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Abstract: This paper addresses multi- and translingual aspects of the work of Soviet
unofficial poet Yan Satunovsky. It considers biographical, professional, creative and
emotional factors contributing to multilingualism in Satunovsky’s work, including
his childhood in early-Soviet Ukraine, his Jewish identity, his status as an unofficial
poet and his work as a translator and author of children’s poetry. Examples from
children’s and adult poems elucidate the different languages Satunovsky worked in
and the difference between multilingual and translingual poetics. The article con-
cludes with a reflection on the larger significance of multi- and translingual poetry

for Satunovsky and his time.
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Yan Satunovsky was born in 1913 into a Jewish family in Ekaterinoslav (later
Soviet Dnepropetrovsk and now the Ukrainian city of Dnipro), in the Russian
Empire’s Pale of Settlement. He grew up speaking primarily Russian: almost
no one in the family spoke Yiddish.! While his family likewise did not speak
Ukrainian, Satunovsky’s youth coincided with the period of Ukrainization
and he was familiar with the language and with contemporary literature; he

1 Cf: “Ours was a Europeanized family of urban assimilated Jews, typical for early twenti-
eth-century Ekaterinoslav. No one spoke Yiddish and certainly not Hebrew. [...] our na-
tive language was always Russian with an admixture of Ukrainian neologisms” («3to
6blIa eBPOIIEN3VPOBAHHAA CEMbs TOPOJICKUX aCCHMIIMPOBAHHBIX €BPEEB, TUIIMYHASA J/I
Exarepunocnasa B Hadae XX Beka. HIKTO He TOBOpIII Ha uyulile, a TeM 0ojiee, Ha UBPUTE,
[...] poHOIT sA3BIK GBI BCerna PyCCKuil € MPYMeChI0 YKPaMHCKMUX HEONOrn3MoB»; Burkov
2012: 1). Burkov quotes Piotr Satunovsky, the poet’s brother.
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would later translate Ukrainian poems into Russian.? Viktor Ivaniv refers to
Satunovsky’s first-hand familiarity with “the Ukrainian-Polish-Yiddish lan-
guage environment’, asserting that this “mix of idioms, words with ephemeral
lifespans, and vernaculars would accompany him for his entire life”.?

While Satunovsky’s diverse ethnic, linguistic and cultural heritage impacted
his life in various ways, this article specifically identifies Satunovsky as a
translingual poet and examines multilingual and translingual aspects of his
published work for children and unpublished work for adults. In addition to
illuminating the wide-ranging significance of the translingual for Satunovsky’s
poetics, I also examine the place of multilingualism in 1960s-1970s Soviet chil-
dren’s literature and why this phenomenon matters in the Soviet context.

%%

First, let me make the case for Satunovsky as a translingual poet. The non-Rus-
sian languages of his childhood milieu - Yiddish, Hebrew and especially
Ukrainian - appear occasionally in his adult poems; further contact with Ger-
man, Czech, Polish and possibly French and English occurred during his years

of fighting in WWIL. Indeed, Ivaniv points to the inherent multilingualism of
wartime experience, describing Satunovsky’s speaking voice as the “vital and

unitary T of a contemplator isolated in his thoughts, whose hearing is criss-
crossed by squadrons of prisoners-of-war and the speech of the great migra-
tion of peoples”* As a freelance writer and translator living outside of Moscow
in the post-war years, Satunovsky translated from Ukrainian, Czech, Polish,
and other Slavic languages.

All 1300 poems in Satunovsky’s collected works have Russian as their “base
language”. In recent work on translingual poetry, Eugene Ostashevsky suggests
that one way to think about the difference between multilingual and translin-

2 The 2012 volume contains more than twenty references to Ukrainian writers and cultural
phenomena. To take one example, the commentary to the short poem “Perevozhu Vingra-
novskogo...” indicates that Satunovsky worked on multiple translations of the Ukrainian
poet’s children’s poems [688].

3 «[...] yKpamHCKO-IIONbCKO-eBpelicKas A3bIKOBasA Cpefia Oblla 3HAKOMa I0ITY He IIOHa-
cnbiike. CMech Hape‘{]/[f/‘[, CJIOB, KOTOpbIE )KI/IBYT BEKOM MOTbBIZIPKA, HAPOAHBIX I'OBOPOB
6yneT compoBOXK/ATH €ro BCI0 XusHb» (Ivanov 2013: 244). This and subsequent translations
are mine unless otherwise indicated. - A.M.

4 «[...] XuBas egMHNUIA ,A“ YeAMHEHHOrO B CBOMX IOMBIC/IaX CO3€pIIaTe/s, CKBO3b CITyX
KOTOPOTO IPOXOJAT SILE/IOHbI C BOGHHOIICHHBIMY U C/IBILIHA Pedb BE/IMKOTO [IepeCe/IeH s
HapopoB» (Ivanov 2013: 244).
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gual poems is the extent to which the two (or more) languages are interact-
ing with and coloring one another (Ostashevsky 2023: 178-179). For instance,
nearly half of Satunovsky’s children’s books fall into what can be called the
“friendship of peoples” genre: these are collections of play and counting
rhymes from various Soviet and non-Soviet peoples, which call attention to
language and languages while not troubling what Suresh Canagarajah might
call the monolingual (Russian) paradigm.> Most of these poems are multi-
lingual - they include place and proper names and selected other words in
languages other than Russian - but the foreign words are carefully boxed off
and kept separate, serving as the linguistic equivalent of “national costumes”
but not impacting the (socialist) content or/and the deep structures of lan-
guage. Even while it privileges linguistic (and cultural) difference, this kind of
multilingualism, like monolingualism, implicitly supports translational equiv-
alence and the idea that mostly everything can be easily understood between
all people (Yildiz 2012: 2-19). Some of Satunovsky’s children’s poems, however,
inch closer toward the boundary of legibility and comprehensibility - I will
return to them shortly.

Satunovsky has some adult poems that are “multilingual” in this easily
legible sense, including some early anti-Nazi poems published in the lead-up
to and during the Second World War.® Actual translingualism is evident in
other adult works by Satunovsky in that other languages interpolate Rus-
sian-language texts in ways that are semantically significant. The form of these
interpolations ranges widely, and the linguistic interpolations are not even
necessarily non-Russian. The following example demonstrates the incorpora-
tion of dialects, i.e. the acknowledgement of non-“standard Moscow” Russian:

Topop roBopynoB. I'oBop Ha O.

T'oppkoBckuii, HyKeropoackuii: KOposa; TBOpOTL.

Quoted in Ostashevsky 2023: 174.
6  Satunovsky ran the humor page in the Dnepropetrovsk daily Zvezda (Star) in 1937-38; he
continued this work in the frontline paper Patriot rodiny (Patriot of the Motherland), with
poems like this one about Hitler: «OH, cobpas cBoux mpoxBocToB, / O6’ ACHII UM O4YeHb
npocro / Her kamyra, ecTb 6mun-kpur, — /AitH-1Beii-fipeit, — mobena svmur!» (“He col-
lected all his scoundrels / Laid out his plan nice and simple: / No kaput now, only blitzkrieg,
/ Just eins-zwei-drei to victory!”; L. Satunovskii 2009: 4).

v
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T'oBopsT: Oxa;ropopAT: mOKA.

Hy, a 4Jero HOCyILIeCTBeHHeﬁ, HE TOBOPAT IIOKA.

26 HOAOPA 1966, I3epaunck
[204]

A commune of communicators. The idiom of O.

Gorky-argot, Nizhny-lingo: kOrOva; tvOrOg. [cow, farmer cheese]
They say: OkA; they say: pOkA. [the river Oka, bye]

Well, and beyond that, they don’t say much so far.

26 November 1966, Dzerzhinsk

Satunovsky also pays attention to speech variations such as stuttering, as in the
wartime poem “One said...” (“Odin skazal.., 1940; [12]), which also includes
punning - it is highly characteristic that these two speech phenomena would
be combined.

OpuH cKasam:
— He 6obliie 1 He MeHbIIe,

KaK Hadajcs pasgen Ilonpum.

Bropoi
CTPACTHO 3aX0XOTaJ,

a TpeTI/II/UI TO/JIOBOIO ITOMOTAJI.

YerBEpThlit,
33, 3, 3aMKasCh, IPETOTHEC:
- Pasgen. KpacoTky. M B mocrens yuéc.

Tak mbI Y4YUINCh TOBOPUTH O CMEPTU.

[12]

One said:
“The long and short of it is,
Poland’s getting split”
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The second
laughed til he turned red;
the third just shook his head.

The fourth,
stut, stut, stuttering, came out ahead:
“Split. Her pretty legs. And off with her to bed”

And so we learned to speak of death.”

The poem highlights the abstraction of language with its pointed pun that
juxtaposes the division of Poland (“razdel Pol’shi”) with the undressing of the
pretty lady (“razdel krasotku”). But it also models the breakdown of language
per se through the stuttering fourth speaker, who produces the pun with some
difficulty: “The fourth / stut, stut, stuttering [...]” The final line “And so we
learned to speak of death” moreover introduces the idea that, while all the
figures in the poem are evidently competent speakers of Russian, the war is
requiring them to learn a different way of speaking — almost a different lan-
guage that they will all need to master in order to talk about (or avoid talking
about) what they are witnessing.

Even without the inclusion of non-Russian words, this heightened atten-
tion to the variations within one language serves to break down the illusion of
neutral monolingualism. Ostashevsky writes:

While the choice of language in a monolingual text is usually semantically
neutral, the choice of one language in a bilingual text always takes place at
the expense of another language [...]. Consequently, consideration of what
language is used to say what things (and by whom and in what manner) adds
extra dimensions to the poem as a semantic construction.

(Ostashevsky 2023: 178)

He points specifically to punning as the premier device for translingual poetry,
understood broadly as poetry that slows down perception and foreground

thinking about language alongside whatever other messages it may be keen to

7 Translation by Ainsley Morse and Philip Redko.
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convey (Ostashevsky 2025: 168). (Ostashevsky also points out that Formalists
like Tynianov and Jakobson thought that this was the primary task of all poetry.)

The presence of other languages in a poem - even relatively comprehensible
languages — has a defamiliarizing and thus destabilizing effect on the reader. It
recalls what Tynianov says about Osip Mandelstam’s peculiar ability to make
ordinary Russian words sound foreign: “This highly responsive verse culture
needs only a small foreign implantation for ordinary Russian words like ‘part-
ing, ‘long-tressed’ and ‘waiting’ to become as Latinate as ‘vigils, and for ‘sci-
ences [nauki] and for ‘pants’ [briuki] to become chebureki” (Tynianov 2019:
209). Tynianov describes a process whereby the firm connection between the
shape and sound of a word and its meaning becomes looser. While the Futur-
ists invented new words without fixed meanings (zaum), Mandelstam slightly
destabilizes the meaning of apparently well-known words, bringing about defa-
miliarization on the level of the individual word rather than phrase or image.

Tynianov thus characterizes Mandelstam’s work as “work on the literary
language by a near-foreigner” (Ibid.). Many of Satunovsky’s poems, although
written entirely in Russian, perform a distinctive distancing of the self from
“Russianness”. Some poems don't beat around the bush, addressing the every-
day racism and discrimination toward non-Russian Soviet minorities:

MX nonarus.
EBpeit 3T0 0CKOpOUTENLHO.

ITosTOMy roBOpAT: €BpENYNK.

ApMsAlIKa, XOX/TyIIKa, YyYMeK —

Ipy>x6a HapOKOB.

21 0OKMAOPS 1966
[528]°

THEIR concepts.

Jew [evrei] is insulting.

8  Note that Gerald Janecek dubbed Vsevolod Nekrasov a “poet of paronomasia”. Nekrasov has
multiple cycles that play with foreign-language insertions and the nearly macaronic collec-
tion Doiche Bukh (2002).

9  Cf.a1965 poem about fitting in and not fitting into Ukraine, “Moe — ne moe - nebo...” [177].
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So they say: lil’ Jew [evreichik].

Cute lil’ Armenian [armiashka], lil' Ukie girl [khokhlushka],
darkie [chuchmek] -

the friendship of peoples.

21 October 1966

The critique can also be more explicitly language-related, as in the follow-
ing poem that problematizes the “great Russian language” as the medium for
Soviet poetry and the Soviet state:

OTa BUANMOCTD CMBIC/IA B CTMXaX COBPEMEHHBIX COBETCKMX MO3TOB —
CBOJICTBO CMHTAKCIICa,

CBOJICTBO BEJIMKOTO PYCCKOTO A3BIKa

praB}IHTb I‘OCyHapCTBOM;

" ThbI

He BajAll fypaka,

moKa

nern,

nmoMHu 06 3TOM!

12 urnd 1967
[220]

This illusion of meaning in the poems of contemporary Soviet poets —
is a propensity of the syntax,

a propensity of the great Russian language

to run the state;

you too

don’t you forget it,

while you're

still intact,

remember that!
12 July 19671

10 Translation by Ainsley Morse and Philip Redko.
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Here, the speaker (and his addressee, evidently — himself) are pointedly
left outside the bounds of all the entities named: the great Russian language,
its syntax and capacity for running the state, and its status as the medium for
the apparently meaningful content of contemporary Soviet poetry. Of course,
the most obvious instances of translingualism in Satunovsky’s work are poems
that engage actively with words and phrases from other non-Russian lan-
guages. Yet even without including non-Russian words, this poem, like the
previous one, exemplifies Sarah Dowling’s definition of translingual poetry as
“self-consciously situated between languages and <attending> to the complex
processes of domination and refusal that can be observed and interpreted
from the discursive context of each” (Dowling 2018: 6). While the examples I
give here use Russian to spell out Satunovsky’s outsider status more and less
explicitly, other translingual adult poems allow a few select words or phrases
in non-Russian languages to enact that distance more implicitly.

Considering discursive contexts, the “illusion of meaning” poem further-
more suggests that Satunovsky’s translingualism can be connected to his status
as an unofficial poet. Mikhail Pavlovets points to a direct connection between
Satunovsky’s Jewish and Ukrainian identity in the Soviet context and his sta-
tus as an unofficial writer: “We recall that Satunovsky’s complicated ethnic
self-identification, as someone born in Ekaterinoslav, included not only Rus-
sianness and Jewishness, but also Ukrainianness, and the two latter identities
serve as a sort of metaphor for his semi-legal position in Russian literature”"
While officially-published poets of the late Soviet period were quite explic-
itly bound to support the Russocentric monolingual paradigm (something
reflected quite consistently in Satunovsky’s children’s books, as we will see),
Satunovsky’s unpublished status arguably released him from this obligation
and encouraged him to experiment with a translingualism that embraces a
degree of illegibility, one that points toward the free-standing, idiosyncratic
existence of other languages (within and without the poet) while questioning
the possibility of translational equivalence.'? T would go so far as to say that

11 Quote from his article in this volume.

12 Considering translingualism in a North American postcolonial setting, Dowling highlights
the critical power of poems which “refuse to presume or to perform translational equiva-
lency; rather, translingual poetics relies upon and produces effects of untranslatability, opac-
ity, and noncomprehension” (Dowling 2018: 6).
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Satunovsky’s translingualism almost always has a (culturally, politically, or/
and literarily) subversive function.

Children’s poetry

Like his fellow unofficial Lianozovo poets Igor’ Kholin, Genrikh Sapgir,
Vsevolod Nekrasov and Ovsei Driz, Satunovsky made part of his living as a
children’s writer and translator, as well as a literary critic writing about chil-
dren’s poetry.” He published at least fourteen children’s books under his name,
in addition to numerous publications in anthologies and periodicals. As men-
tioned, in the late 1930s Satunovsky had written for the Dnepropetrovsk daily
Zvezda (Star) (the “Kidding / Not Kidding” (“V shutku i vser’ez”) rubric);
these columns and his children’s books were the only Soviet publications of
poetry he saw during his lifetime, though he tried for decades to get his adult
poems into print as well (L. Satunovskii 2009)." In addition to the children’s
poetry, in the 1960s and 1970s Satunovsky published a few essays in profes-
sional journals dedicated to children’s literature including Doshkol'noe vos-
pitanie (Preschool Education) and Detskaia literatura (Childrens Literature),
which focus on the form and history of children’s poetry and its intersections
with folklore."> Many of Satunovsky’s children’s books are multilingual (if not
translingual).

To hark back to the “THEIR concepts” poem, many of these children’s
books fall into what could be called the “friendship of peoples” genre. In
accordance with Soviet nationalities policy, different nations are identified by
a limited selection of specific features. Terry Martin notes that in the mid-
1930s there was a significant shift from the metaphor of “socialist brotherhood”
to “friendship of nations”, which entailed an embrace of kitschy exoticization:

13 See the article by Marat Grinberg in this volume for Satunovsky’s writing on Sapgir and Driz.

14 Vsevolod Nekrasov quotes Satunovsky’s snarky-editor poems as proof of his ongoing efforts
to make it into print. Cf. Nekrasov 1982-1983.

15 See the article by Mikhail Pavlovets in this volume.
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In the brotherhood campaign, the exoticization of national culture - the exces-
sive and uncritical use of the folkloric — was one of the chief sins attributed
to both nationalists and especially great-power chauvinists. In the friendship
campaign, this concern disappeared entirely and the folkloric and exotic were
celebrated uncritically.

(Martin 2001: 443)

The charming local features should ideally include a national language,
although - also by the late 1930s — the subordination of national languages to
Russian was also enshrined in the law.

To the extent that Soviet children’s literature accurately reflects union-wide
cultural norms, the model for “friendship of nations” established under Stalin
did not appreciably change over the subsequent decades and even after the
dictator’s death in 1953. Satunovsky’s 1971 U medvedia vo boru (In the Bear’s
Lair) offers a neat distillation of this attitude toward nationalities. In it, differ-
ent peoples of the RSFSR are represented by a short description of a locally
popular game (like tag, blindman’s bluff, etc.) as well as a brief rhyme. The
rhyme meanwhile is not a translation of some kind of children’s folk song or
play rhyme; instead, it is an original work offering a summary of “what you
need to know” about the given culture (as Martin puts it, “a highly clichéd
essentializing rhetoric of national character”; ibid.). In a highly typical exam-
ple, the rhyme for the Bashkir game focuses on the name of an industrial
center in the Soviet Bashkir Republic (Ishimbai), its primary export product
(petroleum), the name of a major Muslim holiday (Bairam) and an important
cultural figure (the bard Buranbai). For good measure, some common proper
names in Bashkir (Yamilya, Kamilya, Bibinur, Fazilya) are thrown in.

Yto o HAaMU
ITox HOraMu;

ITop >Kee3HbIMU CTONOAMU?

9t0 HedTh MO Vmmmbaem,
OTO MBI 110 Hell I1araeM.
SAmunsa, Kamuns, bubunyp n ®asumns,

U BaiipaHn, n Bypan6ait,
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IIpuneraiire
B Numm6ait!

(Satunovskii 1971: 5)

What's beneath us
‘Neath our feet

Underneath these iron struts?

Qil lies under Ishimbai,

Under us as we walk by.

Yamilya, Kamilya, Bibinur and Fazilya,
Bairan and Buranbai,

Come to visit

Ishimbai!

Meanwhile, even this superficial degree of “national specificity” is unusual for the
book - in most of the poems, various other peoples are represented, at best, by a
reference to a regional capital (of Mordovia, Komi, Kalmykia, Chuvashia) or even just
the name of a river, as in the Udmurt rhyme - words you might look up on a map
rather than in a dictionary:

Hoxpuk, yxonu,
COJTHBIIIIKO, BOMIN,
YTOOBI KOPOMBICIIO

HaJl 3eMJIeil TTIOBUCTIO:

O HUM KOHIIOM
HaJ, pexoit Yennom

[...]

(Satunovskii 1971: 18)

Rain, rain, youre out,
sun, sun, you're it

make it so the big arc
hangs over the earth:
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With one end, hurrah
Ober the river Cheptsa
[...]

Other nationalities get no specific features at all. In the rhyme for Chechn-
ya-Ingushetia, in place of national specificity there is some monolingual Rus-
sian soundplay: the poem’s characters have names that evoke the standard
openings for fairy tales, Zhildabyl (Onceuponatime) and Byldazhil (Upon-
atimeonce). The repeating zh and y sounds are perhaps meant to vaguely evoke
the sounds of Caucasian languages (or at least the stereotypical Russian percep-
tion of them), but the poem fails to engage with any cultural specificity at all:

JKun Ha cBeTe
JKunmaboin,

C Beingaskumom

OH IPYXKIJL.
Kunmabsin

6e3 Bourgakuna
IHs OBI, BEPHO

He TIPOXXIJL.
(Satunovskii 1971: 19)

Onceuponatime

once lived

and was friends

with Uponatimeonce.
Without Uponatimeonce
Onceuponatime
couldn’t live

a single day.

Despite the book’s apparent commitment to multiculturalism, most of the
rhymes, like this one, implicitly support the monolingual (Russian) paradigm,
with its Romantic nationalist “ideal of linguistic purity — of speaking a lan-
guage free of the interference of the lexicon and syntax of other languages”
(Ostashevsky 2023: 174). It is also worth noting that while all the children in
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the illustrations are wearing pointedly non-modern national costumes, less
effort has been made to depict ethnicity: thus the page devoted to Yakutia
prominently features a white-blond little girl, suggesting either sloppiness on
the editors’ part, the triumph of Soviet Russian colonialism, or both (Satun-
ovskii 1971: 21). That these books are written in Russian, in the Cyrillic alpha-
bet, is unacknowledged; instead, “Russian” as a culture is always allotted its
own spot, usually first.

This book must have gone over well because the following year Satun-
ovsky published From Niko to Suliko (Ot Niko do Suliko. Moskva: Detskaia
literatura, 1973). This book features children from Soviet republics and auton-
omous regions (the Ishimbai rhyme is reproduced), other socialist countries
(Romania, Hungary), as well as the capitalist countries Finland and France.
Two years later the same publishing house Fizkul'tura i sport (Athletics and
Sports) put out yet another one, Shire krug (Widen the Circle), this time fea-
turing peoples of the USSR.

In Widen the Circle, the references are again superficial and essentially
monolingual: the Estonian rhyme features only the vaguely Germanic name
“Marta’, the Turkmen - “Fatimushka’, and the Kazakh - “Chingiz-traktorist”
(“Genghis the tractor-driver”). The Armenian rhyme refers to the republic’s
capital city of Yerevan, lake Sevan and the river Razdan (evidently because
they all rhyme). Interestingly, the Russian rhyme does not come first, as is
typical, but in the middle; meanwhile, only in the illustration to the Russian
rhyme do you see some kids wearing “ordinary”, non-ethnic or folkloric cloth-
ing (one kid dressed in a Red Army hat, another wearing modern-day worker
clothes). All the other kids are scrupulously attired in national costume and
are given “appropriate” ethnic features.

Also in 1974, Satunovsky worked with another Moscow publishing house,
Malysh (Little One), to put out the collection Khorovod (Circle Dance), also
featuring a selection of peoples of the USSR. While the emphasis here is the
same as in the other books (in fact, the “Russian” and Uzbek poems are both
just duplicated from In the Bear’s Lair), the Latvian poem diverges from the
others with some actual literary code-switching:

VY nopornm —
Iaprc, gaprc!
Cropox cTporuit —
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Caprec, caprc!

3amep oH BOpoTa — BapTH.
Kak momacTpb HaMm

K Tete Mapre?
(Satunovskii 1974: 8)

By the road -

Dargs, dargs!

A stern guard -

Sargs, sargs!

He has locked the gate — varti.

How can we reach

Auntie Marti?
The poem includes the Latvian words for “road”, “guard” and “gate”, placing
them in rhyming position and without translation; perhaps Satunovsky, or
his editors, thought that their morphological and phonological similarity to
the Russian words justified the absence of a gloss. Yet similar exercises are not
done in poems engaging with languages like Ukrainian or Polish that are mor-
phologically closer to Russian, and the word “Latvian” does not even appear
anywhere on the page. The poem thus “counts” as translingual: monolingual
Russian-language readers do not have access to all codes, opening up a range
of possible misunderstandings. This can be contrasted to the more explanatory
Tajik poem in the same volume, which opens with a straightforward gloss:

[MornspnTe, 9TO 3a FUBO MPUJIETENO B HAII KUIITAK?
ITo-TagKMKCKM 9TO IMBO Ha3bIBAETCH JIAK/ISK.

910 aucr,

Benpiit anct!

(Satunovskii 1974: 15)

Hey look, what’s this wonder that’s flown into our kishlak?
In the Tajik tongue this wonder can be called a liakliak.
It’s a stork,

A white stork!
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The 1967 counting-rhyme book Raz dva tri (One Two Three) is, like the
Latvian poem, bolder in its free incorporation of foreign words into the poems,
although each poem is carefully entitled “in French”, “in Turkish”, etc. All told
the book offers counting rhymes in 15 world languages, ranging from Bengali
to Swedish. It helps that the non-Russian words are all numbers; meanwhile,
Satunovsky only uses the numbers that help him put together a rhyming
poem, so while the Vietnamese poem gives you the full range from 1-10
(“Mot / khai / Ba, bon, nam / Polivaite chaiu nam! [Pour us some tea!] // Vot /
Stakan, / A vot — drugoi. [Here’s / A cup / And here’s—another.] / Sau, bai, /
Tam, khin, muoi”), in Polish you don't get past six (“[...] P'ench, sheshch, /
Tra-ta-tai, / Ty, teteria, / Vyletai! [Fly away!]”). Although Russian remains the
neutral base language, in some of the poems a zaum-like effect is achieved,
with unfamiliar abstract sounds overshadowing the usually banal situation of
the poem (drinking tea, going hunting, playing). Many of the foreign number
words constitute units of meaning or partial meaning in Russian, as in the first
stanza of the Korean number poem:

Wnp, n, cam,
Wnp, u, cam,
Ha ny>xaiike
Iym u ram.

(Satunovskii 1967: 17)

11, i, sam,

11, i, sam,

In the fields
Noisy bedlam.

A curious translingual zaum effect is attained here, where the repeating first
line seems almost meaningful (il', i, sam in Russian sounds something like
“shall I do it myself or not?”), even as the title explains that these sounds mean
“one, two, three” in Korean.'®

16 See the subsequent discussion of the Polish phrase ‘ile lat’ in the poem “Kak russkii...” The
poem was written in 1966, around the same time as Raz, dva, tri.
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Satunovsky’s engagement with counting rhymes and rather prolific work
with them has a complex pedigree. On the one hand, several of the other
Lianozovo poets played around with counting rhymes in a parodic vein, con-
nected to their often reluctant work in children’s literature."” But Satunovsky
devoted several critical articles to counting rhymes, which he found fascinat-
ing both in and of themselves (as “children’s folklore”), for their connection
to actual folklore, and for the free creative potential of their soundplay.'® In
the Soviet children’s literature tradition, folkloric connections were prized for
their authenticity, proximity to “the people” and distance from undesirable
children’s production of a religious-proselytizing or bourgeois-imperialist
nature. Kornei Chukovsky famously exhorted children’s writers to “learn from
children, learn from the people” in his programmatic guide Ot dvukh do piati
(Erom Two to Five).” Satunovsky writes admiringly about Chukovsky’s folk-
loric verse forms, and is clearly intrigued by the latter’s controversial assertion
that children “liberate their song from the unnecessary weight of sense” (Chu-
kovskii 1928: 107).%°

Books like Satunovsky’s Raz dva tri are emblematic of the confused
late-Soviet politics around nationalism and internationalism. Satunovsky
offers counting rhymes with foreign content that could ostensibly broaden

17 Cf. Genrikh Sapgir’s Schitalki (Moskva: Malysh, 1965), one of many collections about letters,
words and numbers; Vsevolod Nekrasov’s 1961 poem “Schitalochka” (“Zima - leto / Zima —
leto”) is dedicated to Sapgir.

18 In his article on the relationship between Mayakovsky’s poems and the folkloric count-
ing-rhyme genre, Satunovsky refers to the “beyonsensification” (ozaumlenie) of Latin roots
in some counting rhymes.

19 First published in 1928 as Malen'kie deti (Little Children), Chukovsky’s popular guide to chil-
dren’s language and instructions for children’s poets was republished (and rewritten) many
times over the subsequent decades. «Yuurbcst y Hapopa — yuntbces y feteit!» is the first in
his list of “Commandments for Children’s Writers” (“Zapovedi dlia detskikh pisatelei”). See
Chukovskii 2012: 334.

20 Chukovsky writes this in Little Children. In several subsequent editions of the book he repu-
diated this position, asserting that “further observations convinced me that children never in-
tentionally aim for meaninglessness <bessmyslitsa>. As we have seen, children on the contrary
strive mightily to give meaning to every word they hear [...] In the original case, what the
child liberated his song from was not meaning at all, but difficult sounds” («[...] moapgueitmme
HaO/MIOfeHNs YOI MeHs, YTO y fieTell HUKOT/A He GBIBaeT HAPOUYNTOIO CTPEMIEHNA K
6eCCMI)ICJ'II/I]_[e. Kak mb1 y)Ke BUIIENN, OETY, HAIIPOTUB, CTPEMATCA BO 4YTO 6])1 TO HU CTa/lo
OCMBICIINTD KaXK[J0€ YC/IBIIIAHHOE CIIOBO [...]. B maHHOM ci1ydae pe6eHOK 0CBOGOMIII CBOO
IECHIO COBCEM He OT CMBIC/IA, @ OT 3aTPYAHNUTENbHBIX 3ByKOB»; Chukovskii 2012: 283).
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Soviet children’s linguistic and cultural horizons - an internationalist value -
while the literature on counting rhymes emphasizes their connection to Rus-
sian or Slavic folklore. In a diary entry on counting rhymes Satunovsky writes:
«fI xorga-To mMOFyManm — HO Befb Mbl BCIIOMMHAEM CTUXM — 0e3 CIoB —
OfiMH PUTM: ,M M M-M M M 11 T.i. HeT, MBI BCITIOMMHAeM pUTM-MHTOHALIMIO
M3BECTHOTO HaM (HO C 3a6bIThIMM cTIoBaMM) cTuxa» [618].% Seen in this light,
the foreign words Satunovsky inserts into the various “ethnic” or foreign
poems would seem to be properly read as almost entirely zaum, gobbledy-
gook.?? On the other hand, as Satunovsky writes in a 1966 letter to Vsevolod
Nekrasov (in which he asks Nekrasov to bring him counting rhymes from
Czechoslovakia): “I am quite sure that contemporary poetry arises to a very

great degree out of counting rhymes. Like you, for instance”.?

Child / Adult

The “friendship of peoples” books clearly adhere to the typical quota-driven
production of Soviet children’s literature. Meanwhile, the proportion they
make up in Satunovsky’s children’s oeuvre (nearly half) seems worthy of
notice. For the most part, in the children’s poems Satunovsky sticks with a
superficial employment of foreign words and phrases that corresponds to
correct (superficial) manifestations of national identity in the Soviet context.

21 “T had this thought - after all, we remember poems — without words - only the rhythm: ‘m
mm-m mm’ and so on. That is, we remember the rhythm and intonation of a poem we've
heard (but have forgotten the words to)”.

22 In his 1914 article on the early Futurists in the journal Shipovnik, Chukovsky compares Kh-
lebnikov’s zaum in “Bobeobi” to the Kalevala and Longfellow’s “Hiawatha”, written in the
same meter: “After all, in both places we have this gourmand’s enjoyment of exotic, for-
eign-sounding words. For the Russian ear bobeobi are just as zaum-like’ as the Chocktaws
and Shoshones, as ‘gzi-gzi gzei’ <from “Bobeobi’, A.M.>. And when Pushkin wrote ‘From
Rushchuk to old Smyrna, / From Trebizond to Tulcea, isn't he enjoying a similarly en-
chanting range of zaum-sounding words?” [«Bezp 1 Tam, 1 3/1eCb I'ypMaHCKOe CMaKOBaHIe
9K30TUYECKIMX, YYXK/I0 3BYUAIIMX CI0B. I/ pycckoro yxa 6063061 Tak Xe ,3ayMHBI  KaK 1
JOKTOCHI-IOLIOHDI, KaK 1 ,,'3u-r3u-raen’. VI korpga ITymikun mucan: ,Ot Pymiyka 1o crapoit
Cwmupnbl, / Ot Tpanesynpa go Tynbum, passe OH He yCTaXK/JaeTcs TOJ e Japylomeit
MHCTPYMEHTOBKOI 3ayMHO-3BYYaIIUX c/I0oB?»; quoted (approvingly) in Shklovski 1919: 25).

23« yBepeH, 4TO COBpeMeHHas 1109315 B OYeHb OOJIBIION CTENEHN PACTeT U3 CUMTAJIOK.
Hampumep, To1» (Penskaia/Zykova 2016).
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He has adult poems that incorporate foreign words in a similar way, like the
following poem that I think of as “late Soviet consumerist internationalism™:

En purne.
ITun «6ine».

W 60nen 3a Ilerne.

2 pespans 1973
[341]

Ate file.
Drank ,,bilé".
And cheered on Pelé.

2 February 1973

In its laconic adult way, this too is a “friendship of peoples” poem; meanwhile,
like the Latvian poem, it does not gloss its references, leaving readers to either
know about the French origin of the common word “fillet” (¢use) or guess
about the meaning of the punctuating rhyming words (if you can drink bile -
Ukrainian for white (wine) — it might be beloe (Russian: white), and the date
probably helps as far as legendary soccer star Pelé is concerned).

Similarly, albeit in a different emotional vein, this bitterly ironic poem uses
German words and phrases (e.g. Fraulein, “auf Wiedersehen”) that would be
familiar to most monolingual Russian readers in the post-war period and not
require glossing:

[...]

Bce noporu BenyT B MOCKBY.

Bce Hapopibl 10 HUM HOWIYT.
VisnacunoBaHHble peitneH Vb3e,
aybBUep3deH B COLMATN3ME.

[60]
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[...]

All roads lead to Moscow.
All the peoples walk them.
O violated fraulein Ilses,

aufwiedersehen in socialism.

As is usually but not always the case for Satunovsky, in these examples (as
always in the children’s poems) all foreign words are transliterated and given
in Cyrillic. The multilingual but not translingual nature of this last poem is
furthermore clear in the requirement that readers understand the ironic refer-
ence made in the last line: “see you in socialism”, with socialism framed as an
ideal location toward which “all peoples” are striving. The poem also acts out
the fact that when “all the peoples” and “all the roads” lead to Moscow, it also
means switching to Russian. This poem thus functions further as a wry affir-
mation of being stuck in the monolingual paradigm, even if the experience of
the poem’s “victims” is very far from that of the poem’s author.

Like many of his Lianozovo comrades, Satunovsky makes use of formal
features of children’s poetry in poems which are obviously written for adults
in terms of theme. The following short poem from 1972 might at first glance
resemble a children’s poem, with its repetitive address to a cute animal. It does
not, however, use end rhyme, as would be expected in a children’s poem, and
its exhortations are ruefully adult:

VYnuTka, ynmrka,

xo6aii** cBoto frymry,

He BBICOBBIBAl POXKKI,
IepKM A3BIK 33 3yOaMIL.
5 mas 1972, Eenamopus

[336]

Little snail, little snail,
tuck away your soul,

24 Italics are mine. - A. M.
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don’t stick out your tentacles [little horns],

hold your tongue.
5 May 1972, Yevpatoria

The poem engages implicitly with the grown-up problem of linguistic politics.
The verb khovat' (translated here as “tuck away”) does appear in Russian dic-
tionaries, but as a dialecticism; here, it is patently an assertion of the Ukrainian
verb khovaty, to hide. (The location of the poem is furthermore given as
Yevpatoria, a city in Western Crimea.) The grammatical and sound repetition
of khovai/vysovyvai further emphasizes the political nature of the sentiments
expressed, by pairing the common phrase “ne vysovyvat'sia” (don’t stick your
neck out; stay inconspicuous) with the non-standard khovaty, it draws a par-
allel between the need to stay under the radar and the use of non-standard,
i.e. non-Russian or dialectal, language. The poemss final line drives the point
home with its reference to language (tongue), combined moreover into the
standard expression for holding one’s tongue (keeping mum), which in Rus-
sian is “hold your tongue behind your teeth” - this last is especially conspicu-
ous since snails don’t have tongues, or teeth.

This poem is legible to monolingual Russian readers (particularly of Sat-
unovsky’s underground milieu, considering its themes of hiding and self-cen-
sorship), but its translingual gesture adds an additional layer of meaning for
readers with access to multiple languages/dialects. To further complicate
things, the use of Ukrainian does not indicate pro-Ukrainian sentiment, espe-
cially since the “snail’/“soul”/“hiding” collocation appears in another poem
in an explicitly Jewish context: “[...] took off for a hiding place / the sniffling
little snail / Jewish soul” (“v ukrytie ushla / soplivaia ulitka / evreiskaia dusha”;
[237]).

In a somewhat earlier poem (from 1965), the first of two stanzas is entirely
in Ukrainian; the language difference is visually underscored by words includ-
ing the letter ‘i, whereby Ukrainian is instantly distinguishable from Russian
(in the snail phrase, the word “khovai” is written the same way in Russian and
Ukrainian). In this poem, the theme is pointedly memorial, and the language
politics are again underscored:
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A KOMy — Ha, Ha,
a KOMY — Hi, Hi,
a Muxony XBumaboBoro

poscTpinany, un Hi?

A KoMy TATOpBI,
a KOMY JIATOPBI,
a bopuca IInnbHsaka

K €XCUHOII MaTepu?..

2 UtonA 1965
[180]

To some it’s — here, here

to some it’s — ni, ni [no, no|

and Mykola Khvylevoi

was shot dead, chi ni [wasn’t he]?

To some tatory,

to some liatory,

and Boris Pilnyak
dammit it all to hell?..

2 July 1965

The first two lines contrast those to whom things are given (na, na - here you
go, take this) and those who are refused (the Ukrainian #i, ni - no, no). This
is followed by a reference to the early twentieth-century poet and political
figure Mykola Khvylevoi. Khvylevoi was in fact not shot but driven to sui-
cide, an early victim of the terror campaign against Ukrainian intellectuals in
the 1930s (which would come to be called the Executed Renaissance). After
the first, Ukrainian-language, stanza, the second shifts its attention to more
famous Russian executions, focusing on the prominent early-Soviet prose
writer Boris Pilnyak (who was indeed killed by firing squad in Moscow in
1938); this resembles other memorial poems by Satunovsky which refer to



190 Ainsley Morse

figures like Osip Mandelstam, Isaac Babel, Daniil Kharms and other writers
killed under Stalin.

What is going on in this poem, which switches languages halfway through
and makes linguistic jokes while keeping the focus on brutal state repression?
Much of the poem’s Russian is non-standard. The lines involving tatory and
liatory comes from a joke about a semi-literate guy misreading a car-parts
sign, which serves as the epigraph to Pilnyak’s 1924 Naked Year (Golyi god).*
Without knowing the meaning of the (actually nonsensical) words “tatory”
and “liatory”, the misreader concludes that some kind of unjust, unequal dis-
tribution is being perpetrated - a sentiment borne out in Pilnyak’s chapter.
At the linguistic level, these lines further underscore the language ambiguity
since they replicate the “a komu” (to whom?) phrase of the first stanza: this
phrase is the same in Russian and Ukrainian. Satunovsky throws a different
kind of language variation in the last line, the mild oath “k iokhsinoi materi” -
attentive readers of his poetry might remember this phrase from a 1946 poem
in which it is attributed to Vania Batishchev, “mnapgmmit cepxxant / pogom n3
TTyXOMaHU cubupckoit / masumit B 60to / 3a ceobopy Yexocmopakum” (“a
junior sergeant / born in a distant Siberian province / fallen in battle / for the
liberation of Czechoslovakia”; [105]). By including this quotation, Satunovsky
makes another linguistically destabilizing gesture, in effect inserting his old
Siberian army buddy into an argument about the indiscriminate slaughter of
the Stalinist period. The overall effect is a wry reflection on the inequalities
of language politics crossed with a rather more equal distribution of political
repression.

Satunovsky’s interpolation of Ukrainian is one of the more significant
instances of translingualism in his poetry, since it reflects both a dimension
of the poet’s linguistic reality and of Soviet linguistic politics. The relationship
between Ukrainian and Russian is fundamentally different than that between
Russian and, say, Bengali or English. “Language choice is always itself an argu-
ment”, writes Ostashevsky: “Language choices lie at the intersection of the

25 «B MockBe Ha MACHUIIKOI CTOMT UelOBEK M UNTAeT BbIBECKY MarasuHa: ,KoMMyTaTopsl,
aKKyMynATOpbI . / — KoM-My... TaTopsl, a... KKO-MY... JIATOPbI... — X TOBOPUT: — Buuip, 1
TYT OMMAaHBIBAIOT IIpoCcTOit Hapoa!“» (“On Miasnitskaya Street in Moscow a man stands
reading a shop sign: ‘Igniters, batteries [Ru: Kommutatory, akkumuliatory]. Some... gets...
iters [tatory], and some... gets... ries [liatory]... and says: ‘Man, even here they’re a-cheatin
the common folk!”) (Pil'niak 1924: 125),
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personal and the social in that they emphasize power asymmetries among
communities of speakers and foreground historical, cultural, and economic
change” (Ostashevsky 2025: 170). Satunovsky’s pithy, hard-to-translate mul-
tilingual designation for Ukrainian - “dvoiurodnaia mova iazyka rodnogo”
(“the cousin/once-removed language of my native tongue”; [424], italics are
mine. - A.M.) - sounds almost like a gnomic distillation of Soviet nationali-
ties policy into one phrase.

This phrase constitutes the last line in a late (1980) poem that opens with
the title of a classic late-nineteenth-century Ukrainian novel, Khiba revut' voly,
iak iasla povni? (Do Oxen Low When Their Mangers Are Full?) by Panas Myrny
(Rudchenko) and his brother Ivan Bilyk. In the English, the words translated
from Ukrainian are given in italics.

«Xiba peByTb BOMH,
AK AC/Ia IOBHi»
Ho mb1 1 He «peBnn»,

a Moy4a MEpnm, —

HallOMHM/Ia MHE€ CHOBa

ABOIOPO/iHAsA MOBa A3bIKa POJHOIO.

19 pespans 1980
[424]

“Do oxen low
when their mangers are full?”
But we didn’t “low”,

we died off in silence, -

so I was reminded again

by the once-removed language of my native tongue.
19 February 1980

I made a reference earlier to the connection between Satunovsky’s Jewish and
Ukrainian identity vis-a-vis the “great Russian” literary and social context he
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ended up in (spending his post-war decades on the outskirts of Moscow). This
poem, meanwhile, asks which of the possible “we” might Satunovsky have in
mind. Myrny’s novel is famous for its assertion of Ukrainian independence
against Russian colonial/imperial power, but it also depicts the tragic decline
of its characters in the face of that power, and their venal and occasionally
antisemitic behavior. The final line of Satunovsky’s poem, which explicitly
discusses Ukrainian in relation to Russian, could suggest a reading sympa-
thetic to Ukrainian as a repressed language. Meanwhile, in light of the little
snail poem (and many others that directly address Jewish experience), Satun-
ovsky’s “we” might make more sense to read as Jewish (Jews in Myrny’s novel,
as in Satunovsky’s twentieth century, are the victims of cruel violence). The
Ukrainian evoked in the final line could then be read as bringing up traumatic
associations. Is it possible that both (ostensibly mutually exclusive) readings
are permissible? Satunovsky himself remarked, “I suppose writing poems in a
slightly Rozanov style (roughly speaking, both ‘for’ and ‘against’ - that is, one
little poem ‘for’ and another ‘against’) is typical for me. But I'm not to blame -
it just worked out like that, practically without my even wanting it” %

In addition to Ukrainian, Satunovsky brings other languages into his
poems as well, particularly ones that he translated from and from places
where his army service took him during the war.?” The 1959 poem “Ne umeiu
po-tarabarski..” (“I don’t know how to speak mumbo-jumbo...”) refers affec-
tionately to “my fine little dictionaries” — Polish, Czech, Serbo-Croatian:

He ymero mo-Tapabapcku

Tapbl-6appl pacTabapbIBaTh.

Yewmckuii, OIbCKMI, cep60x0pBaTc1<M17[
C/IOBApy MOM, CTIOBAapUKI,

BBI CTOUTE K/IAJKOI TECHOM,

C BaMU MHE€ JIETKO I POACTBEHHO.

26 «Kaxercs, mucaHne CTUIIKOB c1erka 1o PosaHoBckm (rpy6o roBops u ,,3a“ u ,lIpoTuB“ —
T. €. OfIVIH CTHUIIOK ,,3a%, APYToii ,TIIPOTUB"“) — MoOe XapakTepHoe cBoiicTBO. Ho s B HeMm He
BIHOBAT — TaK HOJTy4a/I0Ch HOYTH 6€3 MOero xenanus» [621].

27 The children’s book Chto za koni! (What Horses Are These!) (Moskva: Malysh, 1972) is a col-
lection of counting-rhymes “po motivam raznykh narodov” (“inspired by various peoples”),
but unlike the other ones examined here, this book features only places Satunovsky fought
his way through in WWII: Russian, Ukrainian, Lithuanian, Polish, Czech, Slovak, German.
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A 4TO «I1aceka»
I0-YEeIICKI «IIPOCeKa» —

9TO [a’Xe MHTEPECHO.

4 AHBAPA 1959
[98]

I don’t know how to speak blah-blah
to blather my blah-blah judiciously.
Czech, Polish, Serbo-Croatian

my dictions, my fine little dictionaries,

like a tight clutch of eggs on the shelf,

with you I feel at ease, like myself.

And the fact that an apiary — ‘paseka’
is ‘proseka’ — cross-cut — in Czech —

is really quite interesting.

4 January 1959

The speaker uses the word rodstvenno - like family - to describe the sense
of ease generated by the proximity of these “little books” Satunovsky could
just be referring to the “familial” connections between Slavic languages; he
might also be ruefully acknowledging social awkwardness and a preference
for the company of books (in response to the first lines’ references to “blah-
blah”). There is also a way to read the poem that suggests Satunovsky might
feel particularly at ease in the space translation creates in between languages,
the mysterious and evocative difference between paseka and proseka heralded
in the final stanza.

Other “translation” poems are patently translingual in that they use other
languages to think about the base language. The following poem from 1945
refers more to Satunovsky’s recently completed army tour than to his work as
a middle-aged translator:
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[To-4yelcKM «KU3Hb» — JKarK7a.
JKaxga 6bITh

TaK >Ke eCTeCTBEHHa,

KaK, CKa>XeM, «IINUTb».

ITei1, TonmpKo 6e3 feréBbix ahopn3MOB;
BeJlb, €C/IM Ha TO IOILJIO,

TaK Ja>ke «CIIaTb» —

3TO TOXKE YKaXK/[a — >KaXK/la BCIIATD,

B CMEPTB;

a Thl TOBOPUJI — IIOTOBOPUM O JKU3HIL.

Hapmo mcxXonnTh 13 XKM3HIL

B3siTb IIpMMep: KU M YMep; YeXV TOBOPAT «3eMXKEN».
Basi, gomycTum, u 3eMxern;

u dur ¢ HuMm.

[371%

In Czech Zizeri means thirst.

The thirst to be

is just as natural

as, say, to drink.

Drink, but skip the cheap aphorisms;
after all, if we're going there,

then even to sleep -

is a kind of thirst — thirst in reverse,
toward death;

and you said we should talk about life.

One must draw on life to write.

Like, for example: he lived and died; the Czechs say zemel.

Like, say, he up and zemfel;

and who cares.

Like the children’s poems, the first line glosses its foreign word, but this is not
meant to answer a question as much as to pose one. Interpreting the Czech

28 The poem is undated but sandwiched between other poems from 1945.
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word Zize#i (thirst) through its Russian homophone zhizn’ (life), Satunovsky
plays around with the idea of an innate logic in language and across languages,
which takes him in a wide circle through other phenomena understood as
“natural” like sleep and death. Acknowledging that this circle has led to a kind
of armchair (or really, barstool) philosophizing, the speaker concludes the
first long stanza with the “life” (actually, thirst) of the first line. In the short
final stanza, the tone shifts, with the “life” theme appearing in the sententious
“Nado iskhodit’ iz zhizni” — which sounds like a commonplace of socialist
realist aesthetics.?’ The formality is quickly dispelled with the no-nonsense
and irreverent line “for example, he lived and died”, which brings Czech back
in: the past tense of ‘to die! Yet another irreverent register lower, we get the
translingual phrase “up and died” (“vzial i zemfel®) - and finally the dismis-
sive conclusion in Russian, rhyming with the “life” (“iz zhizni”) of the stanza’s
first line: “who cares” (“fig s nim”).

This highly translingual poem signals its interest in translation directly, but
also models thinking about and between languages: we see this in intralingual
punning, when “sleep” (spat’) is equated with “going backward” (vspiat'), as well
as in the simultaneous connections and non-equivalence of “false friends”, like
zizeri and zhizn'. This kind of literary code-switching points to the limits of a
single, sole language. Satunovsky’s poem about translating thereby resists and
problematizes translation, even denying its possibility (as my translation shows).

In another poem from the mid-1960s, Satunovsky defines and identifies
the foreign (Polish) phrase ile lat (in an authorial footnote), but leaves the
significance of the phrase obscure:

Kak pycckmit, JIIO O MIT
«3a4eM», «KyJja» U «BOT»,
TIOPOIA £ CIUIIO Y CJIBIILY:
v narh*

ITan, g nar!

W a cmeroch,

CMEI0Ch BOBCIO,

29 Ivan Akhmet'ev refers to it as “not a commonplace [shtamp], but the shadow of a common-
place [ten' ot shtampa]”. Private correspondence, 17 March 2025.
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KaK TOJ BEeCHOI,

KOI7la MHe B IIepBbIil pa3
MIPUCHUTICA

9TOT COH.

* CKOIBbKO 71eT (II0/TbCK.)

24 HOSAOPS 1966
[204]

As a Russian who loves

‘why; ‘where to’ and ‘look here;
sometimes I hear in my sleep:
ilya lat!*

Pan, ilya lat!

And I'laugh,

laugh out loud,

like that spring,

when for the first time
I dreamed

that dream.
* How many years (Polish)
24 November 1966

On the one hand, this poem sees the speaker - unusually - identifying as “a
Russian” (in contrast to the speaker’s position in poems discussed earlier -
this poem is dated only a month later than the one about “THEIR concepts”).
Russianness here is associated with the speaker’s fondness for three common
words (two questions and one emphatic particle). Many of Satunovsky’s poems
are indeed made using mundane bits of language, but here they are given in
direct contrast to a foreign phrase that, meanwhile, signifies little on its own
(“how many years” or “how long”). All we can know about the phrase’s signifi-
cance is the speaker’s wildly joyful reaction to it. Here, Polish clearly functions
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as a trigger for a specific memory (evidently, of a time in Poland - incidentally,
the identification as “Russian” may have to do with being identified as one of
a group of Soviet soldiers, “Russians”). This is moreover a memory perhaps
buried deep enough that it only surfaces in sleep. Sleep carefully brackets the
memory, but the close relationship between memory and dreams points to a
euphemistic interpretation to the lines “I dreamed / that dream”. The memo-
ry-triggering function of the Polish phrase in this poem furthermore suggests
that the foreign words in other poems, such as “in Czech Zizesi means thirst’,
might add a similarly significant layer on top of the more intellectual consid-
erations discussed. Just as the seemingly random words zachem / kuda / vot
create a kind of skeletal plot in combination with ile lat, the words thirst and
died in Czech might call up specific past (romantic) associations that reach far
beyond the dictionary meaning of the words.*® This is another, more personal
kind of subversive function performed by non-Russian language in the poems.

Conclusion

Satunovsky’s work as a translator from Polish, Czech and other languages
makes another appearance in a poem from 1967 (as we have seen, for him the
late 1960s were a time of significant engagement with both children’ literature
and translation). Many of the charming “Ilyusha” poems, dedicated to Satun-
ovsky’s first grandson, beg to be examined through a translingual lens - with a
view to the different languages of children and adults and their many points of
mutual incomprehension. This poem addresses that problem alongside prob-
lems of translation and translational equivalence:

BHYK — OH 11 IO-TIONBCKM «BHYK»,

VI MO-YEUICKN «BHYK», U1 IIO-CJIOBEHCKH, I no—6011rapc1<m.

A, HamIpyMep, IUCINUIIINHA —
[T0-YELICKY — Ka39Hb!

IIO-TIO/IbCKN — KapHOCTb!

30 Other poems approximately dated to the same time as “In Czech...” and “Kak russkii...” refer
more directly to amorous exploits.
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BHYK, 9TO0 Tebe MOHATHO?

Ia? I[TousaTHo?

Torma, moxanyiicTa,

BBIIVIIOHD ITYTOBUITY M130 pTa!

25 UIOHA 1967
[535]

Vnuk [grandson] - is wnuk in Polish too,
and vnuk in Czech, and in Slovenian, and in Bulgarian.

But discipline, for example -
in Czech is kdze!

in Polish is karnosd!

Grandson, vauk, do you get that?
Yeah? You get it?

In that case, please

spit out the button!
31
25 June 1967

This poem begins by modeling a kind of “friendship of (Slavic) nations” evoc-
ative of Satunovsky’s children’s books: imagine, the same word for grandson
in all these languages! Again as in the children’s books, all the foreign words
are glossed, with no demand that readers know any of the Slavic languages
mentioned (Czech, Polish, Slovenian, Bulgarian). The poem then contrasts
the harmlessly Latinate Russian word distsiplina (discipline) to the omi-
nous-sounding Czech kdzeri and Polish karnos¢ — which evoke, respectively,
the death penalty (kazn’) and divine punishment (kara, or just the punitive

31 Translation by Ainsley Morse and Philip Redko.
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karatel'nyi) to the Russian ear.* In this sense, the foreign words in the poem
are only important insofar as they are misheard as words in Russian; they also
serve to dissolve the fantasy of East European unity suggested by the word
vhnuk. But the significance and potential threat of these insights are immedi-
ately dispelled by the humor of the situation: the infant addressee of the poem
obviously does not share in the sense of alarm, and the grandfather’s efforts
to discipline him are hardly effective. The child’s preverbal state is further
emphasized by the fact that he has a button in his mouth and cannot partic-
ipate in these linguistic games. Even the request for the grandson to literally
“spit it out” sounds a bit like ironic commentary on the linguistic ruminations
of the preceding stanzas. Despite the overall silliness of the situation and the
phonetic and semantic play that drives the poem, an undercurrent of trauma
remains. The linguistic and life experience of the doting and doltish grandfa-
ther, totally inaccessible to his infant audience, nevertheless peeks through the
gaps and non-equivalences among the multiple languages.

Despite the mostly monolingual Russian environment of his later years,
Satunovsky was until his dying day a multilingual person. As a poet, he spent
his life paying attention to language (as he writes in his short autobiographical
" (“poems are my life”) [4]. It stands to reason that
some of his poems would be translingual: drawing attention to and inspiration
from the peculiar clashes and harmonies of different languages, including the
Ukrainian- and Yiddish-inflected Russian of his family, the Yiddish of Ovsei
Driz, or the non-standard Russian of people from Siberian villages, like Vanya
Batishchev, or with no formal education, like Igor’ Kholin. As can be seen
in his children’s poems, Satunovsky’s relationship to the multilingual Soviet
project was ambivalent. His interpolations of non-Russian languages are often
in a subversive and critical key: a witness to the varied forms of state violence,
Satunovsky was clear-eyed about the limits of Soviet “friendship” vis-a-vis

note: “Stikhi — moia zhizn

minorities like himself and so many of his compatriots. Of no lesser impor-
tance are the meanings and destabilizing effect created by the very inclusion
or incursion of different languages in a poem: translingualism is a key formal,
even formative, element of Satunovsky’s poetics.

32 Ivan Akhmet'ev’s note reads: «Kaprouka c mpaskoit. CHauaja COOTBETCTBYIOIIE CTIOBA ObLIN
HamnucaHbl atuauieit: wnuk, vnuk, kdzen, karno$é» (“The card has been corrected. At first
the corresponding words were written in Latin script: wnuk, vnuk, kazen, karno$¢”) [707].
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