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This paper studies the works of the late-Soviet writer Venedikt Vasilyevich Erofeev
(1938-1990) with the aim of determining, based on the types, quantity, and hybrid
characteristics of the musical references present in them, if it is possible to speak
of a consistent “musical subtext” as one of the fils rouges in his creative writing.
In fact, similarly to what has been investigated by scholars about the religious and
literary domains, the pages of this author sui generis are scattered with hidden
references to several popular works and protagonists of the Russian, Soviet, and
international music scene. Drawing upon the methodological point of view on the
conceptualization of Lotman’s semiosphere theory, the article intends to recreate
the peculiar semiotic atmosphere in which Erofeev’s works were born, considering
also memoirs of contemporaries, critical materials and a recent biography of
the writer. The interdisciplinary approach of the research relates to the principle
of dialogue between the literary and the artistic, the musical and the semiotic
discourses. Among the manifold allusions in the author’s texts one can find famous
arias from operas and various pieces of classical music from the nineteenth and
twentieth centuries, of which, despite his modest means and his life on the margins
of society, Erofeev was a passionate and fine connoisseur. This was mainly possible
thanks to Soviet radio programmes, which between the 1950s and the late 1970s
constantly broadcast classical music and operatic arias: with their universal themes,
celebrated heroes and vocal virtuosity these musical motifs were intensely present
in the daily life of the Brezhnev era. According to a lot of testimonies, along with
alcohol, they were among the few elements able to “shake out” the greyness and
immobilism of those years, indelibly marking even the imagination of ordinary
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people. After a biographical contextualization of the author, the main areas of
interest will be the musical elements present in the famous prose-poem Moskva -
Petushki (1970) and in the tragedy Val'purgieva Noch, ili “Shagi Komandora”
(Walpurgis Night, or “The Steps of the Commander”, 1985). Secondly, some passages
of the Notebooks from the collection Bespoleznoe iskopaemoe (Useless Fossil, 2001),
of the writer’s youth diary Zapiski psichopata (Memoirs of a Psychopath, 1956-1957)
and of the unfinished rhythmic prose Blagaja Vest’ (The Gospel, 1962) will be also
taken into consideration.

Keywords: Venedikt Erofeev, musical subtext, classical music, Soviet songs,
Brezhnev era

[TpencTaBneHo MccnefoBaHMe IPOM3BENIEHMI ITO3/[HECOBETCKOTO IIycaTe-
na Benemukra Bacwiabesuua Epodeena (1938-1990) ¢ menbio ompemenuTb
Ha OCHOBE THUIIOB, KOJIMYECTBA 1 TMOPMIHBIX XapaKTePUCTHUK My3bIKATbHBIX
OTCBIIOK, IPUCYTCTBYIOLINX B €T0 TBOPYECTBE, MO>KHO JIYI TOBOPUTH O HOCTIe-
TOBaTe/IbHOM «MY3bIKa/IbHOM ITOJTEKCTe» KaK OJHOI U3 K/IIOUEBDbIX €0 TEM.
JeiicTBUTEIbHO, aHAJIOTMYHO TOMY, YTO JMICCTIeOBA/IN Y4eHbIe B 00/IacTI pe-
JINTUMO3HO U IMTepaTypHOI TeMAaTVKY, CTPAHNUIIBI 9TOTO YHUKAIbHOTO aBTOPa
HACBIEHBl CKPBITBIMY OTCBUIKaMM K HECKOJIBKUM IIOIIY/IAPHBIM IIpOU3Befe-
HISIM U UTypaM POCCUIICKOIL, COBETCKOI ¥ MEX/YHAPOIHOI My3bIKa/TbHOI
cLieHbl. MeTOHO/IOTMYecKy aBTOP OIMpPaeTCsA Ha KOHIEHINIO TeOPUN CeMUO-
cepst 0. JlormaHa 1 HaMepeBaeTCsI BOCCO3AATh CIIEU(PUIECKYI0 CEMIOTH-
JecKyio aTMoc(depy, B KOTOPOIT pogunch npoussenenus Epodeesa, mpunn-
Mas BO BHJMMaHMe TaKXe MeMyapbl COBPeMEHHUKOB, KPUTIYECKIe MaTepl-
abl 1 6uorpaguio mmcaTessi. MexAMCIUIUIMHAPHBII TOAXO[ MCC/IeLOBAHMS
CBSA3aH C IPUHINIIOM MAJIOTa MEXY INTE€PATYPHBIMU 1 XYL0>KeCTBEHHBIMI,
MY3bIKQJIbHBIMU U CeMUOTHYECKUMI JUCKypcamy. Cpeny MHOTOYVIC/ICHHBIX
aJUIIO3VIT B TEKCTaX aBTOPa MOXKHO B IIEPBYIO O4Yepefib BBIE/IUTb U3BECT-
HbIe apyM U3 OIEp ¥ Pa3IMYHbIe TPOU3BENEHNA KIacCuiecKoi Myspiky XIX
u XX BB., KOTOPBIMM, HECMOTPSI Ha CKPOMHbIE CPEeICTBA U XXI3HD Ha 00041He
obutectsa, Epodees Ol yBI€UeH 11 TOHKUM 3HATOKOM KOTOPBIX OH SIBJISI/ICSL.
9T0 6BUIO0 BO3MOXKHO B 3HAUNTE/IBHOII CTEIIeHN 6/Iar0fapsi COBETCKIM Pafiio-
IporpaMMaM, B KOTOPBIX IIOCTOSHHO TPaHCIMPOBAIACh NMOJOOHAs My3bIKa,
9TV MY3bIKaJIbHbIe MOTMBBI MHTEHCUBHO IIPMCYTCTBOBAIM B IIOBCEIHEBHOI
JKUSHU JTIOell OpeXXHEBCKOI amoxu. 110 MHOTMM CBUJETEIbCTBAM, Hapsagy
C QJIKOTOJIeM, OHY OBUIM CPERU HEMHOTUX COCTAB/ISIONINX SKUSHM, CIIOCOOHBIX
CKPacuUTh CepoCThb Tex 1eT. OCHOBHBIE OOBEKTHI UCCTIEHOBATEIBCKOTO MHTEpe-
ca aBTOpa CTaThM — MY3bIKa/IbHbIE 0OPA3bI, IPUCYTCTBYIOLIVE B 3HAMEHUTO
nosMe B npose «Mocksa - [lerymxn» (1970) n B Tpareguu «Banbiypruesa
Houb, win “Ilarm Komanmopa”™ (1985), a Takke B «3alMCHBIX KHIDKKax»
u3 cbopumka «Becnonesnoe mckomaemoe» (2001), B IOHOLIECKOM THEBHMKE
mycatess «3alncKuy IcuxonaTar (1956-1957) u B HesaBepLIeHHON pUTMIYe-
ckoii npose «barast BecTb» (1962).

Kniouesvie cnosa: Benenukt EpodeeB, My3bIKambHbII MOATEKCT, KIaCCHYeCKas
MYS3bIKa, COBETCKIIE ITeCHN, OPEeKHEBCKasI 9TI0Xa
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MYSbIKa — CpeOCTBO OT HEMOTBI.
MoxeTt 6bITb, BCA Hallla HEMOTA —
OT HEYMEHNA IINCATb MY3bIKY.

B. Epogpees’

The first part of this essay is devoted to a brief historical and cultural
contextualization of Venedikt Erofeev, aimed at placing his life and works
against the backdrop of the “counterculture” fuelled and disseminated
through the phenomenon of samizdat, as well as the peculiar traits of his
existential marginality during the Brezhnev era (1964-1982).

The most significant musical references in Erofeev’s works will then
be examined, in line with the tendency towards tsitatnost’ (citationism)
typical of the modernist literature of the Soviet period (and of the
following Russian postmodernism). The authors and musical pieces most
frequently present in the texts will be identified, taking into account the
writer’s musical competence and his heterogeneous personal preferences.
The analysis will focus on foreign composers as well as on Russian and Soviet
ones, also considering the cultural insights and commentaries provided in
the annotated editions of the prose poem Moskva - Petushki [see: JleBun,
1996; Epodees, 2003; Erofeev, 2004] and in the recent biography of the
author [JlekmanoB, CumanoBcknmit, CBepzioB]>.

Based on Lotman’s semiosphere theory, the different modalities through
which the manifold musical references appear between the lines of Erofeev’s
works will then be investigated, in order to determine some continuity
elements that support the hypothesis of a “musical subtext” as one of the
keys to the interpretation of the texts. In fact, from intertextual allusions to
comic-parodic downplaying, one can talk of an “inner musicality” of the
writer’s language even on the formal and stylistic level.

As a conclusion, based on the interdisciplinary (and intermedial)
dialogue between music and literature, attention will be concentrated on
some contemporary musical reinterpretations of the prose poem Moskva -
Petushki: the song Moska valza (2005) by the Italian songwriter Vinicio
Capossela (b. 1965), and the symphonic fragment based on the motifs of the
work (2014) by the Russian composer Rodion Konstantinovich Shchedrin
(b. 1932).

! [Epodees, 2004, c. 470]. “Music is a remedy for silence. Perhaps, all our silence comes
from our inability to write music”; unless otherwise indicated, all the English translations in
this work are by the author of the article. In the context of Erofeev’s work, this poetic statement
from the Notebooks could reflect his view on the limitations of language and the power
of music (or art) to express what words cannot. The idea that silence stems from an inability
to “write music” suggests a longing for an expressive medium beyond the constraints of prose
or speech, a theme that resonates deeply with the writer’s use of language.

> O. A. Lekmanov has been added to the register of foreign agents by the Ministry
of Justice of the Russian Federation.
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The author: Biographical Profile and Cultural Background

Venedikt Vasilyevich Erofeev was born on 24 October 1938 in
Kandalaksha, a small town on the Kola Peninsula. This is still a remote
location situated in Murmansk Oblast, beyond the Arctic Circle, at the
northwestern edge of the Russian Federation. The family was not originally
from the area, but from the Volga region, having moved north in 1925
due to the father’s work. In fact, Vasily Vasilyevich (1900-1956) oversaw
the small station at Chupa, on the Kandalaksha-Murmansk railway line.
Venedikt was the couple’s fifth child. The writer did not like to talk about
his childhood, which was quite tough even if considered in the dramatic
context of his generation; when forced to do so, he would invent stories and
fanciful details, not grounded [brarosemenckmii].

From the accounts of his older sisters, Tamara Gushchina (1925-2017)
and Nina Frolova (1931-2020), it can be inferred that before the war, the
atmosphere was quite peaceful, that numerous records of popular songs
at the time were played at home, that their mother, Anna Andreevna
Gushchina (1898-1972), was an excellent storyteller, and that their father
loved to sing revolutionary songs [/lekmanoB, CumaHoBckuii, Csepp-
7108, ¢. 35-38]. Like many others, however, Anna Andreevna and her five
children were evacuated at the outbreak of the Second World War. Having
no other options, they returned to the village of the parents’ hometown
(Elshanka), but even there, after various hardships and difficulties during
the journey, they suffered from hunger and cold. Following his return from
military mobilization in 1945, the writer’s father was detained in a labour
camp under the provisions of Article 58, due to the alleged use of an anti-
Soviet allusive joke. After a second arrest, he would return home only in
1954, severely ill and addicted to alcohol; he would die in 1956.

The negative stigma of being relatives of an “enemy of the people”
gradually deprived the family of all means of subsistence, as well as the
support of friends and acquaintances in the area, especially after the arrest
of his brother Yuri for theft. As a result, in 1947, Anna Andreevna decided
to go to Moscow secretly to one of her sisters, leaving her two youngest
children in the Kirovsk orphanage, where they spent six years. While living
there, they attended the local school, where they found some prominent
teachers from the capitals, confined to that remote land for political reasons;
despite everything, those brilliant intellectuals provided the children with
a first-rate education. As reported in various sources, notwithstanding the
traumas he carried within [Tpommnnckas-CrenyuikuHa, c. 43-44], Venedikt
initially managed to escape the atmosphere of violence and oppression at
the detskii dom because he possessed a prodigious memory and a great
talent in his studies. In fact, he completed his compulsory education with
a gold medal as the best student in his school, which allowed him to go
to Moscow in September 1955. There, not yet seventeen, he was admitted
to the Faculty of Philology at the prestigious Lomonosov University. After
performing exceptionally well on his first-semester exams, he experienced
a personal breakdown during the winter holidays in Kirovsk, where he
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learnt of his father’s fatal illness: he began to drink and smoke heavily, he
completely stopped attending classes and was subsequently expelled from
the university (February 1957)°. In 1959, he enrolled in the Faculty of
Philology at the Pedagogical Institute in Orekhovo-Zuyevo, where he also
set up a literary almanac, but was removed a few months later for “lack of
discipline”. He tried again in 1961 at the Pedagogical Institute of Vladimir,
but despite positive beginnings, he was expelled from there as well when
a copy of the Bible was found in his bedside table (1962).

From that point on, Erofeev undertook a series of odd jobs to make
a living, in the Moscow region and in other locations: from fireman to
handyman, from construction worker to night watchman, from bottle
collector to other modest tasks, until he found more stable employment
laying cables for the national telephone company. Despite his first marriage
to the teacher Valentina Vasilevna Zimakova (1942-2000) and a son born in
1966, for years he had no permanent address. According to Olga Sedakova,
he often slept at his friends’ homes, near his workplace, or wherever he could
find shelter: ‘He could have left, got lost along the way, or spent the night in
a stairwell. By this time, all his documents were completely invalid, or he
had none at all. His situation in life could hardly be called even marginal.
A man without a passport, without registration, without a military ID...
[CemakoBa, c. 359]. This condition allowed him to avoid potential summons
from the secret police, as there was no specific address where he could
be traced, and he did not possess the infamous propiska (the registration
document tied to stable employment at a place of residence). During those
years, Erofeev represented a rare case of an “internal exile”, which did not
officially exist in the Soviet system*. Although the content and style of his
clandestine works were clearly misaligned with the ideological dictates of
socialist realism, he cannot be classified as a “dissident”; he was more of
an outsider, a stranger on the human level even before the political one,
a vagrant in a context where it was officially forbidden to be homeless and
a sporadic worker in a regime that did not tolerate unemployment.

Amid neustroistvo (existential instability) and an ambiguous addiction to
alcohol and smoking, which he attempted to cure several times, in the 1960s
and in the early 1970s Erofeev wrote for a small circle of trusted friends and

* In those months, Erofeev constantly listened to a record of Ravel’s Boléro, which deeply
influenced his mood. It is precisely in this period of dissipation before the actual expulsion
from MSU that he wrote the youth diary Zapiski Psichopata (Memoirs of a Psychopath, October
1956 - January 1957). The idea of “madness”, worn and exhibited as a sort of “mask” of sheer
irrationality by the first-person narrator, is a theme which would also come back in his more
mature works and lead to the comparison of the character with certain traits of a yurodivyi.
As it is known, this Russian term refers to a “holy fool” (or “God's fool”), a popular figure in
Russian medieval culture then incorporated into nineteenth-century literature.

* The author’s existential circumstances of those years reflect the sense of alienation and
disintegration of identity often present in Moskva — Petushki, where the protagonist Venichka
grapples with a profound lack of personal stability and societal recognition. The imagery
of having no documents points to his disconnection from the formal structures of society,
a theme the writer also explores in relation to the disillusionment and fragmentation of lite
in Soviet Russia.
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drinking companions, without any thought of official publishing channels.
From 1975 onwards, with his second wife Galina Pavlovna Nosova (1941-
1993), the writer reached a somewhat more stable situation, at least in
terms of ID documents and housing. His closest friends, recognizing his
unique literary talent and the depth of his erudition, tried to encourage
him to write through various strategies and incentives. In 1985, he was
diagnosed with throat cancer, which led to a severe operation that deprived
the writer of his voice, forcing him to use a laryngophone to speak. Later,
the authorities denied him permission to travel to France at the invitation
of a specialist who had offered targeted treatment. Despite a certain level
of fame and the theatrical production of the tragedy Walpurgis Night in
the capital (1989), Erofeev wrote little in his final years. Neither a second
operation, nor several cycles of radiotherapy could halt the progression of
the disease: he passed away in Moscow on 11 May 1990°.

The author’s most famous work, first published in tamizdat in Israel in
1973, is the prose poem Moskva - Petushki, a dreamlike literary journey
inspired by the real suburban route the writer actually took on a local
commuter train (elektrichka) to visit his young son and his tormenting
love of a lifetime, the biologist Yulia Nikolaevna Runova (1940), whom he
had met in 1959 at Orekhovo-Zuyevo Pedagogical Institute. The longed-
for destination, ironically depicted as an “Eden-on-Earth’, is the suburban
town of Petushki, an anonymous peripheral location 125 km east of the
capital. The chapter titles consist of the individual segments of the suburban
journey, and the first-person narrator, Venichka, in many ways represents
a fictional alter ego of the author, through whom the writer engages in
a sort of “mirror game” with the readers, along the lines of a weird life-
narrative account [Calabrese]. From the continual resort to alcohol in
Rabelaisian proportions to surreal discussions, from allusions to real
events to the eccentric characters the narrator meets on the train - who in
turn are fictional transfigurations of real people - the text converses with
angels and the Scriptures [bpasun], hurls invective against the system, and
laughs at the caricatural recollection of collective labour processes and
the “do-it-yourself” cocktails of Soviet alcoholics. The grotesque tone, the
surreal satire that empties and mocks the meaning of the regime’s slogans
through incongruous word pairings, highlight the muftled, subterranean
yet constant boycott by the population, which sought to “escape” at least
through humour from the greyness and lack of prospects in daily life [JTe-
BUH, 1996]. The commuter journey does not lead to the concrete destination
indicated in the title: in a crescendo of cultural references and expressionist
images connected to the protagonists growing alcohol intoxication,
the path circles back to Moscow, the dark and hostile centre of power,

® There are two small museums devoted to the writer in Russia [Bravin, p. 38-39]:
the first is the Chibinskii literaturnyi muzei (Chubin Literary Museum) in Kirov, opened
on 24 October 2001; the other one is in Petushki public library. Besides, since 2000 some
bronze statues have been created that depict the main characters of Moskva-Petushki
in the Russian capital (Ploshchad’ Borby).
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concluding tragically and violently on the steps of a hall - essentially the
same symbolic place where the narrative began®. This text widely circulated
in samizdat, influencing the underground literary subculture of the capital
with its peculiar tragicomic tone [Caramitti, 2010, p. 74-84]. Given its
ambivalent nature, which reflects the ambiguous relationship with alcohol
present in all Russian culture, Moskva - Petushki can also be interpreted as
a late-Soviet reworking of Gogol’s famous formula of smekh skvoz’ slyozy
(“laughter through tears”).

Erofeev’s works are known for their intricate layering of language and
their subversion of conventional narrative forms [IIlepmskos], so exploring
their potential “musical subtext” can reveal some fascinating insights.
Given that the prose poem has an intrinsic, almost “lyrical” quality, it is of
interest to analyse how music - whether in a literal or metaphorical sense -
is embedded in the texts. The idea of a coherent and pervasive “musical
subtext” can encompass aspects like:

- Explicit (and often parodic) references to music or sounds: Erofeev’s
works directly allude to songs, composers, musical works, and instruments.
His writing often blends the mundane with the incongruous, so another
aspect of the examination regards how musical references intersect with the
themes of the absurd, the tragic, and the surreal.

— Musical metaphors and imagery: it is also worth analysing how the
writer uses musical metaphors or imagery [Pulcini, p. 170-171], particularly
in relation to the ways his characters experience their lives, travels, and
drunken states, in order to establish whether music plays a role in their
inner worlds.

- Tone and dissonance: the interaction of harmony and dissonance
in both his narrative contents and prose style also appears relevant.
In fact, it could be interesting to investigate how Erofeev’s use of language, -
whether we consider the stark contrasts between sections, or the blending
of philosophical musings with absurd humour - creates “musical effects”
within the pages [bpaBus, c. 67-70].

Composers and Musical Works More Present in the Texts
In a note from his 1965 Notebooks, Erofeev wrote:

S B mocreHee BpeMs 3aHAT UCK/TIOYNTENIBHO IPOCIYIIMBAHNEM U IPOAY-
MBIBaHUEM MY3BIKI. OTO He 06Oraliaer MHTE/UIEKTAa 1 He IPNOaBIIsAeT HIKa-
KIX TO3UTUBHBIX 3HaHMIT. Ho, BO3BBIIIIAs, 3aTEMHSET «YM U CepALie», Teyast UX
HeIPOHUI[aeMbIMY HI CHapy»xu, Hi usHyTpu [Epocdees, 2005, c. 249]7.

¢ Up to now, three English translations of the work have been published: [Moscow
to the End of the Line; Moscow Circles; Moscow Stations]. On the Italian translations, see:
[Remonato, 2013].

7 “Recently, I have dedicated myself exclusively to listening to and thinking through
music. This does not enrich the intellect and does not add any positive knowledge. But while
it elevates, it obscures ‘mind and heart, making them impenetrable from both the outside
and the inside”. See also: [JlekmanoB, CumanoBckuii, CBepiios, c. 14].
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As is often the case with the author’s diary entries, this reflection
appears complex and profound: it highlights a privileged, necessary, and
“prioritized” inner relationship with musical language. In fact, the writer
loved and “felt” classical music in an almost visceral way; he was an eager
and passionate listener, and read various books on the subject [bpaBuH,
c. 68]. According to the testimonies of friends and acquaintances [Mypa-
BbeEB, C. 92], as revealed in some interviews, in the Notebooks, and in the
2019 Biography, music from Romantic composers onwards had a great
influence on him, perhaps even more than literature:

Mysbika, IOXXamyi, faxe OosblIee BAMAHME OKas3ajla, 4eM U 033U,
U 1posa. VI MHOTMe 1ToYeMy-TO HaXOIM/IN B 3TOM c/efibl... Ho Mysbika He Ma-
Hepnl XVIII Beka. <...>. A BOT y>Ke IOHEMHOTY, HaulHaA C TT03[jHero beTxose-
Ha, uyepe3 [llomnena, lllymana, Menpenpcona [Epodees, Ckuen, c. 48]%,

- said Erofeev in a recently retrieved 1982 interview on the topic.
For Erofeev, classical music was even more important than alcohol, as
this phrase from the Notebooks shows:

Ecmu 6pl 51 BOPYT OTKyAa-HUOYAb Y3HAI C JOCTOBEPHOCTDIO, YTO BO BCIO
JKVU3HB Oorblle He yonpiiry Hudero llly6epra i Manepa, 910 6b110 ObI TPYA-
Hee TIePEeXUTb, YeM, CKaKeM, cMepTh Marepu. OueHb ceppesHo [Epodees,
2005, c. 452]°.

A friend (Viktor Kulle) similarly recalled that music had a truly
“narcotic effect” on him, and that the writer got more pleasure from it than
from vodka. Even music store clerks, who initially looked at the modestly
dressed Erofeev with disdain, ended up spending a lot of time with him
choosing records, and in the end would send him off with shining eyes
and the comment that customers like him were rare [JIekmanos, CuMaHOB-
ckuit, CBepaIoB, ¢. 165-166]. As Senkevich remarks, one cannot overlook
the author’s love for classical music: it seemed as though he had been born
“with an orchestra in his head” When it came to choosing composers, he
had his own preferences and firm criteria, and he never changed them
until his last hour. In general, he was steadfast in his likes and dislikes.
However, in the latter case, it was not to the point of hating anyone to death
[Senkevich, p. 22-23]. Among his favourite musicians, Erofeev repeatedly
mentioned Dmitri Shostakovich (1905-1975), Jean Sibelius (1865-1957),
Gustav Mahler (1860-1911), called “the Dostoevsky of music” [Sollertinskij,
p. 122], and Anton Bruckner (1824-1896):

8 “Music, perhaps, has had even more influence than poetry or prose. And for some reason,
many found traces of this... But not music in the manner of the 18" century. <...> Then,
little by little, starting with later Beethoven, through Chopin, Schumann, Mendelssohn...”

9 <«

If T were to suddenly learn that I will never again hear anything by Schubert or Mahler
for the rest of my life, it would be harder to bear than, say, the death of my mother. Very
seriously”. See also: [3axapuesal.
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Ecmu yx mnmobumieB HaspiBaTh, Tak l[ycrtaB Manep, Su Cubennyc,
HY, B KaKol1-To creneHu, bpykuep, [Imutpuit llloctakoBud... VI3 coBeTckux
ellle, KOTZia IIONA/eT Y/[a4HO IOf] pacronoykenue ayxa - [Ipokodwes. [la nHor-
ma naxe Kabanesckuit [Epodees, Cknnes, c. 53]*.

In the case of the great Soviet composer Dmitri Shostakovich, who,
as it is known, was one of the most significant and prolific figures in the
musical landscape of the twentieth century, one could speak of a sort of
“elective affinity” His music indeed includes strong tonal contrasts, with
a very prominent rhythmic component. Some traits that characterize
his musical output, such as “tragically satirical” and grotesque elements,
the presence of chromatic melodies, notable rhythmic harshness,
and sudden modulations [Sollertinskij, p. 103-108] closely resemble
the stylistic and lexical shifts between high/low registers and the
surreal hyperboles which distinguish Erofeev’s writing. The Soviet
composer skilfully integrated various influences, creating a very
personal symphonic language [Riley]; moreover, as has been noted
by various scholars, his human and musical parabola is emblematic
of the relationship between the artist and totalitarian power [Pulcini,
p. 140-143]. In fact, Shostakovich described himself as “a paper puppet
hanging by a thread” [Volkov, p. 31]. He was well-acquainted with
Soviet rhetoric and its bureaucratic style, rich in empty clichés, and,
like Erofeev, he played with and deconstructed it “from the inside”
through his visionary musical language, fully aware that it took little to
go from being considered a “patriotic glory” to being blacklisted [see:
Shostakovich, p. 16-18]. In 1972, Erofeev wrote a satirical novel entitled
Dmitri Shostakovich, which he regarded as his best work. According to
him, the manuscript, composed of several notebooks, was taken from
him on alocal train inside an avos’ka (a mesh bag), which also contained
two bottles of vermouth. This gave rise to a sort of “mystery”: after the
writer’s death, one of his acquaintances (Slava Lyon) published a chapter
from this “retrieved” work set in a liquor store in Vladimir [see: Epo-
¢ees, 1999]. However, the origin of the fragment remains dubious, and
Erofeev’s actual authorship has been called into question.

Between the serious and the playful, the writer often referred to the
wild nature of the Far North, his native land, which he deeply loved
and returned to visit several times. He considered some Scandinavian
authors and artists “his compatriots” and was well-acquainted with the
twilight atmospheres of Hamsun, Ibsen, and Strindberg, about whom
he also wrote some essays, which were rejected by the censors. Thus, it
is likely that he appreciated certain aspects in the compositions of the
Finnish musician Jean Sibelius [Tenuc, Bonkos]; in fact, for the latter,
nature represented the place of the soul from the very beginning, and he

10 “If we're talking about favourites, then Gustav Mahler, Jean Sibelius, well, to some extent,

Bruckner, Dmitri Shostakovich... As for Soviet composers, if the mood is right — Prokofiev.
And sometimes even Kabalevsky”.
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felt the land as a second skin: “The music of the Finnish composer Jean
Sibelius evoked in Venedikt Erofeev’s memory images of the nature of his
native Kola Peninsula: rocky hills with trees growing on them, lakes, the
northern lights, and the rustling of the wind. He loved everything Sibelius
composed: his symphonic poems and suites, his choral music” [Cen-
keBud, c. 22]. Sibelius’s music, composed in absolute silence, reflected
a profound, pantheistic surrender to the ethereal sensations of the Nordic
landscape, with its wild beauty and extreme seasons, following the intense
influence of the national folkloric heritage [Zignani, p. 4]. In his scores,
the rhapsodic themes, the tension of dissonant chordal overlaps, and the
thick, arcadian timbre represent the musical transposition of images of
eternal landscapes. Among his compositions, the symphonic poem The
Swan of Tuonela (Opera 22, no. 2, 1893), and the famous Valse Triste
(from Opera 44, Kuolema, 1903) are especially permeated with themes
of death and melancholy. The motif of the dance with death is a powerful
and evocative image that appears across various musical, literary, and
artistic traditions. In Sibelius’s works, the motif of the dance with death
serves to explore the metaphysical connection between life and death,
often emphasizing a quiet, solemn, and sometimes eerily beautiful
acceptance of mortality, as it also happens in his Valse Triste [Zignani,
p- 22]. Adding to these aspects, it is possible to detect some biographical
affinities with the writer: the composer’s dedication to alcohol and cigars,
his nearly thirty-year creative silence, and the fact that in 1907 he was
diagnosed with throat cancer, from which, unlike Erofeev, he recovered
after an operation in Berlin the following year.

a) As for the references to authors and musical works most present
in Erofeevs texts, among foreign composers, whose music was often
prohibited in the USSR, the most noteworthy are:

- Franz Joseph Haydn (1732-1809), with the so-called Farewell
Symphony (Symphony no. 45, 1772);

- Ludwig van Beethoven (1770-1827), with the Fifth Symphony in
C minor (Op. 67, 1804-1808), the Ninth Symphony in D minor (Op. 125,
1824), and the apocryphal letter to B. Brentano (1812);

- Gioachino Rossini (1792-1868), with La regata veneziana, Duet
No. 9 for two sopranos and a piano Voga, o Tonio benedetto... (from the
collection Soirées Musicales, 1835) and the aria of the Count of Almaviva
from The Barber of Seville (1816), an opera buffa in 2 acts;

— Fryderyk Chopin (1810-1849), with Ballade no. 3 in A-flat major for
piano (Op. 47, 1841);

- Richard Wagner (1813-1883), with various arias from the romantic
opera in 3 acts Lohengrin (1845-1848);

~ Franz (Ferenc) Liszt (1811-1886), with the Etude in C-sharp minor
Forest Murmurs (part of Zwei Konzertetiiden, 1863);

- Charles Gounod (1818-1883), with arias (tenor) from the lyric drama
in 5 acts Faust (1859);
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- Antonin Dvorak (1841-1904), with Symphony no. 9 in E minor,
Op. 95, also known as the New World Symphony (1892-1893);

- Ruggero Leoncavallo (1857-1919), with the final phrase from
Pagliacci (1892), a lyrical work in a prologue and 2 acts [see: JleBun, 1996,
c. 33-34; Epodees, 2003, c. 154-158, 184-185].

b) Considering Russian authors and musical works, a place of absolute
prominence in Erofeevs pantheon is reserved to Modest Petrovich
Mussorgsky (1839-1881), to whom various references are made regarding
the epic drama in four acts and a prologue Boris Godunov (1874) and
Khovanshchina (1872-1880), an unfinished opera in five acts described
by the author as a “national drama in music” (the orchestration, with
a series of cuts and modifications, was completed by Rimsky-Korsakov:
[see: Tedeschi, p. 78-114]). The composer wrote the librettos for both
works, drawing subjects from various turbulent episodes of Russian
history and the literary sources that narrated them. In line with the other
members of the Balakirev circle, but in a more original and extreme
way, his production - especially his complex musical exploration - was
characterized by a national identity, representing a rediscovery and
valorisation of the traditional Russian heritage, termed “ethnophonia”
by musicologists [Ibid., p. 37-77]. Both in terms of content and musical
language, Mussorgsky aimed to transpose the rhythms and prosody of
ancient Russian tales and legends, moving away from European models
and seeking to adapt the intonations of spoken Russian into music
[Emerson, p. 10-12]. Among the common aspects with Erofeev, we can
highlight the desperate melancholy of Mussorgsky’s heroes, doomed to
defeat; the pervasive theme of death; the “authenticity” of the composer’s
musical language; and the “realism through imagery” that characterizes
his scores: in fact, a vivid gallery of figures drawn from the everyday life
of the people unfolds before the listener. In the poem, the narrating voice
ambiguously refers to Mussorgsky’s troubled biography, to his solitude
and his dependence on alcohol, which, along with nervous disorders and
depression, led him to an early demise [Ibid., p. 20-26]:

- A Mopect-T0o Mycoprckumit! bor Ter Moii, a Mogect-To Mycoprckunii!
Ber 3HaeTe, Kak OH IMCa CBOIO GecCMepTHYIO omepy «XOBaHIUHa»? JTO
cMmex u rope. Mopect Mycoprckmii IeXKUT B KaHaBe C IIE€PENOI0, a MMUMO
npoxoput Hukomait Pumcknit-Kopcakos B cMoknHTe U ¢ 6aMOyKOBOIT TPO-
ctpio. OctanoButcsa Hukomait Pumckuit-Kopcakos, momexodeT MopecTa
CBOeil TPOCThIO U ToBopuT: «BcTasait! Vgn ymoiics 1 cafiuch JONUCHIBATD
CBOI0 O0o)kecTBeHHYI0 onepy “XopanmmHa »! VI BoT oy cupsat - Hukomait
Pumcknit-KopcakoB B Kpecnax CUIUT, 3aKMHYB HOTY 32 HOTY, C IVJIMHIPOM
Ha oT/IeTe. A HanpoTus Hero - Mogect Mycoprckuii, BeCb TOMHBIIf, BECb He-
OpUTHII, IPUTHYBIINICH HA IABOYKE, IOTEET I MUIIET HOThL. MogecT Ha na-
BOYKe [TOXMEIUTHCA X0ueT: 4To eMy HoThl! A Hukonait Pumcknii-Kopcakos
C UMIMHJIPOM Ha OT/IeTe IIOXMENUTbCA He AaeT. Ho yX Kak TONbKO 3aTBOPs-
eTcs aBepb 3a Pumckum-KopcakoBeiM - 6pocaetr MofecT cBo 6eccMepT-
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HYI0 ornepy «XoBaHIMHa» - 1 6yX B KaHaBY. A IIOTOM BCTAHET, 11 OIIATH I10-
XMeUTCS, U onATh - Oyx!.. [Epodees, 2003, c. 63-64]".

This parodic passage, based on a famous anecdote by the critic Vladimir
Stasov (1824-1906), is written in a very informal, humorous style, and
it pokes fun at the creative struggles and eccentricities of the Russian
composer: it may be considered as a specimen of Erofeev’s style, with its
peculiar blend of sorrow and resilience. The lines reflect the often chaotic
and contradictory nature of Mussorgsky’s life and creative talent, especially
in contrast to the more composed and elegant figure of Rimsky-Korsakov'?.
With its irony, this excerpt represents an effective example of musical
reference from the prose poem: in fact, Erofeev’s povest’ has often been
interpreted as a commentary on the absurdities of Soviet life, exploring
themes of isolation, despair, and the search for meaning in a seemingly
indifferent world [Vaingurt, p. 168-169]. As Eskina remarks, in Moskva-
Petushki a comic “musical background” accompanies Venichka’s solo voice,
and the objects of parody for the author are, as with Bulgakov, primarily
Romantic works and episodes from Romantic musical historiography
[9ckuHa, c. 45-46].

Other Russian composers often referred to in a caricatural light in
Moskva - Petushki are:

- Nikolai Andreevich Rimsky-Korsakov (1844-1908), with Sadko
(1895-1896), an opera in seven scenes based on the epic legends of the
bylinas and the famous Flight of the Bumblebee from the opera The Tale of
Tsar Saltan (1899-1900);

- Pyotr Ilyich Tchaikovsky (1840-1893), with the aria of Lensky from
the opera Eugene Onegin No. 24 (1877-1878) [see: Erofeev, 2004, p. 159-
163].

¢) Personalities from the Soviet musical world mentioned:

- Fyodor Ivanovich Shalyapin (1873-1938), a lyric singer, regarded as
the most famous bass of the first half of the twentieth century. He possessed

"' “And Modest Mussorgsky! My God, and Modest Mussorgsky! Do you know how
he wrote his immortal opera Khovanshchina? It’s both laughter and sorrow. Modest
Mussorgsky is lying in a ditch, drunk, and passing by is Nikolai Rimsky-Korsakov, in
a tuxedo with a bamboo cane. Nikolai Rimsky-Korsakov stops, taps Modest with his cane
and says: ‘Get up! Go wash your face and sit down to finish writing your divine opera
Khovanshchina!” And here they are sitting — Nikolai Rimsky-Korsakov sitting in a chair,
with his leg crossed over the other, top hat at a jaunty angle. And opposite him is Modest
Mussorgsky, all languid, unshaven, hunched on the bench, sweating and writing notes.
Modest wants to drink to recover from his hangover: what does he care about notes! But
Nikolai Rimsky-Korsakov, with his top hat at a jaunty angle, won't let him drink. But as
soon as the door closes behind Rimsky-Korsakov, Modest throws aside his immortal
opera Khovanshchina — and thud he falls into the ditch. Then he’ll get up and drink again,
and again - thud...”

12Tt is interesting to note that in 1958, Shostakovich proposed his own orchestration of
Khovanshchina based on Mussorgsky’s original score, and his version was used in the 1959
Soviet film Khovanshchina directed by Vera Stroeva. It is the same edition in which the opera
was first performed at the Kirov Theatre in Leningrad in 1960, and it is also the one mainly
performed nowadays [Pulcini, p. 48-49].
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a powerful and versatile voice, a strong stage presence, and remarkable
acting abilities [J/leBun, 1996, c. 37].

- Ivan Semyonovich Kozlovsky (1900-1993) was a renowned Soviet
tenor, an award-winning soloist at the Bolshoi Theatre from 1926 to 1954:
he performed various opera arias directly (or indirectly) related to the text
of the poem. According to various testimonies [Epodees, 2003, c. 153-
154], pieces from the operas mentioned in his interpretations were regularly
broadcast on the Soviet radio from the 1950s to the 1970s. Especially in
the pre-television era, these arias were part of the “soundtrack” of daily life
and formed a true “cultural semiosphere™ in fact, many people of humble
origins recognized them and discussed their performances just like the
most passionate music lovers [Jckuna, c. 46-47].

- Olga Georgievna Erdeli (1927-2015), a noted Soviet harpist known
for her brilliant technique and great artistic charisma, who taught for 45
years at the Moscow Conservatory [Tam xe, c. 47-48].

- Vera Georgievna Dulova (1909-2000), a very popular harpist and
concert artist, a friend of Shostakovich, founder of the Dulova method for
the harp, and a long-time teacher at the Moscow Conservatory.

- Georgy Vasilievich Sviridov (1915-1998), a well-known composer
and pianist during the Soviet era, ironically referenced in Valpurgieva Noch’
(Walpurgis Night) for his “square” glasses.

— Oskar Borisovich Feltsman (1921-2013), a Soviet Ukrainian
composer of Jewish descent, author of operettas and song lyrics.

- Jan Abramovich Frenkel (1920-1989), a Soviet composer known for
songs, light music, and film scores.

- Daniil Yakovlevich Pokrass (1905-1954), a composer and lyricist
(on these last figures, see: [Schwarz]).

In the 1950s and 1960s, opera arias were widely known and appreciated
by the public in the Soviet Union, as they were frequently broadcast on
the radio [see: Epodees, 2003, c. 154-155]; the various interpretations had
become an integral part of discourse, sources of commentary and wordplay
among intellectuals. In several passages, the dense and allusive language of
the poem reflects the cultural atmosphere and the most listened-to musical
pieces of the period, as demonstrated by the semiotic analyses of Levin and
Bogomolov [JleBuH, 1996; Boromonos, 1999; boromomnos, 2000].

d) In addition to opera and classical music, Erofeev’s eclectic personal
tastes and prodigious memory also included folk Russian songs and
romances [see; Epodees, Ckumnen, c. 53-54], some patriotic songs that
were continuously broadcast on the Soviet radio, as well as soundtracks
from popular films of the time. The fact of being well-versed in folk songs is
probably one of the reasons why his prose has a certain degree of musicality
to it [Opmunxwuii]; in a parodic play of allusions and references, the text of
Moskva - Petushki is woven with musical fragments and more or less hidden
quotations from the contemporary cultural context. In fact, considering
also the presence of other everyday sounds (the train, announcements from
loudspeakers, etc.), one can detect a “musical weave” in the prose poem:
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— The Soviet patriotic song Zhit’ stalo luchshe (Life Has Become Better,
1936), based on a famous slogan by Stalin, music by A. V. Aleksandrov,
lyrics by V. Lebedev-Kumach (1898-1949)".

— The famous “unofficial anthem” Pesnja o Rodine (Song about
Motherland), from the film CIRK (The Circus, 1936, directed by
G. Aleksandrov), also known by its first line of the chorus Shiroka strana
moja rodnaja, music by I. O. Dunayevsky (1900-1955), lyrics by V. Lebedev-
Kumach [Piretto, p. 251-252]".

- A very popular children’s song in the USSR in the 1960s, Raz-dva-
tufli naden’ka... (One-Two-Put on Your Little Shoes), music by G. Padelsky
and lyrics by D. Ivanov, set to the rhythm of the famous Finnish dance
Letkajenkka®.

A special place in Erofeev’s preferences was also occupied by his
contemporary poet-singers (bards) Bulat Okudzhava (1924-1997) and
Vladimir Vysotsky (1938-1980), whose works and views he felt as part of
his inner world:

Brrconxuit, OxymkaBa - caMo c00011. DTO HACTONIBKO KaXKIOLHEBHAs JII0-
60Bb K HIM, 4TO IIPIMO 06 3TOM He TOBOPHIIb. T €CTh HACTOMBKO IPUBBIYHAS
)'[IO6OBI), KaK K 6]'II/I>I(HI/IM JIIOOAM, 663 KOTOprX HEBO3MOJXHO. TO €CTb K/IACTb-
CAB ]IIO6BI/I K HM He€ CTaHellb, HOCKOIIbe 39TO M3/INIIHE, KaK HE Ie/IacllIb 3TO
B IIPYMEHEHNU K JTIOAAM, 6€3 KOTOPBIX He 000 TUTBCA. .. VI MeHst 04eHb pajy-
eT, 4To 1 pycckie ux mobar [Epodees, Cxkues, c. 53]'.

It is important to underline that for the writer, music operates as a semiotic
code that interacts with the verbal language. This ties into Lotman’s concept
of the semiosphere [Lotman, p. 113-115], where different semiotic systems
overlap and interact, producing new meanings. The frequent allusions
to operatic and classical music in Erofeev’s works are not just aesthetic
flourishes: they reflect the cultural significance of music in Soviet society,
particularly in the 1950s and 1960s, when opera arias were deeply ingrained
in the cultural consciousness. Therefore, the musical references which dot
the pages can be read as part of the cultural “inventory” that constitutes the
Russian semiosphere. In this sense, Erofeev is engaging with a cultural code
that has specific connotations in the Brezhnev time, and by manipulating

"> On the historical and cultural background of this popular song, see: [Piretto, p. 182].

' This triumphalist song, initially written to celebrate the new Stalinist constitution, in
the late 1930s had become so popular that it replaced the national anthem in the hearts of
Soviet citizens [Piretto, p. 251-252].

1> The song is still well-known in Russia, as show some contemporary children’s versions
on the Internet. For some cultural and historical information on how the original Finnish
dance by P. Lehtinen spread in the URSS (and in the whole world) in the 1960s, see: [[acrapos,
[TanepHo, c. 390; Epodees, 2003, c. 261-262].

16 “Vysotsky, Okudzhava, sure thing. It's such an everyday kind of love for them that
you don’t even need to talk about it. It’s a love so familiar, like the love for those close to
you, without whom life is impossible. You wouldn’t swear your love to them, because that’s
unnecessary, just as you wouldn't do so for the people you can't live without... And it makes
me very happy that the Russians love them too”.
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it, he adds depth to themes such as alienation, loss, and the absurdity of
life. This choice not only enriches the literary experience but also reflects
the cultural and historical context in which the works were written. The
interaction of music and literature, seen through the lens of Lotman’s
semiosphere, reveals how different semiotic systems - literary, musical, and
cultural - can blend to produce a complex and multi-layered narrative.

The Musical References Within the Works

It is possible to identify different modalities in which musical references
appear in Erofeev’s works:

a) references and interpolations of citations in the texts, complete or not, that
give rise to recognizable allusions or intertextual openings positively oriented
towards the musical works or themes in question. An effective example is
represented by the opening line of Moskva - Petushki “npoxopun mo Mockse”
(“I went through Moscow”), which is reminiscent of one of the most famous
songs in the history of Soviet estrada (ballads), A s udy, waeaio no Mockae
(And I'm Walking, Strolling through Moscow, 1963: lyrics by Gennady Shpalikov,
music by Andrei Petrov). The motif was popularized as the soundtrack of the
homonymous film (1964, directed by Georgy Daneliya, story and screenplay
by G. Shpalikov), in which it was performed by a very young Nikita Mikhalkov
(b. 1945). The insistence on the term rassvet (dawn) in the early chapters of
the prose poem also evokes the overture of Mussorgsky’s Khovanshchina, with
which the text shares a tragic, expressionist ending.

b) Specific paratextual indications about actual musical pieces to be
listened to, serving as a commentary or accompaniment to the events of the
plot. In the author’s view, the musical works selected give the possibility to
grasp the literary text’s meanings in a deeper, “amplified and elevated” way.
In the tragedy Walpurgis Night, for instance, - which, in several respects,
recalls Ward No. 6 by Chekhov - it is suggested to listen at low volume
to some Russian folk songs, to the first part of Mahler’s Third Symphony
(Act I), and to something from the more sombre passages of Bruckner’s
Andante (Act V) [see: Epodees, 2004, c. 261-342]. Between the IV and the
V acts, the paratextual indications evoke a surreal and visionary musical
setting, which blends different elements:

Mex[y 4eTBepPTbIM U IIATHIM aKTaMI — IATb-CEMb MUHYT JJINTCA MY3bIKa,
He TI0X0)Kas HM Ha 4TO ¥ IOXOXKas Ha BCe, YTO YIOJHO: IIOMeCh IPY3MHCKIUX
JIe3TMHOK, Ka(elIaHTAaHHBIX TAHIIEB HAa4a/ja BeKa, AYPALKOTO BCTYIUICHIUs
K mapTuy Baprmaama B onepe Mycoprckoro, KaHKaHOB M K9KYOKOB, POCCHIA-
CKyX 6a/IaraHHbIX IJISCOB ¥ CAMBIX OPaBYPHBIX MOTHBOB 13 MafIbsIPCKUX OIle-
peTT BpeMeH KpyleHusa ABcTpo-Benrepckoit Mmonapxuu [Tam ke, c. 322]".

17 “Between the fourth and fifth acts, there is music lasting five to seven minutes, unlike

anything and yet resembling everything: a mixture of Georgian lezginka dances, café chantant
tunes from the early 20™ century, the silly overture to Varlaam’s aria in Mussorgsky’s opera,
cancan and kekuok dances, Russian carnival-style jigs, and the most virtuosic motifs from
Hungarian operettas of the time following the collapse of the Austro-Hungarian Empire”
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The conclusion of part IV of Sibelius’s Second Symphony is then referred
to as the most suitable commentary to the final scene'® in the third ward
of the psychiatric hospital [Reich, p. 210-216]. Finally, in the Minuscule
Postface to the dark play, Erofeev writes that “it’s over to music”, implying
thatin his view and artistic conception music is an indispensable component
in the performance and reception of the work:

«3a MY3bIKOIO TO/IBKO JIeNI0», 6e3 3Toro Hembasi. Kpome yke paccoBaHHBIX
0 TeKCTY aBTOPCKMX yKa3aHMII, MOXXHO MCIIO/Ib30BaTh (COBCEM HEIPOMKO)
pycckue HapopHble ecHU Bpofe «[To3apacTany CTeXKI-TOpoKKm», «Ha My-
POMCKOIT JOPOXKKe», JIydllle OPKeCTPOBbIE BapMaIMy Ha 3TU TeMbl (B 3-M
axre). Pycckyio mecHio «Y 3apu-to y 30peHbKu» (B 1-it MO/IOBMHE 4-TO aKTa).
1-1 wactp 3-11 cumponnnm Marepa, coBceM 3aCypAMHEHHO, B 1-M aKre.
Kakoe-Hubyap un3 cambIx MepHbIX 1 6e30Tpanubix Andante BpykHepa B 5-M.
Hy u rak nanee [Epocdees, 2004, c. 342]%.

c¢) Fragments from the musical context in the form of citations often
become part of wordplays, parodies and of that stylistic mechanism
of “devaluation” produced through the incongruous juxtaposition
of high and low registers, which is one of the distinctive features
of Erofeev’s writing. Here are two eloquent and exhilarating examples
from Moskva - Petushki:

...HeT Hnuero cnuprroro!!! <...> 1 BOT s Ciofja puien: cbectb bed-
cTporaHoB ¥ nocnymarb JVBana KosnoBckoro mwiym 4to-uu6ynp us «Lu-
propHUKa». <...> Her Huvero cnuprtuoro! Ilapuia HebecHas! Benp ecnn
BEPUTH aHTeJIaM, 37IeCh He IIepeBOIMTICA Xepec. A Telepb — TONbKO MY3bIKa,
Ia ¥ MY3bIKa-TO C KAKMMHI-TO MEChbYIMY MOAYIANUAMU. DTO Beflb 1 B CAMOM
nene VMean Kosnosckuti noem, 1 Cpasy y3HaJI, Mep3ee 9TOTO rojoca HeT. Bce
20710¢a y 6cex Nesl,08 00UHAKOB0 Mep3KUe, HO Mep3Kue Y Kan0020 HO-C60eMy.
A nomomy nezko ux Ha ciyx pasnuuaro... Hy, koneuno, Visan Kosnosckuii. ..
«0-0-0, yalIa MOUX NpP3-3-30K0B... O-0-0, Kail MHe HAITLANETbCS Ha Tebd
IpU CBeTe 3Be-0-0-03J HOYHbBIX...» Hy, konewyno, VBan KosnoBckuii...

'8 As Reich observes, in this work, madness is a “mask” with multiple semantic layers:
“Having long cultivated his own mask of madness, Erofeev subjected it to trenchant critique
in his 1985 drama Walpurgis Night, or The Steps of the Commander. Set in a psychiatric
hospital and centered on a hero, Gurevich, who is arguably also pretending to be insane, the
play depicts the erosion of the line between theatricality and reality and the loss of reason
that ensues. Erofeev’s mask of madness may be characterized as one writer’s take on two
increasingly common phenomena: ‘dissimulation;, or the feigning of mental health, and
‘simulation; or the feigning of mental illness” [Reich, p. 187].

19 «c

It’s over to music; this is indispensable. Besides the author’s notes already included in
the text, you can use (very quietly) Russian folk songs, such as Pozarastali stezhki-dorozhki
(The Paths and Roads Have Overgrown), Na Muromskoy dorozhke (On the Murom Road),
preferably orchestral variations on these themes (in Act IIT). The Russian song U zari-to
u zoriewki (At Dawn, at Little Dawn) (in the first half of Act IV). The first movement
of Mahler’s III Symphony, very muted, in Act 1. Some of the most measured and hopelessly
melancholic Andantes by Bruckner in Act V. Well, and so on”
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«0O-0-0, g5 yero T060IT 51 OKONKO-0-0BaH... He oTBepra-a-aii...» [Epoce-
eB, 2003, c. 21]%.

In the above passage, the parodic devaluation is generated by the
juxtaposition of the opening lines of Anna Karenina by Tolstoy and the
mockery of the “dog-like modulations” in the voice of the well-known
Soviet tenor Ivan Kozlovski. As we have already seen, the singer from the
Bolshoi Theatre referred to was one of the most famous tenors in the Soviet
firmament of the time; the narrator mocks him through the vividness of an
artfully manipulated formula, so well-known and part of literary tradition
that it has entered everyday language as a common expression [Remonato,
2015, p. 152]. Another vivid example is connected to the surreal evocation
of the red-haired figure of the loved woman:

Ora JeByllIKa BOBCe He [ieBYLIKa! Ima uckycumenvHuua - He 0esyuKa,
a 6annada ns 6emonv masxop! ra XeHINHA, ITA PHDKASI CTEPBO3a — HE XKEH-
IIMHa, a BonxoBaHue! Bol cripocuTe: fja rie Tol, BeHnruka, ee OTKOMAII, ¥ OTKyZA
OHa B3/1acb, 9Ta pbhKadA cyka? VI moxer nu B ITeTyiukax O6bITb 4TO-HUOYID
nyrtHoe? [Epocdees, 2003, c. 44]*'.

In this second case, the deforming reference is to the famous Ballade
No. 3 in A-flat major by E. Chopin, which in the Russian phrase referring
to the lover may form both an anagram and an acrostic, suggesting
“b” + “lya” = blyad (prostitute, whore)*.

From Literature to Music:
Some Examples of Intermedial Transposition

Following the thread of intertextual dialogue between literature and
music [Russi, p. 19-26], two compelling musical reinterpretations of
Moskva - Petushki are taken into account; in our view, they represent
effective examples of intermedial transpositions:

20, There is no booze!!!” <...> and so, I came here: to eat beef stroganoff and listen
to Ivan Kozlovsky or something from The Barber. <...> There is no booze! Holy Queen of
Heaven! If we are to believe the angels, there has always been sherry here. And now - only
music, and even that music has some dog-like modulations. It really is Ivan Kozlovsky
singing; 1 recognized that voice right away, there’s nothing worse than it. All singers
have equally disgusting voices, but each is disgusting in their own way. That'’s why I can
easily distinguish them by ear... Well, of course, it’s Ivan Kozlovsky... “O-0-0, cup of my
ancestors... O-0-0, let me gaze upon you in the light of the night stars..” Well, of course,
it’s Ivan Kozlovsky... “O-0-0, why have I been enchanted by you... Do not reject me”
(italics mine. - I. R.).

2! “This girl is not a girl at all! This seductress is not a girl, but a ballad in A-flat major! This
woman, this red-haired vixen, is not a woman, but witchcraft! You may ask: where did you,
Venichka, dig her up, and where did this red bitch come from? And can there be anything
good in Petushki?” (Italics mine. - I. R.).

2 This famous melancholic piece is present more than once in Erofeev’s works, from
the prose poem to the Notebooks; in fact, in the last years he often asked to some of his
pianists’ acquaintances to play it for him [see: Epodees, 2003, c. 265; Jlekmanos, CBepaos,
CuMaHOBCKMIL, . 167-168].
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a) the symphonic fragment Moskva - Petushki, based on some themes of
the text (2014) by the prominent Russian composer Rodion Konstantinovich
Shchedrin (b. 1932). The central motif of the composition, distinguished
by ironic undertones and expressive harmonies, is the sound of a moving
train in the background, which sets its rhythm. Shchedrin’s transposition
channels the absurd, existential and fragmented nature of Erofeev’s work
into a musical language that seems to mirror the protagonist’s psychological
and emotional states. The affinities with the literary text include the
repetition of themes, the circularity of the narrative and the chaotic flow
of thought, expressed by combining traditional symphonic elements with
more modern and dissonant sounds. Through repeated images, sudden
shifts and reflective moments, the musical fragment not only deeply
reflects the mood of the prose poem, but also adds a layer of theatricality
and existential meditation, creating a “sonic landscape” that brings a new
dimension to the writer’s exploration of Russian life.

b) The song Moska valza (part of the visionary album on religious themes
Ovunque proteggi, Everywhere You Protect, 2006), by the Italian singer-
songwriter Vinicio Capossela (b. 1965). The rock ballad has a hypnotic
and frenzied pace, aimed at echoing Venichka’s monologue on the melodic
plan. It features a waltz rhythm, a classical dance form that adds to the
score a kind of ironic and melancholy feeling, especially as it contrasts
with the grim and chaotic image of the Russian capital [Caramitti, 2023].
The Italian lyrics show numerous phonetically transliterated intertextual
fragments in Russian, which create intense cacophonic and alliterative
effects emphasized by rhymes and repetitions:

Lichiu I denti di Stalin

Harascio, harascia, harascio, harascia Mordono la notte

(venecka lichiu) Torri babiloniche

C'tirie, tri, d’va, adin, pajehali Nel cielo fanno fiaccole
Moska valza, moska nella vodka Sui talami pensili

Moska valza, moska sulla vodka Dell’hotel Ararat

Moska nella valza, vaska nella moska Ararat, Ararat, Ararat

Vodka nella vaska Rimbombano nelle cupole
Megalopolis I dettami degli tzar, zar, zar
Per I’Asia decollano Nelle cripte discotecniche

Le cupole doro Si fracassano gli zar, zar, zar, zar, zar
Woland che si invola Tar, tar

Sui banchini dell'arbat Two Rome are fallen
Libellule ronzano Citviortaja nie budiet

Sulle punte carillonnano Busgatov sigtagatov

Nel velluto del bolscioj Busgatov sigtagatov

Bolscioj, bolscioj, bolscioj Busgatov sigtagatov

Lenin come una mummia Busgatov sigtagatov

Inuma dentro il marmo C'tirie, tri, d'va, adin, pajehali
Rubino del cremlino Gagarin nello spazio

Mavskosky faraon Sovietsky superman
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I cosmo dentro il casco
A spasso va in sojuz
Gagarin nello spazio
Sovietsky superman

I cosmo dentro il casco
A spasso va in sojuz
Occhi di matrioska
Sogno suprematista
Sorriso da ginnasta
Sorriso socialista
Arriva fino in cielo
Leterna primavera
Starajo staraja

Starajo staraja

Davai tavarish, davai
Davai tavarish, davai
Dove volan le cicogne
Davai tavarish, davai
Dove volan le cicogne
Davai tavarish, davai
Vitsosky ha lasciato le cucine
In testa ha per aureola una chitarra
Majakowsky ha sparso a terra le cervella
Piotor ora regna su una caravella
La ziguli ¢ finita
Kurkskaja in rimont

La ziguli ¢ finita
Kurkskaja in rimont

Idi venecka idi

Idi venecka idi
Sibirskaja korona

Staraj amaskva
Moskaskaya cristall
Kakaya krassata
Sibirskaja korona

Staraj amaskva
Moskaskaya cristall
Kakaya krassata
Inimiedlina vipio

Dalle nuove catacombe
Megalopoli eurasiatica
Dai cunicoli elettrici
Dai fregi ciclopici
Scalinata dinamo
Respiro di uno milione
S'impenna nei saloni
La piena del popol
Nelle nuove catacombe
Aspettando la bomba

Nelle nuove catacombe
Aspettando la bomba

Nelle nuove catacombe
Aspettando la bomba

Russian roulette metro

Russian roulette metro

Russian roulette metro

Cecenzi ciorni

Uzbeki ciorni

Grusinzi ciorni

Armiani ciorni

Ciorni, ciorni, ciorni, ciorni
Cavkavki ciorni, ciorni crna schopi
Propiska niet

Propiska niet

Propiska niet

Milizia control spasiba

Milizia control spasiba

Milizia control spasiba bum, bum
Tutto in una notte, tutto I'ultima notte
Paradiso artificiale

Aperto per ventiquattro ore

Tutto in una notte, tutto & Pultima notte
Succhiano la notte

Le vampire del night fly

Two hundred dollars

Chiavare veramente

Two hundred dollars

Chiavare veramente

Four hundred dollars

Chiavare veramente

Nei visoni tartari

Chiavare veramente

Nei talami pensili

Tutto in una notte

Four hundred dollar

Chiavare veramente

Five hundred dollars

Chiavare veramente

C'tirie, tri, d’va, adin, pajehali
Moska valska moska nella vodka
Vodka nella vaska vaska nella volga
Moska valska vodka nella vaska
Ahi, ahi, ahi, ahi, ahi, ahi, ahi, ahi
Col suo nero colbacco

Col suo nero colbacco

Ahi, ahi, ahi, ahi, ahi, ahi, ahi, ahi
Pajehali.
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We are faced with a “text mixed” with strongly postmodern elements,
characterized by code switching, circularity and short circuits between
sound and meaning. Capossela’s song and Moskva - Petushki share certain
thematic and stylistic similarities: while one is a contemporary Italian piece
and the other a Brezhnev-era work, they both explore a world of absurdity
and disillusionment, characterized by the struggle for meaning in a harsh,
often surreal reality [[IITanb]. The connections between the two are deeply
rooted in musical and literary influences, as well as common motifs of
alienation, existential reflection, and the cultural context of Moscow. The
songwriter’s evocation of the Russian capital has both a romantic and
dystopian quality; in fact, Moscow is depicted as both fascinating and
oppressive, a theme that recalls Erofeev’s portrayal of it as an uncanny place
filled with contradictions - grandiose yet decayed, vibrant yet suffocating.
The song blends Italian musical traditions with Slavic ones, creating a kind
of “musical bridge” between the West and East, much like Erofeev’s text
combines high culture (literature, opera, religious allusions) with the gritty
Soviet everyday life. Besides, the usage of a waltz rhythm suggests a sense
of cyclical despair, which parallels the rhythmic and repetitive nature of the
writer’s prose. Both works mix cultural references, melancholy, and irony,
forming a musical subtext that enriches the emotional and philosophical
depth of the respective pieces®.

In conclusion, as the analysis has demonstrated, Erofeev’s writing
appears structurally intertwined with echoes and musical references that
create continuous stylistic shifts: from operatic arias to children’s rhymes,
from symphonies and concertos by well-known composers to popular film
songs, including even funny or irreverent parodies of patriotic songs and folk
melodies. If Moskva - Petushki incorporates a variety of auditory elements,
blending them into a cohesive, almost symphonic structure, there is a sense
that a constant musical motif also resonates between the lines of his other
works, whether hypnotic, lyrical and enchanting, satirical or mocking.
Similarly to the masterpieces of modernist literature, Erofeev seems to have
learned to convey on the page, even beyond the objective meaning of words,
what musicians call the “inner ear”. It is not a coincidence that, as he wrote
in the Notebooks, he was most fascinated by the creative process of music:
“Mys3bIKa XOpOIla B BBICILIEI Mepe I He MICIIONHEHa, a IIpJBefieHa B MCIION-
Henue  [Epodees, 2004, c. 433]*. If we consider the various allusions to
authors and musical works present in his texts, we can notice a wide array
of citations that, despite their apparent heterogeneity, generate internal
symmetries both formally and content-wise, giving life to a common
“Subtext”. This complex inter-semiotic web of references can be interpreted
as a possible key to better understanding Erofeev’s poetics; in fact, as noted

# As Russi underlines [Russi, p. 37-38], it is important to keep in mind that the place
where literary and musical language meet should not be sought in the domain of intrinsic
structures, which remain specific and distinct, but in the realm of perceptive strategies, i. e.
the “metaphorical listening” and the references that readers are able to project onto the text.

* “Music is truly great not when it is performed, but when it is brought into performance”
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in some studies on his works [J/IeBun, 2022; Boromomnos, 1999; Boromonos,
2000; Lipovetsky, Wakamiya], the author employs famous classical pieces,
popular songs, and even sounds from daily life as musical motifs to echo,
accompany or ‘expand” his literary themes. This thick layering of music
and sound contributes to the impression of a “musical weave” in his writing
and creates a texture that extends beyond the linguistic level to encompass,
in Lotmanian terms, a broader cultural atmosphere.

bubnmnorpaduyeckne ccoiiku / References

bBracosewgencruii H. A. Criyqaii Benn E.: ncuxoaHaauTHUECKOE HCCIICIOBAHUE TOIMBI
«Mocksa — [Terymkmy. CII0. : 'ymanurap. akaz., 2006. 256 c.

bozomonos H. A. «Mocksa —IleTymku»: HCTOPUKO-TUTEPATYPHBIN U aKTyaIbHBIN KOH-
Tekct // HoBoe mut. o6o3penue. 1999. Ne 38. C. 302-311.

bocomonos H. A. briokoBckuit mract B «Mockse — [letymkax» // HoBoe mut. 0603pe-
nue. 2000. Ne 44. C. 126-135.

Bpasun A. «bnaras Bectb» Benenukra Epodeesa n Mozens 6ubneiickoit puropuku //
CnosecHocts u uctopus. 2022. Ne 1. C. 151-174. DOI 10.31860/2712-7591-2022-1-151-
174.

Tacnapos b. M., Ilanepno U. A. «Bcranb u unu» // Slavica Hierosolymitana. 1981.
Vol. 5-6. C. 387-400.

Epogees B. Imutpuii Llloctakosuy. Hagano pomana // Epogees B. «bbITh pycckum —
nerkast mpoBUHHOCTHY : IlITpnxu k moptpery. 3anmcusle kamkku. CII6. : M3x. ®onpa pyc.
no33uu, 1999. C. 56-67.

Epoghees B. 3anucubie kuwkku 1960-x rogos. M. : 3axapos, 2005. 672 c.

Epogees B. Mocksa — [letymiku / ¢ komMmeHT. . Biacosa. M. : Barpuyc, 2003. 576 c.

Epogees B. Co mHa nymu. M. : Barpuyc, 2004. 558 c.

Epogees B., Cxunnen JI. «51 ue cnemy...» : Benenukr Epodeen B Oecene ¢ daduu
Cxunen / pen. Y. Cumanosckuit, C. Illautman-MakMwuwuiud // 3Hams. 2019. Ne 10.
C. 26-55.

3axapuesa M. OcobeHHoctn MupoBOCIpHsATH mmcarenss Benemukra Epodeesa
(u3 «3ammcHbIx kHIKeK») // LiterNet : [caiit]. 2011. Ne 1 (134). URL: https:/liternet.bg/
publish23/i_zaharieva/venedikt-erofeev.htm (nara obparenus: 05.03.2025).

Jlesun 0. Kommenrtapuii k nosme «Mocksa — [letymkny» Benenukra Epodeena. I'par :
Ianmie, 1996. 95 c.

Jlesun 10. Cemuochepa Bennuku Epodeesa / Benenukr EpodeeB u o Benenukre
Epodeese / coct. O. A. Jlekmanos, 1. I. Cumanosckwuii. M. : Hooe nut. 0603penue, 2022.
C. 260-278.

Jlexmarnoe O., Cumanoeckuii 1., Ceéeponoe M. Benenukr EpodeeB: moctopoHHHi :
ouorpadus. M. : ACT, 2019. 464 c.

Mypasves B. Heckonbko Monosoros o Benenukre Epodeese / pen. Y. Asnues, I'. Epo-
(eea // Tearp. Ne 9. C. 74-122.

Opruykuii FO. «Mocksa — IleTymkm» kKak puTMHIECKOe Iestoe (TIpeaBapuTesIbHbIe 3a-
mevanus) // «Mocksa—Ilerymkn» Benenukra Epodeesa : marepuanst TpeTbeid MesxyHap.
koH(. «JIuTepaTypHbIii TEKCT: IIPOOIEMBI M METOABI HcciieoBanus / pen. F0. JlomaHckuii.
Tseps : TBepckoii roc. yH-T, 2000. C. 64—68.

IHepmsaxos A. Tmsans u3 IlerymkoB // Bomp. mut. 2022. No 2. C. 40-60. DOI
10.31425/0042-8795-2022-2-40-60.

Ceoarosa O. O Benenukre Epodeese : nntepsbio Unbe Cumanosckomy // Beneaukr
Epodees: Konomua n He Tonmpko : ¢0. cT. u myOn. / pen. O. Jlekmanos, M. CumaHOBCKUIA.
Komnowmna : U3x. mporpamma my3es-pesuneHin « AprkomMmyHainka «Epodees u apyrue»»,
2023. C. 353-393.

Cenxesuu A. H. Benemukt Epodees, uenoBek Hesaemnuii. M. : Mosonast rBapus,
2020. 751 c.



190 Problema voluminis

Tpowuncras-Cmenywkuna T. E. (2019). «Pabom ObiTh HE x0uy...» : K 80-meruto
co aust poxxaenns Benenukra Epodeesa / Bectn. PYJIH. Cep.: Jluteparyposenenue. XKyp-
nHamucruka. 2019. T. 24, Ne 1. C. 43-53. DOI 10.22363/2312-9220-2019-24-1-43-53.

HImane 3. H. Beremukt Epodees: mucarens u ero okpyxenne. M. : AUPO-XXI, 2019.
240 c.

Ockuna H. A. My3bika Kak 00beKT mapoAaupoBaHus B pycckoil mpose (JI. Tomcroi,
M. Bynraxos, B. EpodeeB) // Uponus u mapoaus : MexBy3. ¢0. Hayd. cT. Camapa : Camap.
yH-T, 2004. C. 34-52.

Blagoveshchensky, N. A. (2006). Sluchai Veni E.: psikhoanaliticheskoe issledovanie
poemy “Moskva — Petushki” [Venya Erofeev’s Case: A Psychoanalytic Study of the Poem
Moskva — Petushki]. St Petersburg, Gumanitarnaya akademiya. 256 p. (In Rus.)

Bogomolov, N. A. (1999). “Moskva — Petushki”: istoriko-literaturnyj i aktual’nyi
kontekst [Moskva— Petushki: Historical-literary and Current Context]. In Novoe literaturnoe
obozrenie. No. 38, pp. 302-311. (In Rus.)

Bogomolov, N. A. (2000). Blokovskii plast v “Moskve — Petushkach” [Blok Subtext in
Moskva — Petushki]. In Novoe literaturnoe obozrenie. No. 44, pp. 126—135. (In Rus.)

Bravin, A. (2020). “Sulle Ali di Una Risata Belante...”. La Buona Novella di Venedikt
Erofeev. Alessandria, Edizioni dell’Orso. 179 p.

Bravin, A. (2022). “Blagaya vest’” Venedikta Erofeeva i model’ bibleiskoi ritoriki [ The
Gospel by Venedikt Erofeev and a Model of Biblical Rhetoric]. In Slovesnost i istoriya. No.
1, pp. 151-174. (In Rus.)

Calabrese. S. (2024). La Narrazione. Letteratura, Storie di Vita, Visual Story. L., My
Lab — Pearson. 336 p.

Caramitti, M. (2010). Letteratura Russa Contemporanea. La Scrittura Come Resistenza.
Bari, Laterza. 342 p.

Caramitti, M. (2023). Venedikt Erofeev, Moskva — Petuski (1970). In OpeRus: la
Letteratura Russa Attraverso le Opere. Dalle Origini ai Nostri Giorni. Udine, Univ. di
Udine, pp. 1-31.

Criveller, C. (2011). Madness as an Aesthetic and Social Act in Russian Autobiographical
Prose. The Case of Venedikt Erofeev’s Memoirs of a Psychopath. In Toronto Slavic
Quarterly. No. 36, pp. 48—61.

Emerson, C. (2006). Vita di Musorgskij / transl. by A. Cogolo. Torino, EDT. 159 p.

Erofeev, V. (1999). Dmitrii Shostakovich. Nachalo romana [Dmitri Shostakovich. The
Beginning of the Novel]. In “Byt’ russkim — legkaya provinnost’”. Shtrikhi k portretu.
Zapisnye knizhki. St Petersburg, Fond russkoi poezii, pp. 56—67. (In Rus.)

Erofeev, V. (2003). Moskva — Petushki s kommentariyami Eduarda Vlasova [Moskva —
Petushki with Eduard Vlasov’s Commentary]. Moscow, Vagrius. 576 p. (In Rus.)

Erofeev, V. (2004). Mosca — Petushki e Altre Opere / transl. by G. Zappi. Milano,
Feltrinelli. 344 p.

Erofeev, V. (2004). So dna dushi [From the Depths of the Soul]. Moscow, Vagrius. 558
p- (In Rus.)

Erofeev, V. (2005). Zapisnye knizhki 1960-kh godov [Notebooks of the 1960s]. Moscow,
Zakharov. 672 p. (In Rus.)

Erofeev, V. (2017). Memorie di Uno Psicopatico / transl. by L. Perri. Torino, Miraggi.
284 p.

Erofeev, V., Skillen, D. (2019). “Ya ne speshu...”: Venedikt Erofeev v besede s Datni
Skillen [“I’'m in no hurry...”: Venedikt Erofeev in Conversation with Daphne Skillen] /
ed. by 1. Simanovskii, Sv. Shnitman-MakMillin, S. Graham. In Cardinal Points. No. 10,
pp- 49-73. (In Rus.)

Eskina, N. A. (2004). Muzyka kak ob”ekt parodirovaniya v russkoi proze (L. Tolstoi,
M. Bulgakov, V. Erofeev) [Music as an Object of Parody in Russian Literature (L. Tolstoy,
M. Bulgakov, V. Erofeev)]. In lroniya i parodiya. Mezhvuzovskii sbornik nauchnykh statei.
Samara, Samarskii gosudarstvennyi universitet, pp. 34-52. (In Rus.)

Gasparov, B. M., Paperno, I. A. (1981). Vstan’ i idi [Get Up and Go]. In Slavica
Hierosolymitana. Vol. 5-6, pp. 387—400. (In Rus.)



I. Remonato The “Musical Subtext” in Venedikt Erofeev’s Works 191

Lekmanov, O., Simanovskii, 1., Sverdlov, M. (2019). Venedikt Erofeev: postoronnii.
Biografiya [Venedikt Erofeev: An Outsider. A Biography]. Moscow, AST. 464 p. (In Rus.)

Levin, Yu. (1996). Kommentarii k poeme “Moskva — Petushki” Venedikta Erofeeva
[Commentary of Venedikt Erofeev’s Poem Moskva — Petushki]. Graz, Pfandl’. 95 p.
(In Rus.)

Levin, Yu. (2022). Semiosfera Venichki Erofeeva [The Semiosphere of Venichka
Erofeev]. In Lekmanov, O. A., Simanovskii, I. G. (Eds.). Venedikt Erofeev i o Venedikte
Erofeeve. Shornik. Moscow, Novoe literaturnoe obozrenie, pp. 260-278. (In Rus.)

Lipovetsky, M., Wakamiya, L. (Eds.). (2015). “Venedikt Erofeev”. In Late and Post
Soviet Russian Literature: A Reader. Boston, Academic Studies Press. Vol. 2, pp. 540-573.

Lotman, Ju. M. (2005). On the Semiosphere (1984) / transl. by W. Clark. In Sign
Systems Studies. No. 33, pp. 205-229.

Moscow Circles / transl. by J. R. Dorrell. (1981). N. Y., Writers and Readers. 188 p.

Moscow Stations: A Poem / transl. by S. Mulrine. (1997). L., Faber & Faber. 131 p.

Moscow to the End of the Line / transl. by H. W. Tjalsma. (1969). Evanston, Northwestern
Univ. Press. 171 p.

Murav’ev, V. (1991). Neskol’ko monologov o Venedikte Erofeeve [Some Monologues
about Venedikt Erofeev] / ed. by 1. Avdiev, G. Erofeeva. In Teatr. No. 9, pp. 74-122.
(In Rus.)

Orlitskii, Yu. (2000). “Moskva — Petushki” kak ritmicheskoe tseloe (predvaritel’
nye zamechaniya) [Moskva — Petushki as a Rhythmic Whole (Preliminary Remarks)].
In Domanskii, Yu. (Ed.). “Moskva — Petushki” Venedikta Erofeeva. Materialy Tret ei
mezhdunarodnoi konferentsii “Literaturnyi tekst: problemy i metody issledovaniya”. Tver’,
Tverskoi gosudarstvennyi universitet, pp. 64—68. (In Rus.)

Permyakov, A. (2022). Glyadya iz Petushkov [Looking from Petushki]. In Voprosy
literatury. No. 2, pp. 40-60. DOI 10.31425/0042-8795-2022-2-40-60. (In Rus.)

Piretto, G. P. (2018). Quando C’era I’'URSS. 70 Anni di Storia Culturale Sovietica.
Milano, Rffaello Cortina. 621 p.

Pulcini, F. (2021). Shostakovich. Torino, EDT. 284 p.

Reich, R. (2018). Madness as Mask: The Case of Venedikt Erofeev. In State of Madness:
Psychiatry, Literature, and Dissent After Stalin. Ithaca, Cornell Univ. Press, pp. 185-216.

Remonato, I. (2013). Dal Russo All’italiano: gli Itinerari Linguistici di Moskva —
Petushki. In mediAzioni [website]. No. 14. URL: http://mediazioni.sitlec.unibo.it (accessed:
07.03.2025).

Remonato, 1. (2015). Tra Movimento e Stasi. Polisemia del Viaggio Nell'opera di
Venedikt Erofeev. Analisi Critica del Poema in Prosa Moskva — Petushki. Saarbriicken,
EAL 323 p.

Riley, J. (2005). Dmitri Shostakovich: A Life in Film. The Filmmakers’ Companion. L.,
N. Y., Tauris Academic Studies. 168 p.

Russi, R. (2005). Letteratura e Musica. Roma, Carocci. 127 p.

Schwarz, B. (1983). Music and Musical Life in Soviet Russia: 1917-1981. Bloomington,
Indiana Univ. Press. 722 p.

Sedakova, O. (2023). O Venedikte Erofeeve: interv’yu IlI’e Simanovskomu
[On Venedikt Erofeev. Interview with Ilya Simanovsky]. In Lekmanov, O., Simanovsky,
1. (Eds.). Venedikt Erofeev: Kolomna i ne tol’ko. Shornik statei i publikatsii. Kolomna,
Artkommunalka Erofeev i drugie, pp. 353—393. (In Rus.)

Senkevich, A. N. (2020). Venedikt Erofeev, chelovek nezdeshnii [Venedikt Erofeev,
a Man from Another World]. Moscow, Molodaya gvardiya. 751 p. (In Rus.)

Shostakovich, D. (2006). Trascrivere la Vita Intera: Lettere 1923—1975 / ed. by
L. Dusio, E. Wilson. Milano, il Saggiatore. 509 p.

Shtal’, E. N. (2019). Venedikt Erofeev: pisatel’i ego okruzhenie [ Venedikt Erofeev: The
Writer and His Sociocultural Surroundings]. Moscow, AIRO-XXI. 240 p. (In Rus.)

Sollertinskij, I. I. (2016). Musica e Letteratura al Tempo Dell Unione Sovietica.: Saggi/
ed. by S. Manzoni. Lucca, Libreria Musicale Italiana. 164 p.



192 Problema voluminis

Tedeschi, R. (1990). [ figli di Boris. L’opera russa da Glinka a Shostakovich. Torino,
EDT. 253 p.

Troshchinskaya-Stepushkina, T. E. (2019). “Rabom byt" ne khochu...”.
K 80-letiyu so dnya rozhdeniya Venedikta Erofeeva [“I don’t want to be a slave...”.
On Venedikt Erofeev’s 80" Birthday]. In Vestnik RUDN. Vol. 24. No. 1, pp. 43-53. DOI
10.22363/2312-9220-2019-24-1-43-53. (In Rus.)

Vaingurt, Ju. (2022). Low Spirits and Immoderate Meditations in Venedikt Erofeev’s
Moskva — Petushki. In Slavic Review. Vol. 81. No. 1, pp. 163-186.

Volkov, S. (2005). Testimony: The Memoirs of Dmitri Shostakovich as Related to and
Edited by Solomon Volkov. L., Faber & Faber. 288 p.

Zakharieva, 1. (2011). Osobennosti mirovospriyatiya pisatelya Venedikta Erofeeva
(iz Zapisnykh knizhek) [Peculiarities of the Writer Venedikt Erofeev’s Worldview (from the
Notebooks)]. In LiterNet [website]. No. 1. URL: https://liternet.bg/publish23/i_zaharieva/
venedikt-erofeev.htm (accessed: 06.03.2025). (In Rus.)

Zignani, A. (2023). Jean Sibelius. Dei Ghiacci e del Fuoco. Vita e Musica. Varese,
Zecchini Ed. 255 p.

The article was submitted on 20.11.2024



