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Abstract: Numerous works of art have featured wars that have left a deep mark on Russian history as central
themes, and these wars have served as a source of inspiration for many writers. The events of the 20th century,
including the Russo-Japanese War of 1904, the First World War, the February and October Revolutions of
1917, the Civil War, the Second World War and the Cold War, along with the material and emotional hardship,
famine, death and migration experienced during these periods, have been reflected in literature and art. A
multitude of writers have explored this particular historical era within their oeuvre, integrating individuals who
bore firsthand witness to these socio-political ruptures and devastations into literature. For this reason, the poets
and authors of the period captured the ongoing realities in all their vivid realism. For many years, Soviet war
literature centred on themes of heroism, self-sacrifice and ideological loyalty, with the collective narrative
often overshadowing individual experience. However, Vladimir Nikolayevich Voinovich’s (1932-2018) novel
The Life and Extraordinary Adventures of Private Ivan Chonkin (OKu3Hb u HeoObIYalHBIC MPUKIIIOYCHUS
cosnnara ViBana YonkuHa ) turns this tradition on its head by questioning the rhetoric that glorifies war through
an absurd and parodic narrative. Rather than focusing on the war itself, the novel targets the bureaucratic
mechanisms that made it possible and the artificial myths of heroism. In this context, Chonkin is not portrayed
as a conscious rebel, but rather as a passive anti-hero caught up in the absurdity of the system. This study
begins with the background of the ideology of heroism in Soviet literature, then addresses the place of the anti-
hero concept in modern literature and the absurd philosophy of Albert Camus; it subsequently examines
Vladimir Voinovich’s novel within this theoretical framework through the methods of comparative literature
and intertextual analysis.
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Oz: Rusya tarihinde derin izler birakan savaslar pek ¢ok sanat eserinde temel konular arasinda yer almis ve
bircok yazara ilham kaynagi olmustur. Ozellikle XX. yiizyilda yasanan 1904 Rus- Japon Savasi, 1. Diinya
savasi, 1917 Subat ve Ekim Devrimleri, I¢ Savas, Ikinci Diinya Savasi, Soguk Savas ve neticesinde yasanan
maddi ve manevi zorluklar, kitlik, 6liim, gocler edebiyata ve sanata yansimistir. S6z konusu tarihsel dénemi
birgok yazar eserlerinde islemis; bu yikimlara ve kirilmalara bizzat taniklik eden insanlar edebiyata konu

* Lecturer Phd., Pamukkale University, Rectorate, Department of Russian Language and Literature

Ogr. Gor. Dr., Pamukkale Universitesi, Rektorliik, Rus Dili ve Edebiyati Boliimii
https://orcid.org/0000-0002-7705-3640

ssoyler@pau.edu.tr

Cite as/ Atif: Soyler, S. (2026). The absurd anti-hero: Vladimir Voinovich’s Ivan Chonkin in the light of Albert Camus’s
the myth of sisyphus/Absiirdiin anti-kahramani: Albert Camus’niin sisifos sdyleni 1s18inda Vladimir Voynovig¢’in er
ivan Conkin’i. Turkish Studies-Language and Literature, 2/(3), 6177-6228. Ankara Bilim University Publications.
https://dx.doi.org/10.7827/TurkishStudies.90247

Received/Gelis: 21 March/Mart 2026 Checked by plagiarism software

Accepted/Kabul: 20 September/Eyliil 2026 @

Published/Yayin: 25 September/Eyliil 2026



https://dx.doi.org/10.7827/TurkishStudies.90247
https://orcid.org/0000-0002-7705-3640
mailto:ssoyler@pau.edu.tr

6178 Sinem Soyler

edilmistir. Bu yiizden de donemin sair ve yazarlari, yasananlar1 tim gergekgiligiyle ele almislardir. Sovyet
savag edebiyatt uzun yillar boyunca kahramanlik, fedakarlik ve ideolojik sadakat ekseninde sekillenmis;
bireysel deneyim c¢ogu zaman kolektif anlatinin goélgesinde kalmistir. Vladimir Nikolayevi¢ Voynovi¢’in
(1932-2018) Er Ivan Conkin’in Yasami Ve Olaganiistii Seriivenleri (JKusnuo u neobvluatinvie npuxnouenus
condama Heana Youxuna) romant ise bu gelenegi tersyiiz ederek savasi yiicelten soylemleri absiirt ve parodik
bir anlat1 araciligryla sorgulamaktadir. Roman, savasin kendisinden ¢ok, onu miimkiin kilan biirokratik
mekanizmalart ve yapay kahramanlik mitlerini hedef alir. Bu baglamda Conkin figiirii, bilingli bir direnisgi
olmaktan ziyade, sistemin absiirtliigii i¢inde pasif bir anti-kahraman olarak konumlanir. Bu ¢alisma, Sovyet
edebiyatindaki kahramanlik ideolojisinin arka planindan baslayarak anti-kahraman kavraminin modern
edebiyattaki yerine ve Albert Camus’niin absiirt felsefesine deginmekte; ardindan Vladimir Voynovi¢’in s6z
konusu romanini kargilagtirmali edebiyat ve metinlerarasi analiz yontemiyle bu kuramsal cergevede
incelemektedir.

Anahtar Kelimeler: Savas, Vladimir Voynovig, Anti-Kahraman, Absiirt, Conkin.
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Structured Abstract:

The aim of this study is to examine the anti-hero figure in Vladimir Voinovich’s novel The Life and
Extraordinary Adventures of Private Ivan Chonkin through the lens of the absurd, drawing specifically upon
Albert Camus’s seminal essay The Myth of Sisyphus. The study outlines the ideological background of heroism
in Soviet literature, addresses the role of the anti-hero in modern literature, and discusses Camus’s philosophy
of the absurd in relation to The Myth of Sisyphus. Against this theoretical backdrop, the novel is analyzed to
evaluate how the character of Ivan Chonkin is constructed as an absurd anti-hero. The core plot of the novel,
which revolves around a meaningless military assignment, contains a purposeless repetition akin to the
punishment of Sisyphus. Much like Camus’s Sisyphean hero, Chonkin exists within an absurd predicament;
however, he does so not through a conscious, philosophical revolt, but merely as an extension of his
ordinariness. The phenomenon of the counter-hero—which emerged through the depiction of characters
lacking conventional heroic traits, mirroring the real-world transformation of the individual—serves as an
explicit critique of the one-dimensional heroism imposed by Soviet ideology. By enforcing an idealized hero
type, Soviet ideology transformed the concept of the hero into a propaganda tool; thus, the “positive hero” of
socialist realism became a mere reflection of the state’s idealized human model. This figure represents an
individual who serves socialist society, is self-sacrificing and hardworking, and is capable of subordinating
personal desires to the collective ideal. By dismantling this structure, this study aims to reinterpret the Soviet
ideological narrative through the dual perspectives of anti-heroism and absurdity, filling a significant gap in
the literature with concrete textual analysis.

This study adopts a qualitative research design rooted in textual analysis, intertextuality, and thematic
criticism. The primary data set and source material consist of Vladimir Voinovich’s novel The Life and
Extraordinary Adventures of Private Ivan Chonkin and Albert Camus’s philosophical treatise The Myth of
Sisyphus. To uncover the literary and philosophical dimensions of the work, juxtaposition serves as the primary
analytical method. Accordingly, the study examines the stark contradictions between the totalitarian
government's official war rhetoric, military declarations, and bureaucratic orders on one hand, and the mundane
survival needs, material-spiritual realities, and daily practices of the public and characters (such as tending the
potato field, milking a cow during bombardment, and literally interpreting newspaper scraps in the latrine) on
the other. In terms of character analysis, Chonkin’s positioning outside the normative conventions of Soviet
literature is examined within a narrative framework where seriousness is caricatured, logic is inverted, and
innocence is punished more severely than guilt. On an intertextual level, Camus’s conceptual frameworks of
the “absurd walls” and the “endless punishment of Sisyphus” are structurally analyzed and compared against
the cyclical existential loops generated by the military-bureaucratic chain of command in the novel.

The findings indicate that the formation of the absurd hero in Voinovich’s novel unfolds across three
distinct structural stages, through which the official Soviet war narrative is systematically subverted by specific
narrative patterns and literary scenes. In the first stage, the narrator establishes an absurd universe by
trivializing the outbreak of the war and embedding it within the simple rhythm of peasant life. In the second
stage, the narrator directly addresses the reader, defining the anti-hero by explicitly highlighting Chonkin’s
poverty, ordinariness, and lack of ideological consciousness, effectively parodizing the socialist realist model.
In the third stage, Chonkin is cast into an unstable geographical void—the absurd world itself—by a military
bureaucracy that has reduced operations to a game of chance, entirely unaware of his final destination. The
conflict between the gravity of war and the mundanity of daily life emerges as one of the most prominent
patterns in the work. At the exact historical moment when the final touches of Hitler’s “Barbarossa” plan are
being executed, the narrative’s emphasis on trivialities—such as Chonkin’s preoccupation with Nyura’s potato
field, his reluctance to leave a warm blanket, and the necessity of milking a cow while the nation is being
bombed—reveals how the values exalted by ideological rhetoric are hollowed out. Furthermore, Chonkin’s
literal interpretation of the word “ground” in radio broadcasts concerning the non-aggression pact purely in
terms of soil composition highlights the profound dislocation between official discourse and public perception.

In the novel, the arbitrary and contradictory command structure of the military-bureaucratic apparatus
replaces Camus’s indifferent gods. The inability to make decisions without consulting higher authorities
generates a futile, hierarchical cycle of interrogation, while the indifferent directive of the commanders upon
learning of Chonkin’s guard duty and his domestic arrangement in the village proves that individual destiny is
dictated by bureaucratic neglect. Moreover, the tragicomic predicament of Chonkin, who literally interprets
Stalin’s mobilization calls printed on newspaper scraps used as toilet paper, underscores the absolute
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dysfunction of official ideological language. Chonkin’s refusal to hide after Gladishev’s defamatory letter,
because he deems abandoning his post a violation of regulations, shows how blind adherence to rules deepens
the absurd. Subsequently, his duty-bound detention of the very soldiers sent to arrest him transforms him in
the collective imagination into a mythical “gang leader” or a “White General”, proving that the totalitarian
system operates entirely on fear and misinformation. This ideological inconsistency is further exposed when
Kolkhoz Chairman Golubev theoretically opposes putting prisoners to work, yet immediately embraces the
idea for pragmatic utility. The most radical manifestation of the absurd involves Captain Milyaga, who, during
an interrogation after slipping away under the pretext of using the latrine, confuses German and Russian words;
this leads to an official military report declaring him a “Gestapo agent”, resulting in his mechanical liquidation
by the system due to a total misunderstanding. In the final stage, Chonkin’s instantaneous decoration with a
medal by General Filippov for single-handedly defending his post against an entire regiment, followed
immediately by a conflicting document declaring him a “traitor to the motherland” and the abrupt stripping of
his medal, represents the ultimate absurd pattern, demonstrating that the ideological system can arbitrarily
redefine reality and human identity at will. The analysis ultimately reveals that although Chonkin is not initially
a conscious philosophical rebel, he develops a distinct awareness within his repetitive and fruitless task of
guarding the plane; though he obeys physically, he does not bow existentially, creating an original Sisyphean
variant reshaped by specific historical and ideological conditions.

This study concludes that Vladimir Voinovich’s novel The Life and Extraordinary Adventures of
Private Ivan Chonkin shifts the war narrative away from traditional themes of heroism and ideology,
reconfiguring it within an absurd framework shaped by bureaucratic irrationality, individual inadequacies, and
systemic disintegration. In the closing scene of the novel, Gladishev’s horse, Osoviakhim—which ironically
leaves a note stating “If I die, consider me a communist”—dies, prompting Gladishev to cross himself for the
first time in his life. This tragicomic moment underscores how random and meaningless individual existence
becomes when even an animal is defined by an ideological identity. The results demonstrate that Private Ivan
Chonkin is not a passive victim crushed by the absurdity of ideology and bureaucracy; on the contrary, through
his attachment to everyday life, his contentment with simple pleasures, and his ability to sustain his existence
without questioning the system—yet without fully integrating into it—he transforms into a modern Sisyphus
who says “yes” to living in an absurd world. Unable to alter his fate, much like Sisyphus, yet humanizing it by
developing a consciousness against the irrationality surrounding him, this counter-hero archetype ridicules
collective official narratives and shatters the one-dimensional myth of heroism in literature. Consequently,
Voinovich’s novel expands Albert Camus’s philosophy of the absurd by translating its ontological arguments
from the individual existential plane into a broader social and political context. These insights prove that war
functions not merely as physical destruction, but as an ideological crisis that has lost its capacity to generate
meaning, offering a fresh, intertextual, and robust critical framework for future literary studies examining the
intersections between late-Soviet satire and existentialist philosophy.

Keywords: Vladimir Voinovich, Ivan Chonkin, Anti-hero, Absurdism, Albert Camus, The Myth of
Sisyphus, Soviet literature, War literature.
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Résumé Structuré:

Objectif Cette étude vise a examiner la figure de 1’anti-héros dans le roman de Vladimir Voinovitch
La vie et les aventures extraordinaires du soldat Ivan Tchonkine a travers le prisme de 1’absurde, en s’appuyant
spécifiquement sur ’essai fondateur d’Albert Camus Le Mythe de Sisyphe. L’étude expose le contexte
idéologique de I’héroisme dans la littérature soviétique, aborde le réle de ’anti-héros dans la littérature
moderne et discute la philosophie de 1’absurde de Camus en relation avec Le Mythe de Sisyphe. Sur ce fond
théorique, le roman est analysé afin d’évaluer comment le personnage d’Ivan Tchonkine est construit comme
un anti-héros absurde. La trame centrale du roman, qui tourne autour d’une mission militaire dénuée de sens,
contient une répétition inutile analogue au chatiment de Sisyphe. A I’instar du héros sisyphéen de Camus,
Tchonkine existe dans une situation absurde ; toutefois, il ne le fait pas par une révolte philosophique
consciente, mais simplement comme prolongement de son ordinarité. Le phénoméne du contre-héros—apparu
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par la représentation de personnages dépourvus de traits héroiques conventionnels, reflétant la transformation
réelle de I’individu—constitue une critique explicite de 1’héroisme unidimensionnel imposé par 1’idéologie
soviétique. En imposant un type héroique idéalis¢, I’idéologie soviétique a transformé le concept de héros en
outil de propagande ; ainsi, le « héros positif » du réalisme socialiste est devenu le reflet du modele humain
idéalisé par I’Etat. En déconstruisant cette structure, cette étude entend réinterpréter le récit idéologique
soviétique a travers la double perspective de 1’anti-héroisme et de I’absurde, comblant une lacune importante
dans la recherche par une analyse textuelle concreéte.

M¢thodologie Cette recherche adopte une approche qualitative fondée sur ’analyse textuelle,
I’intertextualité et la critique thématique. Le corpus principal se compose du roman de Vladimir Voinovitch
La vie et les aventures extraordinaires du soldat Ivan Tchonkine et du traité philosophique d’Albert Camus Le
Mpythe de Sisyphe. Pour mettre en lumiére les dimensions littéraires et philosophiques de I’ceuvre, la
juxtaposition constitue la méthode analytique principale. L’étude examine ainsi les contradictions flagrantes
entre la rhétorique officielle de guerre du gouvernement totalitaire, les déclarations militaires et les ordres
bureaucratiques d’une part, et les besoins de survie quotidiens, les réalités matérielles et spirituelles, ainsi que
les pratiques quotidiennes des personnages d’autre part (par exemple cultiver le champ de pommes de terre,
traire une vache sous les bombardements, ou interpréter littéralement des fragments de journaux dans les
latrines).

Résultats Les résultats indiquent que la formation du héros absurde dans le roman de Voinovitch se
déploie en trois étapes structurelles distinctes, par lesquelles le récit officiel de la guerre est systématiquement
subverti. Dans la premiére étape, le narrateur établit un univers absurde en banalisant le déclenchement de la
guerre et en I’intégrant au rythme simple de la vie paysanne. Dans la deuxiéme, il définit explicitement
I’anti-héros en soulignant la pauvreté, 1’ordinarité et 1’absence de conscience idéologique de Tchonkine,
parodiant ainsi le modéle du réalisme socialiste. Dans la troisiéme, Tchonkine est projeté dans un vide
géographique instable—le monde absurde lui-méme—par une bureaucratie militaire réduisant les opérations a
un jeu de hasard. Le conflit entre la gravité de la guerre et la banalité du quotidien apparait comme ’un des
motifs les plus saillants de 1’ceuvre.

La structure de commandement militaire-bureaucratique arbitraire et contradictoire remplace les dieux
indifférents de Camus. L’incapacité a prendre des décisions sans consulter les autorités supérieures engendre
un cycle hiérarchique futile, tandis que les directives indifférentes des commandants démontrent que le destin
individuel est dicté par la négligence bureaucratique. Le sort tragicomique de Tchonkine, qui interpréte
littéralement les appels a la mobilisation de Staline imprimés sur des fragments de journaux utilisés comme
papier hygiénique, souligne la dysfonction absolue du langage idéologique officiel. Son refus de se cacher
aprés la lettre diffamatoire de Gladichev, par fidélité aux réglements, illustre comment I’obéissance aveugle
accentue 1’absurde. Son arrestation des soldats envoyés pour 1’arréter le transforme en « chef de bande » ou en
« général blanc » dans ’imaginaire collectif, révélant que le systéme totalitaire fonctionne entiérement sur la
peur et la désinformation.

Dans la scéne finale, la décoration instantanée de Tchonkine par le général Filippov pour avoir
défendu seul son poste contre un régiment entier, suivie immédiatement d’un document contradictoire le
déclarant « traitre a la patrie » et de la révocation de sa médaille, incarne le schéma absurde ultime. L analyse
révele que, bien que Tchonkine ne soit pas initialement un rebelle philosophique conscient, il développe une
forme de conscience dans sa tache répétitive et vaine de garde ; il obéit physiquement mais ne se soumet pas
existentiellement, créant une variante sisyphéenne originale fagconnée par des conditions historiques et
idéologiques spécifiques.

Conclusion L’étude conclut que le roman de Vladimir Voinovitch La vie et les aventures
extraordinaires du soldat Ivan Tchonkine déplace le récit de guerre hors des thémes traditionnels de 1’héroisme
et de I’idéologie, le reconfigurant dans un cadre absurde marqué par I’irrationalité bureaucratique, les
insuffisances individuelles et la désintégration systémique. La scéne finale, ou le cheval de Gladichev,
Osoviakhim, meurt aprés avoir laissé une note ironique disant « Si je meurs, considérez-moi comme
communiste », pousse Gladichev a se signer pour la premicre fois de sa vie. Ce moment tragicomique souligne
combien I’existence individuelle devient aléatoire et dénuée de sens lorsque méme un animal est défini par une
identité idéologique. Les résultats montrent que Tchonkine n’est pas une victime passive écrasée par I’absurde
de I’idéologie et de la bureaucratie ; au contraire, par son attachement a la vie quotidienne, sa satisfaction des
plaisirs simples et sa capacité a subsister sans remettre en cause le systétme—mais sans s’y intégrer
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pleinement—il se transforme en un Sisyphe moderne qui dit « oui » a la vie dans un monde absurde. Incapable
de modifier son destin, comme Sisyphe, mais ’humanisant en développant une conscience face a I’irrationalité
environnante, cet archétype du contre-héros ridiculise les récits officiels collectifs et brise le mythe
unidimensionnel de 1’héroisme littéraire. Par conséquent, le roman de Voinovitch élargit la philosophie de
I’absurde de Camus en traduisant ses arguments ontologiques du plan existentiel individuel vers un contexte
social et politique plus large.

Mots-Clés : Vladimir Voinovitch, Ivan Tchonkine, Anti-héros, Absurdisme, Albert Camus, Le Mythe
de Sisyphe, Littérature soviétique, Littérature de guerre

Resumen Estructurado:

Objetivo El proposito de este estudio es examinar la figura del anti-héroe en la novela de
Vladimir Voinovich La vida y las extraordinarias aventuras del soldado Ivan Chonkin a través del
prisma del absurdo, tomando como referencia el ensayo fundamental de Albert Camus E! mito de
Sisifo. El estudio expone el trasfondo ideologico del heroismo en la literatura soviética, aborda el
papel del anti-héroe en la literatura moderna y analiza la filosofia del absurdo de Camus en relacion
con El mito de Sisifo. Sobre esta base tedrica, la novela se analiza para evaluar como se construye el
personaje de Ivan Chonkin como un anti-héroe absurdo. La trama central de la novela, que gira en
torno a una mision militar carente de sentido, contiene una repeticion inutil semejante al castigo de
Sisifo. Al igual que el héroe sisifiano de Camus, Chonkin existe dentro de una situacion absurda; sin
embargo, lo hace no mediante una revuelta filosofica consciente, sino como extension de su simple
cotidianidad. El fenomeno del contra-héroe—surgido a través de la representacion de personajes
desprovistos de rasgos heroicos convencionales, reflejando la transformacion real del individuo—
constituye una critica explicita al heroismo unidimensional impuesto por la ideologia soviética. Al
imponer un tipo heroico idealizado, la ideologia soviética transform6 el concepto de héroe en
herramienta propagandistica; asi, el “héroe positivo” del realismo socialista se convirtié en mero
reflejo del modelo humano idealizado por el Estado. Al desmantelar esta estructura, el estudio
pretende reinterpretar la narrativa ideoldgica soviética desde la doble perspectiva del anti-heroismo
y el absurdo, llenando un vacio significativo en la investigacion mediante un analisis textual
concreto.

Metodologia Este estudio adopta un disefo cualitativo basado en el analisis textual, la
intertextualidad y la critica tematica. El corpus principal esta constituido por la novela de Vladimir
Voinovich La vida y las extraordinarias aventuras del soldado Ivan Chonkin y el tratado filosofico
de Albert Camus E! mito de Sisifo. Para descubrir las dimensiones literarias y filos6ficas de la obra,
la yuxtaposicion se emplea como método analitico principal. En consecuencia, el estudio examina
las contradicciones entre la retorica oficial de guerra del gobierno totalitario, las declaraciones
militares y las 6rdenes burocraticas, por un lado, y las necesidades de supervivencia, las realidades
materiales-espirituales y las practicas cotidianas de los personajes, por otro (como cultivar el campo
de patatas, ordefiar una vaca durante un bombardeo o interpretar literalmente fragmentos de
periddicos en la letrina).

Resultados Los hallazgos indican que la formacion del héroe absurdo en la novela de
Voinovich se desarrolla en tres etapas estructurales distintas, mediante las cuales la narrativa oficial
de la guerra se subvierte sistematicamente. En la primera etapa, el narrador establece un universo
absurdo trivializando el estallido de la guerra e insertandolo en el ritmo simple de la vida campesina.
En la segunda, define explicitamente al anti-héroe destacando la pobreza, la ordinariedad y la falta
de conciencia ideoldgica de Chonkin, parodiando asi el modelo del realismo socialista. En la tercera,
Chonkin es arrojado a un vacio geografico inestable—el propio mundo absurdo—por una burocracia
militar que reduce las operaciones a un juego de azar. El conflicto entre la gravedad de la guerra y la
banalidad de la vida cotidiana emerge como uno de los patrones mas destacados de la obra.
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La estructura de mando militar-burocratica arbitraria y contradictoria sustituye a los dioses
indiferentes de Camus. La incapacidad de tomar decisiones sin consultar a las autoridades superiores
genera un ciclo jerarquico intutil, mientras que las directivas indiferentes de los comandantes
demuestran que el destino individual estd dictado por la negligencia burocratica. El destino
tragicomico de Chonkin, que interpreta literalmente los llamamientos de movilizacion de Stalin
impresos en fragmentos de peridodicos usados como papel higiénico, subraya la disfuncion absoluta
del lenguaje ideoldgico oficial. Su negativa a esconderse tras la carta difamatoria de Gladishev, por
considerar que abandonar su puesto seria una violaciéon de los reglamentos, muestra como la
obediencia ciega profundiza el absurdo. Su detencion de los propios soldados enviados a arrestarlo
lo convierte en la imaginacion colectiva en un “jefe de banda” o un “general blanco”, revelando que
el sistema totalitario funciona enteramente sobre la base del miedo y la desinformacion.

En la escena final, la condecoracion instantanea de Chonkin por el general Filippov por
defender solo su puesto contra un regimiento entero, seguida inmediatamente de un documento
contradictorio que lo declara “traidor a la patria” y la revocacion abrupta de su medalla, representa
el patron absurdo definitivo. El analisis revela que, aunque Chonkin no es inicialmente un rebelde
filosofico consciente, desarrolla una conciencia particular en su tarea repetitiva e infructuosa de
vigilar el avion; obedece fisicamente pero no se somete existencialmente, creando una variante
sisifiana original moldeada por condiciones historicas e ideologicas especificas.

Conclusion Este estudio concluye que la novela de Vladimir Voinévich La vida y las
extraordinarias aventuras del soldado Ivan Chonkin desplaza la narrativa bélica de los temas
tradicionales de heroismo e ideologia, reconfigurandola dentro de un marco absurdo marcado por la
irracionalidad burocratica, las insuficiencias individuales y la desintegracion sistémica. La escena
final, en la que el caballo de Gladishev, Osoviakhim, muere tras dejar una nota irdnica que dice “Si
muero, considérame comunista”, lleva a Gladishev a persignarse por primera vez en su vida. Este
momento tragicomico subraya como la existencia individual se vuelve aleatoria y carente de sentido
cuando incluso un animal es definido por una identidad ideologica. Los resultados demuestran que
Ivan Chonkin no es una victima pasiva aplastada por el absurdo de la ideologia y la burocracia; al
contrario, mediante su apego a la vida cotidiana, su satisfaccion con placeres simples y su capacidad
de subsistir sin cuestionar el sistema—pero sin integrarse plenamente en él—se transforma en un
Sisifo moderno que dice “si” a vivir en un mundo absurdo. Incapaz de alterar su destino, como Sisifo,
pero humanizandolo al desarrollar una conciencia frente a la irracionalidad circundante, este
arquetipo de contra-héroe ridiculiza las narrativas oficiales colectivas y rompe el mito
unidimensional del heroismo literario. En consecuencia, la novela de Voin6vich amplia la filosofia
del absurdo de Camus al trasladar sus argumentos ontologicos del plano existencial individual a un
contexto social y politico mas amplio.

Palabras clave: Vladimir Voindovich, Ivan Chonkin, Anti-héroe, Absurdo, Albert Camus, E/
mito de Sisifo, Literatura soviética, Literatura de guerra
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CrpyktypupoBanHoe Pe3tome:

Henb uccaenoBanus Llens maHHOTO HIcCIeNOBaHIS — PAaCCMOTPETh (PUTYpPYy aHTUTEPOS B
pomane Bramnvmmupa BoitHoBuYa JKuszne u neobwviuatinvie npuxmoyenus conoama Meana Youkuna
yepe3 npusMy abcypja, onupasch Ha GyHIameHTanbHoe 3cce Anbbepa Kamio Mug o Cusughe. B
paboTe n3nmaraeTcs UACONIOTHIECKIi (POH repon3Ma B COBETCKOH INTEpAType, aHATH3UPYETCS PO
aHTUTepOsI B COBPEMEHHOW ImTeparype u obcyxnaerca Qmmocodus abcypma Kamio B cBsizu ¢
Mughom o Cusughe. Ha 3TOM TEOpEeTHUECKOM OCHOBAHMHU POMAaH aHANMU3UPYETCS I OLUEHKH TOTO,
kak 00pa3 IBana YoHKkHHA KOHCTpyUpYyeTCs Kak adCypaHbIi anTurepoii. OCHOBHOM CIOKET poMaHa,
MTOCTPOCHHBIA BOKPYT OECCMBICIIEHHOTO BOCHHOTO 3aJ[aHUs, COJEPKUT OECIIOJHOE TMOBTOPEHHE,
nonoOHoe HakazaHmio Cusnda. IlogodHo cmsnudorckomy reporo Kamio, HoHKMH cyIiecTByeT B
a0CypIIHOM CUTYAI[MH; OJIHAKO OH JICJIAeT ATO HE Yepe3 CO3HATENBHBIN (PUI0CO(PCKH TPOTECT, a KaK
MPOJOJDKEHHE CBOEH OOBIIEHHOCTH. SIBJIEHHME KOHTpP-Teposi, BO3HHKIIEE dYepe3 H300paKeHHUe
MepCoOHaKeH, JHUMIEHHBIX TPAAWIMOHHBIX TEePOMYECKUX UYEpPT H OTPAKAIOIIHNX PEaTbHYIO
TpaHC(OPMALIMIO WHAWBUIA, CIYKHT SBHOW KPUTHKOH OJHOMEPHOTO I'epOM3Ma, HaBS3aHHOTO
COBEeTCKOM wuzaeosiorueii. HaBsA3piBasg WA€aIM3UPOBaHHBIM THUI TEpOsi, COBETCKAS HMACOJOTUS
MIpEeBpaTHIIa TIOHSATHE TePOS B HHCTPYMEHT MPOIaraHbl; TAKUM 00pa30oM, «ITOJIOKUTEIbHBIA Tepoi)
COLMAIMCTUYECKOT0 Pealu3Ma CTajl JIMIIb OTPaKCHHEM WACaTM3UPOBAHHOH MOJENTH YeJOBeKa,
CO3IIaHHOH TocyaapcTBoM. Paspymias 3Ty CTpYKTypy, UCCIEJIOBaHUE CTPEMHUTCS MEPEOCMBICIHUTh
COBETCKHI HJEOJIOTHYECKUN HappaTHB depe3 IBOWHYIO IEPCHEeKTHBY aHTHUTrepousMa u abcypra,
BOCTIOJHSISI 3HAUUTENBHBIA MTPOOEI B JINTEPATyPOBENCHUH ITOCPEICTBOM KOHKPETHOTO TEKCTOBOTO
aHam3a.

Metononorust lccrnenoBanue OCHOBAaHO Ha KayeCTBEHHOM JW3aiiHE, BKIIOYAIOILIEM
TEKCTOBBI aHAJIN3, WHTEPTEKCTYAIbHOCTh M TEMaTHUYECKyl0 KpuUTHKY. OCHOBHOH Kopmyc u
WCTOYHUKH BKJIIOYAIOT poMaH Briamummupa BoliHoBuuYa JKusnb u Heobwluaiinbie NpuxmioueHus
conoama Usana Yonurxuna u punocodckuii tpakrat Anpdepa Kamio Mug o Cusugbe. 1515 BoIBICHHUS
JUTEPATYPHBIX U QUIOCO(OCKUX M3MEPEHHUH MPOU3BEACHUS] OCHOBHBIM AHAIUTHYECKHMM METOJOM
BBICTYyTAeT conocTapiieHre. COOTBETCTBEHHO, HCCIICJIOBAHUE PACCMATPUBACT PE3KUE IPOTHBOPEUHS
MEXTY OHUIHATEHOW BOSHHON PUTOPUKOH TOTATUTAPHOTO TOCYAaPCTBa, BOGHHBIMH JICKIIApaIlUsIMU
u OIOpOKpPaTHYeCKUMH MpPHUKa3aM{, C OJHOW CTOPOHBI, W TIOBCEIHEBHBIMH HOTPEOHOCTAMHU
BBDKMBAHUS, MAaTE€PUAIBHO-IYXOBHBIMH DPEAJHsIMU M TPAKTHKaMU IEpCOHaKeH — ¢ Apyro
(HarmpuMep, yXo/ 3a KapTo(eIbHBIM TI0JIEM, JI0HKa KOPOBBI BO BpeMst 00MOapMpOBKH, OyKBaIIbHOE
TOJIKOBaHUE Ta3€THBIX OOPHIBKOB B YOOPHOH).

Pe3yabTaThl Pe3ynbTarsl mokaspiBatoT, 9To (popMHpOBaHHE abCypHOTO T'eposl B pOMaHe
BoitHoBHUa pa3BopaunBaeTcs B TPEX CTPYKTYPHBIX CTAIHAX, OCPEIACTBOM KOTOPHIX OGHUINATBLHBINA
COBETCKHIU BOEHHBII HappaTuB CHUCTEMaTUYECKU MIOJPBIBAETCS OnpeenEHHbIMU
MTOBECTBOBATEIbHBIMY MOJEIISIMH U JIMTEPATYpHBIMU clieHaMu. Ha nepBoii cTaguy noBeCcTBOBATENb
co31a€T aOCypIHYIO BCEJICHHYIO, TPUBUAIN3UPYS HAa4YajJO BOMHBI M BIUIETasl €0 B IPOCTONW PUTM
KPECThIHCKOW XKu3HU. Ha BTOpOH cTajuu MOBECTBOBATEIb HANPSIMYIO OOpaIlaeTcss K YMTATEINo,
OTIpeJiesisisl aHTUreposl Yepe3 akUeHT Ha OeAHOCTH, OOBIICHHOCTH U OTCYTCTBHH HIEOJIOTHYECKOTO
co3HaHMs y YoHKMHA, Mapoaupys MOAENb COLMAUMCTHUYECKOro peanusma. Ha Tperbell cragum
YoHKWH 0Ka3bIBAETCS B HECTAOMIIBHOM TeorpaduieckoM BakyyMe — B caMOM a0CypTHOM MHpe —
Omaromaps BOEHHOW OIOpOKpaTWH, CBeNIIed omepamuu K wurpe ciaydas. KoHdmukr wmexmy
CepbE3HOCTHIO BOWHBI U MMOBCEAHEBHON OaHAIBHOCTBIO CTAHOBHUTCSI OJHUM M3 HanOoJiee 3aMETHBIX
MOTHBOB IIPOU3BEICHHUS.
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BoeHHO-0ropokpaTiuueckass CTPyKTypa, NPOU3BOJIbHAS KM TPOTHBOPEYHBAS, 3aMCHSCT
paBHOAYIIHBEIX OoroB Kamio. HecmocoOHOCTh NpPUHMMATH pEHICHHS 0€3 KOHCYJIbTAIUH C
BBIIICCTOSIIIMMH ~ BJIACTSIMH ~ TTOPOXKIAET OCCIUIONHBI HEepapXUYECKHid MK JIOMPOCOB, a
PaBHOYIIIHBIC PACIOPSDKCHUSI KOMAHIMPOB IMOKAa3bIBAIOT, YTO CyAb0Aa WHIUBHIA OIPEICIACTCS
OropokpaTHuecKuM npeHebpexenneM. TparukomMudeckas cutyarus YoHKHHA, KOTOPBIH OYKBaIbHO
HHTEpNpeTUpyeT Npu3biBbl CTaanHa K MOOWJIH3AIMH, HAaleyaTaHHbIC Ha Ta3eTHBIX OOpBIBKAX,
UCIIOJIb3YEMbIX B Ka4yeCTBE TyaleTHOW Oymard, MOTYEPKUBACT MOJHYIO JUCHYHKIIHIO
O(HUIMATBEHOTO HICOTOTHIECKOro s3bIKa. Er0 0TKa3 CKPBIBATHCS MOCIE KJICBETHUYECKOTO MHUChMa
I'mampiieBa, MOCKOJIBKY OH CUMTAET OCTABJICHHUE OCTA HAPYIICHHEM yCTaBa, IEMOHCTPHPYET, Kak
CclIernoe claeI0BaHue mpaBuiaM yriryouset abeypa. Ero 3amepkanue coiiaT, MOCIaHHbIX apeCTOBATh
€ro, MpeBpaIaeT ero B KOJUICKTUBHOM BOOOPaKCHUH B «TJIaBapsi OaHIb» WIIH «OEIoro reHepaiay,
JIOKa3bIBasi, YTO TOTAIMTapHas cHUcTeMa (GYHKIMOHUPYET WCKIIOYMTEIBHO Ha CTpaxe u
Jie3nH(pOpMAaITUH.

B (¢wunanbHO#l creHe MTrHOBeHHOe HarpaxkaeHne YOHKHHA MeEHalbl0 TeHepajJoM
OuUIMNNoBbIM 3a €AMHOINYHYI0 OOOPOHY IOCTa NPOTHUB IEJIOr0 IOJIKA, a 3aTeM HEMEUIEHHOEe
JIMIIICHUE 3TOH MeJaiu 10 MPOTHBOPEYAIeMY JOKYMEHTY, OOBSBISIOIIEMY €ro «IpeaareieM
Pomgunby, mpencraBmseT coOoW BeICIIWE aOCypAHBIH TATTEPH, JAEMOHCTPUPYIOUIHH, dYTO
UZICOJIOTHYECKAsl CUCTEMa CIIOCOOHA MPOM3BOJIBHO MEPEONPENEIIATh PEAIbHOCTh U YEJIOBEUECKYIO
NIACHTHYHOCTD. Ananus IIOKa3bIBA€T, 4YTO, XOTA YoHKHUH M3HAYAJILHO HE SBJISIETCS CO3HATEIbHBIM
¢unocopckum OyHTapéMm, OoH GdopMupyeT o0coboe OCO3HAHHE B CBOEH MOBTOPSIOMICHCS W
OecrutonHOW 3azauye OXpaHbl caMoyI€Ta; OH MONYMHSETCS (U3MYECKH, HO HE CKJIOHIETCS
9K3MCTCHIIMANILHO, CO3/1aBasi OpPUTWHANBHBIN CH3U(OBCKUI BapuaHT, MEPEOCMBICICHHBIA B
CHCHI/I(bI/I‘ICCKI/IX HCTOPHUYCCKHUX U UACOJIOTHUYCCKUX YCIIOBUAX.

3akiouenue lccnenoBanue MpuXoguT K BhIBOAY, 4TO pomaH Bnagumupa BoitHoBuua
JKusno u neobwviuaiinvie npuxniovenusn conoama Meana Yonkuna cMemaeT BOCHHBII HappaTUB OT
TPaJUIMOHHBIX TEM TIepoHM3Ma W WACOJOTHH, PEKOHPHUTYPHPYS €ro B a0CypJHOM KOHTEKCTE,
c(hopMHPOBAaHHOM OIOPOKPATHYECKON MPPALMOHAIBHOCTHIO, MHANBHYaIbHBIMU HEIOCTATKAMU U
CHCTEMHBIM pacmasoM. B 3aximrounTensHo clieHe KoHb [ nanpimesa OcoaBuaxuM yMHPAeT, OCTABHB
MPOHHUYHYIO 3alIUCKY: «ECiu 1 yMpy, CUATalTE MEHI KOMMYHHCTOMY», 4TO 3acTasiisieT [aapiesa
BIIEPBBIC B JKU3HU NEPEKPECTUTHCA. DTOT TPATMKOMHUYECKHN MOMEHT MOAUYEPKHMBAET, HACKOIBKO
CIly4allHBIM W OECCMBICICHHBIM CTAaHOBUTCS HMHIMBHIYAJIbHOE CYIIECTBOBAHHME, KOIZA JaKe
JKUBOTHOE OMPEJENIETCS Yepe3 HMJICOJOTHYECKYI0 HAEHTHYHOCTh. Pe3ynbTaThl MOKa3bIBAIOT, YTO
WBan YoHKHMH HEe ABISETCS IACCUBHOM JKEPTBOW, pa3faBieHHOW aOCypAOM HICOJIOTHH H
OIOpOKpaTHM; HANPOTHUB, OJaroAapsi MPHUBS3aHHOCTH K IOBCEIHEBHOM >KU3HH, yIOBIETBOPEHHIO
NPOCTBIMU PaJOCTSIMH M CHOCOOHOCTH CYILECTBOBAaTh O€3 IMOJHOTO BKIIOYEHHS B CHUCTEMY, OH
npeBpamiaercs B coBpemeHHoro Cusnda, KOTOpbIi TOBOPUT «J1a» KHU3HH B aOCypaHOM Mupe. He B
CHJIaX U3MEHUTH CBOIO CyAbOYy, monooHo Cuszudy, HO oueroBeunBas e€ yepe3 pa3BUTHE CO3HAHUS
nepel JIMLOM OKpYXKarolle MppaluoOHaIbHOCTH, 3TOT apXeTHN KOHTP-TEpOs BBICMEUBAET
KOJUIGKTUBHBIE O(UIMAaIbHbIC HAppPaTUBBI W pa3pyliaeT OJHOMEPHBI MU} O Tepou3Me B
mutepatype. Takum oOpasom, poman BoiiHoBuua pacmmpsier ¢unocoduto adbcypma Kawmro,
nepeBos €€ OHTOJIOTHYECKHE apTyMEHThI C MHIWBUAYAJIbHOIO 3K3MCTEHIUAIBHOTO YPOBHS Ha
0oJee MUPOKUI COIUATEHO-TTOTUTHYECKUN KOHTEKCT.

Kuaruessie CioBa: Brnagumup Boiinosud, iBan YonkuH, aHTUTEpOi, abcypan3m, As0ep
Kamto, Mugh o Cuzugpe, coBetckas nurepaTypa, BOCHHAs TUTEpaTypa
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Yapilandirilmis Ozet:

Bu ¢alismanin amaci, Vladimir Voynovi¢’in Er Ivan Conkin’in Yasami ve Olaganiistii Seriivenleri
adli romanindaki anti-kahraman figiiriinii, Albert Camus’niin Sisifos Soyleni adl1 eserinden hareketle absiirt
(uyumsuz, sagma) kavrami ¢er¢evesinde incelemektir. Bu kapsamda ¢aligma, oncelikle Sovyet edebiyatinda
kahramanlik ideolojisinin arka planmi ortaya koymakta, ardindan anti-kahraman kavrammin modern
edebiyattaki yerini ele almakta ve Camus’niin absiirt felsefesini Sisifos Sdyleni baglaminda tartismaktadir. Bu
kuramsal gergeve dogrultusunda, Camus’niin temel kavramlari romana uygulanarak Ivan Conkin karakterinin
absiirt bir anti-kahraman olarak nasil insa edildigi degerlendirilmektedir. Romanin konusunu olusturan
anlamsiz askeri gorev, Sisifos’un cezasina benzer sekilde amagsiz bir tekrar icermektedir. Conkin, Camus’niin
Sisifosgu kahramani gibi abstirt bir durumda yasamaya devam eden, fakat bunu bilingli felsefi bir bagkaldir1
olarak degil, siwradanliginin siirekliligi olarak gerceklestiren bir anti-kahramandir. Alisilmis kahraman
ozelliklerini tagimayan karakterlerin, ger¢ek hayatta bireyin doniisiimiine es zamanli bigimde edebiyatta ve
sanatta boy gostermesiyle sekillenen karsi-kahraman olgusu, Sovyet ideolojisinin tek boyutlu kahraman
anlayisina bir itiraz niteligi tasir. Sovyet ideolojisi, edebiyatta miikemmel bir kahraman tipini dayatarak
kahraman kavramini propaganda araci haline getirmis; sosyalist gergekgiligin ideolojik ilkelerini somutlastiran
“olumlu kahraman”, devletin gérmek istedigi ideallestirilmis insanin bir yansimasi olmustur. Bu figiir, savasin
ve toplumsal doniigiimlerin yarattigi zorluklara ragmen insan ruhunun direncini ve sosyalist ideale bagliligini
model bir davranig bigimiyle sunar. Bu yoniiyle ¢aligma, Sovyet ideolojik anlatisinin ve klasik savas
edebiyatinin kahramanlik temelli yapisinin anti-kahraman ve absiirtliik perspektifleri iizerinden yeniden
yorumlanmasina ve edebiyat calismalarindaki bu boslugun somut edebi analizlerle doldurulmasina katki
sunmay1 hedeflemektedir.

Arastirma, nitel arastirma deseninde yiirtitiilmiis olup edebi metin analizi, metinlerarasilik ve tematik
elestiri yontemlerine dayanmaktadir. Caligmanin temel veri setini ve dokiiman kaynagmi Vladimir
Voynovi¢’in Er Ivan Conkin’in Yasami ve Olaganiistii Seriivenleri romant ile Albert Camus’niin Sisifos Soyleni
adli felsefi yapit1 olugturmaktadir. Céziimleme siirecinde, eserin edebi ve felsefi diizlemini anlamlandirmak
adina karsitlik ilkesi temel analiz yontemi olarak belirlenmistir. Bu dogrultuda, totaliter hitkiimetin resmi savas
soylemleri, askeri bildirileri ve biirokratik emirleri ile halkin ve karakterlerin giindelik yasam gereksinimleri,
maddi-manevi diinyalar1 ve pratikleri (patates tarlasi, inek sagma zorunlulugu, heladaki gazete pargalarini
literal okuma) arasindaki uyumsuzluklar metin temelli bir yaklasimla ¢6ziimlenmistir. Karakter analizi
boyutunda, Ivan Conkin figiiriiniin Sovyet edebiyatinin normatif kaliplar1 disindaki konumlamis1; ciddiyetin
karikatiirlestigi, mantigin tersyiiz edildigi ve masumiyetin sucluluktan daha fazla cezalandirildig: anlati yapisi
icinde incelenmigtir. Metinlerarasi diizeyde ise Camus'iin “uyumsuz duvarlar” ve “Sisifos’un sonu gelmez
cezas1” kavramsal araclari, romandaki askeri-biirokratik emir komuta zincirinin yarattig1 dongiisel varolus
sahneleriyle karsilastirmali olarak yapisal boyutta ¢dziimlenmistir.

Bulgular, romanda absiirt kahramanin olusumunun ii¢ temel yapisal asamada gerceklestigini ve
Sovyet resmi savag sdyleminin belirgin anlati 6riintiileri ve edebi sahneler araciligiyla ters yiiz edildigini
gostermektedir. Ik asamada anlatic1, savasin ¢ikisini siradanlastirarak ve koylii yasaminin basit ritmiyle
cakistirarak absiirt bir diinya kurar. Ikinci asamada anlatic1 dogrudan okura seslenerek Conkin’in fakir, siradan
ve ideolojik bilingten yoksun oldugunu belirtip anti-kahramani tanimlar ve ideolojik modeli parodilestirir.
Ugiincii asamada ise Conkin, rastlantisal bir oyuna indirgenen askeri biirokrasinin emriyle nereye gittigini
bilmeden cografi bir belirsizlige, yani absiirt diinyaya firlatilir. Eserde savasin ciddiyeti ile giindelik hayatin
siradanlig1 arasindaki celigki en belirgin oriintiilerden biridir. Barbarossa planinin son rétuslariin yapildigi
veya savasin baslamasina saniyeler kaldigi tarihi dakikalarda, Conkin’in Nyura’nin patates tarlasiyla
ilgilenmesi, sicak battaniyenin altindan ¢ikmak istememesi ve iilke bombalanirken inegin sagilmasi gibi
ayrintilarin 6n plana ¢gikmasi, ideolojik sdylemin yiicelttigi degerlerin iginin bosaldigini gosterir. Radyodaki
saldirmazlik pakti haberlerinde gegen “yer” kelimesini Conkin’in tamamen topragin killi veya kumlu olmasiyla
bagdastirmasi, resmi sdylem ile halkin algis1 arasindaki kopusu aciga ¢ikarir.

Camus’de tanrilarin yerini romanda anlamsiz, geliskili emirlerin oldugu askeri-biirokratik diizen
almistir. Ust makamlara danisilmaksizin karar alinamamasi hiyerarsik bir sorgulama dongiisii yaratirken,
komutanlarin Conkin’in ucag1 koruma ndbetini 6grendiklerinde verdikleri kayitsiz karar, bireyin kaderinin
biirokratik ilgisizlikle belirlendigini kanitlar. Ayrica heladaki gazete pargalarinda Stalin’in silahlanma gagrisini
literal olarak yorumlayan Conkin’in diistiigii durum, resmi ideolojik dilin islevsizligini gosterir. Gladisev’in
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mektubu sonrast Conkin’in ndbet yerini terk etmeyi askeri kurallara aykir1 bularak saklanmay1 reddetmesi,
kurallara korii koriine baglhiligin absiirtliigi derinlestirdigini; kendisini tutuklamaya gelen askerleri gorev
bilinciyle alitkoymas1 sonucu bir “cete lideri” veya “Beyaz General”’e doniistiiriilmesi ise sistemin korku ve
yanlis bilgiyle isledigini kanitlar. Esirleri kolhozda c¢alistirma fikrine Komiinist Bagskan Golubev’in teorik
olarak kars1 ¢ikip pratik faydacilik yiiziinden hemen kabul etmesi, ideoloji ile pratik arasindaki tutarsizligi
aciga cikarir. En radikal bulgu ise Yiizbast Milyaga’nin, sorgulama sirasinda Almanca ve Rusca kelimeleri
karistirmasi nedeniyle hazirlanan askeri raporda “Gestapo ajani” ilan edilerek tamamen bir yanlis anlagilma
sonucu sistem tarafindan yok edilmesidir. Son asamada Conkin’in tek basina bir alaya karst nobet yerini
savunmasi nedeniyle saniyeler icinde madalyayla ddiillendirilmesi, hemen ardindan gelen bir baska belgeyle
“vatan haini” ilan edilerek madalyasinin ¢ivi sokiiliir gibi sokiilmesi, ideolojik sistemin gercekligi keyfi
bi¢imde yeniden tanimlayabildigini gosterir. Analiz, Conkin’in ilk basta bilingli felsefi bir isyanci olmasa da,
tekrarlanan ve sonugsuz ugagi bekleme gorevi i¢inde, yasadigi durumun farkina vardik¢a bir biling siireci
gelistirdigini; bedenen itaat etse de varolussal olarak diz ¢okmeyen, tarihsel ve ideolojik kosullar i¢inde
yeniden bi¢cimlenmis 6zgiin bir Sisifosvari varyant olusturdugunu ortaya koymaktadir.

Bu calisma, Vladimir Voynovi¢’in Er Ivan Conkin’in Yasami ve Olaganiistii Seriivenleri adh
romaninin, savas anlatisin1 geleneksel kahramanlik ve ideoloji ekseninden uzaklastirarak biirokratik isleyisin
irrasyonelligi, bireysel yetersizlikler ve sistemsel ¢oziilme iizerinden absiirt bir diizleme tasidigini ortaya
koymaktadir. Romann kapanis sahnesinde yer alan, Gladisev’in “Eger oliirsem bir komiinist olarak sayiimay:
isterim” notu birakan at1 Osoviakhim’in 6liimii {izerine hayatinda ilk kez istavroz ¢ikarmasi, bir hayvanin bile
ideolojik kimlikle tanimlandigi bu diinyada bireysel varolusun ne kadar rastlantisal ve anlamsiz bir diizene
bagli oldugunu trajikomik bir bigimde dogrulamaktadir. Elde edilen sonuglar, Er Ivan Conkin’in ideolojinin ve
biirokrasinin sagmaligi karsisinda ezilen edilgen bir kurban olmadigini; aksine giindelik hayata tutunusu, kiigiik
hazlarla yetinmesi ve sistemi sorgulamadan ama onunla biitinlesmeden varligini siirdiirmesi sayesinde absiirt
diinyada yasamaya “evet” diyen modern bir Sisifos’a doniistiigiinii kanitlamaktadir. Tipki Sisifos gibi yazgisini
degistiremeyen, fakat ona kars1 biling gelistirerek onu insanilestiren bu karsi-kahraman figiirii, kolektif resmi
sOylemleri alaya alarak edebiyattaki tek boyutlu kahramanlik mitini parcalamaktadir. Sonu¢ olarak
Voynovi¢’in romani, Albert Camus’niin absiirt felsefesinin bireysel varolus diizlemindeki ontolojik
tartigmalarini toplumsal ve siyasal bir baglama tasiyarak genisletmektedir. Bu bulgular, savasin yalnizca
fiziksel bir yikim degil, ayn1 zamanda anlam {iretme kapasitesini yitirmis bir ideolojik kriz alani oldugunu
kanitlamakta ve gelecek yazinsal ¢aligmalarda totaliter donem yergi edebiyati ile varolusgu felsefe arasindaki
gegiskenliklerin incelenmesi adina yeni, metinlerarasi ve giiglii bir elestirel ¢ergeve sunmaktadir.

Anahtar Kelimeler: Vladimir Voynovig, Ivan Conkin, Anti-kahraman, Absiirdizm, Albert Camus,
Sisifos Soyleni, Sovyet edebiyati, Savas edebiyati.
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Introduction

The theme of war became prominent in the art world during the twentieth century and was
also addressed in prose and poetry in eighteenth- and nineteenth-century Russian literature. The
twentieth century was a time of great upheaval, beginning with the Russo-Japanese War of 1904 and
extending to the Cold War. It witnessed immense human tragedies such as revolutions, famines, and
forced migrations. This collective trauma found powerful artistic and literary expression, leading to
a unique movement that reproduced the reality of the period (Riasanovsky & Steinberg, 2016).
Consequently, the destruction and losses left in the wake of war influenced not only human intellect
and shifts in existential perspectives, but also literature. Thus, warfare engendered the concept of
war literature. This literary genre examines the psychological state, value judgements and sense of
belonging of individuals during wartime, as well as shared sentiments shaped amidst conflict, such
as patriotic feelings, assigned duties, love, death, hatred, humanity and solidarity (Emir, 2012, p. 43).
These themes were examined through an ideological lens within the framework of Socialist Realism,
which gained influence in Soviet literature from the 1930s onwards. Consequently, the positive hero
became central to literary works. In this context, novels and short stories featured revolutionary, self-
sacrificing and idealised protagonists who served as role models for society (Clark, 2000, p. 46). This
classical heroic narrative, which emerged following Maxim Gorky’s (1868—1936) novel Mother
(Mamy), aimed to glorify the concept of the new soviet man as a reflection of Soviet cultural policies.
However, over time, this one-dimensional, flawless heroic figure began to contradict literary and
social realities (Clark, 2000, p. 48). Indeed, particularly after the mid-twentieth century, the
traditional concept of the positive/good hero eroded in both Western and Soviet literature. Characters
at the centre of literary works progressively transformed into ordinary, flawed individuals fraught
with contradictions. Following May 1968, even Soviet authors abandoned the tradition of the positive
hero, instead creating characters characterised by traits such as doubt, hesitation, vulnerability and
regret (Tiirkes, 2018). This transformation saw the concept of the hero in literature evolve from an
ideological prototype to an anti-hero archetype with human frailties. This evolution aligns with the
long-standing Russian literary tradition of using satire as a narrative strategy to bypass censorship
and convey subversive messages (Ackerman, 2020, pp. 83—84). In modern literature, the anti-hero
has become a prominent figure representing the ordinary, flawed human being, in opposition to the
traditional ideal hero. Following World War II, under the influence of existentialist and absurd
movements, themes of meaninglessness and individual alienation were embodied by anti-heroes.
Consequently, the anti-hero has become a realistic element of modern literature and a critical tool
against the classical hero myth. It is therefore necessary to address the literary and philosophical
background of the concept of the absurd. Emerging as a philosophical expression of meaninglessness
in the 20th century, absurdism draws attention to the conflict between humanity's search for meaning
and the universe's indifference. In his philosophical essay The Myth of Sisyphus (1942), the French
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author Albert Camus provides a detailed exploration of the concept of the absurd. He begins by
asserting that the fundamental question of philosophy is “whether life is worth living”, thereby
introducing the issue of suicide. In this context, he questions human attitudes in the face of life’s
apparent meaninglessness. Camus’s absurd philosophical framework provides fertile ground for
understanding the anti-hero in Vladimir Voinovich’s novel The Life and Extraordinary Adventures
of Private Ivan Chonkin (PKusno u neobwiuaiinvie npukitouenus condoama Heana Youxuwa).
Published in 1969, Voinovich’s work uses sharp satire to expose the irrational aspects of Soviet
bureaucracy and social life during the Stalinist era. Although the novel is considered a classic of
political satire, its inclusion of black humour and grotesque elements also places it in the category of
absurd literature. By narrating the absurd adventures of an ordinary, naive, low-ranking soldier, the
author satirically criticises the totalitarian regime of the period. The novel displays the irrational
practices of the Soviet regime and the paranoid functioning of the bureaucracy throughout, through
exaggerated and ludicrous examples. This article analyses the anti-hero figure of Ivan Chonkin,
focusing on Albert Camus’s concept of the absurd. Beginning with the background of heroic ideology
in Soviet literature, the study addresses the position of the anti-hero concept in modern literature
alongside Camus’s philosophy of the absurd and examines Voinovich’s aforementioned novel within
this theoretical framework. By applying Camus’s theoretical concepts to the novel, the evaluation
will focus on how Chonkin is constructed as an absurd anti-hero. Thus, this study aims to contribute
to a reinterpretation of the Soviet ideological narrative through the lens of the anti-hero and the
absurd.

The Concepts of Hero and Anti-Hero in Literature

The concept of the anti-hero has emerged from the depiction of characters in literature and
art who lack conventional heroic traits. This has occurred alongside a transformation in real life. The
deliberate integration of anti-heroic characteristics into fictional character design has given rise to
the striking and realistic model of the anti-hero. According to Herman Northrop Frye, heroes in
literature can be divided into five categories based on their degree of superiority and their relationship
with their environment. Divine heroes, who are superior to both other humans and nature, appear in
myths and sacred stories. Romance heroes, who possess extraordinary powers, are superior to other
humans and the environment and appear in fairy tales, legends or epic narratives. High mimetic mode
heroes are superior to other humans, yet subject to the laws of nature. Leaders and noble figures
belong to this group, which is typical of tragedy and epic narratives. Low mimetic mode heroes are
on the same level as the reader, appearing in realistic novels or comedies, where heroism is limited
to ordinary human behaviour. Finally, in the ironic mode, heroes are weaker than the reader in terms
of power or consciousness. They appear in states of captivity, failure or absurdity, thereby allowing
the reader to look down on the character (Frye, 1990, pp. 32-33). Northrop Frye’s concept of the
ironic mode is theoretically aligned with the increasing prevalence of the anti-hero in modern
literature. While classical narratives centred on valiant and virtuous subjects such as Hector or
Achilles, modern narratives focus on ordinary individuals in everyday life. For this reason, the anti-
hero is defined as a character devoid of clear virtues, who is hesitant and goes with the flow of life
(https://edebiyat.k12.org.tr/concept/45). They are not morally flawless, nor do they make decisions
based on honour or grand ideals. Indeed, characters such as Gregor Samsa in Franz Kafka’s The
Metamorphosis and Josef K. in The Trial are examples of this ironic heroic typology, characterised
by vulnerability and ordinariness (Frye, 1990, p. 33). The anti-hero figure rose to prominence in
literature precisely during the twentieth century, a time when grand ideological and cultural
narratives were being questioned and the loneliness and ordinariness of the individual were coming
to the fore. Although the term anti-hero first appeared in literature in the nineteenth century with
Fyodor Mikhailovich Dostoevsky (1821-1881), it did not become widely prevalent until the mid-
twentieth century (Goksenli, 2017, p. 100). Frye also confirms this phenomenon, emphasising that
the centre of gravity in literature has progressively shifted towards the ironic mode over the last
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century. Thus, a strong theoretical link can be established between the anti-hero and Frye’s concept
of the ironic mode: the anti-hero has become the central character prototype of modern narratives.

Throughout history, the Russians have participated in numerous wars; however, they
experienced their most violent and destructive wartime periods during the years 1914-1918 and
1939-1945. Following World War Il in particular, social disillusionment and the relativisation of
values led to characters who were not courageous or virtuous in the traditional sense being placed at
the centre of many novels and short stories. The development of the heroic figure in 20th century
Russian literature also contains dynamics that diverge from those in world literature. Following the
1917 revolution, and specifically during the Stalinist era (1927-1953), state ideology exerted a
decisive influence on literature, and there was a strong reluctance to sideline the official
understanding of the hero. The Socialist Realism movement, which was established in the Soviet
Union during the 1930s, mandated that literary works centre on the positive hero type. This idealised
character was distinguished by their devotion to the revolution and collective ideals and was expected
to serve as a role model for the public (Mathewson, 2000, p. 21). On the other hand, the anti-hero is
a contradictory character who possesses human frailties, lives in a state of internal struggle and
displays morally questionable behaviours due to an ambiguous perception of right and wrong
(Mathewson, 2000, p. 18). In his famous 1934 Congress speech, the Soviet politician Andrei
Zdhanov stated that Soviet writers were required to act with party spirit (partiinost) and reflect reality
in its revolutionary development. In practice, this meant eliminating pessimistic or individualistic
elements from literary works, and demanding that the hero project a forward-looking, militant and
optimistic image (Zdhanov, 1977). In accordance with this, authors such as Maxim Gorky (1868—
1936), Nikolai Ostrovsky (1904-1936), Mikhail Sholokhov (1905-1984), Alexander Fadeyev
(1901-1956) and Konstantin Fedin (1892—1977) glorified working-class and peasant characters who
took on a leading role in building the new society. Even when these heroes encountered catastrophes,
they set an example for Soviet youth by demonstrating unwavering faith in the cause. Such characters
were designed as role models who overcame all hardships through the power of the correct ideology,
thereby inspiring the reader (Mathewson, 2000, p. 22). Consequently, the heroic figure in Stalinist-
era literature was glorified in a one-dimensional manner, with no room for flawed or weak characters
in major works. Even if literary works ended tragically, this was generally attributed to the malice of
enemies rather than individual errors, thus preserving the hero's honour. Socialist Realist narratives
largely ignored realistic details that could induce despair or hesitation in society, such as famine,
exile and oppression. Instead, they established a utopian discourse to motivate the public (Mageli,
2023). In short, by imposing a flawless heroic type on literature, Soviet ideology turned the concept
of the hero into a propaganda tool; thus, the positive hero became a reflection of the ideal human
being that the state wanted to create. The positive hero in Soviet literature is an exemplary individual
who embodies the ideological principles of Socialist Realism. They serve socialist society and are
conscious, self-sacrificing, hardworking and capable of transcending individual desires for the sake
of the collective ideal. Despite the hardships caused by war and social change, this hero exemplifies
the resilience of the human spirit and devotion to the socialist ideal by setting an exemplary standard
of behaviour. In tandem with this, the phenomenon of the anti-hero serves as an objection and a
critique directed at this one-dimensional understanding of the hero.

The prominent emergence of the anti-hero in literature signals a critical rupture on aesthetic
and ideological levels. In Soviet literature, for example, more realistic and complex heroes began to
appear again as ideological pressure on authors eased after the Stalin era (Mathewson, 2000, p. IX).
Aleksandr Isayevich Solzhenitsyn’s (1918-2008) novella One Day in the Life of Ivan Denisovich
(Ooun denv Usana /lenucosuua, 1962) subverted the positive hero templates of official literature by
narrating the struggle of an ordinary prisoner to survive in a labour camp. Similarly, in his novel The
Life and Extraordinary Adventures of Private Ivan Chonkin, Voinovich trivialises pre-World War II
Soviet society by employing humour and exposing the absurdity of the system. The ordinariness and
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passivity of the novel’s protagonist, Private Chonkin, parody classical heroic narratives. Meanwhile,
the bureaucratic structure, the army and party organisations are presented within a critical framework
that questions how the system functions. Voinovich deconstructs the ideological discourse of war
and reconstructs Soviet myths through ironic language. In Chonkin, satire is not merely a superficial
comedic element, but a deliberately constructed literary strategy aimed at deconstructing grand
narratives of Soviet heroism and exposing the fundamental absurdity of war (Lewis, 1978, p. 544).
Like Nikolai Gogol, Voinovich uses humour and elements of the absurd to criticise social structures
and human nature (Khan, 1996, p. 514). The humour in the novel is not simply a means of escapism;
it assumes a critical function aimed at undermining the authority and legitimacy of the Soviet regime.
The anti-hero, who diverges from the traditional heroic figure due to their passivity, problematises
the impact of social pressures on human psychology and spiritual turmoil through an introspective
struggle. This existential journey, which does not end in triumph, is characterised by an attempt to
understand the world more deeply, making the character more realistic (Giimiis, 2023, p. 852).

Unlike the traditional hero, the anti-hero embodies a life experience that defies ideological
templates and implicitly critiques the established order. In twentieth-century literature, the anti-hero
became a tool that prompted readers to reflect on and question stereotypical ideals. Thus, the dialectic
between the hero and the anti-hero enables literature to debate its own value system and to reflect
the ideological assumptions of the society to which it belongs. The anti-hero's emergence in modern
literature addresses the issue of the individual's quest for meaning. In this context, Albert Camus’s
concept of the absurd provides a useful framework for analysing this typology life.

Albert Camus’ Philosophy of the Absurd

Absurdism emerged in the twentieth century as a philosophical expression of a sense of
meaninglessness, drawing attention to the conflict between humanity's search for meaning and the
universe's indifference. The French author Albert Camus elaborated extensively on the concept of
the absurd in his 1942 philosophical essay The Myth of Sisyphus. According to Camus, human life is
fundamentally meaningless (or absurd); no matter how much an individual strives to find meaning
in their existence, the universe remains indifferent and silent to this call. This chasm between the
human need for meaning and the meaninglessness of the world is what Camus terms the absurd. He
states that this condition arises from the confrontation between human beings, who long for happiness
and reason, and the irrationality of the world. He asserts that the absurd is born of this confrontation
between human need and the unreasonable silence of the world (Camus, 1997, p. 21). This striking
articulation also aligns with the experience of war, which frustrates all human expectations of order,
justice or purpose and demonstrates the world's irrational silence in the harshest manner. The mass
death and destruction experienced on the battlefield continuously undermine any rational search for
meaning, thereby awakening an awareness of the absurd within the individual. Camus suggests that,
in the face of the absurd, humanity has two choices: to give up by committing suicide, or to continue
living through rebellion. He rejects suicide and champions rebellion, demanding that individuals
confront and accept the absurdity of life while simultaneously defying it (Camus, 2013, p. 23).

In Albert Camus's work The Myth of Sisyphus, the concept of the absurd is rooted in the idea
of “absurd' reasoning”, in which the absurd and suicide are considered the first existential responses
of humanity to meaninglessness. Camus illustrates the rupture that occurs when the individual
encounters the world through the metaphor of absurd walls, and at this point he considers seeking
refuge in metaphysical explanations to be akin to philosophical suicide. This rejection transports the
individual to a new realm of existence where the concept of absurd freedom emerges. This freedom

! In this study, Albert Camus’s concept of l'absurde is rendered as “absurd” (uyumsuz) in alignment with the preferred
usage in the Turkish translation. Although the concept of /'absurde in Camus literature can be translated into Turkish as
“absiirt”, “sagma” , and “uyumsuz”, this article adopts the terminology used in the Turkish translation of The Myth of
Sisyphus alongside the word “absiirt” (absurd) in order to preserve the philosophical context of the concept.
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represents a new domain of consciousness formed by accepting the absence of meaning. This
consciousness is embodied in the work through the typology of the absurd man. Within this typology,
Camus presents Don Juanism, representing the intensity of life and the absoluteness of the moment;
drama, expressing the understanding of life as a role and a stage of performance; and conquest, a
form of action that constantly challenges the meaning of the world — these are the existential
strategies of the absurd man. This mode of existence is reflected not only in life practices, but also
in art, where the concept of absurd creation emerges. Camus argues that art can sustain the
consciousness of the absurd in this context, emphasising the vital relationship between philosophy
and the novel within this creative domain. The concepts of rebellion (ephemeral creation) and
creation without a tomorrow, as expressed in the work, signify an individual’s orientation towards
understanding production based solely on the lived moment rather than metaphysical hopes for the
future. This theoretical structure forms the basis of Albert Camus’ philosophy of the absurd, which
posits that individuals can exist consciously and actively within a world devoid of inherent meaning.

According to Camus, the absurd is an inevitable tension established between life and value;
because “since one wishes to continue living while casting aside value judgments, the absurd is also
inherently a contradiction, because to live is in itself a value judgment. To breathe is to judge”
(Camus, 2013, p. 18). For this reason, the absurd man produces contradiction to the extent that he is
condemned to judge the world; for although life is not “a continuous choosing”, it is also evident that
“a life devoid of any choosing cannot be conceived” (2013, p. 18). This contradiction persists within
the realm of action as well: “The absurd condition is something impossible to conceive in the realm
of action”, and the same logic applies to expression; in Camus’s words, “every philosophy of
meaninglessness lives upon a contradiction simply because it expresses itself” (2013, p. 18). This
contradiction, to the extent that it gives form to meaninglessness, imparts a kind of coherence to
inconsistency; “fo speak is to correct”, and even silence would have been the truly coherent state of
the absurd “had it not signified a meaning” (2013, p. 18). Nevertheless, the absurd consciousness
produces its own ethical and aesthetic paradox precisely at this juncture; while making the wound
visible, it simultaneously exposes it to the danger of transformation: “7The wound scratched with so
much care ends up giving pleasure” (2013, p. 18). From this tension, rebellion is born. According to
Camus, “who is the rebel? A person who says no. But even if he denies, he does not give up; he is
also a person who says yes” (2013, p. 23). This “no” delineates a restrictive boundary: “up fo this
point yes, beyond this point no”; thus, rebellion is based both on “the absolute denial of an injustice
found intolerable” and on “a vague belief in a right” (2013, pp. 23-24). This is precisely why the
rebel says both yes and no simultaneously; because he rebels only when there awakens within him
the feeling that there is “something worthwhile” and “something that must be preserved” (2013, p.
24).

In Camus’s Sisyphus thought, the absurd begins with human consciousness; “and he is
absurd because he is conscious” (Camus, 1997, p. 80). This consciousness manifests itself as a form
of ethical stance, even within irrational political and historical conditions. Camus speaks of
individuals who, even in irrational situations such as war, “perform their duties” and yet “do not
believe they are falling into contradiction”, and he defines the absurd as “the respect paid by a person
to their honor on a battlefield where they are defeated from the very start” (1997, p. 101). This
condition, which defines the absurd man’s relationship with the world, creates an impulse to live that
leaves “another fire within us” through “continuous tension” and a “regular turbulence that drives
one to embrace everything” (1997, p. 102); moreover, this process begins with a “lucid indifference”
(1997, p. 102). Therefore, for Camus, the issue is not an agency limited to mere action, but rather an
ethical existence; indeed, “the problem is to acquire a living that transcends making” (1997, p. 105).
This perspective diverges significantly from the positive hero type constructed by Soviet Socialist
Realism: while the hero in Socialist Realism is positioned as a social role model integrated with the
collective ideal and focused on advancing the historical process, Camus’s absurd man emerges as an
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anti-hero figure who acts with the ethical tension generated by individual consciousness, sustaining
life despite the void of meaning inherent in the system. When discussing the representation of human
experience in the context of war and crisis, this distinction presents two opposing sets of values on
both aesthetic and ideological levels. Sisyphus, the mythological example in The Myth of Sisyphus,
is precisely such an absurd hero: despite being aware of the meaninglessness of his punishment,
Sisyphus continues to roll the rock to the top of the mountain every single time, finding a kind of
rebellious meaning within this very act. Because Sisyphus “is absurd as much through his passions
as through his torture” (1997, p. 128). Sisyphus is condemned by the gods—who believed that futile
labor was the most dreadful punishment—to ceaselessly roll a rock to the top of a mountain, only for
the rock to fall back down every single time. This signifies a fruitless and hopeless labor. Here,
meaninglessness comes to the fore rather than physical pain. Sisyphus does not keep the secrets of
the gods; he knows that Zeus abducted Aegina and reveals this in exchange for a benefit. He prefers
human utility (bringing water to Corinth) over divine justice. Sisyphus chains Death; thus, no one
dies. This situation creates chaos in the underworld. For the gods, this is a disruption of the natural
order. His true offense is not merely defying the gods, but questioning death, fate, and absolute
authority. Before dying, Sisyphus wishes to test his wife’s love; he orders that his corpse be left
unburied. This behavior is an indication of human frailty, doubt, and passion. In the underworld, he
grows furious at his wife's compliance with this order, because it contradicts human love. Obtaining
permission from Pluto, he returns to earth. Upon seeing the sun, the water, the sea, the stones, and
the beauty of the earth once again, he refuses to return to death. Here, Sisyphus clearly makes a
choice in favor of life. Despite the summons and warnings of the gods, he does not return to the
underworld. Finally, he is forcibly taken back by Hermes. At this point, Sisyphus is no longer just
clever; he is a conscious rebel. According to Camus, Sisyphus is the absurd hero because he scorns
the gods and hates death. He is passionately bound to life. His endless, meaningless punishment is
the price of these passions. Sisyphus’s tragedy lies not in his suffering, but in his awareness of that
suffering. With every push of the rock, he knows his fate. Particularly, the moment when the rock
rolls back down and the return path constitute the moment when consciousness is at its most intense:

He too concludes that all is well. Henceforth, this universe, now without a master, seems
to him neither sterile nor futile. Each atom of this stone, each mineral flake of this
mountain full of darkness, forms a world in itself. The struggle itself toward the heights
is enough to fill a human heart (1997, p. 131).

According to Camus, the absurd and happiness are not opposites, but rather two experiences
springing from the same root. Happiness is not always the result of the absurd; sometimes, the sense
of the absurd is born precisely from a moment of happiness. What matters is the ability to say “yes”
to life without clinging to the assumption that the world is meaningful. This “yes” is not an illusion,
but a conscious fidelity. When Sisyphus looks back at his life, he sees that his fate is the sum of his
own actions and realizes that it is entirely human. He is blind yet wishes to see; even though he
knows the night has no end, he continues to walk. His burden is inevitable, but it now belongs to
him. There are no gods; there is the rock. Each atom of this stone forms a world in itself. The struggle
itself toward the heights is enough to fill a human heart. For this reason, Camus arrives at the
following conclusion: one must imagine Sisyphus happy. Because the moment a human being
accepts the meaninglessness of the world and yet says “yes” to living, they transition from tragedy
to happiness (Camus, 1997, p. 130). As Sisyphus walks back down behind the rock, he is conscious
of his fate. He does not hope, yet he does not submit either. This moment is the one in which he is
superior to his destiny. Thus, Camus imbued the philosophical thought of the absurd with the
concepts of rebellion and resistance; this approach has become a significant theoretical tool in
literature for the analysis of absurd characters. These continuous oscillations between the
extraordinary with nature, the universal with the individual, and the daily with the tragic appear
throughout his work, imparting to it both its voice and its meaning. In order to understand the absurd
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work, it is necessary to enumerate these incongruities and dwell upon these contradictions (1997, p.
137).

The absurd disrupts daily reality, thereby alienating the world and blurring the boundaries of
binary oppositions. By shaking established perceptions, it creates a powerful aesthetic awakening in
the audience. Camus’s definition of the absurd and his model of the absurd hero constitute not merely
a philosophical discourse, but a framework that also determines the heroic construction of modern
narrative. This theoretical model becomes visible particularly in texts centered upon the conditions
of meaninglessness and absurdity generated by totalitarian systems. In this context, Voinovich’s
novel The Life and Extraordinary Adventures of Private Ivan Chonkin is noteworthy. Indeed, Private
Chonkin directly aligns with Camus’s typology of the absurd man as an ordinary figure emerging
entirely from within daily reality, devoid of grand ideals or heroic desires. His absurd position in the
face of totalitarian bureaucracy and his natural existence that refuses to integrate into the cogs of this
system blur the boundaries of binary oppositions, serving as a concrete example of the anti-hero
construction in modern narrative.

The Literary Position of Vladimir Voinovich and Private Ivan Chonkin

Vladimir Voinovich, one of the prominent authors of twentieth-century Russian literature,
was born in 1932 in Stalinabad to a family of teachers and journalists. Following the arrest of his
father—who served as an executive secretary for the newspaper Kommunist Tadzhikistana—on
political grounds, the family relocated to Zaporizhzhia. This event became a decisive factor in
shaping the libertarian and anti-totalitarian worldview that the author would develop in later years
(Serr, 2018, p. 2023). Spending his childhood and early youth amidst economic and social hardships,
the author worked as a shepherd on a kolkhoz and engaged in various trades and labor-intensive jobs,
including carpentry, locksmithing, mechanics, and construction work. After completing a vocational
school, he fulfilled his military service. During this period, he began writing poetry and song lyrics
while continuing his education at an evening school, where he completed the first, fourth, sixth, and
tenth grades. His attempts to gain admission to the literary institute proved unsuccessful, whereupon
he enrolled in a pedagogical institute. However, he studied there for only a year and a half; after
leaving the institution for various reasons, he dedicated himself to self-improvement through
individual efforts outside the academic field (Bulatova, 2013, p. 31).

Among the major works penned by Vladimir Voinovich between 1960 and 2010 are 4
Degree of Trust (Cmenens 0osepus), The Life and Extraordinary Adventures of Private Ivan Chonkin
(PKusnb u neobwiuatinbie npuxiouenus conoama MUeana Yonxuna), Moscow 2042 (Mockea 2042), A
Domestic Cat of Medium Fluffiness (Kom oomawnuii cpeonei nywucmocmu), The Fur Hat
(LLlanka), Monumental Propaganda (Mouymenmanvuas nponazamoa), A Portrait Against the
Background of a Myth (Ilopmpem na ¢one mugha), and Self-Portrait: The Novel of My Life
(Asmonopmpem. Poman Moeii JKuznu). When examining the entirety of these works, Voinovich’s
literary orientation can be summarized as the parodization of ideological discourse, the
deconstruction of bureaucratic systems through a grotesque aesthetic, the centralization of the anti-
hero figure, and the reproduction of the absurd narrative within a political and social context. In this
respect, the author is considered one of the most prominent representatives of critical and absurd
narrative in post-Soviet literature. The German literary scholar and translator Wolfgang Kasack
defines Vladimir Voinovich as “a realistic writer who marvelously portrays human character and
possesses a special talent for vividly depicting individual scenes” (as cited in Skolnik, 2012).

Vladimir Voinovich’s novel The Life and Extraordinary Adventures of Private Ivan
Chonkin, written between 1963 and 1969, is one of his most renowned works published via samizdat
(self-publishing). Written as a trilogy, the second book of this work is Pretender to the Throne
(Ilperennent Ha pectod, 1979), and the third is A Displaced Person (Ilepememiénnoe nuuo, 2007).
Without the author’s consent, the first book of the trilogy was published in 1969 in Frankfurt am
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Main, and the work was published as a whole in 1975 in Paris by the YMCA-Press publishing house
(Brintlinger, 2012, p. 166). The dissemination of the novel by passing from hand to hand and its
initial publication abroad demonstrate that artistic production in the Soviet Union during the 1970s
was still monitored in line with communist ideology, and the official discourse maintained its
hegemony in the literary field. During this period, the propaganda language glorifying the superiority
of communist leaders and their loyalty to the system continued to be a determining factor over literary
production; consequently, it was impossible for texts offering a critical and alternative perspective
on Soviet reality to find a place within official publishing channels. Precisely within this historical
context, the novel, which developed a different perspective against the existing ideological narrative,
naturally ran afoul of the censorship mechanism. Therefore, the work was delivered to people by
circulating from hand to hand and being transcribed repeatedly without ever finding an opportunity
for official publication (Bulatova, 2013, p. 33).

Following its publication abroad, the novel The Life and Extraordinary Adventures of Private
Ivan Chonkin was translated into 30 languages, adapted for cinema in London by the Czech director
Jifi Menzel in 1994, and serialized into a television house-production under the title The Adventures
of Private Ivan Chonkin by the Russian director Aleksey Kiryushchenko in 2007. By virtue of the
Chonkin novel, Voinovich was elected to the Bavarian Academy of Fine Arts, admitted to the
International PEN Club, and declared an honorary member of the Mark Twain American Society; in
parallel, the novel took its place among the European classics series (Zahariyeva, 2010). Authors of
the Mark Twain American Society observe that in Vladimir Voinovich’s work The Life and
Extraordinary Adventures of Private Ivan Chonkin, the false ideology of communism outweighs
objective reality, leaders hypnotize the social consciousness, and the People’s Commissariat for
Internal Affairs, which possessed immense authority, fights against mere illusions. According to
them, the author deliberately subverts all Soviet myths: he overturns everything regarding the leading
role of the party in Soviet social life, the improvement of the financial status of kolkhoz peasants,
and the supreme role of Commander-in-Chief Stalin in the leadership of the Red Army (Kuzmina,
2008). Voinovich transforms these concepts, which the official Soviet discourse deemed sacred, into
a tragicomic narrative through the eyes of an ordinary soldier. In order to comprehend how the war
and heroism myth in question is inverted, the fundamental narrative framework of the work must be
outlined. The following ironic progression in the plot of the work is the clearest indicator of this
inversion: The work is set in 1941, a few months before the outbreak of the Great Patriotic War, in
a small Soviet Russian village named Krasnoye. Upon the breakdown of a U-2 fighter aircraft in this
small village, the military unit dispatches a soldier named Ivan Chonkin to keep watch over the plane.
Near the site where the aircraft has grounded, he meets Nyura, an unmarried woman who owns a
small house, a pig, and a cow. Ivan Chonkin is an unpretentious, simple private, far removed from
the warrior image of an exemplary soldier. Beginning a relationship with Nyura, Chonkin moves the
military aircraft in front of her house. After a while, the war breaks out, and Chonkin along with his
aircraft are forgotten. While all the men in the village are deployed to the front, Chonkin cannot
abandon his post. Due to his absentmindedness, he forgets to take his cow named ‘Beauty’ from the
herder, leading the animal to destroy the plot planted with a tomato-potato hybrid—the experimental
work of his neighbor, Gladyshev. Consequently, relations between Chonkin and Gladyshev sour.
Gladyshev writes a letter to the People’s Commissariat for Internal Affairs accusing Chonkin.
Thereupon, local security officials set out; however, Chonkin and Nyura’s successful defense of their
small farm complicates the detention. As a result, an entire regiment of the Red Army is mobilized
to capture the “Chonkin gang”. At a moment when he is left alone, Chonkin is slightly wounded
following an attack from the opposing side. The general is astonished by the fact that the regiment
has been fighting against a single private and a girl, and rewards him with his own medal taken off
his uniform. However, upon seeing the warrant for Chonkin’s arrest, he immediately revokes his
decision. For this reason, the soldiers drag Chonkin away. The work ends with a note found by
Gladyshev next to his dead horse, which reads, “bury me as a Communist”. This tragicomic ending
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shatters the myth of the ‘triumphant hero’ found in traditional epic narratives, thereby cementing
Chonkin’s status as an anti-hero. Chonkin did not personally wage a conscious war against the
system; yet, the absurd functioning of the system first transforms him into a hero, and then drags him
away as a criminal. Therefore, this outlined plot occupies the center of the work in order to make
visible the individual's helplessness against ideological mechanisms and the absurd existence
generated by his passivity.

In his novel, Vladimir Voinovich masterfully employs caricatured images to satirize the
absurdities of war, bureaucracy, and the idealized concept of heroism within the Soviet system
(Morris, 2014, p. 435). In line with this aesthetic strategy, the author juxtaposes the impending
catastrophe of the Nazi invasion with comedic scenarios, creating a narrative that is both deeply
unsettling and immensely funny, thereby challenging the traditional heroic depictions of war
prevalent in Soviet literature (Rancour-Laferriere, 1991, p. 37). Furthermore, the novel’s reliance on
intertextual references, particularly to classical Russian literature, enriches its satirical depth,
allowing for a nuanced critique of social norms and historical narratives (Kopteva, 2021). In her
renowned article The Tragedy of Loyalty and Its Comedy (Tpacedus npedannocmu u ee komeous),
the celebrated critic Natalya Ivanova writes that Chonkin is a parody of the mass literature movement
concerning loyalty, wartime heroism, and heroic behavior. She notes that Voinovich presents his
protagonist with a subversive impact, turning him not merely into an individual figure but into a
reflection of the social and ideological environment he inhabits. On the other hand, Ivanova points
out that the author treats his protagonists, Ivan and Nyura, with an unconcealed love and a warm
sense of humor, and for this reason, he is recognized not merely as a parodic narrator, but as a lucid
and nuanced satirist (Ivanova, 1989, p. 10).

These evaluations demonstrated that the work was perceived not merely as a literary threat,
but also as an ideological one; indeed, the author was expelled from the Soviet Writers' Union in
1974, exiled from Soviet Russia in 1980, and stripped of his Soviet citizenship in 1981 (Zahariyeva,
2010). At the end of the 1980s, with the onset of the Perestroika period (1985-1991), the heated
debate surrounding the novel was still ongoing. The reason for this situation lies in the fact that the
critical discourse established through the absurd is intertwined with social analysis, positioning
Chonkin within the tradition of Russian satirical works that challenge established power structures
and expose the internal contradictions of political systems; it draws close parallels with authors such
as Nikolai Gogol and Mikhail Bulgakov, who sharply criticized bureaucratic inertia and the
disillusionment with official narratives (Lewis, 1978, p. 549). The author was accused of mocking
the ideology and denigrating the image of the Soviet soldier. In a speech, a retired general expressed
the following regarding the novel:

Comrades! The novel about Chonkin is a malicious slander cast upon our Soviet army. 1
have not read the novel, of course, but I have heard that all the soldiers and
representatives of the People’s Commissariat for Internal Affairs are depicted as a
gathering, a conglomeration of beasts and scoundrels. This is a deliberate slander. It is
mentioned that the novel begins with a portrayal of rigorous military training that is
ruthless, and furthermore, even more brutal than in Tsarist times. It is impossible for our
army, where people help and support one another, to be like this. The command staff
protects and looks after their privates like their own children. This terrifying picture
constructed by Voinovich appears vastly exaggerated. Could an army, such as the one
depicted in the novel, have defeated Adolf Hitler’s fascist army, which had brought half
of Europe under its dominion? No, no, and no! This novel, termed a satire, damages the
reputation of our army. The publication of this novel must be urgently banned; otherwise,
it may even cause the dissolution of the army (Bulatova, 2013, p. 33).

These accusations did not remain merely at the discursive level but also transformed into
institutional reactions. Consequently, in 2002, the Archbishop of the Russian Orthodox Church in
Yekaterinburg fiercely objected to the tour organization of the /lvan Chonkin play staged by Aleksey
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Kiryushchenko (NEWSru.com, 2002). These ideological accusations directed at Chonkin render his
position vis-a-vis the system even more visible; thus, the protagonist transforms into a subject who
sustains his existence within absurd conditions. For this reason, a rereading of Private Ivan Chonkin
within the context of the Sisyphus myth will be decisive in terms of revealing the deep structure of
the text.

A Sisyphisian Reading of the Character of Private Ivan Chonkin

Vladimir Voinovich’s The Life and Extraordinary Adventures of Private Ivan Chonkin
violates the established boundaries of the Soviet literary tradition by bringing together the serious
and the comic, the sublime and the vulgar on the same narrative plane; through the way the common
people are represented, it transforms into a subversive critique directed at power, thereby
demonstrating a distinct political stance. Camus’s definition of the absurd becomes more pronounced
within a totalitarian context; therefore, Soviet literature offers a fertile ground for comparison.
Voinovich’s novel is a remarkable example at this very point. The meaningless military mission that
constitutes the subject of the novel involves a purposeless repetition, akin to Sisyphus’s punishment.
Chonkin, like Camus’s Sisyphisian hero, is an anti-hero who continues to live in an absurd situation,
yet he does so not as a conscious philosophical rebellion, but as the continuity of his ordinariness.
Chonkin is an ordinary soldier who is superior neither to other people nor to his environment, whose
actions carry the impact and consequences of a cunning man, and this soldier has no claim to superior
power or heroism. Voinovich represents Chonkin through the absurdities and helplessness of the
everyday human being, ensuring that events progress within a realistic and logical framework. In this
context, Chonkin’s situation establishes an appropriate ground for a Sisyphisian reading. This is
because in the novel, dogmas have replaced reasoning, logic is inverted, and innocence has become
more penalized than guilt. It is this atmosphere that resembles the absurd world described by Camus.
Chonkin is depicted as a representative of the oppressed and as an ordinary partisan; his intellectual
insufficiency causes him to be a psychologically complex and vulnerable figure. By virtue of these
attributes, Chonkin becomes the instrument of a broader rebellion directed not only at the military
structure but at Soviet reality as a whole (Petro, 1980, p. 118). This hero, whom we can call Sisyphus
in the person of Chonkin, inadvertently holds a mirror to the oppressive order surrounding him. His
simple needs and ordinary reactions are enough to expose the distortions of the Soviet system. Thus,
Voinovich has inverted the classical Soviet hero narrative to create an absurd anti-hero, and through
the story of this anti-hero, he has humorously exposed how ideology renders the individual
ineffective.

In Voinovich’s novel, the formation of the absurd hero unfolds across three basic structural
stages: first, an absurd world is established; next, the anti-hero figure is defined; and finally, this
figure is cast into the absurd world without any choice. The plot in the novel does not commence
with a catastrophic episode or the heroic ascension of the protagonist; on the contrary, the narrator
trivializes the outbreak of the war, thereby establishing an absurd historical ground. The narrator
cannot even ascertain whether the events are real or not, and a historically monumental event like
war is integrated into daily life simply with the sentence: “I¢ all started somewhere around there,
either at the end of May or the beginning of June 1941, just before the beginning of the war”
(Voynovig, 1991, p. 9). The dramatic dimension of the war collides with the simple rhythm of local
peasant life; the scenes where pigs roam, pregnant women run, and peasants frantically try to gather
information (pp. 10—11) produce an absurd atmosphere at the intersection of the tragic and the comic.
The political dimension of this absurd world deepens through examples such as the frequent turnover
of kolkhoz chairmen and inspectors drafting reports accompanied by alcohol and lard (pp. 14-16).
The juxtaposition of the technological-modern war machine with the practical intelligence of the
peasants generates the same absurd effect; the pilot’s intervention in his aircraft using a tractor
wrench (p. 15) comically thwarts the ideological system’s claim to rationality. In the second stage,
the narrator addresses the reader directly to define the anti-hero. It is explicitly stated that Ivan
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Chonkin does not conform to the positive hero type found in socialist realist literature; he is a poor,
ordinary peasant devoid of ideological consciousness (p. 22). By stating that “there was nothing
remarkable in his life”, the narrator parodies both the epic narrative and the ideological model of
heroism (p. 23). In this way, Chonkin’s biography is constructed along a line based on coincidences
rather than causality. In the third and final stage, Chonkin is cast into the absurd world without any
demand for meaning. The expression “And suddenly, bingo, he was summoned to the barracks...”
(p- 34) establishes the absurd by reducing the gravity of the military bureaucracy to a game of chance.
Chonkin is put on the aircraft without knowing where he is going, arrives at a village whose name
he has never even heard before, and begins to exist within a state of geographical uncertainty (pp.
34-35). In these scenes, the collision between modern war technology and provincial life renders
both the political and existential dimensions of the absurd visible.

While the absurd in Camus manifests itself at the level of individual consciousness, in
Chonkin’s world, it is primarily produced within the social and political structure. In the early
chapters of the novel, the trivialization of war, the irrational functioning of bureaucracy, and the
coincidental progression of events construct a world where the individual cannot establish meaning,
similar to Camus’s concept of the “walls of the absurd”. The character of Chonkin, on the other hand,
is integrated into this world by coincidence without developing a conscious philosophy of existence;
in this respect, unlike Camus's consciously absurd hero, he is a figure who naturally exists within the
absurd. Chonkin is assigned to the task of guarding the aircraft—a mission that appears vague,
indefinite, and inconclusive, wherein he does not fully know what he is doing or why. This situation
directly overlaps with Sisyphus’s repetitive and meaningless labor. For while the system condemns
Chonkin to watch over an aircraft that made an emergency landing due to running out of fuel, the
Gods, thinking there was no more dreadful punishment than futile and hopeless labor, had
condemned Sisyphus to ceaselessly roll a rock to the top of a mountain; Sisyphus would bring the
rock to the peak, and once the rock reached the top, it would fall back down by its own weight. Unlike
Sisyphus, details of daily life—such as milking the cow or pondering which soil potatoes would grow
better in—predominate in Chonkin. Nevertheless, in this strange environment where nothing reaches
a conclusion and everything restarts, what is indicated reveals the adventure of a hero searching for
his salvation but not knowing how to achieve it. Despite the gravity of the functioning of the
bureaucratic structure, the chain of command, the party organizations, and the military system, the
mission given to the army is under the control of a private tasked with waiting for an aircraft. In this
state, Chonkin is an anti-hero figure; because despite the destructiveness of war, he trivializes and
mocks the official side of war by emphasizing the ordinariness of daily life. For as Camus states, the
translation of the problem into action, the confluence of the general and the particular, are seen in
the small affectations found in all great narrators (Camus, 1997, p. 139).

While war literature generally attempts to “convincingly depict heroic epics, their problems,
and especially the thoughts and feelings of the individuals who come face-to-face in that historical
war” (Celik, 2004, p. 37), in this work, the war is implicit, and the protagonist is presented as
someone whose material and spiritual world, along with his lifestyle, corresponds to the historical
experience, yet who cannot comprehend the essence and historical nature of the events. Here, the
events experienced by the protagonist take precedence over events of historical significance:

At that time, events were taking place in the world that, until that moment, had nothing
to do with either Chonkin or Nyura. On the fourteenth of June, a conference was held at
Hitler’s head-quarters to put the finishing touches on the plan called “Barbarossa’.
Neither Chonkin nor Nyura had the faintest inkling of this plan. They had their own
concerns, which seemed more important to them (Voynovig, 1991, p. 68).

Voinovich also transforms the war itself using absurd elements. War communiqués cannot
be comprehended by the peasants; the announcements broadcast on the radio evoke misplaced
images in the minds of the characters. For instance, while the radio announcer states that Germany
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and Russia strictly adhere to the rules of the non-aggression pact with absolute loyalty, and that the
authorities’ thoughts regarding the Germans' intention to violate the treaty and launch an attack have
no basis or ground, Chonkin ponders upon the word ground, his mind preoccupied with an entirely
different meaning of the word:

Ground, thought Chonkin. Depends what kind. If the ground’s loamy, then it’s only good

for grasses. But if'it’s dry and sandy, couldn’t be better for potatoes. Though you can’t
compare it with black earth. That’s good for grain, for everything... The very thought of
grain and bread got him right in the pit of the stomach (Voynovig, 1991, p. 77).

This narrative is not merely an ideological satire, but also an absurd narrative that
demonstrates how the lofty meanings inherent in war collapse. Voinovich directly mixes and
interchanges the events directly connected with the war with Chonkin’s mundane desires in life,
presenting them within a different framework of normality:

On June 21, Schulenburg, the Germany ambassador to the U.S.S.R., was handed a note
which read that, according to Soviet informantion, German troops were massing at the
Western borders of the Soviet Union. The Soviet government requested the goverment of
Germany to clarify the matter. This note was passed on to Hitler, when only minutes
remained untilthe beginning of the war (Voynovig, 1991, p. 98).

Chonkin is not a conscious rebel in the classical sense. Like Sisyphus, he does not choose
his fate; he falls into it. Yet, it is precisely this passivity that renders the absurd structure visible. So,
what was the protagonist doing during such crucial moments, mere seconds before the outbreak of
the war?

At that very moment, Chonkin, who had made up with Nyura the night before, was still
sleeping. Then he was awakened by a call of nature. Chonkin lay without moving for a
while, deciding not to get out from under his warm blanket, secretly hoping the need
would go away. But, the need did not go away (Voynovig, 1991, p. 98).

At the very moments when the Germans were bombing Kyiv, Chonkin was occupied with
milking the cow, delivering her to the herder, and chatting with him about the weather and life. A
historical event such as war blends into Chonkin’s ordinary daily life: viewed within the context of
The Myth of Sisyphus as a form of sustaining meaninglessness without attempting to comprehend it,
Chonkin reads the newspaper scraps collected in the backyard outhouse to entertain himself;
meanwhile, because he interprets Stalin’s call to arms and Soviet clichés literally, he fails to
comprehend them, which directly causes him to mock these official discourses. For instance, when
Stalin states that although many German soldiers, “despite the fact that the enemy's finest regiments
and the finest squadrons of the enemy air force have already been crushed and buried in graves on
the battlefield”, Chonkin’s mind overflows with things he cannot understand:

He could not comprehend the expression buried in graves on the battlefield. Why there
and not somewhere else? And who had dug these graves for them? In his mind’s eye,
Chonkin envisioned a vast, crowded flood of people walking across endless, unknown
lands searching for their own graves. Although he knew very well that he should not feel
sorry for them, he even felt a fleeting sense of grief for them for a second or two (Voynovig,
1991, pp. 150-151).

Voinovich utilizes the principle of contrast to demonstrate that the interests of the
government and the needs of the people are completely separate from one another. Indeed, war is a
horrific, unnatural phenomenon; it shatters the calm, peaceful lives of individuals. Chonkin’s
situation leads neither to promotion, nor to success, nor to salvation. Like Camus’s Sisyphus, he does
not hope, yet he does not abandon his duty either. Chonkin’s “happiness” does not derive from grand
ideals; rather, it stems from mundane and simple pleasures such as food, shelter, relationships, and
habits. This supports Camus's proposition that happiness and the absurd are born of the same earth:
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The news that war had broken out caught everyone napping, because no one had been
paying war the least bit of mind. (...) Chonkin’s time had not been apportioned and
allotted for any noble purpose; it was only for living and for him to contemplate the flow
of life without drawing any conclusions: simply to eat, drink, sleep, and to answer the
calls of nature, not only in those moments determined by the regulations on guard and
garrison duty, but as the needs arose (Voynovig, 1991, p. 103).

When a declaration announcing the outbreak of the war is published, the peasants rush to the
office to ascertain whether it is true. However, the conversation that takes place between Kilin, the
head of the party organization, and the peasants is mocking: In the beginning, Chonkin does not
question orders; he accepts the system as natural. Over time, he realizes through experience that the
rules do not function, logic is thwarted, and the order is a self-consuming structure. This is the slow
awakening of consciousness that Camus speaks of:

“You know I... I mean we. There was an announcement,” Shikalov said, finally recovering
his voice.

“What kind of announcement?”’

“Are you going to say there wasn 't one? " Shikalov asked in astonishment, looking around
as if searching for a witness.

“Why are you making fun of me? Haven't you heard? There was an
announcement.”.

“What is wrong with you people!” Kilin threw his hands up in the air. “So there is an
announcement. And you mean to tell me that the announcement said people no longer
need to work, but instead should gather together and form a crowd? Is that what it said?”’
(Voynovig, 1991, p. 109).

The image that emerges in this strange, ludicrous scene of dialogue is as follows: the head
of the military staff, the head of the party organization, and the delegates are in fact capable neither
of leading nor of thinking clearly in critical situations. Here, the narrator explicitly criticizes the
behaviors, indecisiveness, fears, and inadequacies in the decision-making processes of the
individuals in question. By addressing the command structure with a critical eye through the war
scenes, the narrator demonstrates that no decision can be made without consulting higher authorities,
which creates a cyclical loop of hierarchical questioning: “Out there, a war is going on, and here |
am, stuck...” (Voynovig, 1991, p. 139). This expression clearly reveals the rupture between the
historical reality Chonkin finds himself in and his individual position. In the midst of a wartime
atmosphere presented with grand ideological discourses and heroic narratives, Chonkin views
himself not at the center of history, but on the contrary, as a passive figure left outside of it. Thus,
the protagonist renders visible the tension between the expectations of the Soviet heroic narrative
and the ordinary, helpless existence of the individual. This situation recalls the position of the absurd
man defined by Albert Camus in The Myth of Sisyphus. According to Camus, the absurd man is the
person who recognizes the rupture between the grand ideological narratives that give meaning to the
world and the actual experience of the individual. Chonkin’s description of himself as “stuck” in the
midst of the war can be evaluated precisely as a literary reflection of this consciousness of the absurd.

In Camus, the place of the gods is taken by the military-bureaucratic order, which is
characterized by meaningless, contradictory, and exhausting orders. While the official announcement
notifying the mobilization of men for war (p. 146) indicates a historically highly grave situation,
Chonkin, like Sisyphus, is condemned not to a higher intellect but to a functioning absurdity.
However, Voinovich unexpectedly interrupts this dramatic atmosphere with a mundane and even
absurd discussion: Nyura’s neighbor Gladyshev taking his own dream seriously to wake Chonkin
up, and the two entering into a dispute over how horses cannot be humans because they lack fingers,
renders the rupture between the grand historical event and the ordinary realm of thought visible. The
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absurd situation emerges as Chonkin and Gladyshev focus on an entirely trivial matter in the midst
of a vital reality like war, representing the individual's retreat into daily cognitive patterns in the face
of the magnitude of historical events. In this respect, the scene represents a situation reminiscent of
Sisyphus’s meaningless yet inevitable action: even in the face of the world’s grand tragedies, human
beings continue to sustain their existence within their own small thoughts and habits.

In another remarkable scene of the novel, while Lieutenant Colonel Opalikov is occupied
with preparations for troop deployments to the Tiraspol region, Battalion Commander Pakhomov
brings up the long-forgotten matter of Chonkin. Upon Pakhomov’s words, “I don’t know what to do
with that Chonkin” (Voynovig, 1991, p. 148), Opalikov’s failure to even recall the character
demonstrates how the bureaucratic system renders the individual invisible. Even when it is learned
that Chonkin, who was tasked with guarding the aircraft, is still standing guard and has even
established a marriage in the village during this period, the commander’s decision is utterly
indifferent: “Since he’s gone and got himself married, let him stay as he is” (Voynovig, 1991, p.
148). In this scene, the fate of the individual is determined not as a result of any strategic decision,
but through a combination of bureaucratic apathy and coincidences. Thus, Voinovich exposes the
absurd nature of the administrative mechanisms operating behind the grand historical narrative of
war. The fact that Chonkin’s fate is decided by an indifferent conversation of a few sentences
ironically demonstrates the insignificance of the individual in the face of the system.

When the garden where Gladyshev cultivates a hybrid of potatoes and tomatoes is ransacked
by the cow named “Beauty” tended by Nyura and Chonkin (Voynovig, 1991, p. 156), the incident
rapidly escalates into a tragicomic conflict. Overcome with rage, Gladyshev aims his weapon at
Chonkin; yet in the midst of this tense moment, the thought crossing Chonkin’s mind is not the fear
of death, but merely that he is thirsty. Despite Gladyshev pulling the trigger, the gun fails to fire due
to the absence of gunpowder, transforming the scene entirely into a comedy. Furthermore, Chonkin
asking very calmly after this whole ordeal, “You weren't really going to kill me, were you?”
demonstrates how far the character’s way of perceiving the world is from conventional heroic
archetypes. Thus, Voinovich neutralizes even a potentially violent situation through an absurd
humor; by disrupting the dramatic tension of the heroic narrative, he foregrounds the naive, passive,
and tragicomic existence of the ordinary human being. The determination of Chonkin’s fate as a
result of bureaucratic indifference in the midst of the war clearly reveals this incompatibility between
the individual's search for meaning and the irrational functioning of the world.

Gladyshev’s defamatory letter written to the higher military unit regarding Chonkin
(Voynovig, 1991, p. 175) becomes a major turning point that redefines the protagonist’s fate in the
later chapters of the novel. Despite this, Chonkin’s way of evaluating his own situation is highly
ironic. For he does not view himself as a “deserter”; on the contrary, thinking that abandoning his
post where he was tasked with guarding the aircraft would violate military regulations, he continues
to remain dedicated to his duty. His refusal to hide despite all of Nyura's pleadings and his insistence
on waiting solely for an authorized commander who can relieve him of his duty demonstrate that the
character interprets the bureaucratic order in an extremely literal manner. This situation creates a
tragicomic tension in Voinovich’s narrative: a soldier forgotten by the system determines his own
fate by blindly adhering to the rules of that very same system. Thus, while exposing the absurd
functioning of the Soviet military bureaucracy, the author positions the character of Chonkin
antithetically to the conventional model of heroism; he is neither a conscious rebel nor a brave war
hero, but merely an ordinary soldier who executes the rules with gravity, evoking a situation akin to
Sisyphus continuously carrying the rock back up.

Chonkin’s detention of the soldiers who come to arrest him is likewise explained by the
absurd functioning of the bureaucratic order. Because Chonkin believes that he cannot be relieved of
his duty by anyone other than the authorities who assigned him to his post, he does not trust the
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incoming soldiers and detains them as a requirement of his mission (Voynovig, 1991, p. 194). This
incident rapidly escalates and grows into rumors among the local population; the gossip goes so far
as to depict Chonkin as a “gang leader”, a “White General”, and even a secretly hiding incarnation
of Stalin. Thus, the action of an ordinary soldier, arising from a simple bureaucratic
misunderstanding, transforms into exaggerated and fantastical narratives within the collective
imagination. In this scene, Voinovich ironically demonstrates that despite its claim to rationality, the
Soviet bureaucracy can turn into a mechanism operating through rumor, fear, and misinformation.
The mere fact that Chonkin executes his duty with gravity is interpreted by the system as a threat or
part of a conspiracy.

In the later chapters of the novel, Chonkin’s approaching the collective farm chairman Ivan
Timofeyevich Golubev with the idea of putting his captives to work on the kolkhoz, and their
deciding on this over a drinking session (Voynovig, 1991, p. 205), constitutes one of the scenes that
reinforces the absurd logic of the narrative. Chonkin presents this proposal as a highly practical and
ordinary solution; in his view, employing the captives in the fields would both benefit the kolkhoz
and ensure they remain under surveillance. However, Golubev’s reaction to this proposal is shaped
by ideological anxieties. As a communist, he voices that the idea of using slave labor is theoretically
unacceptable. Despite this, bureaucratic utilitarianism soon overrides his concerns, and Chonkin’s
proposal is effectively accepted. Thus, the contradiction between ideological discourse and daily
practice is ironically exposed. Furthermore, the system’s inconsistency with its own principles
becomes visible; the official language, established upon ideals of heroism and revolution, renders
itself meaningless in the face of the utilitarian needs of daily life.

The military report prepared by Lieutenant Bukashov, which states that the soldier
Milyaga—who fled Chonkin’s house under the pretext of going to the outhouse—was captured by
the military unit as a German agent, is a remarkable representation that exposes the bureaucratic
absurdity of the narrative. The report alleges that the interrogated prisoner is a Gestapo officer, that
he played a role in the execution of Soviet citizens by firing squad, and that Chonkin established a
unit affiliated with the Gestapo. However, as demonstrated in the preceding chapters of the novel,
these claims are built entirely upon misunderstandings and communication breakdowns. Despite this,
the military report reconstructs reality for the purpose of producing a narrative aligned with
ideological archetypes. This situation reinforces the absurd structure of the novel as well. While
Chonkin’s actions, which actually developed as a result of coincidences, are presented in bureaucratic
reports as an organized enemy activity, the distance between reality and the official narrative grows
progressively wider within the narrative world. With Revkin’s recognition of the prisoner, it is
revealed that he is not a Gestapo agent, but Afanasy Petrovich Milyaga—the soldier who had been
dispatched to arrest Chonkin but failed (Voynovig, 1991, p. 229). Thus, it becomes clear that the
narrative of accusation constructed during the interrogation process is built upon misunderstandings
and ideological prejudices. This situation constitutes another example of the mechanism of
bureaucratic misinterpretation that recurs throughout the novel. However, the revelation of this truth
does not alter Milyaga’s fate. Because he uttered a mixture of German and Russian words during the
interrogation and used expressions prone to misinterpretation, he was deemed guilty and annihilated
within the mechanical functioning of the system. “Captain Milyaga perished like a fool, solely
because of a misunderstanding” (Voynovig, 1991, p. 235). In this scene, Voinovich draws an ironic
portrait of totalitarian bureaucracy, wherein the fate of the individual is determined not by facts, but
by misinterpretations and ideological reflexes. Thus, tragedy and comedy intertwine within the
narrative world of the novel; a chain of events born out of a misunderstanding ultimately costs a
human being their life.

At the end of these processes, General Filippov awards Chonkin with a medal on the grounds
that he single-handedly defended against an entire regiment:
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A single damn soldier with a weapon in his hand, bang bang bang, and a whole regiment
can’t deal with him. And you, Chonkin. I'll tell you straight off, you may look like a dolt
but you’re a hero. On behalf of the command, goddamn it, I declare our gratitude to you
and present you with this decoration (Voynovig, 1991, p. 252).

However, upon a document that emerges shortly afterward, Chonkin is declared a prisoner
and hastily driven away under the epithet of “traitor to the motherland”. The medal, which had been
pinned just seconds before, is ripped off “as if a nail were being pulled out”. Unable to make any
sense of what is happening, Chonkin is dragged toward an inevitable fate by the General’s words:
“Comrade soldiers, my order regarding the decoration of Chonkin with a medal has been canceled.
1t has come to light that Chonkin is a traitor who betrayed our motherland. He mimicked a hero to
gain our trust by slipping in like a wolf” (Voynovig, 1991, p. 253). This sudden reversal constitutes
the pinnacle of the absurd logic established since the beginning of the novel. The displacement of
heroism with treason through a few bureaucratic procedures demonstrates that the ideological system
can arbitrarily redefine reality. In this respect, Voinovich’s narrative creates an existential cycle
reminiscent of Sisyphus’s endless and meaningless labor due to the misunderstandings continuously
reproduced by the bureaucratic mechanism; for this reason, the narrative, which appears tragic,
transforms into an absurd comedy. This aligns with Camus’s concept of the “happy Sisyphus”.
Chonkin does not loudly proclaim “I want freedom” or “I did nothing”, nor does he exhibit a
conscious ideological rebellion; because Chonkin does not fully internalize the orders that demean
him, and by sustaining his daily existence despite fear, he does not take the absurdity seriously.
Chonkin, who neither internalizes the ideology nor attributes meaning to the system, appears to
submit physically because he does not cast himself in the role of a hero. At this point, Chonkin obeys
bodily, yet existentially he does not kneel. As Camus describes, Chonkin does not demand freedom
at the cost of death; however, through his daily existence that refuses to kneel, he represents a silent
and ironic form of Sisyphus.

In the final scene of the novel, on the evening of the day Chonkin is taken away, the neighbor
Gladyshev notices that the horse Osoviakhim—whom he had previously seen as a human in his
dream—has died: next to the unshod horse, he finds a note that reads, “If I die, I wish to be considered
a communist”, and this situation causes Gladyshev to scream and cross himself for the first time in
his life (Voynovig, 1991, p. 256). In this world where even an animal is identified with an ideological
identity, the fate of the human being is dependently tied to an equally coincidental and meaningless
order. Thus, the novel concludes with an absurd finale where the tragic and the comic intertwine; the
existence of the individual loses its meaning within the arbitrary and irrational functioning of the
ideological system. In this context, similarly to Camus’s Sisyphus, Chonkin becomes a literary
reflection of the absurd man who sustains his existence within an order that has lost its meaning and
who is redefined in the irrational cycle of the system. Because in the experience of the absurd, human
beings recognize the meaninglessness of the world, yet suffering is personal. At this stage, the
individual is alone; their pain belongs solely to them. Chonkin shares the exact same destiny with
Camus’s Sisyphus, being trapped inside a meaningless, indefinite, and inconclusive task. However,
this situation does not render him a tragic hero. On the contrary, Chonkin’s clinging to daily life, his
contentment with small pleasures, and his sustaining his existence without questioning the system
yet without integrating with it transform him into an absurd hero. Just like Sisyphus, Chonkin cannot
change his destiny; but he humanizes it. For this reason, Chonkin is not a victim crushed in the face
of the absurdity of ideology and bureaucracy, but a modern Sisyphus who says “yes” to living in an
absurd world.

Conclusion

Vladimir Voinovich’s novel, The Life and Extraordinary Adventures of Private Ivan
Chonkin, distances the war narrative from the axis of conventional heroism and ideology, shifting it
onto an absurd plane through the irrationality of bureaucratic operations, individual inadequacies,
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and systemic dissolution. Throughout the work, a narrative structure is constructed wherein gravity
is caricatured, heroism is ironically inverted, and the dysfunction of the bureaucratic order is rendered
visible. In this context, war is represented not merely as a physical destruction, but simultaneously
as an ideological mechanism that has lost its capacity to generate meaning.

Throughout the novel, the fact that Chonkin transforms into a figure that preoccupies the
entire military apparatus, despite merely being tasked with guarding an aircraft, highlights the
contradiction between the gravity of war and the ordinariness of daily life. While the destructiveness
of war continues, Chonkin’s preoccupation with Nyura’s potato field, the depiction of how essential
it is to milk the cow while the country is being bombed, the party organization chairman's total
ignorance of the war, and the fact that the only concern is the aircraft and Chonkin’s behaviors—or
the prominence of the minor details of daily life—demonstrate that the values exalted by ideological
discourse have been hollowed out. Through an ironic narrative that deconstructs the Soviet war
discourse, Voinovich inverts the heroism- and ideology-based structure of conventional war
literature, emphasizing the contradiction between the ordinary flow of individual life and the
destructiveness of war. Within this contradiction, Chonkin presents a hollowed-out picture of war as
a Sisyphus-like anti-hero. Incompetent administrators, aimless bureaucratic routines, and
coincidental developments function not merely as elements of humor, but simultaneously as critical
tools that expose the internal contradictions of the system.

In this context, Chonkin stands out as an apolitical and ordinary individual positioned outside
conventional heroic typology. He is neither a figure pursuing grand ideals nor the subject of a
conscious resistance; on the contrary, by sustaining daily behavioral patterns within an absurd reality,
he invisibly violates the norms of the system. Even his earnest execution of military regulations
deepens the absurdity by yielding unexpected consequences within a structure fraught with
contradictions. Thus, the protagonist is positioned within the incompatibility between his own
understanding of duty and the perception of the outside world, and this incompatibility constitutes
the primary domain of tension in the novel. For, according to Camus, the absurd arises from the
confrontation between the human consciousness's search for meaning and the meaningless,
indifferent structure of the universe. In other words, humans desire to impart meaning to their lives
but find no response from the universe; this state of unresponsiveness is the very essence of the
absurd. Chonkin, in particular, is within a repetitive, inconclusive life cycle and cannot escape his
situation; yet, it appears that he gains consciousness as he becomes aware of this condition. Sisyphus
is the symbol of the absurd man trying to create meaning in a meaningless universe, because his
continuously recurring, endless punishment—the meaning of which is questioned—resembles
Chonkin’s situation in the modern world.

However, Sisyphus is not a victim, but a conscious figure. Chonkin is not a conscious absurd
hero like Sisyphus; yet, his experience points to an existential cycle that is repetitive, inconclusive,
and whose meaning is constantly deferred. Just as Sisyphus’s tragedy is grounded not in failure but
in the realization of meaninglessness, Chonkin’s situation, in a similar vein, opens up to a process of
awareness shaped within the irrationality of the system. For Chonkin, like Sisyphus, cannot change
his destiny; however, by developing a consciousness against it, he attains a moral superiority. Thus,
Chonkin transforms into a figure who, like Sisyphus, first rebels through action and then resists
through consciousness. At this point, Chonkin’s position becomes more meaningful through the
relationship established with Albert Camus’s figure of Sisyphus. In this respect, rather than being a
direct reflection of Camus’s archetype of the absurd man, Chonkin can be evaluated as a variant
reshaped within historical and ideological conditions.

In conclusion, Voinovich’s novel expands the debates of absurd philosophy on the plane of
individual existence by carrying them into a social and political context. This approach, which
deconstructs the ideological narrative of war, shatters the myth of heroism and replaces it with the
contradictory, often tragicomic experience of the ordinary human being. In this context, Chonkin
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transforms into a literary representation of the modern absurd man sustaining his existence within an
order that has lost its meaning; the novel, on the other hand, can be evaluated as a powerful critical
narrative demonstrating that war is not merely a historical phenomenon, but simultaneously an
ideological and ontological domain of crisis.
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Giris

XX. yiizyil ile sanat diinyasinin énemli bir alan1 haline gelen savas temas1 XVIII ve XIX.
yilizy1l Rus edebiyatinda gerek nesir gerekse siir tlirlindeki eserlerde de ele alinmistir. 1904 Rus-
Japon Savasi ile baslayan ve Soguk Savas'a kadar uzanan XX. ylizyilin ¢alkantili kesiti; devrimler,
kitliklar ve zorunlu gogler gibi bilylik insani trajedilere sahne olmustur. Bu tarihsel siirecte
deneyimlenen kolektif travma, sanatsal ve edebi diizlemde kendine gii¢lii bir yer bularak, donemin
gercekligini estetik bir formda yeniden {iireten 6zgiin bir akimin ortaya ¢ikmasmi saglamistir.
(Riasanovsky & Steinberg, 2016). Bu sebeple, savasin geride biraktigi tim yikim ve kayiplar
insanlarin diigiin diinyasini, yasama bakisindaki degisimi etkiledigi gibi edebiyati da etkilemis ve
boylece savasin da yarattig1 ortam ile ortaya bir savas edebiyati kavrami ¢ikmistir. Bu edebiyat
tiirlinde ise savas doneminde insanin ruhsal yapisi, deger yargilar1 ve aidiyet duygusu; vatan igin
beslenen hisler, yiiklenilen gorevler ve savagin iginde sekillenen agk, 6liim, nefret, insanlik, birlik ve
beraberlik gibi ortak duygular islenmistir (Emir, 2012, s.43). Bu temalar, Sovyet edebiyatinda
1930’lardan itibaren etkili olan sosyalist gergekeilik akimi cergevesinde ideolojik bir bakisla
islenmis; edebi eserlerde olumlu kahraman tipi merkezi bir konuma yerlestirilmistir. Bu baglamda
roman ve hikdyelerde devrimci, fedakar ve idealize edilmis kahramanlar, topluma 6rnek olacak
sekilde kurgulanmistir (Clark, 2000, s.46). Maksim Gorki’nin (1868-1936) Ana (Mams) romanindan
itibaren sekillenen bu klasik kahraman anlatisi, Sovyet kiiltiir politikalarinin bir yansimasi olarak
yeni Sovyet insant modelini yiliceltmeyi amaglamistir. Ancak bu tek boyutlu ve kusursuz kahraman
figiirli, zamanla edebi ve toplumsal gergeklikle ¢elismeye baslamigtir (Clark, 2000, s.48). Nitekim
ozellikle XX. ylizyil ortalarindan sonra gerek diinya edebiyatinda gerek Sovyet edebiyatinda klasik
olumlu- iyi kahraman anlayisi aginmis; edebi eserlerin merkezinde yer alan karakterler giderek
siradan, kusurlu ve celiskilerle dolu bireylere doniigmiistiir. Mayis 1968 sonrasini takip eden
donemde, Sovyet yazarlarmin metinlerinde dahi olumlu kahraman geleneginin tiikendigi ve yerini
kusku, tereddiit, gii¢siizlik duygusu ve pigsmanlik gibi ozellikler tasiyan karakterlere biraktigi
gbzlemlenmektedir (Tiirkes, 2018). Bu doniisiim, edebiyatta kahraman kavraminin ideolojik bir
prototipten insani zaaflar1 olan anti-kahraman tipine evrilmesiyle sonuclanmistir. S6z konusu
evrilme, yazarlarin sansiirii agsmak ve yikic1 mesajlar iletmek amaciyla hicvi bir anlatim stratejisi
olarak kullanmalarini miimkiin kilan, Rus edebiyatindaki uzun soluklu gelenege uygundur
(Ackerman, 2020, s.83-84). Modern edebiyatta anti-kahraman figiirii, geleneksel epik ya da ideal
kahramanin karsisinda konumlanan, siradan ve kusurlu insanin temsilcisi olarak 6nem kazanmistir.
Ozellikle II. Diinya Savas1 sonrasinda, varoluscu ve absiirt akimlarin etkisiyle, anlamsizlik ve bireyin
bunalimi temalar1 anti-kahramanlarda somutlagsmistir. Béylece anti-kahraman, modern edebiyatin
hem gergekei bir unsuru hem de klasik kahraman mitine kars1 elestirel bir ara¢ haline gelmistir. Bu
noktada absiirt diisiince kavraminin edebi ve felsefi arka planina deginmek gerekir. XX. ylizyilda
anlamsizlik duygusunun felsefi ifadesi olan absiirdizm, insanin anlam arayisi ile diinyanin
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kayitsizlig1 arasindaki catismaya dikkat ¢eker. Fransiz yazar Albert Camus, Sisifos Soyleni (The Myth
of Sisyphus, 1942) adl felsefi denemesinde absiirt kavramini derinlemesine islemistir. Camus,
felsefenin temel sorusunun “yasamin yasanmaya degip degmedigi” oldugunu 6ne siirerek baslar ve
intihar meselesini ortaya atar; bu baglamda, hayatin anlamsizlig1 karsisinda insanin tutumunu
sorgular. Albert Camus’niin bu absiirt felsefi gergevesi, Vladimir Voynovi¢’in Er Ivan Conkin’in
Yasami ve Olaganiistii Seriivenleri ((Kusuo u neobwiuaiinvle npuxmouenus condama Heana
Yonxuna) adli romanindaki anti-kahraman figiiriinii anlamak i¢in verimli bir zemin sunmaktadir.
Voynovi¢’in 1969°da yaymnlanan bu eseri, Stalin donemi Sovyet biirokrasisinin ve toplumsal
hayatinin akil dig1 yonlerini keskin bir hicivle gozler oniline serer. Roman, politik taglama tiiriiniin
klasikleri arasinda sayilmakla beraber, icerdigi kara mizah ve grotesk unsurlarla absiirt edebiyat
kategorisine de yaklasir. Eser, siradan, saf ve kiiclik bir askerin absiirt maceralarini anlatirken,
donemin totaliter diizenini de alayc bir dille elestirir. Sovyet rejiminin mantik disi uygulamalar ve
biirokrasinin paranoyak isleyisi roman boyunca abartili ve giliing Orneklerle sergilenir. Bu
makalenin amaci, Albert Camus’niin absiirt diisiincesini merkeze alarak Ivan Conkin romanindaki
anti-kahraman figiirliniin ¢6ziimlemesini yapmaktir. Kapsam olarak ¢alisma, Sovyet edebiyatindaki
kahramanlik ideolojisinin arka planindan baglayarak anti-kahraman kavraminin modern edebiyattaki
yerine ve Camus’niin absiirt felsefesine deginmekte ve Voynovi¢’in séz konusu romanini bu
kuramsal c¢ergevede incelemektedir. Camus’niin kuramsal kavramlari romana uygulanarak, Conkin
karakterinin absiirt bir anti-kahraman olarak nasil insa edildigi degerlendirilecektir. Bdylece ¢aligma,
Sovyet ideolojik anlatisinin anti-kahraman ve absiirt bakis agilariyla yeniden okunmasina katki
sunmay1 hedeflemektedir.

Edebiyatta Kahraman ve Anti-Kahraman Kavramlari

Alisilmis  kahraman ozelliklerini tagimayan karakterlerin, gergek hayatta bireyin
doniisiimiine es zamanli bicimde, edebiyatta ve sanatta boy gostermesiyle kars1 kahraman kavramlari
sekillenmistir. Kurgusal tiirlerde kahraman karsiti 6zelliklerin bilingli sekilde karakter tasarimina
dahil edilmesiyle dikkat gekici ve yeni, gergekei bir model olarak kargimiza anti-kahraman olgusu
cikmistir. Herman Northrop Frye’a gore edebiyatta kahramanlar, istiinliik derecesine ve ¢evreleriyle
iligkilerine gore bes kategoriye ayrilir: Tanrisal kahramanlar, hem insanlardan hem dogadan tiir
olarak iistiin olan figiirler, mitlerde ve kutsal dykiilerde yer alir. Roman kahramanlari ise insanlardan
ve cevreden derece olarak iistiin olup olaganiistii gii¢lere sahiptir ve masal, efsane veya destansi
anlatilarda goriiliir. Yiiksek mimetik mod kahramanlar1 insanlardan {istiin olsa da doganin yasalarina
tabidir; liderler veya soylu figiirler bu grupta yer alir, trajedi ve epik anlatilar i¢in tipiktir. Diigiik
mimetik mod kahramanlar1 okurla ayni diizeydedir ve ger¢ekci roman veya komedide karsimiza
cikar; bu diizeyde kahramanlik olagan insan davranisiyla smirhidir. Son olarak ironik mod
kahramanlari, okurdan gii¢ veya biling agisindan daha zayif olup tutsaklik, basarisizlik veya
absiirtliik i¢inde goriiliir ve okurun karaktere yukaridan bakmasina olanak saglar (Frye, 1990, s.32-
33). Northrop Frye’in ironik mod kavrami, modern edebiyatin yiikselen anti-kahraman figiiriiyle
kuramsal diizlemde ortiismektedir. Klasik anlatilarda Hektor veya Asil gibi yigit ve erdemli 6zneler
anlatilmaya deger goriiliirken, modern anlatilar giinliik hayatin i¢indeki siradan insanin hikayesini
merkeze alir. Bu nedenle anti-kahraman, belirgin meziyetleri olmayan, kararsiz, hayatin akisi iginde
stirliklenen bir karakter tipi olarak tanimlanir (https://edebiyat.k12.org.tr/concept/45). Ne ahlaken
kusursuzdur ne de aldig1 kararlarda onur veya yiice idealler ugruna diretir. Nitekim Franz Kafka’nin
Doéniigiim’indeki (The Metamorphosis) Gregor Samsa ile Dava’daki (The Trial) Josef K. gibi
karakterler, gii¢siizliikleri ve siradanliklariyla bu ironik kahraman tipolojisine drnek teskil etmektedir
(Frye, 1990, s.33). Anti-kahraman figliriiniin edebiyattaki yiikselisi de tam olarak ideolojik ve
kiiltiirel biiyiik anlatilarin sorgulandigi, bireyin yalnizliginin ve siradanliginin 6ne ¢iktigr XX. yiizyil
donemine denk gelir. Anti-kahraman terimi edebiyata XIX. ylizyillda Fyodor Mihaylovig
Dostoyevski (1821-1881) ile girmis, fakat esas yayginhigin1 XX. yilizyilin ortalarindan itibaren
kazanmistir (Goksenli, 2017, s. 100). Frye da edebiyatta agirlik merkezinin son yiizyilda giderek
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ironik moda kaydigini1 vurgulayarak bu olguyu teyit etmektedir. Béylece anti-kahraman ile Frye’in
ironik mod kavrami arasinda gii¢lii bir kuramsal bag kurulabilir; anti-kahraman, ironik modun
karakter prototipi olarak modern anlatilarda merkezi bir konuma yerlesmistir.

Ruslar, tarihsel siirec icerisinde birgok savasa katilmis; ancak en siddetli ve yikici savas
deneyimlerini 1914-1918 ve 1939-1945 yillarinda yasamistir. Ozellikle II. Diinya Savast
sonrasinda, toplumsal hayal kirikliklar1 ve degerlerin gorecelesmesiyle birlikte, geleneksel anlamda
yigit veya erdemli olmayan karakterler birgok roman ve hikdyenin merkezine yerlesmistir. XX.
ylizyll Rus edebiyatinda kahraman figiiriiniin gelisimi, diinya edebiyatindan farkli dinamikler de
barindirir. 1917°deki devrim ve 6zellikle Stalin donemi (1927-1953) sirasinda, edebiyat {izerinde
devlet ideolojisinin belirleyici bir etkisi olmus ve resmi kahraman anlayist geri plana atilmak
istenmemistir. Sovyetler Birligi’'nde 1930’larda tesis edilen Sosyalist Gergekgilik akimi, edebi
eserlerin olumlu kahraman tipini merkez almalarini sart kosmustur. Olumlu kahraman, devrime ve
kolektif ideallere bagliligiyla temayiiz eden, halka 6rnek olmasi beklenen idealize bir karakterdir
(Mathewson, 2000, s.21). Anti-kahraman ise insani zaaflar1 olan kendisiyle bir miicadele icinde
yasayan, dogru ve yanlis algisinin net olmamasi sebebiyle derin ama gri alanlar1 olan ahlaki agidan
tartismali davraniglartyla geliskili bir karakterdir (Mathewson, 2000, s.18). Sovyet Politikact Andrey
Jdhanov’un 1934’teki iinlii Kongre konusmasinda belirttigi gibi, Sovyet yazarlarimin parti ruhu
(mapruitHocTs) ile hareket edip gercekligi devrimei gelisim iginde yansitmalar1 gerekiyordu; bu da
pratikte, eserlerde karamsar veya bireyci unsurlarin elenmesi ve kahramanin daima ileriye bakan,
miicadeleci ve iyimser bir goriintii sergilemesi demekti (Zdhanov, 1977). Maksim Gorki (1868-
1936), Nikolay Alekseyevi¢ Ostrovski (1904-1936), Mihail Aleksandrovi¢ Solohov (1905- 1984),
Aleksander Aleksandrovig Fadeyev (1901-1956) ve Konstantin Aleksandrovig¢ Fedin (1892-1977)
gibi yazarlarin eserleri bu anlayiga uygun olarak, yeni toplumun insasinda yol gosterici rol iistlenen
is¢i veya koylii karakterleri yliceltti. Kahramanlar felaketlere ugrasa bile davaya olan sarsilmaz
inanciyla Sovyet gengligine 6rnek bir miicadele azmi sunar. Bu tiir karakterler, tiim zorluklar1 dogru
ideoloji sayesinde yenen ve bdylelikle okuru terbiye eden birer model olarak tasarlanmiglardir
(Mathewson, 2000, s.22). Sonug olarak, Stalin donemi edebiyatinda kahraman figiirii tek boyutlu
bicimde yiiceltilmis, hatali veya zayif karakterlere merkezi eserlerde yer verilmemistir. Edebi eserler
trajik sonlarla bitse bile, bunlar genellikle bireysel hatalardan ziyade diigmanlarin kotiiciilliigiine
baglanarak olumlu kahramanin onuru korunmustur. Sosyalist ger¢ekci anlatilar, toplumda timitsizlik
veya tereddiit yaratabilecek gercekei ayrintilar (aglik, siirgiin, baski gibi) biiylik Ol¢lide g6z ardi
ederek, yerine halki motive edecek iitopyact bir sdylem kurmuslardir (Mageli, 2023). Kisacasi
Sovyet ideolojisi, edebiyatta miikemmel bir kahraman tipini dayatarak, kahraman kavramini
propaganda araci haline getirmistir, boylece olumlu kahraman, devletin goérmek istedigi
ideallestirilmis insanin bir yansimasi haline gelmistir. Sovyet edebiyatinda olumlu kahraman,
sosyalist gergekeiligin ideolojik ilkelerini somutlastiran; sosyalist topluma hizmet eden, bilingli,
fedakar, ¢aliskan ve kolektif ideal ugruna kendi bireysel arzularini asabilen 6rnek bireyi temsil eden
kahramandir. Bu kahraman, savasin ve toplumsal doniisiimlerin yaratti§i zorluklara ragmen, insan
ruhunun direncini ve sosyalist ideale bagliligin1 model bir davranig bi¢imiyle ortaya koyar. Bununla
birlikte anti-kahraman olgusu da bu tek boyutlu kahraman anlayisina bir itiraz ve elestiri niteligi tagir.

Anti-kahramanin edebiyatta belirginlesmesi, hem estetik hem de ideolojik diizlemde elestirel
bir kirilmaya isaret eder. Ozellikle Sovyet edebiyatinda, Stalin sonras1 dénemde yazarlar {izerindeki
ideolojik baskinin nispeten hafiflemesiyle birlikte daha gergek¢i ve karmasik kahramanlar tekrar
sahneye ¢ikmaya baslamistir (Mathewson, 2000, s.IX). Aleksander Isayevi¢ Soljenitsin’in (1918-
2008) Ivan Denisovi¢’in Bir Giinii (Onun nens UBana Jenncosuua, 1962) adli uzun hikayesi, bir
calisma kampindaki siradan bir mahkimun hayatta kalma miicadelesini anlatirken, resmi edebiyatin
olumlu kahraman kaliplarm altiist etmistir. Ozellikle, Voynovig, Er Ivan Conkin’in Yasami ve
Olaganiistii Seriivenleri romanmnda II. Diinya Savasi Oncesi Sovyet toplumunu mizahi Sgeler
kullanarak siradanlastirir ve sistemin absiirtliigiinii ortaya koyar. Romanin kahramani Er Conkin’in
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siradanligi ve pasifligi, klasik kahramanlik anlatilarina bir parodi niteligi tasir. Biirokratik yapi, ordu
ve parti Orgiitleri ise sistemin isleyisini sorgulayan elestirel bir yap1 i¢inde sunulur. Voynovig, savagin
ideolojik sdylemini yikar ve Sovyet mitlerini ironik bir dille yeniden insa eder. Conkin’de hiciv,
yalnizca yiizeysel bir komedi unsuru degil; Sovyet kahramanligina iliskin biiyiikk anlatilar
¢Oziimlemek ve savasin ardindaki temel sagmaligi aciga cikarmak amaciyla bilingli olarak
kurgulanmis edebi bir stratejidir (Lewis, 1978, s.544). Voynovig, Nikolay Gogol gibi, mizah ve
abstirt 6geleri toplumsal yapilari ve insan dogasini elestirmek i¢in kullanir (Khan, 1996, s.514).
Romandaki mizah, basit bir ka¢is araci olmanin 6tesinde, Sovyet rejiminin otoritesini ve mesruiyetini
sarsmaya yonelik elestirel bir islev iistlenmektedir. Nitekim eylemsizligiyle geleneksel kahraman
figiiriinden ayrilan anti-kahraman, toplumsal baskilarin insan psikolojisi tizerindeki etkilerini ve
ruhsal karmasay1 ice doniik bir miicadeleyle sorunsallastirir. Zaferle sonuglanmayan bu varolussal
yolculuk, diinyay1 daha derinlemesine anlamlandirma ¢abasiyla sekillenir ve karaktere daha gercekei
bir nitelik kazandirir (Giimiis, 2023, s. 852).

Geleneksel kahramanin aksine anti-kahraman, ideolojik kaliplara sigmayan bir yasam
deneyimini temsil eder ve bu yoniiyle diizene yonelik ortiik bir elestiri sunar. XX. yiizyil
edebiyatinda anti-kahramanin yiikselisi, okuyucuyu diisiinmeye iten ve basmakalip idealleri
sorgulatan bir ara¢ haline gelmistir. Boylece kahraman ve anti-kahraman diyalektigi, edebiyatin hem
kurgu icinde kendi degerler sistemini tartismasini hem de ait oldugu toplumun ideolojik kabullerine
ayna tutmasini saglamistir. Modern edebiyatta anti-kahramanin ortaya ¢ikisi, bireyin anlam arayisi
sorununa gondermede bulunur. Bu baglamda Albert Camus’niin absiirt diisiincesi, s6z konusu
tipolojiyi ¢6zlimlemek i¢in islevsel bir ¢erceve sunmaktadir.

Albert Camus’niin Absiirt Felsefesi

XX. yiizyilda anlamsizlik duygusunun felsefi ifadesi olan absiirdizm, insanin anlam arayisi
ile diinyanin kayitsizlig1 arasindaki catismaya dikkat ¢eker. Fransiz yazar Albert Camus, Sisifos
Soyleni (1942) adl felsefi denemesinde absiirt kavramini derinlemesine iglemistir. Camus’a gore
insan hayati temelde bir anlamsizlik (sagma) igerir; birey, varolusuna anlam verme arayisina ne kadar
yonelse de evren bu ¢agriya kayitsiz ve sessiz kalir. insanin anlam ihtiyaci ile diinyanin anlamsizlig
arasindaki ugurum, Camus’niin absiirt adin1 verdigi durumu dogurur. Camus bu durumun insanin,
mantiksiz olanla yiiz yiize gelmesinden, i¢inde mutluluk ve akil dzlemini hissetmesinden ve
uyumsuzun, insanin ihtiyaci ile diinyanin mantiksiz sessizligi arasindaki bu yiizlesmeden dogdugunu
ifade eder (Camus, 1997, s.21). Bu carpici ifade, savas deneyimiyle de Ortiigiir: Savas, insanlarin
diizene, adalete veya amagcliliga dair tiim beklentilerini bosa gikaran, diinyanin mantiksiz sessizligini
en sert bicimde gosteren bir olgudur. Savas alaninda yaganan kitlesel 6liim ve yikim, rasyonel bir
anlam arayisim siirekli baltalar; bu durum, bireyde absiirt bir farkindalik uyandirir. Camus, absiirt
karsisinda insanin iki secenegi oldugunu belirtir: ya intihar ederek pes etmek ya da baskaldirarak
yasamaya devam etmek. Camus, intihar1 reddeder ve baskaldiri ruhunu savunur; yani insanin, hayatin
sacmaligini yliziine vurup onu kabullenirken ayni anda ona meydan okumasini ister (Camus, 2013,
s.23).

Albert Camus’niin Sisifos Soyleni adli eserinde absiirt diisiince, “uyumsuz?® bir uslamlama”
cercevesinde temellendirilir ve bu ¢ergevede uyumsuz ve intihar, insanin anlamsizlik karsisindaki ilk
varolussal tepkisi olarak tartisilir. Camus, bireyin diinyayla karsilagsmasinda olusan kopusu uyumsuz
duvarlar metaforu ile agiklar ve bu noktada metafizik agiklamalara siginmay1 felsefi agidan intihar
olarak degerlendirir. Bu reddedis, bireyi yeni bir varolus alanina tasir ve burada uyumsuz 6zgiirlikk
kavrami ortaya ¢ikar. Bu 0zgiirliik, anlamin yoklugunun kabul edilmesiyle olusan yeni bir biling

2 Bu ¢alismada, Albert Camus’niin absiirde kavramu, Tiirkge ceviride tercih edilen kullamim dogrultusunda “uyumsuz”
olarak kullanilmistir. Camus literatiiriinde absiirde kavrami Tiirkgeye “absiirt”, “sagma” ve “uyumsuz” bi¢imlerinde
cevrilebilmekle birlikte, bu makalede kavramin felsefi baglamin1 korumak amaciyla, Sisifos Sdyleni Tiirkge gevirisindeki

terminoloji yaninda “absiirt” kelimesi de esas alinmustir.
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alanin1 temsil eder ve bu biling, eserde uyumsuz insan tipolojisiyle somutlastirilir. Bu tipoloji i¢inde
Camus, yasamin yogunlugunu ve anin mutlakligini temsil eden Don Juancilik, hayatin bir rol ve
temsil alani olarak kavranmasini ifade eden oyun ve diinyanin anlamini siirekli zorlayan eylem bigimi
olarak fetih kavramlarini uyumsuz insanin varolus stratejileri olarak sunar. Bu varolus bicimi
yalnizca yagam pratiklerinde degil, sanat alaninda da karsilik bulur ve bu noktada uyumsuz yaratim
kavrami devreye girer. Camus, bu baglamda sanatin absiirt bilinci tasiyabilecegini savunur ve
ozellikle felsefe ve roman arasindaki iligskinin bu yaratim alaninda 6nemli oldugunu vurgular. Eserde
yer alan dirilis ve yarinsiz yaratim kavramlari ise, insanin gelecege dair metafizik umutlara degil,
yalnizca yasanan ana dayali bir {iretim anlayigina yonelmesini ifade eder. Bu kuramsal yapi, Albert
Camus’niin absiirt felsefesinin temelini olusturur ve insanin anlamdan yoksun bir diinyada, yine de
bilingli ve aktif bir bicimde var olabilecegi fikrini temellendirir.

Camus’a gore uyumsuzluk, yasamla deger arasinda kurulan kaginilmaz bir gerilimdir; ¢ilinkii
“yasanu siirdiirmek isterken deger yargilarimi bir yana attigina gore, oziinde de bir c¢eliskidir
wyumsuzluk, ¢iinkii yasamak kendi basina bir deger yargisidir. Soluk almak yargilamaktir” (Camus,
2013, s. 18). Bu nedenle uyumsuz insan, diinyay1 yargilamaya mahkim oldugu o6lgiide celigkiyi
iretir; zira yasam her ne kadar “siirekli bir segme” olmasa da “her tiirlii se¢gmeden yoksun bir yagsam
tasarlanamayacagi da ortadadir” (2013, s. 18). Bu ¢eliski eylem alaninda da siirer: “Uyumsuz durum
eylem alaminda tasarlanmasi olanaksiz bir geydir” ve aymi mantik anlatim i¢cin de gegerlidir;
Camus’niin ifadesiyle “her anlamsizlik felsefesi, surf kendini dile getirdigi i¢in, bir ¢eligki iizerinde
yasar” (2013, s. 18). Bu ¢eliski, anlamsizliga bi¢im verdigi Olciide tutarsizliga bir tiir tutarlilik
kazandirir; “konusmak diizeltmektir” ve hatta sessizlik bile “bir anlam belirtmeseydi” uyumsuzlugun
gergek tutarli hali olacakt1 (2013, s. 18). Ne var ki, uyumsuz biling tam da bu noktada kendi etik ve
estetik paradoksunu iiretir; yaray1 goriiniir kilarken onu ayni zamanda doniistiirme tehlikesiyle karsi
karsiya birakir: “Bunca ozenle kasinan yara sonunda haz vermeye baslar” (2013, s. 18). Bu
gerilimden bagkaldir1 dogar. Camus’ya gore “kimdir baskaldiran insan? Haywr diyen biri. Ama
yvadsirsa da vazge¢mez, evet diyen bir insandir da” (2013, s. 23). Bu hayir, sinirlayici bir sinirt isaret
eder: “buraya kadar evet, buradan ilerisine hayr”; dolayisiyla baskaldiri hem “katlaniimaz bulunan
bir haksizligin kesinlikle yadsinmasina” hem de “bulanik bir hak inancina” dayanir (2013, s. 23-24).
Iste bu yiizden baskaldiran insan, ayn1 anda hem evet hem de hayir der; ciinkii ancak kendisinde
“cabasina degen” ve “korunmasi gereken bir sey” bulundugu duygusu uyaninca bagkaldirir (2013,
s. 24).

Camus’niin Sisifos diisiincesinde uyumsuzluk, insanin bilinciyle baslar; “bilingli oldugu i¢in
de uyumsuzdur” (Camus, 1997, s. 80). Bu biling, rasyonel olmayan siyasal ve tarihsel kosullar
icerisinde bile bir tiir etik durus bi¢imi olarak goriiniir. Camus, savas gibi irrasyonel durumlarda dahi
“gorevierini yerine getiren” ve buna ragmen “celiskiye diistiiklerine inanmayan” bireylerden s6z eder
ve uyumsuzlugu “kisinin daha bastan yenik diistiigii bir savas alaminda onuruna sundugu saygilar”
olarak tanimlar (1997, s. 101). Uyumsuz insanin diinyayla iliskisini belirleyen bu durum, “siirekli
gerilim” ve “her seyi kucaklamaya iten diizenli tagkinlik sayesinde “igcimizde baska bir ates” birakan
bir yasama itkisi yaratir (1997, s. 102); tistelik bu siire¢ “agik goriislii bir ilgisizlikle” baslar (1997,
s. 102). Dolayistyla Camus i¢in mesele, salt edimle simirh bir eylemlilik degil, ayn1 zamanda etik bir
varolustur; nitekim “sorun, yapabilmeyi asan bir yasayabilme kazanmaktir” (1997, s. 105). Bu
perspektif, Sovyet sosyalist gercekciliginin insa ettigi olumlu kahraman tipinden 6nemli 6lgiide
ayrilir: Sosyalist gercekeilikte kahraman, kolektif idealle biitiinlesmis, tarihsel siireci ilerletmeye
odakli, toplumsal rol modeli olarak konumlanirken, Camus’niin uyumsuz insani bireysel bilincin
yarattig1 etik gerilimle hareket eden, sisteme i¢kin anlam bosluguna ragmen yasamu siirdiiren bir anti-
kahraman figiirii olarak ortaya ¢ikar. Bu ayrim, savas ve kriz baglaminda insan deneyiminin temsilini
tartisirken hem estetik hem de ideolojik diizeyde iki karsit degerler dizisi sunar. Sisifos Sdyleni’nin
mitolojik 6rnegi Sisifos, tam da bdyle bir absiirt kahramandir: Sisifos, cezasinin anlamsizligimin
farkinda olmasina ragmen her defasinda kayay1 dagin tepesine tasimaya devam eder ve bu eyleminde
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bir tlir isyankar anlam bulur. Ciinkii Sisifos, “tutkulariyla oldugu kadar sikintisiyla da uyumsuzdur
(1997, 5. 128). Sisifos, bosuna yapilan emegin en korkung ceza oldugunu diisiinen tanrilar tarafindan
bir kayay1 dagin tepesine durmaksizin yuvarlamaya mahkim edilir; kaya her seferinde geri diiser.
Bu sonugsuz ve umutsuz emek anlamina gelir. Burada fiziksel acidan ¢ok anlamsizlik 6n plandadir.
Sisifos, tanrilarin sirlarii saklamaz; Zeus’un Aigina’y1 kacirdigim bilir ve bunu ¢ikar karsiliginda
aciklar. Tanrisal adaletten ¢ok insani faydayi (Korinthos’a su getirilmesi) tercih eder. Sisifos, Oliim’ii
zincire vurur; boylece kimse 6lmez. Bu durum yeralt1 diinyasinda kargasa yaratir. Tanrilar icin bu,
dogal diizenin bozulmasidir. Asil sucu, yalnizca tanrilara kars1 gelmek degil; 6liimii, kaderi ve mutlak
otoriteyi sorgulamasidir. Sisifos, O6lmeden Once esinin sevgisini sinamak ister; cesedinin
gomiilmemesini emreder. Bu davranis, insani zaaf, kusku ve tutkunun bir gostergesidir. Yeraltt
diinyasinda, esinin bu buyruga uymasina 6fkelenir; ¢ilinkii bu, insan sevgisine aykiridir. Pluto’dan
izin alarak diinyaya doner. Giinesi, suyu, denizi, taglar1 ve yeryiiziiniin giizelligini yeniden goriince
6lime donmeyi reddeder. Sisifos burada acikca hayat lehine bir se¢im yapar. Tanrilarm ¢agrilarina
ve uyarilarina ragmen yeraltina donmez. Sonunda Hermes tarafindan zorla geri gotiiriiliir. Bu
noktada Sisifos, artik sadece kurnaz degil; bilingli bir baskaldirandir. Camus’a gore Sisifos, absiirt
kahramandir, ¢iinkii Tanrilar1 kiigiimser ve 6limden nefret eder. Hayata tutkuyla baglidir. Sonu
olmayan, anlamsiz cezasi, bu tutkularin bedelidir. Sisifos’un trajedisi ac1 ¢ekmesi degil, ¢ektigi
acimin farkinda olmasidir. Kayay1 her itisinde kaderini bilir. Ozellikle kayanin tekrar asag
yuvarlandigi an ile geri doniis yolu, bilincin en yogun oldugu andir:

O da her seyin iyi oldugu yargisina varir. Bundan béyle, efendisiz olan bu evren ona ne
kisir goriiniir, ne de degersiz. Bu tasin ufacik par¢alarinin her biri, bu karanlk dagin her
madensel pariltisi, tek basina bir diinya olusturur. Tepelere dogru tek basina didinmek
bile bir insan yiiregini doldurmaya yeter(1997, s. 131).

Camus’a gore absiirt ile mutluluk birbirine karsit degil, ayn1 kokten dogan iki deneyimdir.
Mutluluk her zaman absiirdiin sonucu degildir; bazen absiirt duygusu, tam da mutluluk anindan
dogar. Onemli olan, diinyanin anlamli oldugu varsayimina tutunmadan hayata “evet” diyebilmektir.
Bu “evet”, bir yanilsama degil, bilingli bir sadakattir. Sisifos, geriye doniip hayatina baktiginda
yazgisiin kendi eylemlerinin toplami oldugunu goriir ve bunun biitiiniiyle insani oldugunu kavrar.
Kordiir ama gormek ister; gecenin sonu olmadigimi bilse bile yiirimeye devam eder. Yiikii
kacinilmazdir, fakat artik ona aittir. Tanrilar yoktur; kaya vardir. Tasin her zerresi basl basina bir
diinyadir. Zirveye dogru verilen miicadele, insanin kalbini doldurmaya yeter. Bu yiizden Camus su
sonuca varir: Sisifos’u mutlu tasavvur etmek gerekir. Ciinkii insan, diinyanin anlamsizligim kabul
edip yine de yagamaya “evet” dedigi anda, trajediden mutluluga geger (Camus, 1997, s. 130). Sisifos,
kayanin ardindan agagi inerken kaderinin bilincindedir. Umut etmez, ama teslim de olmaz. Bu an,
onun yazgisindan iistiin oldugu andir. Béylece Camus, absiirt felsefi diisiinceye baskaldir1 ve direng
kavramlarimi kazandirmig; bu yaklagim edebiyatta absiirt karakterlerin ¢éziimlemesinde dnemli bir
kuramsal ara¢ haline gelmistir. Dogayla olaganiistii, bireyle evrensel, trajikler giindelik arasindaki
bu siirekli sallaniglar, yapitinin her yaninda karginiza ¢ikar, ona hem sesini, hem anlaminm verir.
Uyumsuz yapit1 anlamak i¢in bu aykiriliklar siralamak, bu ¢eliskiler {izerinde durmak gerekir (1997,
s.137).

Absiirt, glinliikk gercekligi sarsarak diinyay1 yabancilastirir ve ikili karsithiklarm sinirlarimi
bulaniklastirir. Yerlesik algilari sarsarak izleyicide giiglii bir estetik uyanig yaratir. Camus’niin absiirt
tanim1 ve absiirt kahraman modeli, yalnizca felsefi bir sdylem degil, modern anlatinin kahraman
kurgusunu da belirleyen bir ¢ercevedir. Bu kuramsal model 6zellikle totaliter sistemlerin tiretmis
oldugu anlamsizlik ve uyumsuzluk durumunu temel alan metinlerde goriiniir hale gelir. Voynovi¢’in
Er Ivan Conkin’in Yasami ve Olaganiistii Seriivenleri adli romam bu baglamda dikkate degerdir.
Nitekim Er Conkin, biiyiik idealleri veya kahramanlik arzular1 olmayan, tamamen giinliik ger¢ekligin
icinden ¢ikmus siradan bir figiir olarak Camus’niin absiirt insan tipolojisiyle dogrudan ortiisiir. Onun
totaliter biirokrasi kargisindaki absiirt konumu ve bu sistemin ¢arklarina dahil olmay1 reddeden dogal
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varolusu, ikili karsitliklarin siirlarin1 bulaniklastirarak modern anlatinin anti-kahraman kurgusuna
somut bir drnek teskil eder.

Vladimir Voynovic ve Er Ivan Conkin’in Edebi Konumu

XX. ylizyill Rus edebiyatinin yazarlarindan biri olan Vladimir Voynovi¢ 1932 yilinda
Stalinabad’da 6gretmen ve gazeteci bir ailenin ¢ocugu olarak diinyaya geldi. Komiinist Tacikistan
gazetesinde sorumlu kétip olarak gérev yapan babasinin siyasi gerekg¢elerle tutuklanmasinin ardindan
aile Zaporojye’ye tasinmistir. Bu durum yazarin ilerleyen yillarda gelistirecegi 6zgiirliikk¢ii ve anti-
totaliter diinya goriisiiniin sekillenmesinde belirleyici bir etken olmustur (Serr, 2018, s. 2023).
Cocukluk ve ilk genclik yillarin1 ekonomik ve toplumsal zorluklar iginde gegiren yazar, kolhozda
cobanlik yapmis; marangozluk, ¢ilingirlik, tamircilik ve insaat isciligi gibi cesitli zanaat ve emek
gerektiren islerde calismistir. Zanaat okulunu tamamladiktan sonra ise askerlik hizmetini yerine
getirmistir. Bu donemde siir ve sarki sozleri yazmaya baglamis; ayn1 zamanda aksam okulunda
Ogrenimini siirdiirerek birinci, dordiincii, altinc1 ve onuncu smiflar1 tamamlamistir. Edebiyat
enstitlistine kabul edilmek amaciyla yaptig1 girisimler basarisizlikla sonuglanmig, bunun {izerine
pedagoji enstitlisiine kaydolmustur. Ancak burada yalnizca bir bucuk yil egitim gérmiis; g¢esitli
nedenlerle kurumdan ayrildiktan sonra akademi alani disinda, bireysel c¢abalariyla kendini
gelistirmeye adamistir (Bulatova, 2013, s.31).

Vladimir Voynovi¢’in 1960- 2010 yillarinda kaleme aldig1 baslica eserleri arasinda; /nang
Derecesi (Cmenens oosepus), Er Ivan Conkin’in Yasami ve Olaganiistii Seriivenleri (XKusno u
Heobbvlualinble npukitouenus conoama Meana Youxkuna), Moskova 2042 (Mockea 2042), Orta Tiiylii
Bir Ev Kedisi (Kom odomawnuii cpedneti nywucmocmu), Sapka (Lllanka), Anmitsal Propaganda
(Morymenmanvnas nponazanoa), Mit baglaminda bir portre (Illopmpem na gpone mugha), Otoportre:
Hayatimin Romam (Aemonopmpem. Poman Moeti Kusnu) sayilabilir. Bu eserlerin biitliniine
bakildiginda Voynovi¢’in edebi yoOnelimi; ideolojik sdylemin parodilestirilmesi, biirokratik
sistemlerin grotesk estetikle ¢Oziilmesi, anti-kahraman figiiriiniin merkezilestirilmesi ve absiirt
anlatimin siyasal ve toplumsal baglamda yeniden iiretilmesi seklinde &zetlenebilir. Bu yoniiyle yazar,
Sovyet sonrasi edebiyatta elestirel ve absiirt anlatinin en 6nemli temsilcilerinden biri olarak
degerlendirilmektedir. Alman edebiyat arastirmacist ve g¢evirmen Wolfgang Kazak, Vladimir
Voynovi¢’i “harikulade bir bicimde insan karakterini tasvir eden ve miinferit sahneleri canli bir
sekilde betimlemeye ozel bir yetenegi olan gercekgi bir yazar” olarak tanimlar (akt. Skolnik, 2012).

Vladimir Voynovi¢’in Er Ivan Conkin’in Yasami ve Olaganiistii Seriivenleri adli romant,
1963-1969 yillar1 arasinda yazilmis, samizdat (kendi basim) yoluyla yayimlanmis en bilinen
eserlerinden biridir. Ugleme olarak yazilan bu kitabin ikincisi Taht 'a Aday (IlpeTenaeHT Ha pecTos,
1979), ugiinciisii ise Yerinden Edilmis Kisi (Ilepememénnoe nmmo, 2007)’diir. Yazarin onayi
olmaksizin tigclemenin ilk kitabi 1969 yilinda Frankfurt- Mayn’de, biitiin olarak ise 1975 yilinda
Paris’te Ymca-Press yayin evinde basildi (Brintlinger, 2012, s. 166). Romanin elden ele dolagarak
yayilmasi ve ilk olarak yurt disinda basilmasi; 1970’11 yillarda Sovyetler Birligi’'nde sanatsal iiretimin
halen komiinist ideoloji dogrultusunda denetlendigi ve edebiyat alaninda resmi sdylemin
egemenligini siirdiirdiigiinii gostermektedir. Bu donemde komiinist liderlerin iistiinliigiinii ve sisteme
bagliligmi yiicelten propaganda dili, edebi iretim iizerinde belirleyici olmaya devam etmis;
dolayisiyla Sovyet gercekligine elestirel ve alternatif bir bakis acgis1 sunan metinlerin resmi yayin
kanallarinda yer bulmasi miimkiin olmamistir. Tam da bu tarihsel baglamda, mevcut ideolojik
anlatiya kars1 farkli bir perspektif gelistiren roman, dogal olarak sansiir mekanizmasina takilmaigtir.
Bu ylizden eser, resmi yayinlanma imkani bulmadan elden ele dolasarak, tekrar tekrar yazilarak
insanlara ulastirilmistir (Bulatova, 2013, s.33).

Er Ivan Conkin’in Yasami ve Olaganiistii Seriivenleri roman1 yurt disinda basildiktan sonra
30 dile ¢evrilmis, Londra’da Cek yonetmen Jiri Menzel tarafindan 1994 yilinda sinemaya, Er Ivan
Conkin’in Seriivenleri ad1 altinda Rus yonetmen Aleksey Kiryusenko tarafindan 2007 yilinda da
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diziye uyarlanmistir. Voynovi¢, Conkin romani sayesinde Bavyera Gilizel Sanatlar akademisine
secilmis, Uluslararast PEN Kuliibii’ne kabul edilmis ve Mark Twain Amerikan Toplumu’nun onur
iiyesi ilan edilmistir, buna paralel olarak roman Avrupa klasikleri serisi arasinda yerini almigtir
(Zahariyeva, 2010). Mark Twain Amerikan toplumunun yazarlar1 ise Vladimir Voynovi¢’in Er [van
Conkin’in Yasami ve Olaganiistii Seriivenleri adli eserinde komiinistligin yalanci ideolojisinin
objektif gerceklige agir bastigini, liderlerin toplum bilincini hipnotize ettiklerini, muazzam bir
yetkiye sahip Icisleri Halk Komiserliginin ham hayal ile miicadele ettiklerini gézlemler. Onlara gore;
yazar bilingli olarak biitiin Sovyet efsanelerini alt iist eder: Sovyet toplum yasaminda partinin
yonetici rolii, kolhoz koyliilerin mali durumunun 1slahi, Kizil Ordu yonetiminde baskomutan
Stalin’in iistiin roli ile ilgili her seyi alt {ist eder (Kuzmina, 2008). Voynovi¢, resmi Sovyet
sOyleminin kutsal kabul ettigi bu kavramlari, siradan bir askerin goziinden trajikomik bir anlatiya
doniistlirtir. S6z konusu savas ve kahramanlik mitinin nasil tersyliz edildigini anlayabilmek igin
eserin temel anlati cergevesi ana hatlariyla ortaya konulmalidir. Eserin olay orgiisiindeki su ironik
gelisim, bu tersyliz olusun en agik gostergesidir: Yapit, 1941 yilinda Biiyiikk Vatan Savasi’nin
baslamasindan birkag ay dnce, Sovyet Rusya’da Krasnoye adli kiigiik bir koyde gegmektedir. U-2
savas ucaginin kiiciik bir kdyde arizalanmas: iizerine askeri birlik, Ivan Conkin adinda bir askeri o
koye nobet tutmaya gonderir. Ugagin durdugu yerin yakininda kiigiik bir evi, domuzu, inegi olan
bekar kadin Nyura ile tanisir. Ivan Conkin &rnek bir askerin savasci goriintiisiinden uzak gosterissiz
sade bir erdir. Nyura ile bir iligkiye baslayan Conkin askeri ugagi Nyura’nin evinin Oniine ¢eker. Bir
siire sonra savas baslar ve Conkin ile ugag1 unutulur. Kéydeki tiim erkekler cepheye sevk edilirken
Conkin nobet yerini terk edemez. Onun dalginlig1 sonucu ‘Giizellik’ adli inegi ¢obandan almay1
unutmasi, hayvanin komsusu Gladisev’in deneysel calismasi olan domates—patates melezi ekili alan1
tahrip etmesine yol agar. Bunun iizerine Conkin ve Gladisev’in aras1 bozulur. Gladisev, I¢isleri Halk
Komiserligine Conkin’i suglayan bir mektup yazar. Bunun iizerine yerel giivenlik gorevlileri yola
¢ikar ancak Conkin ve Nyura kiigiik ¢iftliklerini basariyla savunmalar1 gézaltina almay1 zorlastirir.
Sonug olarak, Kizil Ordu’nun biitiin alay1 Conkin ¢etesini yakalamak i¢in seferber edilir. Conkin, tek
basina kaldig1 bir anda kars1 taraftan gelen saldir1 sonucu hafif yaralanir. Generali alayin bir er ve
kizla savastig1 gercegi sasirtir ve onu kiyafetinden ¢ikardigi kendine ait bir madalya ile 6diillendirir.
Ancak Conkin’i tutuklama emrini gordiikten sonra, kararimi direk iptal eder. Askerler, bu sebeple
Conkin’i yaka paga gétiiriir. Eser, Gladisev’in 6lii atinin yaninda buldugu “beni Komiinist olarak
gomstinler.” yazisi ile biter. Bu trajikomik son, geleneksel epik anlatilardaki 'zafer kazanan
kahraman' mitini yerle bir ederek Conkin’in anti-kahramanlik statiisiinii pekistirir. Conkin bizzat
sisteme kars1 bilingli bir savag yliriitmemistir; ancak sistemin absiirt igleyisi onu 6nce bir kahramana,
ardindan bir sugluya doniistiirerek yaka paga gotiiriir. Dolayisiyla bu 6zetlenen olay 6rgiisii, bireyin
ideolojik mekanizmalar karsisindaki caresizligini ve eylemsizliginin yarattif1 absiirt varolusu
goriiniir kilmak adina eserin merkezinde yer alir.

Vladimir Voynovi¢ romaninda Sovyet sistemindeki savasin, biirokrasinin ve idealize edilmis
kahramanlik kavraminin absiirtliiklerini hicvetmek i¢in karikatiirize edilmis imgeleri ustaca kullanir
(Morris, 2014, s.435). Bu estetik strateji dogrultusunda yazar, Nazi isgalinin yaklasan felaketini
komik senaryolarla yan yana getirerek, hem derinden rahatsiz edici hem de son derece komik bir
anlat1 olusturur ve Sovyet edebiyatinda yaygin olan geleneksel kahramanca savas tasvirlerine
meydan okur (Rancour-Laferriere, 1991, s.37). Ayrica, romanin 6zellikle klasik Rus edebiyatina
yapilan metinler arasi gondermelere dayanmasi, hicivsel derinligini zenginlestirerek toplumsal
normlara ve tarihsel anlatilara yonelik incelikli bir elestiriye olanak tanir (Kopteva, 2021). Unlii
elestirmen Natalya Ivanova Sadakatin Trajedisi ve Komedisi (Tpazeous npedannocmu u ee komeous)
adli makalesinde Conkin’in sadakat hakkinda, savas kahramanligi ve kahramanca davraniglar ile
ilgili kitle edebiyat1 akiminin bir parodisi oldugunu, Voynovi¢’in bagkahramanim yikici bir etkiyle
sunarak onu yalnizca bireysel bir figiir olarak degil, icinde bulundugu toplumsal ve ideolojik
cevrenin bir yansimasi haline getirdigini, 6te yandan kahramanlar1 fvan ve Nyura’y1 gizlenmeyen bir
agk ve sicak bir mizah duygusu ile isledigini ve bu sebeple onun yalnizca parodik bir anlatici degil,
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aym zamanda berrak ve incelikli bir hiciv yazari olarak kabul gordiigiinii yazar (Ivanova, 1989, s.
10).

Bu degerlendirmeler, eserin yalnizca edebi degil, ayn1 zamanda ideolojik bir tehdit olarak
algilandigimi gostermis; nitekim yazar 1974 yilinda Sovyet Yazarlar Birligi’nden ¢ikarilmis, 1980
yilinda Sovyet Rusya’dan siirglin edilmis ve 1981 yilinda Sovyet vatandaghigindan g¢ikarilmistir
(Zahariyeva, 2010). 1980°’1i yillarin sonunda, Perestroyka doneminin (1985-1991) baslamasi ile
romanin etrafindaki hararetli tartisma hala devam eder. Bu durumun nedeni, absiirt tizerinden kurulan
elestirel sdylem ile toplumsal ¢dziimlemenin i¢ ice gecmesi, Conkin’i yerlesik iktidar yapilarina
meydan okuyan ve siyasi sistemlerin igsel ¢eliskilerini ortaya ¢ikaran Rus hiciv eserlerinin gelenegi
icinde konumlandirmakta; biirokratik ataleti ve resmi anlatilara duyulan hayal kirikligini keskin bir
sekilde elestiren Nikolay Gogol ve Mihail Bulgakov gibi yazarlarla paralellikler kurmasindadir
(Lewis, 1978, s.549). Yazar, ideolojiyle alay etmek ve Sovyet askerinin imgesini karalamakla
suclanmistir. Emekli bir general konusmasinda roman hakkinda sdyle ifadelerde bulunmaktadir:

Yoldagslar! Conkin hakkindaki roman bizim Sovyet ordumuza atilmig kotii niyetli bir
iftiradir. Ben romam elbette okumadim, ama duydum ki Icisleri Halk Komiserliginin
biitiin askerleri ve temsilcileri hayvanlarin ve al¢aklarmm yigilmasi, toplasmasi gibi
gosterilmistir. Bu kasitly bir iftiradir. Romanin, acimasiz dahast Car zamanindan bile
daha gaddarca olan siki askeri egitimin tasvirinden basladigindan bahsediliyor.
Birbirine yardim eden ve destek olan ordumuzun béyle olmast miimkiin degildir. Komuta
kadrosu, erlerini kendi ¢cocuklari gibi koruyup gozetir. Voynovi¢'in kurguladigi bu dehgset
verici tablo biiyiik olgiide abartili gériinmektedir. Romanda tasvir edildigi gibi bir
ordunun, Avrupa’min yarisini egemenligi altina almig Adolf Hitler'in fagsist ordusunu
yvenebilir miydi? Hayw, hayw ve hayir! Hiciv olarak adlandirilan bu roman bizim
ordumuzun itibarim zedeliyor. Acilen bu romanmin basiminin yasaklanmast lazim, aksi
takdirde ordunun dagilmasina bile sebep olabilir (Bulatova, 2013, s.33).

Bu suclamalar yalnizca séylem diizeyinde kalmamis, kurumsal tepkilere de doniismiistir.
Dolayisiyla, 2002 yilinda Rus Ortodoks Kilisesi Yekaterinburg Bagpiskoposu Aleksey
Kiryusenko’nun sahneledigi /van Conkin oyununun turne organizasyonuna sert bicimde itiraz
etmistir (NEWSru.com, 2002). Conkin’e yoneltilen bu ideolojik suglamalar, onun sistem
karsisindaki konumunu daha da goriiniir kilmakta; boylece kahraman, absiirt kosullar iginde varligimni
siirdiiren bir 6zneye doniismektedir. Bu nedenle Er [van Conkin’in Sisifos miti baglaminda yeniden
okunmasi, metnin derin yapisini agiga ¢ikarmak agisindan belirleyici olacaktir.

Er ivan Conkin Karakterinin Sisifoscu Okumasi

Vladimir Voynovi¢’in Er Ivan Conkin’in Yasami ve Olaganiistii Seriivenleri, Sovyet
edebiyat1 geleneginin yerlesik sinirlarini ihlal ederek ciddi ile komigi, yiice ile bayagiy1 ayni anlati
diizleminde bir araya getirir; halkin temsil edilme bi¢imi iizerinden ise iktidara yonelen yikici bir
elestiriye doniiserek belirgin bir politik durus ortaya koyar. Camus’niin absiirt tanimi totaliter
baglamda daha belirginlesir; bu nedenle Sovyet edebiyati verimli bir karsilagtirma alani sunar.
Voynovi¢’in romant da tam bu noktada dikkate deger bir drnektir. Romanin konusunu olusturan
anlamsiz askeri gorev, Sisifos’un cezasina benzer sekilde amagsiz bir tekrar icerir. Conkin,
Camus’niin Sisifos¢u kahramani gibi absiirt bir durumda yasamaya devam eden, fakat bunu bilingli
felsefi bir bagkaldir1 olarak degil, siradanlhigmin siirekliligi olarak gergeklestiren bir anti-
kahramandir. Conkin ne insanlardan ne de ¢evresinden iistiin olmayan, eylemleri kurnaz bir adamin
etkisi ve sonuglarina sahip olan siradan bir askerdir ve bu askerin iistiin gii¢ veya kahramanlik iddias1
da yoktur. Voynovig, Conkin’i olaylar ger¢ekc¢i ve mantiksal gercevede ilerleyecek sekilde giindelik
insanin sagmaliklar1 ve caresizlikleri {lizerinden temsil eder. Bu baglamda Conkin’in durumu
Sisifosgu bir okuma i¢in uygun bir zemin yaratir. Ciinkii romanda akil yiiriitmenin yerini dogmalar
almis, mantik tersyiiz edilmis ve masumiyet sucluluktan daha fazla cezalandirilir hale gelmistir. Iste
bu atmosfer, Camus’niin tarif ettigi absiirt diinyay1 andirmaktadir. Conkin, ezilenin bir temsili ve
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siradan bir partizan olarak betimlenir; entelektiiel yetersizligi onun psikolojik olarak karmasik ve
savunmasiz bir figiir olmasina neden olur. Bu nitelikleri sayesinde Conkin yalnizca askeri yapiya
degil, Sovyet gercekligine yonelik daha genis bir baskaldirinin araci haline gelir (Petro, 1980, s.118).
Conkin’in sahsinda Sisifos diyebilecegimiz bu kahraman, istemeden de olsa etrafindaki baskici
diizene ayna tutar. Onun basit ihtiyaglar ve siradan tepkileri, Sovyet sisteminin ¢arpikliklarin ortaya
sermeye yeter. Boylelikle Voynovig, klasik Sovyet kahraman anlatisini tersine ¢evirerek absiirt bir
anti-kahraman yaratmig; bu anti-kahramanin hikayesi araciligryla ideolojinin bireyi nasil
etkisizlestirdigini mizahi bir {islupla gozler oniine sermistir.

Voynovi¢’in romaninda absiirt kahramanin olusumu, {i¢ temel yapisal asamada gerceklesir:
Once absiirt bir diinya kurulur, ardindan anti-kahraman figiirii tanimlanir ve son olarak bu figiir
secimden yoksun bigimde absiirt diinyaya firlatilir. Romanda olay 6rgiisii bir felaket epizoduyla veya
kahramanin epik yiikselisiyle baglamaz; aksine, anlatici savasin ¢ikigini siradanlastirarak abstirt bir
tarihsel zemin olugturur. Anlatici olaylarin gergek olup olmadigini dahi kesinlestiremez ve savas gibi
tarihsel acidan biiyiik bir olay basitce “Her sey savasin baslangicindan hemen once 1941°in Mayis
sonu veya Haziran basinda oralarda bir yerlerde basladi.” (Voynovig, 1991, s.9)” ciimlesiyle
giindelik hayata eklemlenir. Savagin dramatik boyutu yerel kdylii yasaminin basit ritmiyle ¢akasir;
domuzlarin dolastig1, hamile kadinlarin kostugu, koyliilerin panik i¢inde bilgi toplamaya caligtigt
sahneler (s.10-11), trajik olan ile komik olanin kesisiminde absiirt bir atmosfer iiretir. Bu abstirt
diinyanin siyasal boyutu kolhoz bagkanlarmin sik degismesi, denetgilerin icki ve domuz yagi
esliginde rapor yazmalar1 gibi 6rneklerle derinlesir (s.14—16). Teknolojik-modern savas makinesi ile
koylii pratik zekasimmin kargilagtirilmast da ayni absiirt etkiyi dogurur; pilotun ucagina traktor
anahtariyla miidahale edilmesi (s.15), ideolojik sistemin rasyonalite iddiasini komik bir bigimde bosa
diisiiriir. Ikinci asamada anlatici, anti-kahramami tamimlamak icin dogrudan okura seslenir. Ivan
Conkin’in sosyalist gercekei edebiyattaki olumlu kahraman tipine uymadigi agikca belirtilir; o fakir,
siradan ve ideolojik bilingten yoksun bir kdyludiir (s.22). “Yasaminda dikkat ¢ekici hicbir sey
olmadigint” sdyleyen anlatici, hem epik anlatiyr hem de ideolojik kahraman modelini parodilestirir
(s.23). Bu sayede Conkin’in biyografisi, nedensellikten ¢ok rastlantilara dayanan bir ¢izgide
kurgulanmis olur. Ugiincii ve son asamada Conkin absiirt diinyaya bir anlam talebi olmaksizin
firlatilir. “Ve birden, tombala, barakalara ¢agirilmis...” (s.34) ifadesi, askeri biirokrasinin
ciddiyetini rastlantisal bir oyuna indirgeyerek absiirdii kurar. Conkin nereye gittigini bilmeden ugaga
bindirilir, daha 6nce adin1 bile duymadig1 bir kdye ulasir ve cografi belirsizlik i¢inde var olmaya
baslar (s.34-35). Bu sahnelerde modern savas teknolojisi ile tagra yagaminin ¢akismasi, absiirdiin
hem siyasal hem varolussal boyutlarini goriiniir kilar.

Camus’de absiirt bireyin biling diizeyinde ortaya g¢ikarken, Conkin’in diinyasinda abstirt
oncelikle toplumsal ve siyasal yapi i¢inde iiretilir. Romanin erken bdliimlerinde savasin
siradanlagtirilmasi, biirokrasinin irrasyonel isleyisi ve olaylarin rastlantisal gelismesi, Camus’niin
“ayumsuz duvarlar” kavramina benzer bigimde, bireyin anlam kuramayacagi bir diinya insa eder.
Conkin karakteri ise bu diinyaya bilingli bir varolus felsefesi gelistirmeden, rastlanti sonucu dahil
olur; bu yoniiyle o, Camus’niin bilingli uyumsuz kahramanindan farkli olarak, absiirdiin i¢inde dogal
bigimde var olan bir figiirdiir. Conkin, neyi, neden yaptigini tam olarak bilmedigi belirsiz, siiresiz ve
sonugsuz gibi goriinen ugagi koruma gorevine atanir. Bu durum, Sisifos’un tekrar eden ve anlamsiz
emegi ile dogrudan oOrtiisiir, ¢linkii sistem Conkin’i yakit1 bitip zorunlu inis yapan ugagi beklemeye
mahk{m ederken, yararsiz ve umutsuz ¢abadan daha korkung bir ceza olmadigini diisiinen Tanrilar,
Sisifos’u bir kayay1 durmamacasina bir dagin tepesine kadar yuvarlayip ¢ikarmaya mahkim etmisler;
Sisifos kayay1 tepeye kadar getirecek, kaya tepeye gelince kendi agirligiyla yeniden asagi diisecekti.
Sisifos’un aksine Conkin’de inegi sagmak, patatesin hangi toprakta daha iyi yetisecegini diisiinmek
gibi giinliik yasamin ayrintilar1 agir basar, gene de higbir seyin bir sonuca varmadigi, her seyin
yeniden basladig1 bu garip ortamda belirtilen sey kurtulusunu arayan ama bunu nasil yapacagini
bilmeyen bir kahramanin seriivenini ortaya koyar. Biirokratik yapinin isleyisinin, emir komuta
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zincirinin, parti orgiitlerinin ve askeri sistemin ciddiyetine karsin, orduya verilen gérev, bir ucagi
beklemekle gorevlendirilmis bir erin kontroliindedir. Bu haliyle Conkin anti-kahraman figiirtidiir,
clinkii savasin yikiciligina ragmen giindelik hayatin siradanligini vurgulayarak savasin resmi tarafini
siradanlastirir ve alaya alir. Ciinkii Camus’niin de dedigi gibi, sorunun edime ¢evrilmesi, genelin ve
Ozelin bir araya gelmesi, bunlar tiim biiyiik anlaticilarda rastlanan kii¢lik yapmacikliklarda goriiliir
(Camus, 1997, 5.139).

Savag edebiyatinda genel olarak “kahramaniik destanlari, onlarin problemleri, ozellikle o
tarihi savasta yiiz yiize gelen insanlarin diisiince ve duygulart inandirict bir sekilde verilmeye*
(Celik, 2004, s.37) calisilirken, bu eserde savas iistii kapali, karakter ise kendi maddi ve manevi
diinyas1 ile yasantisinin tarihsel deneye uygun diistiigli, olaylarin 6zl ile tarihsel 6zelligini
anlayamayan biri olarak verilmistir. Burada kahramanin yasadigi olaylar tarihi 6nem tasiyan
olaylarin oniine gegmistir:

O zamanlar diinyada, o ana dek ne Conkin’le ne de Nyura ile ilgisi bulunan olaylar
olmaktayd:. Haziran in on dérdiinde, Hitlerin karargdhinda “Barbarossa” adi verilen
planmin son rétuslarint yapmak i¢in bir toplanti yapildi. Ne Conkin ne de Nyura bu plani
azicik bile olsa sezmislerdi. Kendi dertleri vardi, onlara daha énemli goziiken (Voynovig,
1991, s. 68).

Voynovig ayrica, savasin kendisini de absiirt 6gelerle doniistiiriir. Savas bildirileri, koyliiler
tarafindan anlamlandirilamaz; radyoda gegen acgiklamalar, karakterlerin aklinda yersiz imgeler
uyandirir. Ornegin; radyoda spiker Almanya ve Rusya’nin saldirmazlik pakt1 kurallarina simsiki bir
baglilikla riayet ettiklerini, yetkililerin Almanlarin antlagmayt ihlal edip saldiriya gegme niyetleri
oldugu diisiincelerin asli ve yeri olmadigini soylerken, Conkin “yer” hakkinda diisiiniir, onun akli
yer sozciiglinlin bagka bir anlami ile mesguldiir:

Yer diye diisiindii Conkin. Ne cins bir yer olduguna baglydi. Eger yer killiyse sadece ot
yetistirmeye yarardi. Ama eger kuru ve kumluysa, patatesler igin daha iyisi olamaz. Yine
de siyah toprakla karsilagtirilmaz bile. Siyah toprak tahil i¢in, her sey icin iyidir. Tahil
ve ekmegi diisiinmek karninda ziller ¢aldirdi (Voynovig, 1991, s. 77).

Bu anlati, yalnizca ideolojik bir hiciv degil, ayn1 zamanda savasin igerdigi yiiksek anlamlarin
nasil ¢oktiigiinii gdsteren absiirt bir anlatidir. Voynovig, dogrudan dogruya savas ile baglantili olaylar
ile Conkin’in hayattaki bayagi isteklerini karistirir, yerlerini degistirir, farkli bir normallik i¢inde
sunar:

Haziran’in 21. Giinii AlImanya’nin SSCB Biiyiikelgisi Schulenburg’a, icerigi soyle olan
bir nota verildi. Sovyet kaynaklarina gére, Alman birlikleri Sovyetler Birligi’nin Bati
smirlarinda yiginak yapiyorlardi. Sovyet hiikiimeti konunun aydinliga kavusturulmasini
rica ediyordu. Bu nota Hitler’e iletildiginde savasin baslamasina yalnizca dakikalar
kalmisti (Voynovig, 1991, s. 98).

Conkin, klasik anlamda bilingli bir isyanc1 degildir. Sisifos gibi, yazgiy1 se¢mez; i¢ine diiger.
Ancak tam da bu pasiflik, absiirt yapiy1 goriiniir kilar. Peki, boyle 6énemli dakikalarda, savasin
baslamasina saniyeler kala ana karakter ne yapiyordu?

Iste o anda, onceki gece Nyura ile barisan Conkin, hala uyuyordu. Sonra doganin bir
cagrisiyla uyandi. Conkin bir siire hi¢ kipirdamadan yatti, sicak battaniyenin altindan
¢ctkmamaya karar verip, gizli gizli gereksinmesinin kendi kendine ge¢mesini umarak.
Ancak gereksinmesi gegmedi (Voynovig, 1991, s. 98).

Almanlarin Kiev’i bombaladig1 anlarda Conkin inegi sagma, ¢obana teslim etme, onunla
havadan, hayattan sohbet etme isleriyle ugrasiyordu. Savas gibi tarihsel bir olay ile Conkin’in siradan
gilinlik hayati birbirine karisir: Sisifos Séyleni baglaminda, anlamsizligi anlamaya c¢alismadan
stirdlirmenin bir formu olarak goériinen Conkin, arka bahcedeki tuvalette kendini eglendirmek icin
orada biriktirilmis gazete pargalarini okur; bu sirada Stalin’in silahlanma ¢agrisini, Sovyet kligelerini
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kelimesi kelimesine yorumladigi i¢cin anlayamaz ve bu durum dogrudan bu resmi sdylemleri alaya
almasina neden olur.” Ornegin, Stalin bircok Alman askerinin “diismanin en iyi alaylarimin ve
diisman hava kuvvetlerinin en iyi boliiklerinin coktan ezilmelerine ve savas alaminda mezara
gomiilmelerine ragmen” diye soylediginde, Conkin’in zihni anlayamadigi seyler ile dolup tasar:

Savas alaninda mezara gomiilmeleri tabirini anlayamamuisti. Niye orada da baska bir
verde degil? Sonra onlara bu mezarlart kim kazmisti? Conkin, gozlerinin éniinde, ugsuz
bucaksiz meghul topraklarda yiiriiyerek mezarlarint arayan, ¢ok kalabalik bir insan seli
canlandirdi. Uziilmemesi gerektigini ¢ok iyi bilmesine ragmen, bir iki saniye onlar icin
tiziintii bile duydu (Voynovig, 1991, s.150-151).

Voynovig hiikiimetin ilgilerini, halkin gereksinimlerini birbirinden ayr1 oldugunu gostermek
icin karsitlik ilkesini kullanir. Evet, savas korkung, gayritabii bir seydir. O insanlarin sakin huzur
dolu yasamlarimi yikar. Conkin’in durumu, ne terfiye, ne basariya, ne de kurtulusa ¢ikar. Camus’niin
Sisifos’u gibi, umut etmez, ama gorevi terk de etmez. Conkin’in “mutlulugu” biiyiik ideallerden
degil; yemek, barinak, iligki, aliskanlik gibi giindelik ve basit hazlardan gelir. Bu, Camus’niin
sOyledigi gibi mutluluk ile absiirt ayni topraktan dogar savini destekler:

Savas ¢iktigi haberi herkesi uykuda yakaladi, ¢iinkii kimse savasa pek kafa
yormamaktaydi. (...) Conkin’in zamani hi¢chbir yiice amag igin boliinmemis, yalnizca
yasamaya ve hi¢hir sonug ¢ikarmadan yasamin akisini seyretmeye ayrilmigti; yalnizca
yvemek, i¢cmek, uyumak ve doganin ¢agrilarim yanmitlamakti, bir tek koruma ve kollama
goreviyle ilgili kurallarin belirledigi anlar degil, ama ne zaman gereksinmeler dogarsa
(Voynovig, 1991, s. 103).

Savagin olduguna dair bir bildiri yayinlandiginda kdéyliiler dogru olup olmadigini anlamak
i¢in biiroya kosustururlar. Fakat parti orgiitii bagkani Kilin ve koyliiler arasinda gecen konusma
alaycidir: Baglangigta Conkin emirleri sorgulamaz, sistemi dogal kabul eder. Zamanla kurallarin
islemedigini, mantiin bosa ¢iktigini, diizenin kendi kendini yutan bir yap1 oldugunu yasayarak fark
eder. Bu, Camus’niin sdziinii ettigi bilincin yavas uyanigidir:

“Biliyorsun ben... Yani biz. Bir bildiri vardi,” dedi Sikalov, sonunda sesine yeniden
kavusarak”

“Nasil bir bildiri?”

“Yok mu diyeceksin, “ diye saswdr Sikalov, bir tanik ararcasina gevresine bakinarak,
“Benimle ne diye dalga geciyorsun? Duymadin mi? Bir bildiri vardi.”

“Sizin neyiniz var!” Kilin ellerini havaya agti. “Eee bir bildiri var. Ve siz bana demek
istiyorsunuz ki, bir bildiri insanlarin ¢alismasuin artik gerekmedigini ama bir araya
toplanip bir kalabalik olusturmasi gerektigini séyliiyordu. Dedigi bu muydu?” (Voynovig,
1991, 5. 109).

Bu tuhaf, giiliing konusma sahnesinde ortaya ¢ikan goriintli sudur: Askeri kadronun bagkani,
parti Orgiitii bagkan1 ve delegeleri aslinda sadece onderlik etmeye degil, ayn1 zamanda kritik
durumlarda net diisiinmeye de yetenekli degildir. Anlatici, burada s6z konusu kisilerin davraniglarini,
kararsizliklarini, korkularini ve karar verme siireglerindeki yetersizliklerini agik bir bi¢imde elestirir.
Savas sahneleri araciligiyla komuta kademesini elestirel bir bakigla ele alarak, {ist makamlara
danisilmaksizin karar alinamadigimi ve bu durumun hiyerarsik bir sorgulama dongiisii yarattigini
ortaya koyar: “Disarida savas ¢tkmuis siirtiyor, bense burada stkisip kalmisim...” (Voynovig, 1991,
s. 139). Bu ifade, Conkin’in i¢inde bulundugu tarihsel gergeklik ile bireysel konumu arasindaki
kopusu agik bigimde ortaya koyar. Biiyiik ideolojik sdylemler ve kahramanlik anlatilariyla sunulan
savas atmosferinin ortasinda Conkin, kendisini tarihin merkezinde degil, aksine onun disinda kalmig
edilgen bir figiir olarak gérmektedir. Boylece kahraman, Sovyet kahramanlik anlatisinin beklentileri
ile bireyin siradan ve caresiz varolusu arasindaki gerilimi goriiniir kilar. Bu durum, Albert
Camus’niin Sisifos Soyleni’nde tamimladigr uyumsuz insanin konumunu hatirlatir. Camus’ye gore
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uyumsuz insan, diinyayr anlamlandiran biiyiik ideolojik anlatilarla bireyin ger¢ek deneyimi
arasindaki kopusu fark eden kisidir. Conkin’in savasin ortasinda kendisini “stkigip kalmig” olarak
tanimlamasi, tam da bu uyumsuzluk bilincinin edebi bir yansimasi olarak degerlendirilebilir.

Camus’de tanrilarin yerini, anlamsiz, celiskili, insani tiikketen emirlerin oldugu askeri-
biirokratik diizen alir. Erkeklerin savasa ¢agrilmasini bildiren resmi duyuru (146s.), tarihsel agidan
son derece ciddi bir durumu isaret ederken Conkin, Sisifos gibi, iist bir akla degil, isleyen bir
sagmaliga mahkimdur. Ancak Voynovi¢ bu dramatik atmosferi beklenmedik bigimde giindelik ve
hatta absiirt bir tartismayla kesintiye ugratir: Nyura’nin komsusu Gladisev’in gordiigii riiyay1 ciddiye
alarak Conkin’i uyandirmasi ve ikisinin atlarin parmaklari olmadigi i¢in insan olamayacaklari
iizerine tartigmaya girismeleri, biiylik tarihsel olay ile siradan diisiince diinyasi arasindaki kopusu
gorlintir kilar. Absiirt durum, Conkin ve Gladisev’in savas gibi hayati bir gercekligin ortasinda
tamamen Onemsiz bir mesele lizerine yogunlagmalari, bireyin tarihsel olaylarin biiytlikliigii karsisinda
giindelik diisiince kaliplarina siginmasi ile ortaya ¢ikar. Bu yoniiyle sahne, Sisifos’un anlamsiz fakat
kagimlmaz eylemini hatirlatan bir durumu temsil eder: Insan, diinyanin biiyiik trajedileri karsisinda
bile kendi kii¢iik diisiince ve aligkanliklarinin i¢inde varligini siirdiirmeye devam eder.

Romanin bir diger dikkat g¢ekici sahnesinde Yarbay Opalikov, Tiraspol bdlgesine asker
sevkiyati hazirliklartyla meggulken Tabur Komutani Pakhamov, uzun siiredir unutulmus olan Conkin
meselesini giindeme getirir. Pakhamov’un “Su Conkin’i ne yapacagim bilemiyorum” (Voynovig,
1991, s. 148) sozleri lizerine Opalikov’un karakteri dahi hatirlayamamasi, biirokratik sistemin bireyi
nasil goriinmez kildigini ortaya koyar. Ugagi korumakla gorevlendirilen Conkin’in hald ndbet
tutmakta oldugu ve hatta bu siire i¢cinde koyde bir evlilik kurdugu 6grenildiginde dahi komutanin
verdigi karar son derece kayitsizdir: “Madem evienip pacasimi kaptirmis, birak oyle kalsin.”
(Voynovig, 1991, s.148) Bu sahnede bireyin kaderi herhangi bir stratejik kararin sonucu degil,
biirokratik ilgisizlik ve rastlantilarin birlesimiyle belirlenir. Boylece Voynovig, savasin biiyiik
tarihsel anlatisinin arkasinda isleyen idari mekanizmalarin absiirt dogasini agiga g¢ikarir. Conkin’in
kaderinin birkag ciimlelik kayitsiz bir konusmayla belirlenmesi, bireyin sistem karsisindaki
onemsizligini ironik bir bigimde gdsterir.

Gladisev’in patates ve domates melezi yetistirdigi bahcenin, Nyura ile Conkin’in baktig
“Glizellik” adli inek tarafindan talan edilmesi lizerine (Voynovig, 1991, s.156) olay kisa siirede
trajikomik bir ¢atismaya déniisiir. Ofkeye kapilan Gladisev silahin1 Conkin’e dogrultur; ancak bu
gergin anin ortasinda Conkin’in zihninden gecen diisiince 6liim korkusu degil, yalnizca susamis
oldugudur. Gladisev’in silah1 ateslemesine ragmen silahin iginde barut bulunmadigi icin ates
almamasi sahneyi biitiiniiyle bir komediye déniistiiriir. Ustelik Conkin’in tiim bu olaydan sonra son
derece sakin bir bi¢cimde “Gergekten beni oldiirmeyecektin degil mi?” diye sormasi, karakterin
diinyay1 algilama bi¢iminin alisilmis kahramanlik kaliplarindan ne kadar uzak oldugunu gdosterir.
Boylece Voynovig, siddet potansiyeli tagiyan bir durumu bile absiirt bir mizah araciligiyla etkisiz
hale getirir; kahramanlik anlatisinin dramatik gerilimini bozarak siradan insanin saf, edilgen ve
trajikomik varolusunu 6ne ¢ikarir. Conkin’in kaderinin savasin ortasinda biirokratik bir kayitsizlik
sonucu belirlenmesi, bireyin anlam arayisi ile diinyanin irrasyonel isleyisi arasindaki bu
uyumsuzlugu agik bigimde ortaya koyar.

Gladisev’in tist askeri birlige Conkin hakkinda yazdig1 karalayict mektup (Voynovig, 1991,
s.175), romanin ilerleyen bdliimlerinde kahramanin kaderini yeniden belirleyen dnemli bir déniim
noktast haline gelir. Buna ragmen Conkin’in kendi durumunu degerlendirme bi¢imi son derece
ironiktir. Ciinkii o, kendisini “asker kacag1” olarak gérmez; aksine ucagi korumakla gorevlendirildigi
ndbet yerini terk etmesinin askeri kurallara aykir1 olacagini diislinerek gorevine bagli kalmaya devam
eder. Nyura’nin tiim yalvarmalarina ragmen saklanmay1 reddetmesi ve yalnizca kendisini ndbetten
alabilecek yetkili bir komutanin gelmesini beklemesi, karakterin biirokratik diizeni son derece literal
bir bicimde yorumladigini gosterir. Bu durum, Voynovi¢’in anlatisinda trajikomik bir gerilim yaratir:
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sistem tarafindan unutulmus bir asker, yine ayni sistemin kurallarina korii koriine bagh kalarak kendi
kaderini belirler. Boylece yazar, Sovyet askeril biirokrasisinin absiirt isleyisini ortaya koyarken
Conkin karakterini de klasik kahramanlik modelinin tersine yerlestirir; o ne bilingli bir isyanci ne de
cesur bir savas kahramanidir, yalnizca kurallari ciddiyetle uygulayan siradan bir askerdir, bu anlamda
Sisifos’un kayay1 siirekli yeniden yukari tagimasina benzer bir durumu ¢agrigtirir.

Conkin’in kendisini tutuklamaya gelen askerleri alikoymasi, yine biirokratik diizenin abstirt
isleyisiyle agiklanir. Conkin, gorev yerini kendisine tayin eden yetkililerden farkl kisiler tarafindan
nobetten alinamayacagina inandig1 icin, gelen askerlere giivenmez ve onlar1 gérev geregi alikoyar
(Voynovig, 1991, s.194). Bu olay kisa siirede bolge halki arasinda sdylentilere doniiserek biiytir;
dedikodular Conkin’i bir “cete lideri”, bir “Beyaz General” hatta Stalin’in gizlice saklanan bir
kimligi olarak betimlemeye kadar varir. BOylece siradan bir askerin basit bir biirokratik yanlig
anlamadan dogan eylemi, kolektif hayal giiciinde abartili ve fantastik anlatilara doniisiir. Voynovig
bu sahnede, Sovyet biirokrasisinin rasyonellik iddiasina ragmen sdylenti, korku ve yanls bilgi
iizerinden isleyen bir mekanizmaya doniigebildigini ironik bir bicimde ortaya koyar. Conkin’in
yalnizca gorevini ciddiyetle yerine getirmesi, sistem tarafindan bir tehdit veya komplonun pargasi
olarak yorumlanir.

Romanin ilerleyen boliimlerinde Conkin’in esir aldig1 kisileri kolhozda ¢aligtirma fikriyle
biiro baskan1 Ivan Timofeyevi¢c Golubev’in yanina gitmesi ve icki masasinda buna karar vermeleri
(Voynovig, 1991, s. 205), anlatinin absiirt mantigin1 giiglendiren sahnelerden biridir. Conkin bu
Oneriyi son derece pratik ve siradan bir ¢6ziim olarak sunar; ona gore esirlerin tarlada ¢aligtirilmasi
hem kolhoz i¢in faydali olacak hem de onlarin gozetim altinda tutulmasini saglayacaktir. Ancak
Golubev’in bu 6neri kargisindaki tepkisi ideolojik kaygilarla sekillenir. Bir komiinist olarak kdle
emegi kullanma diisiincesinin teorik olarak kabul edilemez oldugunu dile getirir. Buna ragmen kisa
stire sonra biirokratik faydacilik agir basar ve Conkin’in 6nerisi fiilen kabul edilir. Béylece ideolojik
sOylem ile giindelik pratik arasindaki g¢eligki ironik bir bi¢imde aciga ¢ikar. Ayrica sistemin kendi
ilkeleriyle olan tutarsizlig1 goriiniir hale gelir; kahramanlik ve devrim idealleriyle kurulan resmi dil,
giindelik yasamin yararci1 ihtiyaclari karsisinda anlamsizlagir.

Conkin’in evinden helaya gitme bahanesiyle kacan asker Milyaga’nin askeri birlik tarafindan
Alman ajani olarak yakalandigini belirten Tegmen Bukasov’un hazirladigi askeri rapor, anlatinin
biirokratik absiirtliiglinii gdzler 6niine seren dikkat ¢ekici bir temsildir. Raporda sorgulanan tutsagin
Gestapo subay1 oldugu, Sovyet yurttaglarmin kursuna dizilmesinde rol aldigr ve Conkin’in de
Gestapo ile baglantili bir birlik kurdugu ileri siiriilmektedir. Oysa romanin 6nceki boliimlerinde
goriildiigl gibi bu iddialar tamamen yanlis anlamalar ve iletisim kopukluklari {izerine kuruludur.
Buna ragmen askeri rapor, ideolojik kaliplara uygun bir anlati iiretmek amaciyla gercekligi yeniden
kurgular. Bu durum romanin absiirt yapisini da giiclendirir. Conkin’in aslinda tesadiifler sonucu
gelisen eylemleri, biirokratik raporlarda organize bir diisman faaliyeti gibi sunulurken, anlati
diinyasinda gercek ile resmi anlati arasindaki mesafe giderek biiylir. Revkin’in tutsagi tanimasiyla
birlikte onun Gestapo ajani degil, Conkin’i tutuklamas1 i¢in gonderilen ama basarisiz olan asker
Afanasi Petrovi¢ Milyaga oldugu ortaya g¢ikar (Voynovig, 1991, s. 229). Boylece sorgulama
siirecinde olusturulan suglama anlatisinin yanlis anlamalar ve ideolojik dnyargilar tizerine kuruldugu
anlasilir. Bu durum, roman boyunca tekrar eden biirokratik yanlis yorumlama mekanizmasinin bir
baska drnegini olusturur. Ancak bu gergegin ortaya ¢ikmasi Milyaga’nin kaderini degistirmez. O,
sorgulama sirasinda Almanca ve Rusga karisik sozler sarf ettigi ve yanlis anlasilabilecek ifadeler
kullandig1 i¢in suglu olarak degerlendirilmis ve sistemin mekanik isleyisi icinde yok edilmistir.
“Yiizbas1 Milyaga, bir budala gibi yok oldu, yalmzca yanhs bir anlasilmadan otirii. ”(Voynovig,
1991, s. 235) Voynovi¢ bu sahnede totaliter biirokrasinin ironik bir portresini ¢izer, bireyin kaderi
gergeklere degil, yanlis yorumlara ve ideolojik reflekslere bagli olarak belirlenir. Bdylece romanin
anlat1 diinyasinda trajedi ile komedi i¢ ice geger; bir yanlis anlamadan dogan olaylar zinciri sonunda
bir insanin hayatina mal olur.
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Bu stireclerin sonunda General Flippov, Conkin’i tek basina bir alaya kars1 savunma yaptigi
gerekeesiyle madalya ile 6diillendirir:

Elinde bir silahla kahrolas: tek bir asker, beng beng ve koskoca bir alay onunla basa
¢tkamiyor. Sana gelince, Conkin. Sana derhal dobra dobra séyleyecegim ki, bir budalaya
benzeyebilirsin ama sen bir kahramansn. Ust otoritenin adina, lanet olsun, sana
minnettarligimizi ilan ediyor ve seni bu madalyayla édiillendiriyorum (Voynovig, 1991,
5.252).

Ancak kisa siire sonra ortaya ¢ikan bir belge {izerine Conkin tutsak ilan edilerek “vatan haini”
sifatiyla apar topar gotiiriiliir. Saniyeler iginde takilan madalya “bir ¢ivi sokiililyormugcasina”
koparilir. Olup bitene higbir anlam veremeden Conkin; General’in, “Yoldas askerler, Conkin’e
madalya verilmesi seklindeki emrim iptal edilmistir. Conkin’in anavatanimiza ihanet eden bir vatan
haini oldugu ortaya ¢iknugtir. Kurt gibi sokulup bizim giivenimizi kazanmak igin bir kahraman taklidi
yapnugstir.” (Voynovig, 1991, s. 253) sozleriyle kaginilmaz bir yazgiya siiriiklenir. Bu ani doniis,
romanin basindan itibaren kurulan absiirt manti§in doruk noktasini olusturur. Kahramanlik ile
ihanetin birka¢ biirokratik islemle yer degistirmesi, ideolojik sistemin gergekligi keyfi bi¢cimde
yeniden tanimlayabildigini gdsterir. Bu bakimdan Voynovig¢’in anlatisi, biirokratik mekanizma
tarafindan siirekli yeniden iiretilen yanlis anlasilmalar yiiziinden Sisifos’un bitmeyen ve anlamsiz
emegini hatirlatan bir varolugsal dongili yaratir, bu sebeple trajik gibi goriinen anlati abstirt bir
komediye doniisiir. Bu da Camus’niin “mutlu Sisifos” fikriyle ortiisiir. Conkin, yiiksek sesle
“ozgiirlik istiyorum” ya da “ben bir sey yapmadim” demez, bilingli bir ideolojik baskaldiri
sergilemez, c¢linkii Conkin, kendini kii¢iik diisliren emirleri tam anlamiyla igsellestirmez, korkuya
ragmen giindelik varligini siirdiirerek sagmalig1 ciddiye almaz. ideolojiyi i¢sellestirmeyen ve sisteme
anlam yiiklemeyen Conkin kendini bir kahraman roliine sokmadigi i¢in fiziksel olarak boyun egiyor
gibi goriiniir. Bu noktada Conkin, bedenen itaat eder, ama varolussal olarak diz ¢6kmez. Conkin,
Camus’niin aktardigi gibi 6lim pahasina bir 6zgiirliikk talep etmez; ancak diz ¢c6kmeyi reddeden
giindelik varligiyla, Sisifos’un sessiz ve ironik bir bigimini temsil eder.

Romanin son sahnesinde ise Conkin’in gotiiriildiigili giiniin aksaminda Komsu Gladisev daha
Once riiyasinda insan olarak gordiigli at Osoviakhim’in oldiigiini fark eder: Ayaginda nal
bulunmayan atin yaninda “Eger oliirsem, bir komiinist olarak sayilmay isterim” yazili bir not bulur
ve bu durum Gladisev’in ¢iglik atarak hayatinda ilk kez istavroz ¢ikarmasina sebep olur (Voynovig,
1991, s. 256). Bir hayvanin bile ideolojik kimlikle tanimlandig1 bu diinyada, insanin kaderi de ayn1
o6l¢iide rastlantisal ve anlamsiz bir diizene baglidir. Bdylece roman, trajik ile komigin i¢ ice gegtigi
absiirt bir kapanigla son bulur; bireyin varolusu ideolojik sistemin keyfl ve irrasyonel isleyisi i¢inde
anlamin yitirir. Bu baglamda Conkin, Camus’niin Sisifos’una benzer bi¢imde, anlamin1 yitirmis bir
diizenin ic¢inde varligim siirdiiren ve sistemin irrasyonel dongiisiinde yeniden tanimlanan absiirt
insanin edebi bir yansimasi haline gelir. Ciinkil absiirt deneyimde, insan, diinyanin anlamsizligin
fark eder, ama aci bireyseldir. Bu asamada kisi yalnizdir; acisi yalnizca kendisine aittir. Conkin,
Camus’niin Sisifos’uyla anlamsiz, siiresiz ve sonugsuz bir gdrevin i¢ine hapsoldugu ayn1 yazgiy
paylasir. Ancak bu durum, onu trajik bir kahraman yapmaz. Aksine, Conkin’in giindelik hayata
tutunusu, kiiciik hazlarla yetinmesi ve sistemi sorgulamadan ama onunla biitiinlesmeden varligin
stirdiirmesi, onu absiirt kahramana doniistiirtir. Tipk1 Sisifos gibi, Conkin de yazgisini degistiremez;
fakat onu insanilestirir. Bu nedenle Conkin, ideolojinin ve biirokrasinin sagmaligi karsisinda ezilen
bir kurban degil, absiirt dilnyada yasamaya “evet” diyen modern bir Sisifos’tur.

Sonug¢

Vladimir Voynovi¢’in Er Ivan Conkin’in Yasami ve Olaganiistii Seriivenleri adli romant,
savas anlatisin1 geleneksel kahramanlik ve ideoloji ekseninden uzaklastirarak biirokratik isleyisin
irrasyonelligi, bireysel yetersizlikler ve sistemsel ¢oziilme iizerinden absiirt bir diizleme tasir. Eserde,
ciddiyetin karikatiirlestigi, kahramanligin ironik bigimde ters yiiz edildigi ve biirokratik diizenin

www.turkishstudies.net/language



6224 Sinem Soyler

islevsizliginin goriiniir hale geldigi bir anlat1 yapisi insa edilir. Bu baglamda savas, yalnizca fiziksel
bir yikim olarak degil, ayn1 zamanda anlam {iretme kapasitesini yitirmis bir ideolojik mekanizma
olarak temsil edilir.

Roman boyunca Conkin’in u¢agi korumakla gérevlendirilmesine ragmen tiim askeri yapiy1
mesgul eden bir figiire donlismesi, savasin ciddiyeti ile giindelik hayatin siradanligi arasindaki
celiskiyi belirginlestirir. Savasin yikiciligi siirerken Conkin’in Nyura’nin patates tarlasini diistinmesi,
iilke bombalanirken inegin sagilmasimin ne kadar gerekli oldugunun gosterilmesi, Parti orgiitii
baskaninin savasgtan bihaber olmasi, tek sikintinin ucak ve Conkin’in davraniglart olmasi ya da
giindelik yasamin kiiciik ayrintilarinin 6n plana ¢ikmasi, ideolojik sdylemin yiicelttigi degerlerin
icinin bosaldigin1 gdsterir. Sovyet savas sOylemini yikima ugratan ironik bir anlati ile Voynovig,
klasik savas edebiyatinin kahramanlik ve ideoloji temelli yapisini ters yiiz ederek bireysel hayatin
siradan akisgi ile savasin yikiciligr arasindaki ¢eliskiyi vurgular. Bu ¢eliskide Conkin, Sisifosvari bir
anti-kahraman olarak savasin igi bosaltilmis resmini sunar. Beceriksiz yoneticiler, amagsiz
biirokratik rutinler ve tesadiifi gelismeler, yalnizca bir mizah unsuru olarak degil, ayn1 zamanda
sistemin igsel ¢eliskilerini aciga ¢ikaran elestirel araglar olarak islev goriir.

Conkin, bu baglamda klasik kahraman tipolojisinin disinda konumlanan, apolitik ve siradan
bir birey olarak dikkat ¢eker. Ne idealler pesinde kosan bir figilirdiir ne de bilingli bir direnisin
Oznesidir; aksine, absiirt bir gerceklik igerisinde giindelik davranig kaliplarini siirdiirerek sistemin
normlarinmt goriinmez bigimde ihlal eder. Askeri kurallar ciddiyetle uygulamasi dahi, geliskilerle
oriilii bir yap1 i¢inde beklenmedik sonuclar dogurarak absiirtliigii derinlestirir. Boylece kahraman,
kendi gorev anlayisi ile dis diinyanin algis1 arasindaki uyumsuzlukta konumlanir ve bu uyumsuzluk
romanin temel gerilim alanini olugturur. Ciinkii, Camus’ya gore uyumsuz (absiirt), insan bilincinin
anlam arayisiyla evrenin anlamsiz ve ilgisiz yapisinin karsi karsiya gelmesinden dogar. Bir bagka
deyisle, insan hayatina anlam vermek ister fakat evrenden bir karsilik bulamaz; iste bu yanitsizlik
durumu absiirdiin 6ziidiir. Ozellikle Conkin, tekrarlanan, sonugsuz bir yasam dongiisii i¢indedir ve
yasadig1 durumdan kagamaz, ancak bu durumun farkina vardik¢a biling kazandigi goriiniir. Sisifos,
anlamsiz bir evrende, anlam yaratmaya c¢aligan absiirt insanin simgesidir, ¢linkii onun siirekli tekrar
eden, sonu olmayan, anlami sorgulanan cezasi Conkin’in modern diinyadaki durumuna benzer.
Ancak Sisifos kurban degil, bilingli bir figiirdiir. Conkin, Sisifos gibi bilingli bir absiirt kahraman
degildir; ancak onun deneyimi, tekrar eden, sonugsuz ve anlami siirekli ertelenen bir varolus
dongiisiine isaret eder. Sisifos’un trajedisi nasil ki basarisizlikta degil, anlamsizligin farkina varisinda
temelleniyorsa, Conkin’in durumu da benzer bir bigimde, sistemin irrasyonelligi i¢inde sekillenen
bir farkindalik siirecine agilir. Ciinkii Conkin, Sisifos gibi, yazgisin1 degistiremez; fakat ona karsi
biling gelistirerek ahlaki bir iistiinliik kazanir. Boylece Conkin, Sisifos gibi, once eylemle isyan eden,
sonra bilingle direnen bir figiire doniisiir. Bu noktada Conkin’in konumu, Albert Camus’niin Sisifos
figiiriiyle kurulan iligki izerinden daha anlamli hale gelir. Bu yoniiyle Conkin, Camus’niin “uyumsuz
insan” tipinin dogrudan bir yansimasi olmaktan ziyade, tarihsel ve ideolojik kosullar i¢inde yeniden
bigimlenmis bir varyanti olarak degerlendirilebilir.

Sonu¢ olarak Voynovi¢’in romani, absiirt felsefenin bireysel varolus diizlemindeki
tartismalarini toplumsal ve siyasal baglama tasiyarak genisletir. Savasin ideolojik anlatisini1 ¢6ziime
ugratan bu yaklasim, kahramanlik mitini parcalayarak yerine siradan insanin ¢eligkili, ¢ogu zaman
trajikomik deneyimini yerlestirir. Bu baglamda Conkin, anlamini yitirmis bir diizen igerisinde
varligimi siirdiiren modern absiirt insanin edebi bir temsiline doniisiir; roman ise savasin yalnizca
tarihsel bir olgu degil, aym1 zamanda ideolojik ve ontolojik bir kriz alan1 oldugunu ortaya koyan giiclii
bir elestirel anlat1 olarak degerlendirilebilir.
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