist
approaches, she is thrown all around the church. At last, when the restrained
victim takes her communion, a voice from inside her body screams loudly:
“[you] burned me! [you] burned me!” From that moment on, the demon inside
of her does not subside. On May 27, Solomoniia has a vision of St. Prokopii
and St. loann, who instruct her to say the Lord’s Prayer. The saints demand to
know if she truly believes in Christ, and as Solomoniia confirms that she does,
the saints tell her not to share this vision with anybody until she is cured.

The narration now jumps forward to July 8, the Day of St. Prokopii, when
Solomoniia, by then free of her demons, tells the story of her miraculous cure
in the Church of Arkhangelsky Monastery in the presence of Bishop Arsenii,
Father Viadimir, and the multitude of churchgoers who have just attended a
liturgy. The following first-person account takes up the rest of the manuseript.
According to Solomoniia, her demonic possession lasted for ten years and five
months. The cure began in the church, where Solomoniia’s brother Andrei
brought her by force. Disturbed by the demon who “began to scream inside her
like a'baby” (i mach vepiti v utrabe moei aki malyi mladenets) at the tomb of St.
Prokopii, Solomoniia ran out of the church, She was forcibly returned, now to
the tomb of St. Toann. There she had a vision of the Virgin, who told Solomoniia
that if she prayed diligently to Saints Prokopii and Toann she would be cured.
The Virgin also told her that she, Solomoniia, had some seventy demons in her
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womb and would have another one thousand seven hundred soon, but that she
should have no fear, for the miracle-workers Prokopii and Toann would relieve
her condition.

In Solomoniia’s next vision, which came as she fell asleep at the tomb of
St. Prokopii, the two saints came o her side. Having extracted from her
promise that she would not return to her husband or masry anyone else, the
saints told her that she would finally be cured after three hours of horrible
torture. Solomoniia ran out of the church again and was again returned by
her brother Andrei, but the demon inside of Solomoniia was torturing her so
violendly that Andrei took pity on the girl and allowed her to go home. There,
she informed her brother about the visions, which he, in turn, relayed to her
priest, Nikita. The priest wanted to hear the story from Solomoniia herself, so
she was led to the cathedral, but when she faced Nikita, telling the story proved
to be impossible because of her “demonic lassitude” (diaval skago tomleniie). The
priests (Nikita and the cathedral priest Simeon) started reading the prayers,
which Solomoniia could not bear because of the demon inside her, so she was
led out of the church.

As she was exiting the church, Solomoniia collapsed and had yet another
vision. To her right she saw priests and deacons in procession. They were singing,
burning incense, and carrying crosses and the book of the New Testament.
To her left, she saw a multitude of demons. Some of them appeared black,
others blue, hostile, and frightening (a videniem oni okaiannii biakhu cherni, i
sini, # izuvery, i strashmy). There was a whole throng of them (iako fucha velika),
and they were spitting and blowing their noses into her face (i ma fitse moe
oni ahkaiannii plevakhu i smorkakhu).? Solomoniia was carried to the house in
which she was staying in Ustiug. There she asked to go to confession, and while
priests read their prayers over Solomoniias scemingly lifeless body, only her
stomach was heaving, as if she were pregnant. Suddenly; the room lit up and
a youth carrying a candle walked in. He was followed by St. Prokopii and St
Toann, who solemnly took their place at Solomoniia's bedside. St. loann cut
her belly with a little spear to retricve a demon, which he handed over to St.
Prokopii, who crushed him with a fire poker.” The saints then fetched many
more demons from her womb and killed them in a like manner. After they had
destroyed one half of the demonic enemy force, the saints interrupted the cure,
assuring Solomoniia that it would be completed at the tomb of St. Prokopii

There the final scene of the tale took place, in the presence of the priests
and the churchgoers. Saints Prokopii and Toann stood by her side, s before,
and continued to draw the demons out through the cut made earlier by the
spear of St. loann. St. Prokopii finished the demons off by throwing them on
the floor and crushing them with his foot. When all the demons were out, St.
Toann announced that Solomoniia was now pure and without blemish (25
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esty i net porska « nei) but St. Prokopii told her that although she was fully
cured, her enemies would tempt her again. He reminded her of the promise she
made not to remarty: Solomoniia lingered in church a while longer, listening to
ament and praying at the tomb of St. Prokopii. The
rest of the text contains her praise of the two saints and the Virgin, “Povest’o
besnovatoi zhene Solomoni,”as it is published by Kushelev-Bezborodko, ends
with a note where the author (Father Lakov) credits the miraculous cure to the

the reading of the New Tes
ra

Virgin, St. Prokopii, and St. Ioann and names the possessed as the source of the

story and her real-life and spiritual fathers as her witnesses.

The text of the Public Library manuscript and the Buslaev addendum are
followed by a two-page note written by Nikolai Kostomarov.** In his inter-
pretation of the tale Kostomarov makes three important points. He contends
that Solomoniias relationship with the demons was only an illusion; allows
that she had actually existed; and offers a physiological explanation of her
condition by proposing that Solomoniia was afflicted by a nervous malady
(168). Initially, Remizov’s view of the tale was similar if not identical to that

of Kostomarov. But as Remizov reworked his ves
ideas and t

sion, filling it with current

ical detail, his i ation challenged Kostomarov's

assumptions, one by one, until the delusional victim was transformed into a
medium with coveted access to “the other world.”" In this transformation,
Remizov suspended nineteenth-century positivist disbelief, returning to
something like a seventeenth-century take on the story® To get into the
mind of the twentieth-century reader who would hardly be spooked by old-
fashioned “unclean force” (nechistaia sila), Remizov offered a modern version
of Solomoniia’s posse:

ion in which he equated demons with phalluses. This
adjustment allowed Remizov’s psychoanalyti lightened i

o take Solomoniia’s possession at face value, practically reliving the experience
of the original, scventeenth-century readership as it was described by
Kostomarov: “the images of [Solomon

12 inflamed imagination that were

produced under the influence of her upbringing and general beliefs were taken

asthe truth and became an object of literary diversion for her contemporaries.””
The i

sitation with Solomoniias s somewhat more
complicated. The actual images that Remizov could have relied on when he
made his own drawings can be narrowed down to two groups of available
models. The first group consists of the illuminated manuscripts of St. Feodora’s
passion from Zpitie Vasilia Novago (The Life of Basil the New). Remizov was
cestainly familiar with a selection of illustrations of this text published in the
same issue of the symbolist journal Zolotoe Runo (The Golden Fleece) as his
award-winning short story “Chortik” (‘A Little Devil”).* And according to
the tale, Solomoniia used to look through a copy of this book as a child: “in

ual sources
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the house ‘illuminated—with

; twenty-one acrial passions and demons
ly and vividly, and of all of them, most vivid are the
of the reigning force—'the carnal sin.” A later example of such a
manuscript would be the nineteenth-century Lisseose zhitie Vasiliia Novago i
slovo Kirilla Turovskogo na uspenie Bogoroditsy (Wluminated Life of Basil the New
and the Word of Kirill Turovski on the Dormition of the Virgin) now in Saratoy.
University in Russia or the Moscow State University Strasti Khristouy i Zhitie
Vasiliia Novogo (Passion of Christ and the Life of Basil the New). Both contain
full-page miniatures that depict St. Feodora’s life, death, and passions. The
sipt presents the passions
of similar composition. Each image shows the saint’s diminutive soul flanked
by the two angels that lead her through the different trials (myrarstua), with
the demons in profile on cither side of this group. Above their heads ther
are inscriptions identifying the angels, the soul, and the given myrarsto. In
the illumination representing adultery and sodomy, the composition is varied
through the representation of two demons en face. The tale of St. Feodora was
such a popular subject for both manuscript illuminations and murals from the
twelfth century onward?! that sometimes the saint was confused with another
Feodora, the empress of Byzantium and the wife of Justinian. It is possible
that Remizov wanted to present such confusion in his text and his portrait
of St. Feodora when he described Solomoniia’ vision of the saint as “a rich

for all kinds of sins, vario

demons

Moscow State University manu

n separate images

Byzantine matron in lavish clothing decorated with pearls and rubies”—an
image remarkably close to the commonly reproduced portrait of the empr

in the Ravenna mosaics (plate 4).

A second possible group of visual sources for Remizov's drawings are
the popular folk prints (/ué#) illustrating the stories of St. Feodora and the
possessed Solomonila herself* An example is a print of St. Feodoras passions
dating from the second half of the nincteenth century, deseribed in Dmii
Rovinskii’s authoritative 1881 catalogue raisonné of the /uéki in the Loginov
collection. Itis two-leaf sized? and contains atext copied from an earlier version
stamped with the 1843 censor’s mark. Notably, the portion of the text that
describes the trial of adultery lists those who break their vow of chastity along
with those unfaithful in martiage as guilty of adultery In the two available
examples of the nineteenth-century b of The Death of St. Feodora and the
Vision of Her Soul’s Passions the story is represented in simultancous action,
with St. Feodora’s life, death, and passion unfolding on the same page. The
trials (mytarstva) are depicted here as a ladder—each sin corresponds to a rung
that the soul must ascend on its way to the heavenly gate. If the soul in question
belongs to a sinner with a certain weakness, it will take a plunge (or be pushed
off by the demons) from the cotresponding ladder step into the fiery pit of
hell. T have not had a chance to see any prints representing Solomoniia’ tale in
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person; in fct, they scem to have eluded even the eyes of Rovinskii, who only

gave a secondhand description of it: “according to « Muscovite, Sherbakoy, one
Fsized, engraved on copper in the second half of the.

such picture was three-lea
last century, with the text very similar (although abridged) to the one printed
in the Landmarks of Old Russian Literature by Count Kushelev-Bezborodko in
1860." Rovinskii’s mention of the Kushelev-Bezborodko edition is important

B
s

here because it links both textual and visual versions of the story as they existed

in the popular domain

If considered on their own, the drawings from the Amherst and Chizhoy 2 1 o T 0 S s T D R D S BT
i Tt e e o D
S

albums actually resemble folk prints in their aesthetic affinity with woodblock S A e R g A
print designs and their placement of drawing and text, which is boxed in N e et
bencath or above the images. Some pages from the Chizhov album show an VALY

arrangement of text and drawing very close to that in an cighteenth-century
copper engraving of the Temptation of St. Anthony, published by Rovinskii.®

Yet,the similaritics between Remizov's graphic representations of the story and

_“
3
3

itsealier depictionsare lessstriking than the differences, When considering the

extent of his use of the particular representations from the manuscripts and the
/ubl, itis important to keep in mind that any relationship between them would
necessarily be indirect. Remizovs drawi

s

s are contemporary illustrations of the
tale about Solomoniia, whose demonic visions were triggered by manuscript
images the protagonist saw as a child. Therefore, their visual appearance has to
do much more with Remizov’s stylistic preferences circa 1930 than with the
three-hundred-year-old tradition of representing the demons as Solomoniia
might have seen them in the manuscripts about St. Feodora.

L1

The Amherst album is a cardboard-bound book (the title is mechanically
embossed on the front cover) in folio format with medium-weight white paper
used for its pages; the drawings are pasted on the verso side of cach spread. All
drawings are in india ink (with three in colored ink) on checkered notebook
paper Bach is glued onto a larger picce of checkered paper with the text in
block letters above and below it (figure 4.1). A close examination of the album e
shows that its drawings are the original pictures Remizov mentions on the e
2apis'page. The size and the grid lines on the checkered paper of the drawings 7
in the album match the cutouts in one of the draft versions. In addition to
the text itself (copied from Fa/ia Rossi), the album contains the title page, a FIGURE 4.1 Salomoniia, Alexei Remiz 4 2
signature page, a dedication Ppage, a foreword (figure 4.24), 2 page that presents Album size: 294 X 200 mm. Amherst Center for Russian Culture
the story’s characters (figure 4.28), and a separate portrait of the story's scribe,
Father Takov (figute 4.3). The text is followed by two additional images: a
2apis'page, where Remizov explains the circumstances of writing “Solomoniia”
(Bigure 4.4), and his calligraphic signature,

‘Welearn from the zapis'page that Remizov thought of the Amherstalbum
2 2 *book” (kniga), more precisely, “« handwritten book” (rukopisnaia niga)—

aink on paper
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4, Alexei Remizoy, 1934.
India ink and colored ink on paper. Amherst Center for
Russian Culture.

FIGURE 4.2 Iomoniia, Alexei Remizov, 1934
(a) Forew story's icters. India ink on paper.
Ambherst Center for Russian Culture.
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FIGURE 4.4 Inscription (zapis’) from Solomoniia,
Alexei Remizov, 1934. Tndia ink on paper, Amherst Center
for Russian Culture,

number 103 of his “handwritten cditions” as he refers to it on the dedication
page. He even gives the date—1934—for this “edition” of his book. This makes
the Amherst album the de facto second Russian-language “publication” of his
story (the Ruski Arhio text was in Serbian translation). The text in the album is
different from the first publication in Fafia Rossii in that it takes into account
Remizov’s newly acquired knowledge of Aleksandr Amfiteatrovs work on
the tale It includes the foreword that grew out of the Remizov-Amfiteatrov

correspondence, which I will discuss in the next chapter, and here, for the first
‘s age in the story from sixteen to fourteen,
He will retain this new age in all subsequent versions. Remizov also uses the
zapis’ page, traditionally reserved for information about the scribe and the
manuseript, to communicate some crucial information about the writing of
“Solomoniia.” I will quote this short text in full:

time, Remizov changes Solomor

T conceived this tale in the spring of 1928 while scrutinizing the materials
printed by Kushelev-Bezborodko in Landmarks of Old Russian Literature.

I drew pictures, and using them wrote the text. All of November 1928 was
dedicated to Solomoniia. We had just moved to a new apartment on Port

Royal. The new place, winter moon and autumn wind—everything helped

me to write. [ wrote five drafts—a number fateful for Solomoniia. The tale

did not pass without consequences: in January 1929 I became ill. T connect
my pain with my writing. It could not have come for nothing. But the first

spring sun T greeted with joy: The book was finished 22/1x/1934. Twenty-

seven drawings. Full text®

What Remizov says in this zapis’ page about the drawings will reappear in
the preface to the Opleshnik edition, “History of the Tale” (“Istoriia povesti’),
but the rest of s revelations are unique to the Amherst album. I believe that
Remizov chose this album as the venue for disclosing such personal details
because of its inherently private nature. This was a clever way to “deposit” some
information that was, perhaps, too personal to share at the time, but that could

be preserved and passed on through the time capsule of an illustrated album
s

donated to a bibliophile’s “book depository.

The next year, the second Solomoniia album followed, also in Russian.*
Remizov’s list of his albums specifics that it consisted of thirty-two pages with
twenty-four drawings This is the Chizhoy album, which is presently in the
collection of Ren¢ Guerra. As in the Amherst album, the drawings are glued
onto the pages, although the pages of this album are loosc; the pages are con-
tained in a folder covered with mahogany veneer. Unfortunately, I did not have
achance to examine this album closely; so I will base my necessarily perfunctory
remarks on its three drawings published in a book by Natal'ia Kodrianskaia™
and the two drawings reprinted in the French translation of the tale in the
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journal Hippocrate.” In terms of their format and overall style, the images
closely follow those in the Ambherst album. Compare, for example, the drawings
in the Amherst album and in the Chizhov* album that describe Solomoniia's
that show her spread out on the wall (figure
ne where Solomoniia is hurled down from
ted by Saints Prokopii and Toann (figure

e T T T e e

torture with a millstone; two othet
45); the two renditions of the s
the mound; the two where she is
46 and two more!! where she is flanked by the for
exits the Church of St. Prokopii (figure 4.7). Most of the images are nearly
identical in their composition and sizing. Both the Amherst and the Chizhoy
drawings are very schematic, in part due to their monochrome execution, in
sms affinity for old woodblock designs.

of good and evil as she

3
1
3

part to conform to primitivi
However, despite the superficial similarities between these two sets of
drawings, the albums where they are placed are very different. The reason for

i
T e e —
=

ceesaonoaCoancol

Ci

FIGURE 4.5 Solomoniia
tortured by the demons.

(a) Solomoniia, Alexci
Remizov, 1935. India ink
on paper. Guerra Collection.
Copyright René Guerra

() Solomaniia, Alexci
Remizov, 1034. India
on paper. Amherst C
for Russian Culture.

#1cuRE 4.6 Solomoniia with the Saints Prokopii and oann
(8) Solomoniia, Alexei Remizov, 1935, Tndia ink on paper. Guerra
Collection. Copyright Ren Guerra. () Solomonita, Alexei Remizoy,
i 193 India ink on paper. Amberst Center for Russian Culture.
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FIGURE 4.7 Solomoniia flanked by the forces of good and evil

(3) Solomii, Alexei Remizov, 1935, India ink on papes. Guera
Collection. Copyright René Guera (u) Solomoniia, Alexei Remizov;
1934. India ink on paper. Amherst Center for Russian Culture.

()

this difference lies in their mode of production. While the drawings of the
Amherst albumn originated as visual realizations within a manuscript draft of
the tale, the drawings of the Chizhov album must have been made specifically
for i, The Amherst drawings rely heavily on india ink,
they look like intaglio impressions with ink-filled hollow are;

Imost to  point where
The Chizhov

drawings, on the other hand, are much more linear, with the white background

sketched over in the charac

sistic parallel Tines that Remizov probably
borrowed from icon painting:* It is reasonable to assume that Remizov
made the most of india ink in the Amherst drawings to mask the checkered
lines of the notebook paper that served as support for these drawings. There
was no such urge to conceal with the Chizhov drawings, which were done
paper with no markings. Most likely, Remizov started the
Chizhov album as a series of illustrations in which the story was to be told
through drawings and where the text was, literally, relegated to the margins.

on plain white

res over text is consistent with another variation between
the Chizhov album does not contain the full text, only

the captionlike fragments immediately relevant to the drawings, an abridged
text, just as it would be used in Zu%. The Chizhov album was an attempt to
illustrate and not to publish the story in a handwritten book as was the case
with the Amherst album.

“The third Solomoniia album, also from 1935, is in
pared to the two Russian versions of So/omoniia, the
Solomonie) seems very decorative and even lavish. The album has an ochre-
The rest of the album is on thick

French.”® When com-
rench rendition (titled

colored jacket of medium-weight paper.
bluish paper of bifold, unbound pages. The dedication page is left blank, with
only Remizov's first initial and last name written in block letters along the
ignature takes up most of the lower third of

bottom edge. His calligraphic
the title page with a whirl going into the upper portion along the right side.
The album contains a French translation of the tale and an afterword based on
the foreword of the Raski Arbiv and the Amherst album. The first of the six
images in the album is pasted on the next page—it is a portrait of St. Feodora
done in india ink and colored pencil (plate 4). The image itsclf is on thin white
paper glued onto thin glossy black paper, and then onto the page. In contrast
to the miniature size of the Amherst and the Chizhov drawings, this image
i quite Targe; it appears almost monumental ¥ The next two images represent
the first and the tenth night respectively (plates 5 and 6). Although in their
general composition they follow the related images in the Amherst album
(figure 4.8), these drawings are considerably more complex and omate than
their monochrome prototypes.

Tn addition to the cross-hatching Remizoy had already used in the Chizhov
album, he filled in some of the objects with a mosaiclike pattern.* Both
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FIGURE 4.8 (4) “The First Night,” Solomoniia, Alexei Remizov,
1934. India ink on paper.(s) “The Tenth Night,” Solsmaniia, Alexei
Remizoy, 1934. India ink on paper. Amherst Center for Rus
Calture.

Nights arc enclosed in a double frame: the inner ornamental frame in black
ink, and the plain outer frame of thick matte black paper or white paper drawn
over in black ink. The next image is ssy ultramarine and matte
brown paper with overdrawing in india ink. The letters along the lower cdge
“Solomonie” (plate 7). The last drawing of the album is in india ink on

collage of glo

rea
white paper with a frame of light blue paper.# It shows a silhouette of a wo-

man facing a homunculus with three phallic protrusions. Its inscription reads

“Punivers est//un/acte/ de/volupte” (“the universe/is/an/act of /pleasure”) along
the upper inside edge of the outer frame (plate 8). The album ends with a ver-
sion of a zapis’ page where most of the information is blacked out. The only
remaining fragment along the bottom gives the number of color plates in
the album and states that the album is a unique autograph: “6 planches/en

The differences in the content of the Reznikoff album (based on which
images it includes and which images it excludes) are as telling as the difference
in its appearance. The obvious omission of all but the most sexually expli
illustrations and the inclusion of the drawing that declares that “the universe
is an act of pleasure” give the album an erotic connotation not present in the
Russian-language versions. A possible explanation for this shift in Remizov's
ce the album was intended for a French
jes of miraculous cures by Orthodox
ate on the “human element” of the

presentation of the tale is that s
audience not familiar with the intri
saints, it would be sensible to concen
narrative.® Far from compromising its meaning, this p o is entirely
consistent with Remizov’s description of Solomoniia’s confession (ispoved) as
“delirious and, moreover, sexual” (bredovaia i pritom seksual naia)” (plate 8)
More can be learned from a closer look at the translator of Remizov's text
into French. The author of the translation used in the album was none other
than Gilbert Lély (1904-85), a poet with strong surrealist links known for
his crotic verses and his publications on the Marquis de Sade.® A promising
young scholar, in the midthirties Lély was working on the papers of Sade.
Ly’ biographer Jean-Louis Gabin writes that latent sadism, voyeurism,
sexual libertinism, and devotion to erotic literature were already evident in his
works of the carly twenties During the mid- to late-1920s and 19308 these
interests were absorbed into the broader surrealist vocabulary. André Breton
himself referred to Lély as a “lampe scabreuse” of surrealism, and “un érotomane
distingué? f we review the statement about the universe a3 “an act of pleasure™
’s witings on the libertine philosophy of sexual

against the background of I
gratification by any and all means, both the drawing and the album make much
more scnse. Tt is cven possible that the album was intended as a gift to Ly,
who by the time of the albums production was not just a translator but also
a close acquai of Remizov* Alternatively, the album could have been
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produced for sale, making the conformity to the audience’s voluptuous interests
especially relevant. * Mid- to late-x920 saw an explosion of publications that
could be deemed erotic or pornographic, depending on one’s point of view
In an unpublished leter addressed to Remizov, his friend the poct René Char
promises toshow the album to Valentine Hugo, one of the artists whollustrated
Pierre Loujs’ erotic text Zrois ills et leur mere, published by Paul (and Gala)
Eluard. In cither case, I would argue that Remizov’s decision to present the

story from an angle of eroticism was driven by the potential audience for the
album, thus making this erotic presentation of the story singular among its
nine avatars.

‘The surrealists'interest in Sade was only a part of their attempt to reeval-
uate the accepted norms of love and of what constitutes madnes

. Pethaps the
most significant act of the surrealists in their effort to undermine convention
al morals was the project to which they gave the quasi-scientific name
“Recherches sur la sexualite” (“Studics on Sexuality”). It was organized 1s a
series of sessions (cleven in all) where the participants, among whom were
André Breton, Marcel Noll, Benjamin Péret, Raymond Queneau, Yves Tanguy,
Louis Aragon, and Man Ray, took turns answering questions regarding their
own sexuality and their

iews on “normaley.” This was the discourse into
which Remizov's “Solomonie la Possedée” (note the spelling out of the pro-
tagonis

’s condition in the French title) was printed in 1935. The venue for the
publication was the journal Hippacrate,” where two years previously Remizov
had placed his “Tourguéniev, poete du réve.” H defined itself as 2
“revue d*humanisme médical” and published all sorts of texts related to medical
themes or authored by medical doctors dabbling in the humanities. Lely, who
in the case of this publication was not just a translator but also the editor
in chief of the journal, knew that Remizov’s “Solomonic la Possedée” would
appeal to the readers of Hippocrate because it referred to demonic possession
and implicily to the already-familiar and popular topic of hysteria. (Demonic
possession was associated with hysteria as it was commonly assumed the
symptoms of the former were 2 medical manifestation of the latter.)* To fit
the positivist profile of the journal, the text of the tale was abridged to omit the
firstappearance of St. Feodora and the following scenc where Solomoniia takes
communion.® To ensure that the French readers could understand Solomonia,
the tale was accompanied by a foreword.¢* Thus the emphasis is placed on the
more physical and physiological content of the story, relegating the spiritual
theme of salvation through faith to the background. What's more, for the first
fime in its printed history, the text was illustrated with two images.” These
show the scenes where Solomoniia is tied down and tortured by the demons
if::g;;::ﬂnﬂ: see figute 4.54). The subscribers to Higpoerate could eusly

rence here: in the very first issue of the journal, the year of
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Remizov’s first contribution to it, Maurice Heine published a long essay on
the “Divine Marquis.’® In another aticle, from 1933, Heine described an

infamous incident in which Sade restrained, fogged, and allegedly tortured a
certain young widow, Rose Keller—an image mirrored in Solomoniia’
misfortunes of virtue.

While the changes to the translation of “Solomonie la Possedée” were
made some years after the story was written, there is still enough eviden
that Remizov was familiar with French writings on hy:
sion, especially those in the surrealist press, prior to putting the story on
paper. Remizov’s address book, preserved in the R

own

eria and

nikoff collection, proves
that he was aware of the journal La Révolution surréalisteand of its editor André
Breton as early as 1924, the initial year of its publication.* Subsequently, the
journal printed a number of writings that would have interested Remizov.*
The third issue (April 1925) contained an unsigned letter to the heads of
psychiatric asylums (“Lettre aux Médecins-Chefs des Asiles de Fous,” 29)
that declared the relativism of the notion of madness, claiming that it is
called rational reality that is irrational. In the March 1926 issue (no. 6) Louis
Aragon’s text “Entrée des succubes™ extolled the different types of female

o~

demons whose sole purpose was to sexually engage human males. Scholars of
surrealism have previously noted the surrealists’ fascination with succubacy.*
According to Ades the surrealists found the idea of intercourse with a succubus
attractive on two levels. First it challenged “the notion of a clear split between
the real and the imagined,” echoing the formulation from Breton’s “Second
Manifesto of Surrealism”: “Everything tends to make us believe that there
exists a certain point of the mind at which life and death, the real and the
imagined, past and future, the communicable and the incommunicable, high
and low, cease to be perceived as contradictions.” Second, succubacy was “a
kind of private shorthand for the surrealists’ quarrels with the contemporary
practitioners of psychology and psychiatry,their radical questioning of socially
governed definitions of insanity, and their attack on notions of normal and
pathological in sexuality™ Not only the demonology of Solomeniia makes
specific references to inaubi, male demons in human guise, the beautiful
youths who defile her, but the notion of liminality within Solomoniia’s
: key to the story. Remizov

consciousness as she is accosted by the demons
emphasized repeatedly the heroine’s borderline states of mind that allowed
her to slip in and out of dreams and visions. Although a victim, a person
possessed, Solomoniia's strength was in her ability to transgress the limitations
- Her visions released her imagination, and her
ion as a

of the diurnal consciousne;
possession was the imperus for this release. It is on the issuc of posse
creative phenomenon that Remizov’s and the surrealists'ideas converge.

“The March 15 issue of La Revolution surréaliste contained a short essa
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entitled “The Fiftieth Anniversary of Hysteria,” signed by Aragon and Breton
and illustrated with a series of photographs of Professor Charcot’s most famous
patient, known as Augustine. The authors described previous “mythical, eroric,
lyrical, and social” definitions of hysteria as oscillating between science and
diabolism. Having rejected both ways of looking at the disease, they came up
with a new definition, which concluded with an important pronouncement:
“hysteria is not @ pathological phenomenon and may in all respects be
considered a supreme means of expression.”™ This notion of what has been
hitherto perceived as abnormal must have carried a serious appeal for Remizos,
because in niia, possession (aderzhimost” or ) is much more
than an affiction that subjects its victim to the cruel curiosity of the gawking
crowd. Rather, it is an asset, a gift that expands ones imagination, Remizov's
search for the ways to escape the confines of normalcy led him to perceive

possession as a creative condition akin to what a writer or an artist experiences
as he transforms the events of life into art. A draft of the introduction to
Possessed contains a passage where Remizoy actually describes himself as
possessed: “Both the guardian angels and the demons dwell not somewhere on
the side, but in me. // ‘Possessed —uninhibited and haunted. // T am subject
to my own powers—and T am possessed.” Although he never repeated this
pronouncement in print, his possession is implicit in an iconographical self-
association with fire and blood: “I was born on the night of Ivan Kupala, and
came into the world from a ‘demonic brew.’. . . The nature of my being is
Kupalesque: fire and blood.” Here the connection to possession is through
blood: “Both Savva and Solomoniia are possessed—haunted. Blood—from
blood and through blood come their visions.” If possession allows one to
have visions inaccessible to “normal” and “healthy” minds, then in depicting
himselfas possessed (if only metaphorically) Remizov presents possession
welcome artistic impulse.

The essay on the fiftieth anniversary of hysteria was not the only piece in
the March issue where the surrealists questioned the existing definitions of
madness and posed the link between madness and imagination. The readers
of La Révolution surréaliste were also invited to wander Parisian streets along
with Breton and the fictional character Nadja of the eponymous book, Breton's
accusation that psychiatric asylums were a breeding ground for abnormality
(with reference to Nadja) isa reiteration of the sentiment expressed in the open
letter to the heads of psychiatric asylums published in the third issue of the
Jdoumal. A more direct reference to this earlier publication comes in a letter ad-
wf:zﬂ;i ;on gxsu:t}v\ gcesaéﬁenba_cy (Exniest Gengenbach),in which Genbach,

o lot military hospital, claims to have just recited it to
avisitor“at the top of his lungs.” As he is interviewed, Genbach professes to have
10 desire to be ‘normal, balanced, a master of his emotions and impressions,”

a
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instead wishing to be “possessed by his thought, his desire, and his dream” (31).
Genbach’s letter is immediately followed by the aforementioned transcripts
of the first meeting for “Studies in Sexuality.” Notably, it happened to be 1
meeting in which one of the key questions involves the relationship between
succubiand imagination.”
demonism, and creativity leads to a very palpable “theme” for the March 1928
La Révolution surréaliste, a theme Remizov would hardly have missed.

“This accumulation of references to madne

, hysteria,

ince he dated the actual writing of the story to the spring of 1928, it

is quite possible that his presentation of madness as creativity was prompted
by the March 1928 issuc; but the writer whose use of sources was the very
definition of bricolage did not need to rely exclusively on Bretors journal®
A number of other publications also could have suggested viewing hysteria in
metaphysical terms. For already half a century some of Charcot’s students were
they wrote about hysterics in art

practicing a form of retrospective medicine
and in history® In 1926 Pietre Janct published De Langoisse a lextase: Etudes
sur les crayances et les sentiments, a two-volume illustrated study on religious
ccstasy and its connections with clinical hysteria.” Janet’s work came closest
to the later pronouncements in “The Fiftieth Anniversary of Hy
he explained hysteria as a form of expression, albeit a pathological one. The
same year the original de Sade scholar Maurice Heine published a Gollection of
Puycho-sexual Confessions and Observations from Medical Literature™ Remizov
would certainly have known of Leiris’s trip to Dakar and his well-illustrated
studies on possession.® Plus, by 7928 Prinzhorn's book on the art of the men-
tally ill was already incorporated into the French discourse on alternative
artistic expression. Tf Remizov did not read it in Berlin just after it came out
(he was fluent in German), given the book's popularity with the surrealists, he
i very likely to have read it in Paris. As the topic of the art of the insane became
increasingly fashionable, Parisian galleries competed in organizing exhibitions
of drawings made by the mentally ill. I mentioned carlier the Galerie Vavin
blockbuster exhibition of 1928 Jean Vinchon's 1924 study Liart et la folie (Art
and Madness) utilized the examples of psychotics’ drawings from Dr. Auguste
Maries Villejuif collection, attracting further public interest to the subject.” By
the mid-z930s, when Remizoy made his French Solomoniia album, Breton had
d some of Wilfli’s drawings for his own collection of the art
icuously detailed narrative drawings could

steria” in that

already purch
of the insane, so the album's cons
be considered a nod to Wolfli’s mosaiclike sectioning of the page, where Aorror
wacui reigns supreme.® While T am convinced that Solomoniia is above all a
personal narrative, and the next chapter of this book is dedicated to explaining
how this was the case, the aspects of Remizov’s story that have to do with the
s and creativity were clearly a part of

lationship between ‘mad
the contemporaneous French discourse on the subject.

SOLOMONITA: FROM PIOUS TO LUBRICIOUS




Lély’s translation, which Remizov used in the Reznikoff album, was
published three more times.* In 1935 the full text and an adapted foreword
came out in Hippacrate: Revue d’bumanisme medical, discussed above5 The
foreword vas pulled from the next two publications. The first of them took
place right after the war in the June-July issue of Confluences, a journal of
art criticism published in Lyon® Then, in 1947, Remizov reprinted Lélys
translation of the tale in his collected volume O finit [escatier: Recits de fa
quatrizme dimension; Contes et légendes.¥” The latter volume presented the story
of Solomoniia from yet another angle. Oi finit lescalier just like the 1937
illustrated album with the namesake subitle, was devoted entirely to dreams.®
It is easy to see why Remizoy would present the tale as a dream.®* Already
in the seventeenth-century version published by Kushelev-Bezborodko,

Solomonila has visions of the Virgin and Saints Feodora, Prokopii, and loann
when she dozes off at the various Ustiug churches. Remizov brin
more of the dream element into his Solomaniia. When 1 examined the draft
copics of the tale at the Amherst Center for Russian Culture, I noticed that
in one of the carly drafts the initial appearance of the devil to Solomoniia
is described in an indented paragtaph.
designate dreams within his texts.’ Presenting the nocturnal visits by the devil

2 device Remizov habitually used to

and the incubi as dreams offers a superficially new interpretation, in which
Solomoniia's possession is triggered not by her broken vow of chastity or
her epileptic hysteria” but by her overactive imagination, aided, perhaps, by
the visual memory of St. Feodora's carnal trials as they were depicted in the
illuminated manuscripts. However, this glimpse of normalcy is just that. As we
find out from his introduction to Oifinit lzscalier; dreams and “phantoms”are
only accessible to “Sick” minds (ks funtomes napparaissent qu'ans maladies).”
‘This idea redirects us to the original reading

g s Solomoniia’s posscssion,
her ‘sickness,” that produced the creative vision, and Remizov’s mention (in
the zpis'to the Amherst album) of a sickness that overtook him as he finished
his work on the tale—*T connect my pain with my writing’—reinforces the
need for some external prompting that would help to release his imagination.

BEYOND SYMBOLISM AND SURREALISM

SOLOMONIIA: THE TALE
OF A RELUCTANT WIFE

hile both illuminated manuscripts and popular prints might have lent

their format to Remizov’s graphic expression, it is his wit and his bold
imagination that propel the content of the albums beyond the traditional
representations of carnal sin. Remizov’s illustrations for Solomoniia are as
replete with depictions of phalluses as the original story i with its mentions
of devils (and there are many). If Kostomarov’s reference to the seventeenth-
fon of the possessed as

century texts of Solomoniia as “a complete depi
could only be seen by the most unbridled imagination of the seventeenth
century™ is accurate, then Remizovs albums are  visual analogue produced
by a similarly daring mind of the twenticth century. Only instead of the
standard didactic images of the devils tempting the fleshly, fallible humans
with debauchery, Remizov chose to show menacing, epic-sized phalluses, as
they would have appeared to the possessed Solomoniia herself, Compare, for
example, the spitting and nose-blowing demons from the scene at the end
Sthey, the damned ones, appeared black,

of the Kushelev-Bezborodko story:
and blue, and hostile and terrible”>—with the demons from the same scene in
Remizov's Solomoniia: “blue and dark red rolled the waves, curled up in tight
h and fuzzy, and with warts and

swirls—knotty, ringy, saggy, strapped, smoot i :
with fiery breath shaking iar himself—iar the head of a snake.”* The phallic
is especially clear in the Amherst album drawing

quality of Remizov’s demo




thar illustrates this scene (figure 4.1). This “find where the phallus is hidder”
visual riddle has a focal point—behind the Devil (lar) rises a prominent phallic
contour: In contrast with the depictions of the tale from the manuscripts and
the Jubki, Remizov’s drawings show Solomoniia not as a lost soul “sacrificed
to the devil,” but as a “victim sacrificed to the phallus.” Unlike the original
tale in which Solomoniias troubles come from the negligence of a drunken
priest who did not finish her baptism ceremony, thus exposing her to demonic
influence, Remizov's Solomoniia is effectively “sacrificed to the phallus” by her
father, who decided, contrary to Solomoniia’s spiritual inclinations, to marry
her off (figure 5.1).

This switching of the blame from the priest (in the original seventeenth-
century story) to her father comes in the very first rendition of the tale that
Remizov finished in 1928 and published in o/ia Rossii the following year
To convey the fault of Solomoniia’s parents, Remizov sets out to purge their
relationship of any kindness, love, and understanding. In contrast to the Public
Library version of the Kusheley-Bezborodko edition, which presents them
with great empathy, Remizov does not offer anything approaching the image
of her anxious parents crying for their daughter when she is taken away by
the demons, “otsu zhe eia i materi chaiashimsia hivota eia i plakavshi mnogs’
(Kushelev-Bezborodko, 1
ponezhe otchaiaavshsia” (156). Remizov purposely departs from the Public
Library version where the parents weep as Solomoniia recounts to them the
story of her torments: “ofets zhe i mati eia i vsi serdoball, slyshavshe glagolemaia
ot neia, plakakhusia zelo, i edva prestasha of slez” (156). He is still further from
the Buslacy manuseript, which emphasizes the parents’ despair. As the “crying
and sobbing” parents look for and cannot find the abducted Solomoniia,
they return to their “gloomy and joyless” house: “plachushe i rydaiushe, vox-
wrashakbusia v dom svoi unylyi i setovannyi® (163). Equally heart-ronding is
Buslaev’s description of their forced departure from the house during the
birth of the demonic offspring: “crying and complaining, they leave the house
against their will, following the demands of Solomoniia” (oni zhe s nevolein
poslusha eia i izudosha, i vse setuiushe i plackushe gor'ko, tokmo ostavisha iu edinu
© kbramine) (162). Remizov replaces this touching image of compassionate
parents with that of insensitive chaperones interested not in the happiness of
their child, the happiness that can only come from allowing Solomoniia to
follow her chosen path, but in adhering to the proper” custom of marrying
their daughter off once she reaches the “proper”age. In his version of the story,
when the parents come back to the house after Solomoniia’s delivery of the six
blue demons, they dismiss her fears as “fust some make-believe” (adna blazh),
and proceed to calmly carry on with their evening meal. Remizov extends the

; or rejoicing as she returns: “zelo vozradovashsia,
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F1GuRe 5.1 “The First Night,” Solomoniia, Alexei Remizov, 1934.
India ink on paper. Amherst Center for Russian Culture.




blame to Solomoniia’s husband, Matvei, whom she reviles as a “hound” (pes)
as she despairs of enlisting his help against the demons.” By stripping her
parents (and her husband) of any empathy, Remizov sets up the premise of his
Solomoniia. In his version of the story, the girl’s affliction was a result of her
being forced away from her intended spiritual path toward the worldliness and
the carnality of matrimony.

Remizov’s 1928 tale depicts Solomoniias marriage as the root of her
demonic-phallic possession.® In the very first lines of the story Remizov
informs the reader that the girl, who is “far from these unavoidable temptations”
(daleka ot etikh neminuemylh soblaznov), “dreams of devoting herself to the
service of God” (mechtaet posviatit’ sebia sluzheniiu Bogu) (Possessed, 3). As in
the Buslaev manuscript, Solomoniia is given as a wife to the shepherd Matvei.
And although Remizov retains the scene of the Devil's initial appearance
from Kushelev-Bezborodko, he adds the afc ioned curses addressed
to Matvei, setting him up as an instrument of her fall. Remizov also makes a
significant addition to Solomoniia’s meeting with Taroslavka. The “dark-eyed”
(temnookaia) Taroslavka tells her that “that life is not for you” (ne po tebe eta
zhizn) and that she should not have married in the first place (e nado bylo
wykhodit’ zamuzh) (8). Solomoniia’s victimhood in marriage is echoed in her
first vision of Saints Prokopii and Toann, who absolve Solomoniia of any fault:
“ty ne w chem ne vinovata!” (18). The idea of her unsuitability for the role of a
wife is reinforced in another key departure from the seventeenth-century texts.
When Solomoniia returns to Erga following her vision of St. Feodora and her
first stay in Ustiug, Remizov presents her as virtually healed: “And as if with 2
magic wand—completely recovered. And there is no sign of the five trial years.
She is herself again—like a cornflower. And when you talk to her,as to a person,
she is not delirious.™ But for her practically minded parents, their daughter’s
healing signals readiness to be returned to Matvei—Solomoniia’s father crudely
jokes that it is about time to go back under the shepherd: “4hoz’ poru opiat’ pod
pastukha—smeessia otets” (13). Threatened with the resumption of her conjugal
life, Solomoniia s again sought by the demons, who show up at her parents’
house that very night and demand her surrender: “Solomoniia the prisoner!”
(Solomoniia poloniankal) (13). Later in the story, it takes the irreversible removal
of this threat—Matvei’s death—to release Solomoniia from the clutches of the
lecherous demons. As soon as she s told that he has been killed by a raging bull,
Solomoniias condition improves: she asks to attend a church service “to celebrate
a boliday” (& prazdnitu), which 1 believe is an ambivalent reference (18). This
subplot of Solomoniias forced marriage as the source of the demonic invasion
makes Remizov’s tale drastically different from the Kushelev-Bezborodko texts
where her possession s caused by external factors: her improper baptism and,
possibly, a curse laid upon the newlyweds at their nuptials.”

BEYOND SYMBOLISM AND SURREALISM

Yet, while a casualty of others'ill will, Solomoniia was not as innocent as
Saints Prokopii and Toann purport her to be. The clue to Solomoniia’s actual
disposition s cleverly hidden in the very sentence that declares her intention
to devote herself to God: “Solomoniia dreams of devoting herself to God—
following the path of her beloved Feodora” (3). The path of the historical St.
Feodora (d. 491) as it was described by the tenth-century monk Gregory in
The Life of Basil the New—the book referred to as Solomoniia's favorite at the
beginning of the story—was not exactly virginal. Remizov unquestionably
knew the text of Zhe Life (possibly in the 1907 edition I quote here)" and
used it to construct his “Solomoniia.” In 7%e Life, St. Feodora admits to having
sexual relations with her husband and “then some,” before she entered her
righteous service of St. Basil the New."2 The parallelism between St. Feodora
and Solomoniia is even more pronounced in one of the final drafs of the 192§
text,” where Remizov frames the narrative with the speech the accompanying
angels give to St. Feodora after she passes her three camal trials: debauchery,
adultery, and sodomy (4lud, preliubodeianie, sodomskoe mytarstva). In the

published version of the story Remizov removes the first appearance of the text

and keeps the second. But in the draft it is used twice: first as a quotation from
Gregory in the beginning of the tale, following the mention of St. Feodora's
trials, and then closer to the end, where the saint herself comes to Solomoni
in a vision to announc the beginning of her miraculous cure. Remizov’s text is
almostidentical to The Life of Basil the News; he only alters the speakers and the
addressees—the first instance is the angels speaking to Feodora, the second is
St. Feodora speaking to Solomoniia. I quote this passage in full:

Here you saw; [Feodora/Solomoniial, horrible and evil carnal trials! Know
that very few souls do not fail them: because the entire world is amongst
temptations and foul matters and all people are sensuous and lecherous
and the thoughts of man from his youth are directed at evil and rarcly can
anybody guard himselfagainst carnal impurities. There arc few who mortify
their carnal lusts, a few who pass these trials but the great majority perish
here: because the cruel henchmen of the carnal temptations carry off the
lecherous souls and haul them down to hell as they tortuze them further.
And the overseers of the carnal temptations brag: “We, they say unlike
others, add to the fiery population of hell with excess!"

The angels’ (and later St. Feodota’s) warning is clear—people are weak and
prone to lechery by nature. St. Feodora herselfwas fallible; she avoided the her};
pit of the carnal trials only because of the prayers by St. Basil on her behalf
This is why in the final version of the text, Remizov put the absolving words
“you are not guilty of anything”in the moutbs of Saints Prokopii and Toann and
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1ot of the imperfect St. Feodora as he did in the Amberst draft. At the same
time, because her initial sinful period was followed by her pious service to St.
Basil, St. Feodora i truly an ideal model for Solomoniia’s emulation—touched
tale,
arnal sin and pursues her spiritual calling, Solomoniia

by carnality and yet pure in thought. Therefore, in the end of Remizov
after she experiences
succeeds in her desire to “follow the path of her beloved St. Feodora.”

But, even if Remizov's Solomoniia could stand in for St. Feodora and
Saints Prokopii and Toann for her protector St. Basil the New, we still have

to account for the ominous effects of marriage on Solomoniia’s psyche.
There is no such conflict in Gregory's description of St. Feodora’s past, be-

a sinner and only later changes her ways. In Remizovs

cause she begins 2

p conjugal experience is intensely contrary to her
spiritual disposition—she is “saintly” from the very beginning. Necessary
as it may be for her eventual transformation into the likes of St. Feodora,
Solomonii’s marriage is shown not as a step that leads to the coveted pious
existence, but as its antithesis, a diversion from piety and from God. Remizov
clearly wanted to link Solomoniia's sufferings to matrimony. To gauge the
extent of subjectivity in his changes to the seventeenth-century prototype of
Solomoniia, we just necd o compare his text with that of another author, who
also used the Kushelev-Bezborodko original o write a modern account of the
possessed Solomoniia.

Aleksandr Valentinovich Amfiteatrov (1862—1938) was a popular novelist

and a well-known journalist who wrote a studious commentary on the tale,
complete with its verbatim retelling in contemporary Russian. According to
Amlfiteatrov, he started out with the idea of writing a historical novel based on
the manuscripts in Kushelev-Bezborodko, but the research part of his project
proved to be so interesting that he soon found himself the author of a three-
volume study on the life and mores of the seventeenth-century Russian North.”
Although he never saw his study printed in its entirety, Amfiteatrov managed
to publish much of it in three separate books. First came a sixty-page cssay
called “Solomoniia besnovataia: Chelovecheskii document XVII veka” (“The
Possessed Solomoniia: A Human Document of the Seventeenth Century”).*
In this early interpretation, dated February 1913, Amfiteatrov argued that the
tale was but a “history of sexual neurosis written down bya cleric” (#serkovnikom
=apisannaia istoriia seksual'nogo nervoza) (s5) that presented Solomoniia’s
“demonomania rooted in sexual disorder” (demonomaniia na pochve seksual’nogo
rasstroistva) (). The essay was an attempt to follow Solomoniia’s sickness
“clinically,” taking advantage of the latest advances in psychiatry. Amfitcatrov
supported his argument with numerous references to medical studics, court
cases, literature, and documents describing possession from the last few
centuries all over Europe.
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His step-by-step analysis begins with a meticulous discussion of the
mental shock Solomoniia cxperienced during the consummation of her
martiage. Amfiteatrov is convinced that it was postcoital trauma that brought
on Solomoniids

initial vision of the demon, while the vision itself, in his view,
is a textbook case of an attack that usually precedes an epileptic seizure, He
even tagged the demonic blue wind that blows into Solomoniis face as “aura
epileptica,”a sensation of the blowing wind at the start of a convulsion (). But
in his opinion, Solomoniia was not a regular epileptic. Amfiteatrov proposed
that she was also afflicted with a condition of *heightened sensitivity of her
sexual organs” (powyshennoi chustoitelnasti organsv palovogo abshheniia) (10).
This sensitivity further disallowed any conjugal contact and intensified her

hysteria. Considering his positivist approach, it is not at all surprising that
A Te e

dismissed as “sexual hallucinations”

pis
(sehsual nye galiussinassid) and her stories of abduction as “ictions” (refylity)
(10, 14). He also surmised that the hysterical Solomoniia simulated some
of the epileptic seizures, at least at their start® As to her insensitivity to
pain that is depicted in the scene with the millstone, in it Amfiteatrov secs
a case of “h i
analgezif)—a psychosomatic condition that prevents one from feeling pain.”
His practical explanations culminate in the interpretation of the tale’s ending,
where Solomoniia fecls the demon gnawing through ber left side—he blames
the bleeding hole on a burst furuncle, a simple boil on her skin (43). Stl,
Amfiteatrov allows some metaphysical elements into his otherwise physical
account of Solomoniia's possession. He admits that her cure was psychosomatic
a5 it began with her reception of the Holy Mysterics (48).

A % second publication based on Kushelev-Bezborodko's Solo-
moniia manuscripts appeared in the book Oderzhimaia Rus: Demonichshaia
povest” XVIT weka (Russia Possessed: A Seventeenth-Century Demonic Tl
This volume consisted of a word-for-word? retelling of “Povest’ o besnovatoi
zhene Solomonii” and “Skazanic o Petre i Fevronii” (“The Tale of Peter and
Fevroniia”), another text found in Kushelev-Bezborodko It also contained a
study (etiud) of the story about Savva Grudtsyn, which Kushelev-Bezborodko
placed right before that of Solomoniia* In addition to the texts, Amfiteatrov
included two essays on demonology in Russian folklore and a chapter about the
iuradivye (fools in God) of Ustiug, Because Amfiteatrov’s retelling of the tale
itself faithfully follows the Public Library and the Buslaey manuscripts, most
of his interpretation unfolds in the short introduction and the two essays
In the introduction, Amfiteatrov repeated his “psychophysiological” argu-
ment from 1913 (22), refining his definition to the “‘linically’observed and re-
corded history of the sexual neurosis of a most unfortunate hysteric”(‘Hfini-
cheski” nabliudennaia i izlozhennaia istoriia seksual'nogo nervoza neschastneishei

terical anesthesia, [or] analgesia” (istericheskoi anastezii,
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isterichii) (26). Amfiteatrov expanded this original interpretation only slightly,
to include masochism and a compulsive desire to wander off as essential traits
of Solomoniia’s condition He also put the original tale into a historical
context, suggesting that Solomonii’s abductions, which he initially dismissed
a5 “fictions,” could have actually taken place at the hands of human rogues
produced by the turbulence of seventeenth-century events The two essays
about the water and forest demons (vodianye bes

attempt at the demystification of Solomoniia’s possession. In this study of
Northern Russian demonic folklore Amfiteatrov parades every conceivable

yand lesnye besy) are a further

Kind of evil spirit that could come into her inflamed imagination. The notes to
the tale give explanations developed in much more detail in Amfiteatrov’s third
book about the tale.

This last published homage to “The Tale About the Po

ssessed Woman

Solomoniia” came out in Amfiteatrov’s historico-sociological study about

century.® Here Amfi used

the Russian rural clergy in the
the tale only as a source, now turning its commentary into the subject of his
writing. He also added a chapter about the tale’s narrators. In this chapter we
find the parallels to Remizov’s interpretation of the tale
of the Public Library manuscript, the two authors agree on the random quality
of its neither literary nor colloquial language, which Amfiteatrov referred to
as “a language of ungraceful comy " (iazyk neukli )
Remizov called it “entangled” (putannlyi]).* Both Remizov and Amfiteatrov
contrast this deficient dialect to Archbishop Avvakums “magnificent”
(celikolepnyi—Amfiteatrov) writing and his “gift of love for the ‘natural
Russian language’” (dara liubvi & prirodnomu russkomu iazyki—Remizov)
But while Amfiteatrov decries the lack of talent of the narrator, pointing out

Janguage. Speaking

the discord between the hackneyed language and the tale’s “deeply original”
demonological content, Remizov ventures to rework the story, giving its
content matching originality in form. In all his extensive work on the tale,
Amfiteatrov acts mainly as a researcher and a commentator whose goal is to
contextualize and interpret the Kushelev-Bezborodko manuscripts. Remizoy,
on the other hand, rewrites the original, infusing it with profoundly personal
meaning. At first, he concentrates solely on the text—the initial publication of
“Solomoniia” in Fa/ia Rossii has no preface, afterword, or explanatory note of
any kind. But already in its second printing, in the Serbian journal Ruski Arhiv,
Remizoy includes a short foreword.™ In the two years that elapsed between
these publications, Remizoy and Amfi began to pond, and by the
end of 1930 Remizov was familiar with all three of Amfiteatrov’s versions of
“Solomonila™ the 1913 essay, Oderzhimaia rus) and Russkii pop XVIIgo veka™
I believe that Remizov’s foreword to “Solomoniia” in Ruski Arkiv came as an
implicit response to Amfiteatrov’s positivist reading; the writer must have felt
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the need to add an explanation to his rendition of the tale, and he did so in the
forthcoming Serbian translation.

For the most part, Remizov’s foreword there juxtaposes his poetic and
- o il

physical of affliction with Amfiteatrov's
strictly physical and observationist view. Remizov describes his version of the
rrative as “a tale about the appearance of the phallus that takes on different
guises in order to torture its victim” (povest’ o iavlenii fulla, prinimaiushhego
raznye obrazy, chioby muchit' svoiu zhertou) (“Solomonija,” ). For Remizov,
the tale has a mythical quality that Amfiteatrov firmly denied.® Even when
he emph the detri L significance of Solomoniia’s wedding night, he
does so in a more lyrical form: “all her being, from the first touch, is shaken,
torn up” (vse ee sushehestvo s pervogo prikosnoveniia potriasens, razarvano) (s).
Compare this with Amfiteatrov’s dispassionate statement on the subject: “the

seizure with which Solomoniia’s ‘possession’ began was a result of the

n:

hysteric:

nervous disturbance experienced by the young woman on her wedding night’
(istericheskii pripadok, kotorym: nachalos' “besnovaniic” Solomonii—rezul'tat

nervnogo potriaseniia, perczhitogo moloditseiu v pervuiu brachnuiu noch’) ().
What Amfiteatrov referred to as “sexual hallucinations,
as a metaphorical transformation of the phallus: “the phallus takes on the visual
image of a ‘serpent,’ then the ‘beast,” then divides into the unfamiliar young

sy

Remizov presented

men, and, finally, into the multitude of naked litdle phalluses—tadpoles’
(fal prinimaet zritel'nyi obraz “zmiia,” potom “zuveria,” potom raschlenilsia v
neznakomylkd molodykh liudei i, nakonets, v mnozhestvs golykh malen'kikh falloo—
“golovastikov”) (5). In contrast to Amfiteatrov’s medically sexual interpretation
of Solomoniia’s possession, Remizov offers  poetically sexual one.

To lend added credibility to his reading of the tale, Rem
for hidden symbolism in its numbers and names. He interpreted the
hepherd in terms of him

zov searched

Buslaev version's characterization of Matvei s
being “gifred in the higher sense with a familial talent” (sdarennyi v vysshei
mere semeinym darom). To him, Matvef’s “gift” must be a reference to the
ancient Daphnis, a Sicilian shepherd who was punished by Aphrodite with
avoracious sexuality that eventually led to his early death (r2). The foreword
also introduces Remizov’s system of binary oppositions where St. Feodora
(Remizov calls her Boguslavka), who stands for chastity, is justaposed to
Taroslavka, who represents sexuality. In his naming of the two women Remizov
clearly intended a pun on the words bog (God), ar (phallus), and savit’ (to
celebrate). Lély's 1935 translation of the foreword spells this out for French
readers: “Yar, en views slave, signifie phallus. Et a cette Yaroslawha il est permis ce
qui est defendu aun autres creatures telles que Boguslavka ou Thiodora (bog en russe
et theos en grec significant Dien).’™ Solomonila, according to Remizov, is akin
to Boguslavka-Feodora and should not have been subjected to the carnality of
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Tar. Her fate was, like that of Boguslavka, to serve and celebrate God. Finally,
Remizov alluded, rather enigmatically, to “certain secrets” that were unwitting-
Jy revealed by the writer of the seventeenth-century tale through numbers and
dates.” Although th
commentarics, they reinforce the key notion of the possessed as a medium,
a notion indispensable to an understanding of Remizov's mythopoctics. Tn
the entire foreword, Remizov made only one inor concession that must be
credited to his knowledge of Amfiteatrov’s rescarch. He changed Solomoniias
age from sixteen to fourteen, which is consistent with Amfitcatrov’s sociologi:

e secrets are never disclosed in either the text or the

cal argument in Oderzhimaia rus’™

Even more of Remizovs metaphysical interpretation comes out in the
correspondence itself” ‘The dialogue about the tale started with Remizov’s
polite mention of Amfiteatrov’s 1913 essay: “T am very intrigued by your study,
it's a pity that 1 did not know about it before—it would have been handy for
‘Solomoniia.”™ To reciprocate, Remizov enclosed Valia Rossii offprints in his
letter of August 17, r930. Amfiteatrov’s reaction to Remizov’s “Solomoniia’was
not exactly glowing: “‘Solomoniia’ 1 liked less. Al that you made up to llustrate
her [epilepltic ailment is developed vivaciously and poetically, but you used

the material of the tale itself very sparingly, especially the church miracles,”
Perhaps to avoid seeming too critical, Amfiteatrov blamed his partiality on his
long-term with the Kushelev-Bezborodko texts.” He ended the
letter with an inquiry about the sources Remizov used for his “Solomoniia.”
Apparently it was Amfiteatrov’s letter, and his plain lack of understanding
of what he wanted to convey, that prompted Remizov to spell out his ideas for
the first time (this correspondence preceded the preface placed in the Rusti
Arkiv edition). In reply to Amfiteatrov’s criticism, the writer acknowledged that
he used the same sources (i.c., the Public Library and the Buslaev manuscripts
published by Kushelev-Bezborodko) but pointed out that, in constructing
his own narrative, he tried to liberate the events of the tale from the artificial
confines of ordinary demonic possession, because the original seribe Takov fit
his narrative into a template: “[Takov] squeezed the story of Solomoniia into
a mold, to fit what is known, not realizing what he was writing down” (zapis’
lakova sdelana po shablonu, on podgonial rasskaz Solomonii pod izvestnoe, ne
ponimaia, cho on zapisyvaer).* This letter is also where Remizov first mentions
the significance of names in the story and hints specifically at the meaning of
Taroslavka’s name: “and, of course, IARO-slavka has no relation to the city” (i
konechno IARO-slavka k gorodu nikakogo otnoskeniia) Most importantly, the
letter introduced the idea of a spiritual/carnal duality in nature that is behind
Remizov’s poctic interpretation of the tale. He offers the characterization of
Solomoniia as an “initiate™—posviashehennaia. Since his argument in the tale is
thatbecause of her spiritual nature Solomoniia should not have been exposed to
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the carnality of life, he explains to Amfiteatrov that such unwelcome familiarity

inevitably will lead to her suffering: “Solomoniia—is an initiate and thence
comes all her torment” (Solomoniia—posviashchennaia i ofsiuda vsia ce strada) .
Remizov reinforced this opposition of carnal and spiritual by revealing that
the water demons (vodianye demony) who seize and violate Solomoniia are
not the Russian wodianye to whom Amfiteatrov devoted an entire chapter
in Oderzhimaiia rus'* These demons, according to Remizov, come “from the

breed of Vi, from the essence of ‘sex, —‘tadpoles,'to putit decently” (ot porady

Viia," essentsii “pole,—golovastili,” vyrazhaias’ ssenzarno).” By presenting
the dreary consequences of the forced mingling between the bearers of the
essence of sex and the “inductee” Solomoniia, he urges the separation of the
two realms. This idea, which Remizov first lays out in his September 4, 1930,
Letter to Amfiteatroy, * will make it into the foreword added to the Ruski Arbiv
publication, and eventually, into the relevant passages from the “History of the
Tale” (“Istoriia povest”) that he will place in the 1951 edition of the story.”
‘The writer's main addition to the seventeenth-century text was the subplot of
marriage (or its threat) being the cause of Solomoniia's poss

Why would Remizov present marriage as such a moral trap? I would argue

sion.

that the story reflected the real-life dilemma of its author. When he wrote
the tale, he was braiding personal mythology into an outside source as he had
done many times before and after “Solomoniia.™ Remizov’s ambivalence
toward matrimony has its origins in his own nonfictional predicament. In
1903, while in exile in Vologda, he married Serafima Pavlovna Dovgello, who
as an adolescent promised herself to the service of God. Serafima Pavlovna
succeeded in keeping her promise, but only until she met Alexei Remizoy, for
whom she broke her vow of chastity. In 1904 their first and only child, Nata
was born. The birth was complicated and the mother’s health, both mental and
. A few years later, strained

sha,

physical, was compromised for the rest of her lif
finances and family pressure forced the Remizovs to give up their daughter to
be raised on the estate of her maternal grandmother. This further aggravated
the couple’s shared psychological burden, and Remizov, in his typical fashion,
assumed the guilt for it." In a letter to his wife written on the occasion of her
fering” caused by him alone

birthday in July 7912, Remizov spedks of her s
and promises to take care of her “to his last breath” (Znai, chto vina vsekh
to0ikh stradanii vo mne zakliuchactsia. Do poslednego moego izdykbaniia budu
hadit' za toboi).* He is ¢ in the postscript to this rgr2 letter
added after her death in 1943:

even more expli

My fault—if only I had realized it right away—everything would hav
been different, Al illnesses (liver, and then the deterioration of ‘the central

nervous system,”as the doctors were saying) begin with Natasha's birth
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Serafima] Plavlovna] should not have gone beyond “the green fence,'—
the fullness of ife was not for het. She was born completely different, unlike

pped into “life” against her nature, she should ot

us. Through me she
have married, and I should have understood her soul. But T did not, and [

led her into our regular life of “torment.

close to him and Serafima Pav-

Natal'ia Rezaikova, who was for many yea
lovna, confirms Remizov's anguish and offers
was resolved: “For him S.P. [Serafima Pavlovna] was not like any other person.
Her very nature did not allow her to follow the path of an average woman. In
her childhood she was shown a different path—that of following God. Having.
martied her, and having had a child with her, A.M. [Aleksei Mikhailovich]
crossed a line that he should not have crossed. Through his entire life A.M.
carried 2 persistent feeling of guilt for his ‘crime’. . . umed the guile
for S.Ps departure from the path dictated to her by her spiritual nature.”
Reznikova’s mention of the “crime” is supported by Remizov’s otherwise
enigmatic words from his 1950 notebook : “T hrough crime Inmy
nature—through crime. Once, I touched what I should not have touched, that
was ‘perverse’ to touch.” Reznikova believes that in his devotion to literature
Remizov dealt with his guilt by transforming it into fiction.” To support her
thesis, she cites two passages. The first comes from his late novel I the Pink
Glow (V rozovom bleske), where Serafima Pavlovna is fictionalized as Olia.*
Remizov traces Serafima Pavlovna’s demise not to her final ailment during

further glimpse into how it

the war, but to her decision to marry Remizov some forty years carlier: “The
catastrophe began not on June 3, 1940, not from the bombing of Paris and the
destruction of our apartment, but from that minute when Olia dared, against
her nature, which she comprehended and which was revealed to her by Norna,
to get married”™ (figure 5.2).

The second passage to which Reznikova refers readers is a scene where
young Serafima promises hersclf to God, Remizov treated the story of this
broken promise in his semifictional® account of Serafima Pavlovna’ carly life,
suitably titled Ofia.® Tts first part, “In the Azure Field” (“V pole blakitnom’),
which describes her childhood, is followed by “Fate” (“Dolia”), about her
gymnasium years. The third, “With Fiery Jaws” (“S ognennoi past'iu’), takes
up Serafima Pavlovna’s life until the time of her Vologda exile. The three parts
were compiled in the book (1925) published in Paris in r927.5 In the “promise
scene,” a sort of fairy-tale grandmother of Olia/Serafima’s friend, Princess
Shakh-Bulatova, commands her to devote herself to God: “sy dolzbna posviatit’
sebia Bogu The girl empathetically agrees (Oia, 96). Although the context of
this téte-a-téte conversion as it appears in Olja suggests it was only a dream,
clsewhere Remizov emphasizes the “inner” importance of Olia’s decision, thus
presenting it as tangible and true.”* Following the promise, Olia turns down
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several offers for marriage, in each case causing her suitors to go insane or
comit suicide or both—all this while she enjoys their attention and even
retutns the affections of some of them.

The promise given to the old woman sets up the dichotomy of marriage
versus God, which soon turns into marriage versus integrity. In the chapter
“Forbidden” (“Nel'zia") this dichotomy is developed by Olia into a theory that
divides all people into “simply good” and “remarkable.” The latter are ready
t0 sacifice everything and have nothing purely personal. When Olia meets a
middle-aged activist who left her husband “for the Revolution” (the chaper
where Il'ina is introduced is tellingly called “The Ideal”), she perceives her
as “cemarkable” (I/'ina,—govorili—&bot’ i byla zamuuzhem, no muzba brosila
dlia revoliusii) (270). Therefore, if one wants to become “remarkable,” one
should not marry (“zhenittia ili vyiti zamuzh—nel’zia!”). As far 2 her own
fate goes Olia declaes that she would sooner go to her grave than enter a
not sufficient for the energetic Olia

marriage (240). Still, personal celibacy was
and her friends. In their craving for action they set up a “divorce committee”
(brakorazvodnyi komitet) whose goal was to “prevent marriages” and, when it
was not possible, bring about a divorce (a esli ne udastsia, to razvodit’) (239).
Olia’s youthful maximalism in the matter causes the first serious fight with
her closest friend, Zina, when Zina allows that she might get married one day
although she certainly does not plan for it now: The only instance in the novel
when Olia considers becoming a wife is brought on by her pity for the young
man and his family, and has more to do with her kindness and her willingness
to sacrifice herself than with her acceptance of matrimony.

For Olia, whose desire for self-
marriage signifiesa wasted life. Revolution, on the other hand, presents a perfect
venue for sacrificing oneself for the good of humanity (271). Her newfound
revolutionary zeal suggests to Olia her future path. The shift of her loyalties
from God to the Revolution is confirmed in her second dream encounter with
the Princess Shakh-Bulatovas grandmother, the old woman who extracted her
initial promise. Incidentally, the grandmother had dicd a few years earlier on
the day of her granddaughter’s wedding “because she had become upset”—or
“out of spite” as it was suggested (338). In the dream, Olia comes into the
same house, through the same garden, as in the scene of the original promise.
The grandmother says that she has been waiting for Olia, to tell her that she
will “regret it someday” (342). The warning reveals itself in the second part of
the dream when Olia sees a swan that separates from his flock, catches fire,
and falls to the ground. This dream scals Olia-Serafima’s fate, transporting her
from the cloistered existence of her intended service to God into the fiery
whirlwind of the Revolution, and from here into her ‘marriage, the very thing
she solemnly promised to avoid.

The other tropes depicting Olia also conjure up the possessed Solomoniia,

sifice is growing stronger by the day
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perhaps not coincidentally, as Remizovs work on the texts of his Russian
language versions of Solomoniia and on his books about Serafima Pavlovna
takes place around the same time—in the early to mid-rg20s and then the
early T9505. Throughout the novel, Remizov presents Olia as different from
her peers, pointing out her strange behavior. Her otherness is especially vivid
in the chapter “Against the Grain” (‘Naperckor’)* where Remizov uses, in
parcntheses, the word nopokhozhaia (different) to describe Olia/Serafima,
He also called her nepokbozbaia in the 1912 letter, quoted above. This is
telling, because Remizov picks the exact same word to introduce Solomoniia:
“nepokhoxhaia, hivi ona v gorode ce nazvali by monashka” (“different if she lived
in the city, she would be called a nun’).5

Suitably for 2 nun, both Solomoniia

and Olia prefer solitude to the bustle of life: “Olia’s disposition prevented her
from spending much time with other people; they would soon burden her”
(Olia vasbshehe byla tak ustroena, chto ne mogla dolgo nakhoditsia na liudiakh,—
oni nachinali tiagotit’ee) (174). Solomoniia, during her stay in Ustiug, begs to
be left alone if only for one day: I ko’ by adin dert. . —adngi, tikho—chioby

e trogali” (87). Both girls are pure in thought. Solomoniia, in her innocence,
is “far from these inevitable, conquering temptations, she does not even think
about them?” (daleka ot etikh neminuemykh, pokoriaiushih cheloveka soblaznov,
« nee i v mysliakh ned). And Olia too “did not know and did not find those
desires in her heart” (ne znala  ne nakhodila v svoem serdise etikh zhelanii)
Tnstead, much like Solomoniia, Olia has a heightened interest in the spiritual
and loves following church rituals (89). The keystones of Olia's image—purity
*—are shared by Solomoniia who, at least in the beginning of
the tale, “is pure and without vice” (Solomoniia chista i neporochna)-* To anchor
this image of purity Remizov uses color symbolism. Blue, which stands for

and innocenc

Solomonii's innocence (cornflowers), her premarital bliss, and the Virgin,”
is the color of Olia-Serafima. Already the title of the first part of Olia, “In
the Azure Field” (“V pole blakitnom”)—a reference to the blue field of the
Dovgello coat of arms—introduces it as the color of Olia’s childhood purity;
for Olia, blue has “some special significance.”

Yet Olia-Serafima, this paragon of innocence and pure consciousness who
a5 a young girl promised herself to God and as a student activist }mmwd‘
others who would dare to even think of entering marriage, in the end herself
decided to marry. The ensuing guilt scemed to haunt Remizoy, her willing
accomplice, for as long as Serafima Pavlovna was alive. Faithful to his pro-
mise made to Serafima Pavlovna in the above-quoted 1912 letter, Remizov
tried to make up for this “guilt” all his life, succeeding only as he took care
of his ailing wife in the months before her death when, in his own words, he
“worked off” (o¢trudil) his guilt, and finally felt free of it.” But for as 1‘{"3 %
Remizov struggled to redeem himself, this guilt continued to resurface in his
fiction.

TANT WIFE
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Oiawas not the first book where Remizov juxtaposed marriage and piety,
A heroine in his story “Wandering One” (“Bespriiutnaia”), written from 1917
10 1922, faces a similar choice between the corporal and spiritual. Niuta, the
bespriiutnaia, is an orphan who flees the house of her abus
wander from one family to another. Al of the families treat her with kindness
g her the best, they all try to marry her off. When the domestic

ve uncle only to

and, wis!
preparations for one such well-meaning marriage are under way s

e gets cold
feet and tries to resolve her dilemma by appealing to the Virgin for advice.
She places two pieces of paper behind an icon of the Virgin; one of them
reads “marry,” the other “do not marry” (33). Niuta pulls out the second
note, and decides to make a pilgrimage to avoid the wedding and to end her

commitment. But when she becomes a pilgrim and enters a nunnery to prepare
for her initiation ceremony (postrig), Niuta again starts having second thoughts
as she begins to realize the gravity of her pending pledge: “I got scared .

it was too carly to part from the worldly life” (ispugalas'. .. rano eshehe s mirom
ia) (46). She admits to herself that the reason for her fear is a “secret
thought about marriage” (46). This secret thought was caused by Niutas
realization that people find her attractive and that she herself finds certain men
attractive, Troubled by these thoughts, Niuta tries to find sola

rasstavat

ce in intensive

prayer, but instead she has a dream in which Christ appears to her directing her
to return into the secular world (49).

As she leaves the nunnery, Niuta receives a proposal from a rich old wi-
dower, the merchant Kabakov. At first, she angrily refuses him (she still harbors
the thought of marrying for love); even the pleas of the Mother Superior who
presents the marriage as an act “pleasing to God” cannot change her resolve
(6x). But what could not be done through the intrigue and encouragement
of the Mother Superior can be done through Niuta's fi
two notes, “to marry” and “not to marry,” and places them behind the
of the Virgin. This time she draws “to marry,” and when in her incredulity
she tries a second time, the note again tells her “to marry.” Although Niuta
does not find passion in her marriage to Kabakov (on her wedding day she
crossly announced to her fiancé that she would not love him: “ia vas /ubit’ ne
bud), she unwittingly finds piety in it (61). After giving birth to five children
in five years, Niuta has a vision of the Virgin and the archangel with a fiery
sword. Pollowing the vision, Niuta moves into a separate wing of the house and
begins a pure and spiritual existence that turns into a strict monastic regime
after she becomes 2 widow (64).7 The last chapter of the story, “A Bitter Cup”
(‘Gorkaia chasha”), is 4 tale of her own passing and the trials (mytarstoa) of
her soul after death.™

th, She again writes

on

Al".hough “Wandering One” evokes Serafima Pavlovnas choice between
the spiritual and the corporal, this choice in both “Wandering One” and
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“Solomoniia” s faulty by nature. Niuta and Solomoniia have to decide between
serving God and marrying without love. When fate (in the form of a father,
a Mother Superior, etc.) pushes them toward a loveless marriage, they can
either lead the life of a nun within such a marriage (Niuta) or start having
visions of men younger than their husband visiting them in packs of six
(Solomoniia). In this respect, the dichotomy of marriage and serv
as it is deseribed in Ofia and In he Pink Glow—the two overtly biographical

e to God

narratives about Serafima Pavlovna—is of an entirely different kind. For all his
guilt and his sense of crime, Remizov wanted to believe that his wife's choice
was tedeemable because Olia/Serafima chose marriage for lov
between two genuine “loves”: carthly (corporal) and celestial (spiritual). For
Remizoy, the two kinds of love are of the same root: “undivided whole love
may be divided into high love and simple love—Divina et lamore profane”

. Her choice is

(nedelimuiu edinuin liubov’ deliat na wysokuiu i prostuiu—Divina et lsmore
profane).? These two loves correspond to two forces of nature that are also equal
in their opposition: “[ There are] two forces in the world—the force of ‘mothers’
(mother nature) and the force of spirit. Both are created by God, neither one
s higher. You cannot say: one is low; the other is high (De sily v mire—
sila ‘materei” [materi prirody) i sila dukba, Obe sozdany Bogom, ni odna ni vyshe
ni nizhe. Nel'zia sazat’: odna nizshaia, drugaia vysshaia).” The two forces are
represented respectively by fire, red burning coal (razozzhennyi ugolek v kroi)”
and the “white, the hottest and the most penctrating light” (¢e/[yi] —sam[yi]
eharkli) i sam{yi) pronzitel'nlyi) svet)™ The carliest instance I encountered
where Remizov links himself with carth and Serafima Pavlovna with light is a
1909 letter to his wife: “you [come] from light,all [immersed] in light” while
“my roots are deeply set in the soil so that I could never attain to your light” (zy
of sueta, vsia v svete ... a ia gluboko korniami w zemle, ia iz zemls i mne nikogda
ne dostich do twoeto sveta).” Like Solomoniia, and the “wandering” Niuta who
was “created on earth not for earth but for heaven” (sozdan chelovek na zemle ne
dlia zemli, a dlia neba), Serafima should not have gotten married.* People that
come “from the white light”™! are “born for the heavens” and are unlike those
who are “born for the earth” (Odni rodiatsia dlia zemli, drugic na zemle dlia
neba) # Remizov used these very words to describe the fateful juxtaposition of
fe explanation of “Solomoniia”; “one

two different kinds of people in his late-
is born for the carthly, another for the celestial” (odin roditsia dlia zemli drugoi
dlia neba) Those “born for the celestial” must not be subjected to the carthly.
This is why Solomoniia's marriage goes against nature; “Solomonita s ... of the
white light and not of the red mothers. Fist touch—an explosion—the laws of
ot belogo sveta, a ne of krasnykh materei. Pervoe

nature are broken” (Salomoniia .
114). In Remizovs

prifosnovenic—uzryo buri—naruskeny Zakony prirody) (
mind, Serafima Pavlovna, who was also “from the white light,” “from some
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other source (ot Aakogo~to drugogo nachala),* should not have been introduced
into the world of “red mothers.”

This image of Remizov's wife as “noble” (blagorodnaiia), different in her
very nature, opens up the autobiographical elements in Remizovs version of
“Solomoniia.” In her recollections about the 1951 Opleshnik edition, Natal'ia
Reznikova confirmed how very close the story of Solomoniia was to Remizov's
ife: “The theme of Solomoniia is intimate for Remizov: he often returned to i,
s being

s ‘of the moon’ (i.e., sexless).”"

it was his petsonal theme. Solomoni
Tn a letter from 1928 (the year he wrote “Solomoniia”), Remizov confessed to
Serafima Pavlovna: “and for you, the moon, the light of my dream is from the
moon and ... T told the other one
dlia tebia luna, I svet moego sna o luny i ot . .. Ia toi vchera skazal kakoi svet tuoei
luny).The funnaia (of the moon) Solomonita, based on /unnaia Serafira,
is 2 most vivid example of personal mythology interwoven into an existing

sterday about the light of your moon” (a

narrative,

AsT tricd to explain in the previous chapter, Remizov makes a link between
possession and creativity through blood. At the same time, consistently with
the inspiration/downfall dichotomy of “Solomoniia,” blood in Rer
mythological nature also signifies guilt (érov—vinovnost)—the guilt that he
assumed for marrying Serafima Pavlovna. The abatement of this guilt after
the death of his wife in 1943 led to the ninth and final publication of the tale.
Natal'ia Reznikova, in her discussion of Remizov’s self-deprecating sense of
“crime,” was baffled because in his remorse Remizov had “as if forgotten about
their burning and faithful mutual love to the end” (on kak budio by zabyval o

20vs

ikh goriachei i vernoi vzaimnoi liubvi do kontsa) (Reznikova, 52). She must not
have realized that the 1951 edition of “Solomoniia’

* was Remizov's hymn to
that love, a reaffirming response to the carlier doubts about the consequences
of his “crime.” The final incarnation of “Solomoniia” was the book Possessed,™
for which Remizov designed a symbolically bloodred cover." This time, the
new interpretation of the tale was hidden not in the notes, but in the other
story included in the book. Remizovs recently written version of “Sawa
Grudisyn” also came from Kushelev-Bezborodko. He drastically reworked
this seventeenth-century tale about the demonic possession of a passionate
young man into a declaration of the overriding power of love.* While the
protagonist of the original tale is a barely literate youth seduced by an evil and
lecherous woman, Remizov’s Savva s bright and even capable of murdering his
fickle lover. As for the nameless woman herself in Remizov called Stepanida,
Kusheley-Bezborodko's conniving and sexually insatiable adulteress turns out
o be an affectionate young woman whom life forced into a loveless marriage,
Justlike Niuta from Handering One. When the remorseful Stepanida stops the
affar, Sayva stabs her to death. His subscquent gricf is a genuine outpouring
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stemming from the irretrievable loss of a loved one, but he kills Stepanida
because she preferred the

spiritual to the corporal, celestial love to earthly love.
For Savva, her decision was faulty because in his mind “love can erase sin itself”
(Jiubow pokroet i samyi grekh).

Unlike “Solomoniia,” whose textology has been obscure,” “Savva Grud-
tsyn” has been extensively studied by Alla Gracheva, who established a strong,
connection between the story and Remizov’s life.” As she explains, Remizov
began work on the Kushelev-Bezborodko text immediately following his
rewriting and editing of his late wife’s archive (192). Gracheva points out that
Savva's confession is stylistically and emotionally similar to Remizov’s text
“Through the Fire of Mourning” (“Skvoz’ ogon' skorbei”), devoted to the last
years of Serafima Pavlovna.” Personal details entered the tale from ts inception,
and by the third draft, the tale became “a variation of the author’s myth of
his own fate” (variant avtorskogo mifa o svoei sud’be) (201). Gracheva analyzes
“Sawa Grudtsyn” as a part of Remizov’s cycle “Legends Through the Ages,”
a group of cight stories written from 1947 to 1957, which she describes as a
“transformation of the idea of Love in Remizov’s artistic worldview” (310). But

while Gracheva sees Remizov’s inclusion of “Solomoniia,” the only previously
witten text in the cycle, as due to the shared theme of demonic possession
in the two stories (312), T would argue that the common clement was their
autobiographical core. Because “Solomoniia” is built upon autobiographical
material as much as “Savva Grudtsyn,” it is not an exception that should be set
de from the rest of the cycle (312), but is an intrinsic part of it.“Solomoniia,”
as T hope to have shown in the course of this chapter, is consistent with such
themes of the cycle as “the antithesis of two equally great origins: earthly
and celestial love” and “the progression from the low (carthly) to the high
(celestial)” (313). Because it treats the history of Remizov’s love for his dead
wife, “Solomoniia,”as it was presented in the printing in Prscessed, is as much
a component of Remizov’s “author’s myth as any other story in the “Legends

as

Through the Ages” cycle

Just as the 1928 “Solomoniia” arose from the context of Remizov’s works
ridden with guilt and anxiety, the Passssed version is part of the love saga he was
writing after Serafima Pavlovna's death. Even if Gracheva s ight, and Remizov
nevet resolved “the antinomy of earthly and celesial love” (205), his last version
of “Solomoniia” lfted the load of self-imposed guil. The progression in his
interpretation of “Solomoniia” from a stoty of guil to a story of love spanned
nine publications and almost a quarter of a century: But only in his last edition
of “Solomoniia” did Remizov absolve himself of his “in” by the power of Love:
“love can erase sin itself”” Through combining the two tales in Prsessed,
Remizov finally reconciled Serafima Pavlovnls urge for self-sacrifice with his
sionate love. In a workbook entry that postdated the last version

striving for pa:
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of the Savva Grudtsyn text, he declared that love and sin are incompatible: “esi
govoriat gredfamachit,net iubi//lbow iskliuchact grekh,™ thus linking the
idea of Love Absolvent to the idea of Love Sacrificial: “Zhertwas/ . .. fliuboy

ed, the

story’s message of love had eluded its readers—Remizov complained that the

wsegda i zhertua” Stil, despite its ultimate presentation in Possess

theme of love in “Solomoniia” went unobserved: “my tale about love opens
with Solomoniia and Grudesyn. Nobody noticed it Not surprising, perhaps,
since the story’s interpretation had taken some quarter of a century to evolve
through a series of subtle personal and aesthetic revisions

Twould like to conclude my discussion of “Solomoniia” by returning to the
role of visual images in its textual history: On a metaphorical level, by starting
out with the drawings that released his imagination, Remizov mimicked the
progress of his possessed heroine, whose visions were triggered by manuscript
illuminations, On a more tangible level, as Remizov revealed in the Amfitcatrov
correspondence and in the preface to the Opleshnik edition, his work on the
Kushelev-Bezborodko texts actually began with drawings. In the September 4,
1930, leteer to Amfiteatroy, Remizov explained the rationale for starting his tale
with images and not words: “I do this often: when you draw, the entire sKeL-
ETON of the story is clear” (ia fak chasto delaiu: kogda narisuesh, ves' KOSTIAK
iasen). s This s

atement suggests that words obscure the essential meaning of
a story, whereas drawings allow it to be conveyed more lucidly. Such function
of drawings as replacements for verbal sketches is the inverse of drawings
representing a “thought not yet verbali

zed” (risunki pisatelia . . . ochertaniia ego
mevyskazausheisia” mysi...). 1 In both cases words are set aside to allow the
direct connection between image and imagination. As Remizov explained in
another letter to Amfiteatroy, his drawings, while “uncultivated,” “reveal a lot
of what is lost in words” (risunki Kotia i ‘dikie” mnogoe obnaruzhivai, chto
teriaetsia  slpwe) " The writers reliance upon drawings stemmed from what
he perceived as habitual insensitivity to words: “achen’ uzh & slovam privykli™
So he forced his audience to sce the hackneyed images anew by changing
the medium of access from the worn-out words to inspired drawings. The
formalists famously called this “estrangement” (ostranenie); only through
such estrangement and renewal can one enter Remizov’s universe, his act of
imagination.
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SHAMANISM AND

THE MISSING TEXT

emizov counted the 1940 album Siterian Tule (Sibirskii skaz), now in the
Reznikoff collection, number 258 out of 260 on the most complete list of
his illustrated albums.!"This makes it, ffectively, one of the very last manuscript-
format albums before his switch to nonornamental line drawing. As such,

Siberian Tale could be seen as 2 summation of Remizovs album-making efforts
of the 19305. But the albums timing is only a part o
perhaps even more important s its departure from the format Remizov used
for his pre-1940 albums, In its overall arrangement the Reznikoff Sicerian Tule
scarcely recalls the medieval manuscripts that Remizov reinterpreted in his
modernist version of handwritten illustrated books, Unlike any other album
exccuted prior to 1940, it is missing the text, the itle page, the dedication page,
and the zapis’ page. In fact, the only authorial writing in the album is its name,
“Sibirs Iligraphically inscribed in the upper portion of the cover
Similarly unusual is its size: 328 X 257 mm (about 100 mm larger in each
dimension than the albums of the late 1930s). The break from the traditional
medium, Instead of using

landmark character;

design carries over into both its support and i 4
a different material for the cover, Remizov constructed the entire album of
heavyweight ochre-colored paper, pasting the images on the verso of each page
over rectangles of gray cardboard. Besides the usual combination of india ink,
pastel, and watercolor, we find some other pigment, possibly gouache, which




renders the pictogramlike segments in the drawings almost three-dimensional.
Visually, the size of the pages, the quality of the paper, and the texturally lavish
character of the fourteen drawings that constitute the album bring Sigerian
Tale closest to Albert Skira’s deluxe monographic editions of the late 19305, It
is particularly reminiscent of Skira's 1938 folder of Toulouse-Lautrec’s works
or the 1939 folder of Cézanne’s, both fine-quality folios of only a few pages.’
‘This folio appearance of Siferian Tule is reinforced by the fact that the album
is not bound. The lack of binding (the majority of the extant albums I had
a chance fo examine were bound) suggests that the Reznikoff album was to
include additional pages with handwritten text. Most likely, the Reznikoff
Siberian Tule s only one part of the album, the rest of which is now kept in the
Russian State Archive of Literature and Art (RGALI). This second segment,
a namesake of the Reznikoff Sizerian Tule, contains ten loose leaves with texts
of three tales written out in skoropis” and is illuminated by in-text illustrations
and three additional pasted-in india-ink drawings.’

In 1919 Remizov published his fairy tales based on Siberian folklore*
changing the original name of the volume for  subsequent publication three
years later. Chakkhdhygys-Taast: Sibirskii skaz incorporated the proper name of
a Yakut shaman, Chakkhchygys-Taasu, from the tale “Constellation of Seven”
(“Stozhary”). The in-text illustrations from the RGALI manuscript, which
presents three tales based on cosmogonies of the Siberian people, are just that,
but the Reznikoff portion of the album, which consists of fourteen images
representing various animals (with the exception of a single image that also
shows human subjects), has ostensibly little connection to the published tales.

Although some of the texts in C ys-Taasudescribe the animals from the

album (reindeer, crow, squirrel, hare), most animals in the album do not actually
appear in the published texts. Remizov had already illustrated these tales in a
conventional way: first,in the fourteen drawings of a 1933 illustrated album of
one tale (number 158 on the ab ioned list),” and, significantly,in 1940
in the pages of the RGALI portion of Siberian Tule. Siberian Tale,in its entirety,
is likely to be the first album where the text, with its accompanying india-ink
illustrations, while thematically related to the pasted-in color plates, allows
the images to carry the semantic meaning of the work. T will argue here that
the purpose for depicting the animals had little to do with proper illustration.
Asis the case with the synesthetic content suggesting the synesthetic form of
the 1938 album Maroun, in the Reznikoff portion of Siderian Tale the subject
matter of the album is in a symbiotic relationship with its form. The absence
of text there is consistent with the inherently image-driven and nontextual
soutce of its inspiration—Siberian shamanism. Conforming to the rules of
the shamanistic ritual in which the shaman summons his animal-helpers, the
album functions through nonverbal means, mimicking the ritual of Aamlanie
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(a shamanistic act), in which the magic is performed through recollection

and communication of images.* The Reznikoff Siderian Tale is an instance

of acsthetic Aamlanie, a unique record of the writer’s engagement with the

shamanistic culture, a testament to his appropriation of s
and his self-fashioning as a shaman.

Remizov's first exposure to shamanism, even by the mos
came in 100 during his exile in Siberia, in the Zyrian town of Ust-Sysolsk.?
Thee years of living in a province populated by christened shamanists
prompted his interest in Zyrian folklore. In a 1903 letter to Serafima Pavlovna,
Remizov tells about a visit from a certain zyrianin (a Zyrian) Nalimoy, who

hamanis

ic imagery

cautious account,

retold to Remizov the old legends he had been recording.!® Nalimov left some

of his materials with Remizov, and less than @ month later the writer finished
his own compilation of “short prose poems” based on the legends; he com-
bined them under the title The Zyrian World (Zgrianskii mir) " Probably around
the same time, Remizov began to read ethnographic studies by prominent
authorities on Siberian culture—M. Khangalow, A. Anokhin, N. Kharuzin,
D. Anuchin, V. Mikhailovsky, V. Bogoraz, and A. Spitsyn.* While for the most
part their books described the mythology and practice of shamanism, some of
the volumes were simply illustrated catalogs that contained photographs or
sketches of objects and artifacts used in the Aamlanie. Among these catalogs
were the popular Russian Antiguities in Artifacts compiled by Tolstoy and
Kondakov (1890) and Savenkov’s tome On Ancient Artifacts from the Enisei
River (1970).4 That year shamanism was such a pervasive topic that even
allments of Anuchin's

the popular newspaper Birzhevye vedomosti ran ir
ethnographic essay “Spiritism and Shamanism.™ Those readers who wished
to see the described artifacts with their own eyes could visit one of many
extensive private, municipal, or imperial collections. Even aside from any
ethnographic concerns, shamanism gained popularity as & generic metaphor
for magic. One of the most informed of Remizov’s contemporaries, the well-
known turn-of-the-century anthropologist Valdemar Bogoraz, acknowledged
that the shaman's “tricks strangely resemble the doings of modern spiritualists™
(19049, 439). J

When we consider the multiplicity of references to the various aspects of
shamanism and related Siberian cultures in Remizovs works, it is clear that
shamanism entered his artistic vocabulary from the outset. His very first text,
A Girl’s Lament Before Marriage (Plach devushki pered zamuzhestwom) (1902),
is based on Zyrian folklore.!” The title of Sunwise (Posolon), the collection of
fairy tales published in 907, derives from the notion of a tree from which
a shaman's drum is made, and which must grow po-solon’, sunwise, “toward
the sun.”® Sunwise is also the direction in which the rings of the shaman’s
drum should move during the Aamlanie cetemony.'” Remizov’s books Siberian
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Gingerbread (Sibirskii prianik, 1919) and Siberian Tale (Sibirskii skaz, 1922)
consist of cosmogony tales that owe much to the folklore of the Yakut, the
Karagass, the Chukchee, and the Menegr tribes (at the time the first three
groups were christened shamanists, and the Menegr simply shamanists).”
His well-known tale 7he Indefatigable Drum (Neuemnyi buben), as Greta
Slobin has shown, is based in the concept of shamanistic trance.”
more prominent visual references is the cover Remizov designed for his book
Zuenigorod oklikannyi, where Remizov has cited a detail from a Khakas drum,
an illustration of which was published by Klements in 18,

The drawings in Siberian Tule show a similar affinity to anthologized
shamanistic images, although most of them are not necessarily traceable to
any particular illustration. Rather, they were inspired by the aesthetics of
shamanism. The third drawing (plate o), for example, may be based on the
several following prototypes. First, the creature in Remizov’s drawing is akin
to an owl, published in illustrations at least twice: in an essay by Anuchin on
the beliefs and the art of the tribe called Priuralskaia Chud’ (translated loosely
as the Ural Region Strangers), and in Spitsyn's atlas of shamanistic images™
(figure 6.14). Both of these publications, as we will shortly see, triggered other
images in the album. Second, Remizov could have had in mind a traditional
decoration in the shape of appliquéd ribs from a Karagas shaman costume
(figure 6.18)* or an Altai shaman costume. Third, it could have been derived
from a sulde image published by Spitsyn® (figure 6.1c). Fourth, the drawing
could refer to the Altai tradition of representing a deceased shaman on the
surface of adrum. In such a case Remizov's drawing would depict a shaman's

Among the
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F1GURE 6.1 (a) Owl (Filin) (Spitsyn
1906); () Karagas shaman's costume
(Anokhin 1924); (c) Sulde image (Spi-
tsyn 1906).




FIGURE 6.2 (4, 5,0). Altai drums
(Anokhin 1924).

head, i the uppe porion of the drum,and  sacred e i the lower gt
o [‘Q‘:diai‘]f;“ e :-zc)l.;Last but no least,the source of inspiraion
R Uf“gfaun;is et annotated publication of indigenous
e )

i Spcdi Za;‘z;‘:mvg;ap}:m description, “most of the ‘ground spirits’
e t&Lhukcbcc agree that they are numerous, and
e i e VT:C“‘ le anyriing on carth. The ground spirits often
appede i e an viions 1 1 rowd of biack beings and act collectively

types of spirits, who act individually and mistrust one another™
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r1cuRe 6.3 Ground spirits (Bogoraz 1904-9)

The pages of the album harbor at least five such ground spirits. The spirit labeled
“d” resembles the animal in Remizov’s eighth drawing (figute 6.4)-

The tenth drawing (plate 70) recalls the spirit-insect labeled ‘c” that begs
to be compared to the so-called “fantastic animal with bristing hair on its
back™ from the drums of the Khakas and the Teleut. The fantastic animal
“fizardlike beast” of the Permian animal style. This
n, representing hostile
On Teleut drums, evil,

traces its genealogy to the
beast was traditionally seen as “the antagonist of the su
beginnings, a progenitor of evil, death, and darkness.

represented by the fantastic animal, is countered by good. There the beast is
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FIGURE 6.5 Schematic drawing of Teleut shaman drum (now in the
Museurn of Anthropology and Ethnography; St. Petersburg)

22

depicted along with three larch trees in whose branches nests “the mother
of all birds” from the last extant drawing in the album” (figure 6.5 and plate
11). Tt is quite possible that the bird in the drawing is “the prophetic gagara”
described by Anuchin as a sacred bird sent by the shamans® (figure 6.6). The
“mother of all birds” reappears in the line-up of the ground spirits (figure 6.3),
labeled “.” Compare these birds with the one from the album (plate 11). The
twelfth drawing from the album shows a harelike creature that looks a lot like
the spirit labeled “b” (figure 6.3). Its alternative prototype was published by
Spitsyn™ and described by Zelinin® (figure 6.78). The last of the ground spirits,
marked “6” (figure 6.3), corresponds to the subject of Remizov’s fourth drawing
(plate r2). This drawing shows an animal holding something in its paws. An
analogous creature can be found in Anuchin and in Spitsyn. In Anuchin the
FIGURE 6.4 Sierian Tale (Sibirskii skaz), Alexci Remizov, 1940. Tndia pt ",ﬂmca “m. anthropomorphic cxeatus’ i Spitym, less vihly "
ink, watescolos, and gouache, 175mm x 115 mm. Reznikoff collection. bear with its prey™” (figure 6.8).

A bear does appear in the thirteenth drawing of Remizov’s album. It evokes

abear from a plaquette illustrated in Spitsyn™ (figure 6.9, plate 13). Another
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¥IGuRE 6.6 Bird figurines: gagaras (Anuchin 1914)

iale (Sibirshii skaz),

177x 115 min, Rez
(Spitsyn xg06)
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F1GURE 6.8 Bear with prey
(Spitsyn 1906; Anuchin 1899).

FIGURE 6.9 (delowe) Plaquette with bear
(Spitsyn 1906).

FIGURE 6.10 (A) Siberian Tale (Sibirskii skaz),
Alexci Remizov, 19.40. India ink, ware
gouache, 175 x r12 mm, Rez
ncient copper frog (An
tog (Spitsyn 1906).

anthropomorphic source for this image could have been Anuchin's illustration
of a man crouching on a lizard.®

The creature from the ninth drawing (figure 6.104) is most likely done in
imitation of the frog from the Khakas drum* or the ancient copper figurine of
2 frog published, among others, by both Anuchin and Spitsyn®® (figures 6.108
and 6.10¢).2

Twill return to the fifth drawing of the album (plate 1) later in the chapter.
For now I will limit myself to a single iconographic reference. According to
Zyrian mythology, a duckling, depicted by Remizov on the lower right, re
he duckling was reproduced in Spitsyn*

resents “the female progenitor:
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FIGURE 6.11
Duck figurine (Spitsyn
1906),

(figure 6.11) and in Bogoraz, where it
a cord (figre 6.12).

The creatures from the remaining five drawings of the album most likely
represent the ongans or praying figurines, which were the subject of Zelenin's
1936 book Kul't angonow v Sibiri (The Ongon Cult in Siberia). The animals—a

hown along with other talismans on

squitrel (first drawing), a snake (second drawing), a seal (sixth drawing), and
a reindeer (cleventh drawing)—all figure in Zelenins ongon treatise, where
he reproduced some of their prototype images. * Remizov must have been
familiar with Zelenins work from the cthnographer’s carly collections of
nosthern fuiry tales.” Perhaps it was 7he Ongon Cult that refreshed the long-
familiar images of the shamanistic artifacts in his memory. Two copies of this
book were available at the library of the recently opened Musée de Ihomme
(Museum of Mankind) in Paris. Founded in 1937 by Paul Rivet, who became
its first director, the museum housed the Siberian collections formerly in the
Trocadéro Museum of Ethnography: Remizov corresponded with the Museum
of Natural History shortly after he produced the album Siberian Tale.*

Remizovs use of pigments in the album's drawings serves as further
testimony to his characteristic attentiveness to the particulars of his sources.
Most figures are done in an outline of black india ink on white paper. The wri-
ter must have remembered that, in Kharuzin's famous description, the animal-
helpers of shamans could only be black or white.* The alternating yellow and
blue probably refer to a Buriat tradition of ongon-making from yellow and blue
scraps of fabric.® Moreover, the drawings in the album show kinship with the
Kulai region bronzes, because the coloring on the inside of the pictographlike
contours resembles oxidized bronze™ (figure 6.13).

Still, as much as these published illustrations of shamanistic artifacts,
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FIGURE 6.12 Charm string (Bogoraz
1904-9).

Spitsyn's atlas of shamanistic images, and Chukchee sketches could have
served as models for the drawings in the album, it is probably a stretch to
suppose that during his work on Sierian Tale in 1940 Remizov had before
his eyes the full run of Zée Ethnographic Review or The Ethnographic Buletin
of the Siberian Division of the Russian Geographic Suciety. The alburs images
are an amalgamation of shamanistic references that add up to a pictorial
equivalent of kamlanie. The purpose of this Aalamanie can only be discerned
through examining the texts from the RGALI manuscript. A closer look at the
smogonies and the

texts brings into focus the connection between Siberian c
realities of émigré life in wartime Paris. One of the three tales in the manuscript,
the Yakut tale “Constellation of Seven” (“Stozhary”), describes how  shaman
by the name of Chakkhchygys-Taasu (Crackling Rock) embarks on splitting
a fiery star into a constellation of seven smaller stars so that the winter would
end sooner. The theme of unwelcome winter reappears in the album’s zapis'
(inscription), which relates the conditions in which the album was created:
“Kocheneiu/ tak xolodno pronzitel'no v komnate/nochiion i s potolka teche” ([ am]
freezing/such a shrill cold in the room/and the ceiling is leaking during the
night). As Chakkhchygys Taasu performs his brand of shamanistic magic
to shorten the dreaded winter, Remizov does what he can to alleviate the
hardships of his. The result of this acsthetic kamianie s a stunning work of art
that he was probably hoping o sell to pay for the badly needed fuel for his
apartment, keeping out the “shril” cold of Parisian winter (the album is dated
December 8, 1940). The fictional content of the tale scems to have suggested
to the writer a course of real-life action.
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FIGURE 6.13
Bronze figure
(Spitsyn 1506).

Remizovs fascination with the aesthetics of shamanism was only a
superficial sign of his affinity with the shamans. Addressing, through his
writing, the already deccased Alexander Blok, he openly called himself
shaman: “Somewhere, maybe more than once, we have met . .. you in armor
beating a cross, I in my tall fox-fur hat accompanied by the wailing and the
beating of the drum.” Such self-identification was more than a rhetorical
move: Remizov’s behavior and his surroundings render a myriad of references
to himselfas a shaman, Remizov must have found the shaman’s persona suitable
for his own self-mythologizing because it offered certain traits and attributes
already dear to him. An overview of the tenets of shamanism will show what
in particular enticed Remizov.

Shamanistic cultures of the Russian North are intrinsically liminal be-
cause of their duality of faith or duseverie. Siberians regularly combined a
form of supplanted Christianity with native paganism. By the first quarter
of the nineteenth century, Christianity (in form) coincided with shamanism
(i practice) among the Buriats.* Russian ethnographers and travelers also
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observed various manifestations of duseverie among the Yakut ™ the Lapps,
and the Zyrian.” As Christianity gained force, shamanism came to be seen
as transitory. In his 1912 book on the Buriats, Termen glecfully predicted the

1 end of sh “ S

last smoldering log from the sacrifi

porary] shamanism represents only the
flame of past shamanism; one cannot
relate to thislastlog as to the former fire and seeinits thin caustic smoking the
enexgy of the former fre it is necessary to extinguish this smoldering log,™
But some fifty years later, a reseatcher who traveled to the North described
@ kamianie titual that ended with “an improvised prayer to the Christian
deities.” “This religious duality clearly interested Remizov, who ended his
2922 Siberian Tide with an thnographic commentacy on different peoples in
¢he book. In each instance he refered to their belifs, identifying the Karagas
and the Yakut as “baptized shamanists. ™ Far from sharing Termen's desire
that contemporancous shamanism die out as soon as possible, Remizo drew

inspiration from its myths and legends.

Perhaps the most apparent point of attraction for Remizov was the pos-
sibility of breaking out of ordinary perception through the shamans cestatic
experience.®! AsT explain in the introduction, Remizov feared normalcy because
in his view it precludes creativity. His belief that an artist must enter some
paranormal state in order to create would have made shamanistic ecstasy an
appealing model for transgressing normale
an exaltation, he gains the ability to penctrate the world of the spirits. Likewis

When a shaman sings himselfinto

through the use of language a writer or a poet opens up his imagination to new
dimension. The shaman's ecstasy, therefore, provided Remizov with an exotic
alternative to the occidental cliché of poetic inspiration. Ironically, if we recall
Plato’s words, this clichéd occidental inspiration may have originated in the
notion of ecstasy: “he who approaches the gates of poetry without inspiration
received from the Muses and hopes to become a true poet only because of his
skill, s not a poet; and his art is the art of common sense, it vanishes before
ecstatic art.™ Such an apotheosis of the poct’s ccstatic cxperience echoes the
esses the

idea that shamanistic ecstasy is a special gift: “not everybody pos
artistry of shamanism; it cannot be learned—it is something inborn. In

Eliades view it is through ecstasy that a shaman joins the ranks of privileged

persons” and becomes the like of “sovereigns, heroes, initiates.”

Remizov could have also been drawn to a shamanistic persona by the
traditional parallel made between shamans and wizards. According to Nikolai
Kharuzin's famous work “O noidakh u drevnikh i soviemennykh loparei”
(“About the Noids Among the Ancient and Contemporary Lopars”), the noids
as the Lapps called them, combined the functions of shaman and wizard.*
Mikhailovsky referred to shamans as wolshebniki (magicians) and kudesniki
(conjurers) throughout his book,” and Kandinsky used the term Asfdun (sor-
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cerer)in his cthnographic study of the Zyrians to describe shamans.# Remizov
Jnew of this association and referred to Lapland as “a country of wizards." To
encourage his visitors to sce him as a wizard Remizov even dressed the part,
Vitually every description of Remizov at his home includes some mention
of the host dressed in multicolored, multilayered garments that give him the

frequent are mentions of Remizov’s ‘magical”

appearance of a conjurer. No less
powers as  performer of recitals: “he does not read, he c:
Natal'ia Kodrianskaia.” Tt is *
Remizov in his autobiographical novel Splinter (Iveren').”* Opleshnik (wizard),
from the verb apletat’ (to enchant), was the name Remizoy chose for the
publishing enterprise sct up by his friends in the late 19405 Significantly, in
the same explanation of the word gpleshnik, Remizov added that it also stands
for “oracle’—another traditional occupational specialty of shamans. Tn the
end, this self-depiction as a magical figure scemed to have worked: Remizovs
guests saw him as having “something of the ancient storyteller, something of
the ... performer, something of the wizard.”

Abnormality is another essential trait that separated the shaman from the

restof the tribe,and more than a few of Remizov’s acquaintances ascribed to his

sts spells,” recalled
s if my voice was enchanting them,” wrote

izardly character justsuch a
which explained how before becoming a shaman one must have shown himself
“to appear mad, surprised, and fearful.” Other carly books and essays equate
this abnormality with madness and cpilepsy. Many turn-of-the-twentieth-
century descriptions of shamans read like studies of psychological deviation.
Rychkov, for instance, spoke about shamanism as a “psychopathological
condition . . . connected with hysteria, epileptic and extreme  nervous
seizures.”" Likewise, abnormality persists as Remizov’s basic characteristic in
both biographical and autobiographical literature.” As one whose eccentricity

1 inspired ad and annoyance in the people around him, he
must have understood that the shaman’s abnormality lent him the status of
powerful wizard while subjecting him to social ostracism. Tnteresting in this
respect are Remizovs thoughts a year before his death on the subject of being
“abnormal”: “Stranger from ‘strange’—unusual. From here comes the name
chud’. Not a stranger—‘our own kind, a song sets off ripples in my feelings
and the word, ‘not a strange [song]'—[a song] of one earth, of one sky (gold of
the moon, silver of the moon)” (Chuzhoi of “vhudy’—neobyknovennyi. Otsiuda
1 nazvanie ‘thud.” Ne chuzhoi—'svoi,” pesnia vskolykbhnula moe chuvstvo i slovo
nechuzhduia—odnoi zeml, odnogo neba [zoloto luny, serebro solntsal).” This
embittered explanation of the origins of the word chud’, perhaps a reference
to the Northern tribe known as Priuralskaia Chud’ (Ural Region Strangers)
mentioned earlier, shows the ambivalence of Remizov’s attitude toward being
seen as abnormal or strange. Ambivalence also characterized others’ reactions:

cited an early source,
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they were attracted by the writer’s “strangeness/eccentricity” (chudngm) and
repelled by his “strangencss/otherness” (chuzhin). .
Remizov’s contemporaries particularly diverged in their reaction to his
dwellings. His peculiar surroundings always surprised visitors; almost all of
the memoirs detail—sometimes with amused bewilderment, other times with
ill-concealed irritation—nhis apartments’ whimsical decor.” But what scemed

g

y or prep to the uninitiated eye was a fairly accurate replica
of the shaman's tent. An attentive reader of cthnographic studies on shamanism
would at once notice the similarities between a traditional shamans string with

various amulets arranged on it, such as the string with the duckling published
by Bogoraz (figure 6.12), and Remizovs famo

rope with talismans. The
Chukehee “wooden spirits™ bear a definite resemblance to Remizov’s beloved
branch-toys,” while his dolls made of fabric, metal, and scraps of leather are
akin to the Siberian praying idols, known as ongons.” Unlike the more common
interiors that reflect only the character of their human occupants, Remizov’s
apartments were equally an abode for his toy animal spirits.

Such a treatment of ones living space agrees with Siberian traditions,
where the shamans dwelling is also a sanctuary for his zoomorphic spirit-
helpers. Sharing one’s house with the spirit-helpers plays a part in shamanistic

egalitarianism when it comes to designating the presence of a soul.® The
Chukchee, for example, considered all things to be sentient and thus able to talk
and walk on their own.* According to Bogoraz, “ground spirits” reciprocate the
equality of relations with people as they hunt men whom they call “little seal,”
and benignly extend the title of “the ground spirits” to shamans.” Remizov
took these beliefs seriously: Natal'ia Kodrianskaia remembered that he treated
his toys “as if they were alive.” He fondly said of them that “there are toys
which have a heart and they breathe (est’ igrushki s serdssem i oni dyshat).”
With a bit of narrative help,in the words of his rgxo interviewer Kozhevnikov,
Remizov’s toys “gazed from the table and from the walls like some tiny idols,
coming to life when their “owner” talked about them.* The toys, in turn,
enlivened Remizov’s creativity, possibly even kept him alive, Ifwe are to believe
fiction, it was the toys that came to his help and “pulled him from under the
car” during his 1927 accident in Paris when he was pushed down and nearly
struck by a passing car Were they the “horned, winged [and] tailed” ereatures
alongside Remizov’s self-portrait in his “ladder” drawing (figure A1) I describe
in the introduction?” This interesting image first surfaced in a 1926 letter to
d his correspondent to send him

Piotr Ustimovich,” where Remizov promi
similar drawings of his toys, for which Remizov was trying to arrange a new,
institutional, home at the time by giving away most of his toy collection to the
Pushkin House.* Remizov’s “horned, winged, [and] tailed” monsters further

enhance his image as a shaman because they correspond to the Lapland noids
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wsual trio of animal-helpers: a reindeer, a bird, and a fish.” With such a solid
base of spiritual support Remizov would make a good candidate for a shaman
even in an ethnographer's opinion.*

Remizov traced the initial appearance of his toys to the time of his first
book, Sunwise [Pasolon’] (1907). He told a story of how a Moscow psychiatrist
had ordered his female patient to make the toys from Remizov’s fairy tales.
When, after a few months, the project was complete, the woman, who used
to hallucinate about being tortured by monsters (pered nei kaposhilis' i muchili
ce chudishoha), felt better; the monsters had disappeared. Remizoy inquired
about the source of the woman's ailment, which turned out to be of an “crotic
nature.” Proud of the cure provided by what he called his “seeds of life” (sermena

zhizni), Remizov ordered copies to be made of these toys and installed them
in his Petersburg apartment.” According o Kodrianskaia, it was after he gave
up the Sunwise toys later in the decade that Remizov begin to gather his
“bizarre, ossified, wooden creatures,” which Kozhevnikov got fo know during
his visit to the writer® Among these creatures was the dry twig “Maroun”
who became the protogonist of Remizovs 1910 namesake text.””

Much like Remizov in the above-mentioned Utro Rossii interview, a sha-
man, inspired by his spirit-protectors and spirit-helpers, becomes a performer
and a storyteller. In shamanistic cultures, which granted great power to
the spoken word,® Aamianie was a form of poctry-making, and not just
metaphorically. Anuchin, in his seminal 1914 cssay on Eniscan shamanism,
pointed out that the imperative form of the verb shamanit’ (to shamanize)
can be translated as a demand to “sing”™®' Later sources confirmed this
connection—the Sanskit word saman (stamana) actually means “song.” Tn
shamanistic cultures a poet is also a prophet and a scer, a mediator between the
divine world and the human world, for he possesses the “Word.”" Anuchin
depicted the storytelling talents of the shamans from the Enisci region in the
following passage:

When not otherwise engaged, 2 shaman is sometimes requested to
shamanize without any particular goal, simply for diversion, and in such
case he replaces a storyteller. Usually, the shaman tells about countries and
peoples, repeating along the way, sometimes with variations, some well
known fairy tale, a legend, a myth. The shamans who are considered the
best mimic and gesture as they convey a conversation between characters,
attempting to differentiate the specch of each [character] with particular
pronunciation, “to speak in different voices.”. . . A shaman who is unable to
convincingly narrate fairy tales and legends, unable to portray a character,
will not be successful. !
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FIGURE 6.14 Photograph of Alexei Remizov, Berlin, 1923
Institut Russkoi Literatury/Institute of Russian Literature (IRLI).

This narrative capacity could be Remizov’s credo as a storyteller. First, the
shaman is the source of fairy tales, a keeper of folklore—the writer told
fairy tales his entire life, starting with his carly practice during his Siberian
exile when he spent most of the time allotted to his tutorial dutics (he was
hired to teach academic subjects) in telling fairy tales to his pupils®* He was
fortunate to have a fairy-tale writer, Natal'ia Kodrianskaia, as his ultimate,
o first book, Sunwise

now literary pupil. In print, it was the same. Remizov’
(1907), was a collection of fairy tales. Half a century later, in 1957, in his last
published book, ke Circle of Happiness (Krug schast'ia), Remizov used fairy
tales and legends as a blueprint for the story of his own life.'™ At the time of
his death, he was finishing yet another volume, ¥/ith Peacock's Plume (Pavlin'im:
perom), containing fairy tales and legends of diverse origin. Moreover, shamans’
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traditional role as the guardians of folklore was something to which Remizoy
aspired throughout his life as a writer.” Second, the shaman’s tales speak of
different “countries and peoples,”and so did Remizov’s tales, with their subject
matter deriving from cultures as diverse as Tungus and Persian. Third, the
shaman-storyteller gives a “variation” of  familiar tale or legend. The writer
deseribed this kind of narration as “fitting foreign legends to one’s nationality
translation of foreign style into ¢ y language” (

chuzhikh skazanii & svoei natsional nostiz perevod chuzhogo stilia na sovremennyi
iazy#). This was precisely how Remizov built many of his texts over the years;
it is an especially apt description of his final story cycle of the late forties and
fifties, “Legends Through the Ages.” Finally, as a good shaman-storyteller
Remizov was known for his skillful recitation, his ability to speak in different
voices, and his masterful creation of characters. For as long as his failing vision
permitted he regularly read to a few close friends; he also gave recitations
before large audiences for a fee. Natal'ia Reznikova remembers Remizov's
storytelling as “enchanting” and capable of generating genuine fear when the
story was scary." Remizov’s own recollections of his listencrs' reaction support

Reznikova’s memories."

“The penchant for masterful storytelling did come with a desirable (for
Remizov) side effect: in Siberian cultures a gifted and successful storyteller
would always be seen as “abnormal” in particular because of the association
between storytellers and shamans. Writers such as Shternberg perpetuated this
connection of storytelling to shamanism by calling storytellers “extraordinary
typels], true appointecfs] of the gods” and reminding his readers that “it
was not for nothing that the storytellers were most often shamans or their
descendants.”™ Later scholars even suggested a “genctic relationship of
shamans and storytellers,” arguing that storytellers descended from shamans
ina direct lincage." Remizov accepted, even welcomed the outsider status that
would accompany the vocation of storyteller. This much is evident from the
rhetorical question that Remizov posed in Sp/iner (“What storyteller can be
normal?”*%) and from a note in his 1950s workbook: “measuring by the lifc of
anormal man, it is h:ud to imagine how a storyteller can exist in this world.””

Scholars have al d the textual similaritics between shamans
and Remizov as storytellers. ¢ This connection is hardly surprising given the
importance of Zyrian folklore for his poctic language.!” Remizovs inventive
witings relate to the shamanis sacral language in which they “experimented
with words; . .. possessed a range of descriptive means including metaphors,
symbols, and allegories, . . . knew how to enrich utterances with thyme or
thythms, with different kmds of sounds, ornamentation, and contextual content
variations.”** The characteristics of shamanistic word usage in fact played a role
in Remizov’s own verbal constructions. Like Remizov, the shaman-storytellers
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incorporated a “wide use of metaphors in descriptive narrations the
archaic words and formulae; expres

use of
sions; atificial derivation, declension and
conjugation; new words produced by onomatopoctical means and by arbitrary
metathesis; loan-words alien to ordinary lmng\ngc s

n ethnographic inguist
who was Remizov’s contemporary even suggested that these qualites of the
sacral language of the sharnans make it a species of poctry.

Perhaps as important as fairy tales to a proper understanding of Remizov's
affinities with shamanism are dreams. Remizov connceted the two: “A fairy
tale is a dream come true” (skuzka—snovidenie viay’). He insisted that
some legends and fairy tales actually derive from dreams: “A fary tale and a
dream are brother and sister. A fairy tale is alitcrary form, a drcam may take a
literary form. Some fairy tales and legends come from dreams” (Skazka i 50—
rat i sestra. Skazka—literaturnaic forma, a son mzhet byt iteraturnoi formy,

skazok i leg .2 T shamanistic cultures,
dreams have traditionally been seen as the shaman's domain, not least because
shamans were expert readers of dreams; often the shaman’s own instruction
happened in dreams.! Later scholars argued that dreams were also the
imaginarium of shamans, who, like any other “fantasy-prone personalitics,”
thrive in their arbitrary mental space.” Entirely in the spirit of shamanistic
cultures, Remizov perceived dreams as the continuation of waking reality. He
made the writing down and sketching of his dreams into a daily ritual. ™ His
“dream legacy” includes the book Martyn Zadeka: A Book of Dreams (r954),
an illustrated album (r937) by the same name, and over a dozen volumes of

his graphic diaries—a new gente where narrative was based on images with
only occasional inscriptions. The diaries, which take the form of albums with
ink line drawings, describe real events incorporated into dreamscapes (figure
6.15).

Every morning upon waking, Remizov sketched the night’
sometimes accurately, at other times altering its content. The graphic diaries

dream,
that resulted from this “documentation” served as a counterpart to the more
conventional diaries Remizov kept at different points in his life. But in contrast
to his written journals, Remizovs graphic diaries do not distinguish between
reality and imagination. This is intrinsic to the graphic diary’s genre because of
its position on the border between the realms of dream and waking. They were
also arguably Remizovs most eccentric and controversial art form, in which he
probed the limits of the acceptable. Their drawings often depicted Remizovs
acq) in rather comp s0 much so that one of
them, the poet Vadislav Khodasevich, once demanded that Remizov cease
dreaming about him. % The genre of the graphic diary became increasingly
indispensable with the passage of time. As Remizov’s friends gradually died
off, it remained as one of the few ways for him to communicate mentally with
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PiouRE 6.15 Page from a graphic diary, Alexei Remizov, 1930 Re-
produced in N. Kodrianskaia, A/exei Rer Paris: N. Codray, 1959).
Institut Russkoi Literatury/Institute of Russian Literature (IRLD).

the departed.”” Hundreds of pages of Remizov's graphic diaries depict friends
already dead alongside the living. “Through dreaming a man can penctrate
‘the other’ world, it is the only little entrance thereto,” he wrote in a dmft o
one of his later books.” The implied parallelism between the living and the
dead is characteristic of shamanism. Lapps, for example, believed that the dead
lived in a world similar to the world of the living.” When shamans go ont
their “magical flights” they bring back messages from the world of the dead

. ‘
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to the world of the living™ In the myths of Tuva, only
and hear the dead man's soul and speak with dead men as if they were alive."
‘The traditional Yakut shaman costume even has a small spherical ornament—
faun—a metaphorical sun meant to light the shamans way in the twilight land
of the spirits. 2 b n

hamans could see

And it is often in the dream-space that the shaman mects the
dead. ™

Remizoy must have appreciated the Siberian shamans talent for conversing
with the dead. In his dedication for Serafima Pavlovna's copy of the 192
Siberian Tale, he called it knigla) mertuykh (book of the dead). ™ The refer
suggests the role of the author as a shaman who leads the souls of the deceased
on their final journey."" But whereas the 1922 book and even the 1940 album
can only be considered as “a book of the dead” metaphorically, in 1043, the
year of his wife’s death, Remizov actually drew a chilling composition titled
“From the Book of the Dead” (‘Tz knigi mertvykh’)." The drawing consists
of three vignettes—a larger composition and two smaller segments, It shows
a dying person's last vision, the corpse with the guardian angel, and the burial
proper. The text, which is dispersed in boxes next to the segments, suggests that
the subject of the drawing is Remizov, who himself (symbolically) dics and is
buried in the same cemetery (Bagneux) as Serafima Pavlovna. This imaginary
last journey proves how deeply Remizov had absorbed the mythology of the
book of the dead.

The shamans’ ease of communication with the dead extends into their ease
of communication with animals. In the land of Siberian shamans, animals were
supposed to live just like people, with their own housebolds and even their
own country. ¥ The spirits were also part of this equation because originally
all spirits had animal form.”* Remizov accepted the parity that the Russian
North granted to the animals'™’ and used it in the 1922 tales of Siberian Tale.
In them people and animals love and trick each other as if they belonged to
the same species.' This mixing of man and beast happens in the album as well.
In the fifth drawing (plate 14), Remizov pictured himself alongside a group of
people and a creature from the animal world, thus fulfilling the shamanistic
function of the antl hic and the hic.' (
decade later, in 1950, Remizov published his Tile of the Two Beasts: Ikhnelat,
in which anthropomorphic animals act alongside the only human of the story,
its central character, Ikhnelat.)? It is hardly coincidental that the animal
in the picture is a duckling, a bird that was considered a female progenitor
among the Zyrian people. By its implication of a union between the female
progenitor and the artist, whose likeness is represented in the figure facing
the bird, the fifth drawing—the only image in the album that brings together
the human and animal world—reiterates the theme of creation through the
shaman’s kamlanie. This key scene also strengthens the connection between the

ce
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Siferian Tule pages from RGALI and its namesake illustrated album from the
Reznikoff collection. The composition of one of the drawings from the pages
of the RGALI manuscript (figure 6.16) is particulaly close to that in the fifth
drawing of the Reznikoff Siéerian Tute, only in the album the man on the right
is replaced with the duckling.

“This substitution can be casily explained: the RGALT image is anllustration
to the story, the text of which it follows, while the more cosmogonic drawing
of the album fits in well with its overall shamanistic creation theme and its
outcorne, the animals featured in the album. The menageric of the album owes
to one of the texts featured in the RGALI manuscript. The Manegr narrative
“Liudi i i” (“People and Animals”) is a creation tale that culminates in the
“making” of animals; the animals of the album are brought into existence by
the artist whose self-portrait vis
fifth drawing. '

Last, but not least, the shaman’s position as “an inspired intermediary”who
establishes contacr through ecst: minal to understanding
Remizov’s self-fashioning as a shaman. A good shaman is defined by his
killful communication with that which is inaccessible to others. Already
Mikhailovsky spoke of shamans as “singularly gifted people, intermediaries
between their tribesmen and those enigmatic forces.” The shaman becomes a
medium between people and spirits or people and animals by making “symbolic
representations in word and action” of the ineffable.* The poet does much the
same. ¥ This mediating component, which parallels Remizov’s own liminality,

a-vis the duckling-progenitor appears in the

ic experience’

must have legitimized his vision of himself as a shaman. Throughout his long
life he balanced on the verge of times, spaces, styles, and norms of behavior. His
artistic talent was in his ability to combine things that often lay on opposite
sides of the dividing line. In a genuinely shamanistic way Remizov could turn
that which was accessible only to him into “spiritual” food for his kin, a minor
miracle that he never took for granted: “what force there is in a man, . ..
shaman can breathe out fire,

While Remizoy was perhaps most thoroughgoing in his self-association
with shamans, he was by no means the only one of his generation to use
shamanism in configuring his own aesthetic program. Much of the appeal was
in the shamanistic ritual itself. Kam/anie could be seen as an art form that
incorporates sound, image, word, lighting, and movement, ™ and its synthetic
quality is consistent with early-twenticth-century aesthetic aspirations. The
Russian symbolists held that poetry was a form of revelation through the ecstasy
of the author-theurge. They were drawn to the shaman’s image as inspited
medium, as well as to the ritualistic quality of shamanism. 0 Peg Weiss
Anthony Parton'® offer detailed studies of the way Siberian shamanism came
o reflect upon the art of the Russian avant-garde from the second decade of
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FIGURE 6.16 Page from Siderian Tale (Sibirskii skaz), Alexei Remizov

1940. India ink on paper. RGALL f. 420, 0p. 6,10. 4, - 6.




the twentieth century. According to Parton, Mikhail Larionov showed interest
in the ethnographic details of Northern art,and even bought one sacred Busiae
drawing and a copy of Khangalov’s 1890 monograph on Buriat shamanism,
Larionov’ interest in Buriat shamanism is evident in the images of Starinnaia
Jiubow’ (x912), Mirskontsa (1912), and Pomada (1913). For him, as for
Remizoy, shamanistic reference was only one of many references to various
indigenous follores (for example, Seythian, Egyptian, and Turkish). Weiss
explains Larionov’s use of Siberian shamanism as a representation of primitive
art that was “closest to home” (132). But unlike Remizov’s ethnographiclly
accurate immersion into the shaman's persona and his surroundings, Larionov’s

attraction to shamanism expressed itself only acsthetically.

Western European poets and artists, much like the Russian symbolists
carly in the century, were mostly drawn to the image of the shaman as a
frenzied intermediary and a magician. This interest was at the root of Jules
Monnerot’s La poésie maderne et le sacré published in 1945 by Gallimard, The
surrealist Leonora Carrington painted a portrait of her then-lover Max Ernst

25 a shaman only a year before Remizov put together his album.™* Remizovs
contemporary, the saturnine Hungarian poet Endre Ady (born like Remizov
in 1877) considered himself to be a shaman."* Georges Batille is said even
to have aspired to become a shaman.’® Michael Richardson has made a
convincing argument about Bataille’s shamanistic sensibility: 7 In Richardsonis
view, Bataille’s narration in his Inner Experience and Guilty mimics the tropes of
2 shamanistic journey, and his concept of “inner experience” s best understood
in terms of the shaman’s ecstasy.

Vasily Kandinsky's relationship with shamanism, as Peg Weiss cxplains
in Kandinsky and Old Russia: The Artist as Ethnographer and Shaman, is much
more complicated. Kandinsky took part in the 1889 Ust-Sysolsk expedition
and published his findings in Etnograficheskoe obozrenie. His scholatly
studies gave him 2 thorough knowledge of Siberian shamanism. The artifacts
of Zyrian culture (including shamanistic art) are at the core of Kandinsky's

carly images, and his interest in shamanism goes beyond the simple acsthetic
borrowing that Larionov engaged in. Weiss maintains that Kandinsky even
seemed to identify with the shamanistic illness that precedes ones initiation
into shamanism, compased the painter’s canvas to a shamas’s drum, and
appreciated the subtleties
of artstic performance.

of the shamanistic trance that results in some form
* Still, while Kandinsky's ethnographic explorations
were certainly more than mere iconographical building blocks for his art
‘Weiss nevertheless concludes that in Kandinsky's case one could only speak of
metaphorical association with the shaman's persona.|® This is in stark contrast
to Remizov’s adaptation of the shamanistic persona in its most characteristic
capacity—that of the intermediary.
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The Kandinsky Museu at the Centre Georges Pompidou holds eight
of the drawings Kandinsky made around 1923 as illustrations to Remizov's
shore storics.*! These drawings were to serve as a point of departure for a
joint publication (Remizovs texts, Kandinsky’s engravings) that the two
had attempred in the second half of the 19305. Weiss addresses this planned
collaboration in her book, rightly secing shamanism as a source of overall
inspiration for both artists, and particularly for Kandinsky
Remizov’s texts'® (figure 6.17). i

Until now, the circumstances of the initial stage of the project have been
unclear. Although Remizov and Kandinsky both lived in Betlin in 1921 and
1922, their first face-to-face encounter took place only in Paris, on December
31, 1936.'% Their existing correspondence, which spans the short period from
1936 o 1938, suggests that the meeting happened in the aftermath of
Kandinsky's exhibition in the gallery of Jeanne Bucher ¥ Remizov preserved
Kandinsky’s handwritten invitation of December 3. Some three weeks later,
on December 23, Remizov wrote to Kandinsky, telling him of his visit to
the exhibition and apologizing for having missed a chance to expres

illustrations of

his

respects in person at the vernissage, which he had missed.** Remizov then
telephoned Bucher to find out if Kandinsky could meet him at the gallery
on the following Thursday. In his response of December 28, 1936, Kandinsky
returned Remizov’s compliments and confirmed their mecting. It was probably
then that Remizov and Kandinsky first raised the possibility of an aristic

collaboration. The subsequent two letters, which they exchanged in early 1937,
confirm this supposition. On January 21, 1937, Kandinsky wrote Remizov that
he intended to discuss their project with Bucher, a potential publisher. He
mentioned that she scemed interested in the idea, but he wanted to speak to
her aboutitin detail, away from the distractions of her busy gallery. Meanwhile,
Kandinsky instructed Remizov to bring French translations of his texts to
Bucher. Remizov responded that he would copy out the French (and if French
was not available, German) translations of the tales in order to show them
to the gallery owner. This initial collaboration never materialized—perhaps
Bucher was not persuaded to sponsor the publication. The letters stopped for
almost  y